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Learning Outcomes

Display sound knowledge and understanding of the application of design
within specialised areas such as set, costume, props, lighting, sound and
AV.

Criticallyillustrate the role of the designer in the process of making theatre
and/orfilm and/or TV.

Criticallyanalyse selected scripts, genres and periods from the perspective
of a designer.

Apply process skills as appropriate to each design area.

In this project | will need to consider the following;

 How roles and responsibilitiesimpact upon a small production company.
 How your visual research informs the work of your colleagues.

e Acollective and unified response to the given stimuli.

e Publicising the company’swork through the course Instagram pages.

Throughout this module, | will continue to reflect back on the seven steps of design to guide me:
* Commitment

* Analysis

* Research

* Incubation

* Selection

* Implementation

* Evaluation



Nights at the Circus Production Team

As a team, we must create and develop a unique sense of style and an artistic vision in response to the 'Nights at the Circus'. We
must analyse the script and create a visual response based on each of our own roles. It is important that what we design and
produce links back to the initial response we had to the script. The budget is £300, which will assist the groups in producingthe
final presentation.

Group Roles

Ellie: Set designer, my job as the set designer is to create and understand how to produce a visual representation of the world in
the script. | will need to produce a model box to scale, finished coloured designs with mood boards to reference my choices, and
lastly accurate drawings. Having an understanding of how the set would be made s critical.

Rebecca: Costume designer, as the costume designer Rebecca, must produce designs for atleast 4 of the characters in the script.
Rebecca may also produce one mock-up costume on a mannequin. Knowing what fabrics she would use to make costumes with
along with samples is vital. Purchasing / sourcing places to buy is also a key factor. Rebecca may also want to consider the hair
and make up to compliment the costume designs.

Courtney: Props designer/maker, Courtney will be required to research into what props will need to be bought or sourced.
Courtney will also need to look into armoury, weapons use and how these will need to be handledin a performance
environment. Choosing a prop to realise for the presentation.

Laurie: Puppetry, Laurie will need to create puppet designs that complement the group design for the script. Laurie will need to
tie in with set and costume to blend your puppets with the other designers. Laurie may also want to create a mock-up of at least
one puppet. Understandinghow the mechanisms will work is critical.



Google Slides

In order to communicate ideas with the group, we created a google slides document where each member has
included relevant text or imagery that will help us along our journey. | enjoyed using this methodology as it allows
for each member to add notes but also real-time collaboration.

https://docs.google.com/presentation/d/11t8g-UylS0I6T6NSBM32FSjdHEv-x_uemoyAC-7NmNo/edit?usp=sharing
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Google Calendar

As a team, we decided to use Google Calendarin
order to quickly arrange our meetings and set
deadlinesfor ourselves. Making the calendaralso
allows for better communication and boosts our
productivity. Next time | use google calendar| will
make sure to updateit regularly and also include

personal deadlines.

| will be using this methodology for my future

projects and within the industry as it provides many

benefits and allows for better time management.




Analysis Questions

Plot

The story centres around Jack writing a story about the winged woman, Fevvers. Throughout his journey, we discover the brothel
and the circus, where Jack eventually runs off with Fevvers to become a jam face clown.

Theme

There are several themes that captured my attention the most. Such as the followingthemes of ownership, uncertainty, freedom
and abuse.

Logic
Some aspects of the story has rationalideas and themes, on the other hand, the story lacks overall coherence due to the
constant flashbacks that are sometimes unrecognisable, this became complicated.

Exposition
Overall, during this period the characters are trying to survive by gainingmoney and freedom, through the brothel and circus.

Complication

The main complicationsthat occur are the abuse the characters face. Particularly Mignon, who suffers abuse from Buffo,
causing tension between the characters. Mignon is later saved and supported by Lizzie.

Main question
My main question for the play is: What is the white light, was it all a dream, is it real?



Main action
Events that hook the audience the most is during the flashbacks, where we learn more about the character's backstory, allowing the
audience to empathise and connect with the story and characters further.

Cause of action
| believe the main charactersare Jack and Fevvers, the resulting action of them meeting is that they fall in love and fly away together

happy.

Conclusion
During the end of the play, we see a bomb explode into a bare white landscape, where only some characters come back together in the
same place.

Protagonist
In my opinion the protagonistis Jack and Fevvers, | could also argue that it's Vesta as she opens and ends the play, suggesting that she
could be the narrator of the whole story.

Antagonist
Due to their behaviours within the script Buffo, Mr Sugar and Kearney are the antagonists.

Most interesting Character
| am most interested in the character Ma Nelson, as | would like to understand her backstory more and learn about her past life before
owning the Brothel.

Take Place
The key locations within the playis London, 1899 and St Petersburg, 1900.
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breakdown shows which characteris onstage throughout
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Table Read
Highlighting the script

As part of my commitment stage, |
have read the script, and decided to
highlight key parts of the screenplay
that inform the different characters,
props, costumes, and set needs.
Afterwords, | will create a list, so that
nothing gets forgotten by accident.

Legend

Character: vwvaa~—

Location: “Y“Aan

Prop: AAa_

Costume: AAnA_

Set: A AN

Sound:

Other: UNDERLINE

When going through each scene, |
have analysed all elements of the

script and in response |
have conducted relevantresearch.

Nights at the Circus

BY TOM MORRIS AND EMMA RICE
ADAPTED FROM THE NOVEL BY ANGELA CARTER

It's 1899 and all of Europe is agape at the arrival of the new century.
The world crackles with possibilities and people dance to the
irresistible rhythms of money, sex, love and freedom. Swinging
above them all is a showbiz sensation: a fierce, vulgar, pant-
droppingly sexy trapeze artist called Fevvers.

‘A joyous affair...gives Carter’s book abundant theatrical life’
Michael Billington, Guardian

‘[A] wonderfully cheeky, darkly fantastical stage version’
Paul Taylor, Independent

In this dazzling homage to theatre Tom Morris and Emma Rice use
a unique blend of storytelling, stagecraft and song to dramatise
Angela Carter's popular and highly regarded novel. Tom Morris is
Associate Director of the National Theatre; Emma Rice is Artistic
Director of acclaimed theatre company Kneehigh.

Oberon Books also publishes an anthology of Kneehigh plays,

featuring Tristan and Yseult, The Bacchae, The Wooden Frock and
The Red Shoes.

Photograph by Keith Pattison ISEN 97B-1-84000-631-3

OBERON MODERN PLAYS ""”" |

www.oberonbooks.com 81840702631
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ACT ONE Act/Scene | Who Where When | Props/Costume | Action
1/1 Voice-over London 1899 Vesta- Top hat, Introduction

VOICE-OVER: Ladies and Gentlemen, please turn off V O S I
" your telephones and other electronic appliances and esta n>tage BRI, EEE

prepare to travel in time. Because Europe is agape for Wi ndja mmer

the end of the century, Not this century. Or the last one.

For we are at the fag-end, the smouldering cigar-butt, of " Europe is agape for the end of the century"

a nineteenth century which is just about to be ground out . ) ) .

in the ash-tray of history. According to Britannica (2021) agape is the fatherly love of God for

We are in London and it is 1899, humans discussed in the New Testament.

VESTA enters. She is dressed immaculately in men’s clothing, Vesta

top hat, Tails and a cane. The WINDJAMMER | musician) . .

is onstage throughout, * InRoman religion, Vesta was the goddess of the hearth, the
VESTA: By the water home and domestic life, and is also identified with the Greek

I was walking goddess Hestia (Mark,2009).

When I heard a step o .
* Vesta and Ashton also had an appearanceat the British circus,

Chessington Zoo in 1954. The musical comedy act of Vesta and

My woman stood there

By the water

This is what she said Ashton was billed as "The Immortal Musical Clowns" (Arthur
]-31;-?.1 old century die Lond, 2021)

D fm:ﬂ?d,e“ e yetmiey e * Vesta Tilley was a performer who expressed herself as a boy
We haven't lived yet and the moon is high and dressed in men's attire, similar to how Vesta is portrayed
Honey don’t you in the script.

Hug and kiss me

Don’t you hold me tight
. . n e o [ 1]
Al for cagh I Windjammer - "musician, onstage throughout

Sold my body * Windjammeris another word for merchant sailing ship.
r ty tonigt . . . .

T not yours tonight  Windjammers are also the circus band that travels along with
the circus.

She said Die, old century die {Etc)




Key Theme: Rellglon

England

Throughoutthe 19th century, England was predominatelya
Christian country, where the only substantial non-Christian
faith was Judaism.

It was also during this time that for the first time in England a
number of public figures openly declared that they had no
religious beliefs. Scriptures as historical texts and scientific
advances such as Charles Darwin's theory of evolution made
it difficult for many educated people to accept the truths of
the Bible. Some writers even rejected the teachings of
Christianity altogether (English Heritage, n.d).

Russia

During the 19th century the Russian Empire had become
an empire of religions, where the political entityin the
world became the home to vast populationsfrom four
major religions: Christianity, Islam, Judaism and
Buddhism (Astafieva, n.d).

During this period, Russia saw a defining moment where
the Russian government forced it citizens to become
members of the Orthodox Church. Due to this millions of
people disowned Christianity for a Bolshevik-run
government which followed atheism (UKEssays, 2018).
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MORRIS / RICE W N

/ omdence

JACK WALSER, fitting in the audiforium, seribbles in his

—
poK,

—
JACK: End of the century. Obviously a woman but dressed

as a man. Seems to be talking in the voice of man.

Doesn't quite make sense. Seen better in Reykjavik.
—

A finger sticks out through the curtains and points at him.

At first he ignores it. Then he reacts. The finger beckons him
onlo the stage. He goes onto the siage.

Ftn;:-{:r points oul lhruugh curtains. Seems to be tv.||irlg
someone off. Audience laugh. Points at the audience.
Seems to be pointing at someone. Seems to be pointing
at the person next to me. (Ad lib.)

The finger summons fim onto the stage, then punches him.
A CHORUS of Creatures of the Theatre enters and picks
ai fim.

CHORUS: What the hell is this? A notebook and pencil?
Does the man have no idea at alf?

Did m:lmt]:,' ever tell you that bringing a pt:nl:i] into a
theatre is the worst thing vou can ever ever ever do?

It’s worse than bringing a pencil into your hotel
bedroom on your wedding night.

IT COMPLETELY MISUNDERSTANDS THE NATURE OF THE
EVENT.

What's in your notebook? No, don't answer that. I'll
look. Ha! Haha! New York Times it says!

And Walser. Walser? What's that?

NIGHTS AT THE CIRCUS

Jack

e Journalist

* Originally from Iceland, Reykjavik.

CHORUS: Oh! A Nordic Adventurer, {Etz)
JACK: Who are you?

CHORUS: We are the creatures of the theatre. Nothing in

this room can happen without us. —
Look! ‘Great Fakes and Con-artists of the World® A A Chorus of Creatures of the Theatre
series of articles to blast out falsehood with the certainty ° A Chorus |S a grou p Of S| nge rs.

of the coming century.

* A chorus was also a group of actors who spoke to the
audience to underscore the main action of the play through
a song, dance and recitations. This started during Classical
Greek theatre, especially Greek tragedy (Britannica, 2020).

They would also stay on the stage throughout; this is

The greatest fake in theatrical history - the Winged . " . . .

Worman of London. supported by the line of "Nothing in this room can happen

without us", which suggests that the story cannot progress

without the chorus so they stay on stage.

JACK: I see you read Icelandic.
CHORUS: A little.
One -

I don't believe it.

Do you have no experience of life at all?

JACK: I promise you, I'm no stranger to illusion. I've seen
a child shin up a rope in the Caleutta market and then
vanish clean away. In Kathmandu I saw a fakir on a

bed of nails soar up until he was level with the painted " New York Times"

demons on the eaves of the wooden houses. * The New York Times is an American Newspaper founded in
The Creatures are struck with wonder. 1851. This could suggest that Jack came from America, New
Mass hysteria and the delusion of crowds. A litte York to visit England and the "Winged Women of London".
primitive techonology and a big dose of the will to

believe.

CHORUS: You bitter hearted man! GET OUT!

JACK:1Its my name. Jack Walser Act/Scene | Who Where When | Props/Costume | Action

CHORUS: And what's this language? It's in gibberish?

JACK: P oriinally from Teeland. 1/2 Jack Walser Auditorium | N/A Pencil The Chorus
The Chorus On Stage Notebook qguestioning

10 Jack
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I.OcatiO N iceland, Reykjavik

Jack quotes "I'm originally from Iceland"

ICELAND

O Reykjavik

d

Atlantic Ocean

A

Iceland was discovered in the mid-ninth

century by Scandinavian sailors. The first
settler arrived in the year 874. There is a

lack of extreme stratification asthe
country values egalitarian relationships.
The open nature of the political system
allowed Iceland to have better gender

equalitythan many other countries (Every

Country, 2021). During the 1870s-1890s
there was mass emigration to North

America (The Big Picture, n.d) This could

explainwhy Jack was living in New York.

Iceland's national/traditional costume
grew in popularityin the 19th century
as they were eager for independence
from the Danish.

The Pjodbuning costume became a tool
for the nation to show the growing
sense of nationalidentityand became
a symbol for Iceland's spirit. There was
also the faldbuningur which was made
from colourful materials and was
decorated with gold embroideries and
silver belts (Hauptmann, 2014).

According to Gunnarsdottir(n.d) The
Sirkus Island, is the only Icelandic
Circus and was founded in 2007 by an
Australian clown, Lee Nelson. It wasn't
until 2013 that the circus secured a
tent to perform. No animalsare used in
the circus.



VESTHA opens the curiains, revealing FEVVERS, who sings .
Ter song. The CHORUS and JACKSTay and Tch. Act/Scene | Who Where When | Props/Costume Action

FEVVERS: I am only a bird in a gilded cage

With edock that ts copper SRS 1/3 Fevvers Auditorium | N/A Gilded Cage with | Singing,
R Jack On Stage lock Dancing

Like a secret to last till the death of the age

With no one to touch and to feel. The Chorus

CHORLIS: She is only @ bir a gilded cage
With a lock that 1 r and steel
Like a secret to last till the death of the age

With no one to touch and to feel. "Winged Women"

FEWWERS: If I sing my sorg

Perhaps T find A winged women was a political symbol used during the French

A ear to hear
What I've got in rmird

And T've got such a lot Revolution and signified the personification of the law.

Im front and behdnd.
CFFEIORLIS dance as ey sing.

CHORUS: She is only a bird in a gilded cage

e e TR T Sradie o ehe age "Abird in a gilded cage”
iﬂ'. o o Tre oy oo i bal | €] eael. . . . . .
A LTSS 1 o e e e Accordingto the Dictionary (2021) the metaphorto be “a birdin a

With a lock that was made to be braken

My secrets might dic with the death of the age gilded cage” is to live in luxury but without freedom.

But my secrets were made to be spoken

Oh death! * Thereisalso a song publishedin 1900 called "A Bird in a Gilded Cage"

Oh dearh!
You're ever as close TN AT R 225 2R Ny .\(‘,d
As iy next breath : -", 1% MasrAeapmieg Kk Kaiie §

Oh breath! "A Bird in a Gilded Cage"

Oh breath!
You're carrying me
To my mext death

If I sing my song PUbllShEd 1900

Ferhaps I'll fimd
An ear to hear
What I've got in rmind

P
T
.

Genre Tin Pan Alley, pop standard

12

And I've got such a lot Composer(s) Harry Von Tilzer
In front and behind.

Lyricist(s) ArthurJ. Lamb

As you look up at me with your sparkling eyes
All dewy and soft as the sea

Is there magic at work? Is it truth? Is it lies?
Na, it's sweet indivisible me.

Crurtaing shut.



Inherits Mad
Melsons dogger

Haotched fram
) an egg, found
on Ma MNelsons

doorstep

T-":‘.ﬂE'Z.'s‘! at

I:"l'_'u_c.

Street wise

—
—S

Seen (05 4
trophy

zzie 15 ner
-I -I 'A”E[Drng of an
angel

other fIgure

b Described 05 Grows wings O '
the Cocknay Pubery
WeEnus



Fevvers
 "Hasarms as well as wings" - Possible Mythical creature, Fairy, Angel etc.

JACK: Well, yes. * Statue: The Winged Victory of Samothrace

VESTA: Are you still here?

VESTA: Got you interested has she?

JACK: No. 'm just writing my story. Your winged woman
has arms as well as wings, right?

VESTA: Of course

JACK: Well the wings of the birds are nothing more than
the forelegs — the arms. The skeleton of a wing shows
elbows, wrists and fingers, all complete. A fabulous bird
woman - if such a thing existed — ought to possess no
arms at all. Her arms should be her wings.

VESTA: She’s in there in her dressing room. Knock on the
door.

JACK: It’s a curtain™
VESTA: Try it.

Cofpmeé desgn

He knocks.
Act/Scene | Who Where When | Props/Costume | Action
1/4 Vesta Auditorium | N/A Curtain Knocks on
Jack curtain




The curtains open to reveal FEVVERS, crouched on the

gfarm and feeding herself like an animal. WALSER looks
at her, amazed.

FEVVERS: What's the matter? Ain't you never seen a girl
eating before?

VESTA: Jack Walser had survived the Plague in Setzuan,
a mine week sand blizzard in Morocco, a sharp dose of
buggery in a Bedouin tent beside the Damascus road,
yet underneath he remained the same dauntless lad who
used to haunt the wharf in Reykjavik hungrily eyeing the
tangled sails upon the water until at last he, too, went off
with the tide towards the endless promise of New York.
He lived his wild life in a bubble of detachment. It was
as if he had never been touched by anything.

FEVVERS: Jellied eel. Want some?
p-
JACK: No thank you. I'm Jack Walser.
N
FEVVERS: Call me Fevvers.
Enter LIZZIE, suddenly.
LIZZIE: You! Keep your hands to yourself.
JACK: Who are you?

LIZZIE: I'm Lizzie. I look after Miss Fevvers. And that’s all
you need to know.

She frisks him.
He’s clean.

\
Now sit down and don’t move a hair in yvour nose until

she’s finished her talking.
I know what you want. And you're not going to get it.

Thefclock grikes twelve with comical speed.

JACK: Is it midnight already?

FEVVERS: The light of day first shone down upon me
right here in smokey old London! I ain't billed the
Cockney Venus for nothing. Though they could just

“have well have called me Helen of ruddy Troy - cos
just like the great Greek beauty I never docked by the

14

normal channels - oh dear me no - I was hatched f 1771

= bloody great cgg! 0 — 1 was hatched out o LlZZle
JACK: An egg? * Cares for Fevvers.
FEVVERS: A touch of sham? » SearcheslJack, "He's clean”, shows that she is
JACK: No thank you. protective of Fevvers.
FEVVERS: Wet 'is whistle, dear Lizzie, and tell him where

you found me all covered in egg shell and yolk and Fevvers

nesty bits.

N " 1) M

LIZZIE: On the doorstep of Ma Nelson's brothel i * Callsherself the "Cockey Venus" - Venusis the

Wapping. goddess of sex, love and beauty. As well as "Helen

JACK: A brothel?

of ruddy Troy" Who is considered the most

LIZZIE: In Wapping. Ma Nelson’s brothel in Wapping. bea utlfu I G ree k women

FEVVERS: Ma Nelson was our ship’s captain.

e ——
MA NELSON appears.
CEE——

Jack

- » Hastravelledaround the world. Wealthy character?

» Described as a "dauntless man" empathising he is fearless and determined.
* Moved to New York from Iceland.
* "Never been touched by anything" Signs of loneliness and unloved.

Act/Scene | Who Where When | Props/Costume | Action
1/5 Fevvers | Dressing room | Clock Piano Fevvers is Crouched
Jack strikes | Food: Jellied eel, | on piano, eating
Vesta 12am champagne and watching.
Lizzie
We learn about
Jacks backstory.
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Locatl O n London, Wappmg

Sk e % AR
Wapplng rungs along part of the
embankment of the Thamesand
much of its trade history has a
connection with water. People
who lived there were sailors and
sea travellersand were involvedin
businesses like mast making, boat
buildingand victualing. Wapping is
known for London'sinfamous
execution Dock, where a gibbet = o
hung over the Thamesandwasa  Hobart's Theatre Royal Hotel,
place of execution for piratesand locatedin Wapping,

sea goers who broke the law.
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Wapplng has been portrayedin different prints and
pamphletsin 1818, dwellingon the 'shameful’ side of
Wapping. (A London Inheritance, 2017).
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Wapping's district was known as being a sewage-
ridden slum area with poverty, prostitutionand crime.
According to an early statistic. the proliferation of
pubs and prostitutes recorded 15 on one corner alone
(Lehman. 2018).




Prostitution and Brothels

Prostitution within London was closely associated with music
halls, pleasure gardens, fairgroundsand bars. Typically,
prostitution was concentratedin the West End, where
apartments and furnished rooms were placed beside
workshops and working-class housing. Compared to
continental and colonial cities, it was difficult to pinpointan

area that develop as a red-light zone for prostitution. Other key

areas included near docklands and military bases.

Ever since the seventeenth to the twenty-first century,
prostitution was woven into the fabric of London’s economy:
leisure, transport, commerce, and trade (Laite, 2017).

Due to the lack of formal regulationin London, many would
perform sexual acts outside or at a '‘bawdy house' or
'‘brothel'(Laite, 2017).

As quoted by Faramerz Dabhoiwala:
"a bawdy house could be a number of things: a
private home or a tavern or a brothel, of greater or
lesser sophistication and expense."

When trying to research what a brothel looked like inside, |
could only find artwork instead of documents with
descriptions. The downside of using artwork as a reference is
that| cannot guarantee accuracy. However, as brothels were
mysterious and hidden, | have a lot of creative freedom and
will base my mood boards on what informationis already
given in the script such as the library.




MA NELSON appears.

JﬁCK: Great. A I‘ﬂ"."[']]l]ﬁﬂllat'}-' whorehouse. I wish [ had
been there, Miss Fevvers. But I'm writing about you.

Ma Nelson

LIZZIE: She always carried a sword. It's proper Spanish ) | * Always carried a sword made of Spanish steel,
steel, not a copy, and it wenTWITh the unior, FEVVERS: Not in a hurry are you Mr Nordic Adventurer? . .
’ : You sit here next to me. with her uniform.
She flourishes her sword. A dingto NPS (2021) S .
; ; ; ° ccoraing to eagoing careers
MA NELSON: For Protection. WALSER gets up and sits next to FEVVERS. g ( ) - g g re .
Ol on bicltes of i s et do it You should know that there’s no point in painting the were closed to women durlng the Salllng Shlp
bellv! %00 my academy. Lt s show & bit of angel without the landscape. You wouldn’t know where era. However a woman mlght dlsgu|se herself
4 it was macking flying, now would you? Stop thinking ’
Enter tﬁei'HORUS of Whores. They dance. about the destination and you'll have more fun on the dSd man bUt |f She was Ca Ught, her career
Now ladies, up to the library for your politics lesson journey. would be over. The only way for most women
:;lth LllzZlC.fA“ mern'bCrS Oi m}‘ academy must prepa.re CIIDRLTS: "-'i\'hat,s thﬂt? to ta ke pa rt in ru n n i ng a mercha nt Sh i p befo re
.emse ves for the wider world. A clean muff is nothing MA NELSON: It's a bag. I found it on our very own h h . b b . h
without a clever head telling it which way to point. doorstep 1900 was't rough marriage or oy being the
FEVVERS: She had a lovely library. This old geyser left it ca ptain’s da Ughter.
her on account of the way she shaved her pubes. There 6 e |was ableto find a man named Horatio
was tarts in there with more book learning than you've Brothel Nelson who is rega rded as the greatest officer
sot pimples. rotne . .
o _ _ in the history of the Royal Navy (Royal Navy,
LIZZIE: Bight girls. Today it's gender politics. Here is e Basedin Wa pping, London . .
woman. And here is manMa}r’s lesson. H |. b h L . t h n .d). He Iater d|Ed N 1805 at Ca pe Trafa Iga r,
. . . . . .
Men deserve humiliation thas a. II rabryvztsre“ |z.2|e eaclde:,s Spain. In my opinion, | believe Ma Nelson is
Tney are buit for e ion We siris a OUM E :/w erb worlad-. related to this officer and carried a Spanish
Born to suffer pain. as given to Ma Nelson by a man. sword to show dignity and respect.
When they are about to kiss you
Crush them in the rocks Act/Scene | Who Where | When | Props/Costume Action
If LhE:.r say that lh:—ey will miss you
Piws into their s0cks 1/6 Lizzie Dressing | N/A Spanish steel sword, | Ma Nelson appears.
MA NELSON enters carrying LIZZIE’s bag. Chorus Room Lizzie bag Enteri ng the
MA NELSON: Our Liz, all this will never do! You'll make .
us all redundant if you go on. Jack libra ry.
LIZZIE: It's just something I find helpful to hum while Ma Nelson | Library

entertaining the clients.




Mother figure -

- Wears a uniform

Brothe( hgg
f.lbrc'rg for
teaching T

/——'—'q Reffe renced gs

Captain

—
«—S

Drinks rum
Killed bg a
— — horse ang
carrigae
inherited the <
prothel
ted L]
Carries @ Respec

Spanish sward,
1 Later gives to

Feyvers "



Gender Politics JEer—— ”;;,“:’;‘_T_

'Debate about the roles and relations of men and i NG o 5 i llx1eHT GUIDE.
women. issues of sexuality and gender politics' B

The Victorian era attributed to the forming of strict gender ideals and stereotypes.
Specific roles were allocated to men and women, which typicallyled men to hold more
power. Women had a significant disadvantage during the 19th century. This was called
'separate spheres' by historiansas it meant that a man's place was in the world of
economics and business whilsta woman was a trophy of the home. Hence Charles
Darwin's theory of 'Survival of the Fittest' which places men higher on the evolutionary
ladder.

In 1830, wives often assisted husbandsin small businesses, in comparison by the 1890s
work and home life were commonly separated. Although women had no rights to sue,
vote or own property, they were able to work (Cossar, 2021).

Suffragette Movement

The move for women to have the right to vote started in 1897 when Millicent Fawcett ; Rl . :
founded the National Union of Women'’s Suffrage. Millicent Fawcett believed in peaceful -SRI {1 ‘f“'SL‘f’ﬂ~":7”j,';;>,',
protest. She felt that any violence or trouble would persuade men that women could not g =R 1 g P
be trusted to have the right to vote and therefore was patientand used logical
arguments (History Learning Site, 2015). However, it led to targeted infrastructure,
government, churches and the general public. Which saw the use of improvised
explosive devices, arson, letter bombs and assassination attempts. At least 5 people
were killed in such attacks and 24 were injured.




Life for a woman in the 19th century

Several positive developmentswere created in the 19th-century society to benefit the wider population whilst conversely
increasing the number of unpaid work for women. Standards of hygieneimproved, medical advances were made, urban
infrastructure grew, child mortality rates decreased, and women were found caring for large families. Poor familieswere
able to buy cheap household goods and clothing due to mass manufacturing. However, this means that more consumer
goods needed looking after such as clothes cleaned, and food cooked at home.

The key issues are the following. Paid work that women did was constrained by their access to childcare, the second is that
children's living standards and development were determined not only by the work of the father but also the mothers.
Men's wages were rarely elastic and did not increase as families grew. This led to women feeling under pressure to take on
more paid work or spend more time at home cooking, cleaning and caring for the family (Cambridge, 2014).

During the industrial transformation, gender antagonism was prominent, this led to economic competition between men
and women. During the 1820s and 1830s, male tailorsin London striked in the oppositionto the introduction of women
into the trade. Employerswere interested in substituting male workers with female labour. Beginningin the early 1860s
and lasting until the 1880s employersintroduced a new women's machine which could compete successfully with the
men's machine. Workmen feared that this new introduction of women on men's machines but at women's wages was the
beginning of the end of their employment (Sonya O. Rose. 1988).




CHORUS: What's in it? between my shoulder-blades which made me rub my FEVVERS: The business of the house was over. The last CHORUS: Fly into the dawn

_ back against the furniture like a cat. cab had rolled away with the last customer too poor to Fevvers
LIZZIE: Look it's a baby. LIZZIE, giving FEVVERS a bath, sees the wings coming slaly Uleln.igh]t anf:l a.llEl‘:uehinﬁ the (li]r_"a\s-'n curtail-rlls were | Fevvers fly
CHORUS: All di hell and volk and bits. ¢ of her back. — ——— at long last sleeping. liven those thieves, cut throats an )
B e out of - night prowlers who stalked the mean streets around us Fevvers ﬂ}r F I a S h ba Ck
‘What sort is it? LIZZIE: Oh lawd. Oh lawd. Help! Ma Nelson. I think had gone to their beds. It seemed a hush of expectation Fly for all of us.
LIZZIE: If's a girl F (a SMWK she’s...got wings. filled the city, that all was waiting in an exquisite tension Embrace the wind L4 F evve rs Sto ry’ h OW S h e
‘ g . . of silence for some unparalleled event. Embrace the wind
CHORUS: Good. Let’s keen her. MA NELSON: It seems we have been entertaining an For all of
g = - "p her. “angel unawares. CHORUS: Leap out of your skin oratotus was fo un d .
. a —— - .
Hang on. What's that on her shoulders? LIZZIE: It is the annunciation of my menopause. ;ewers 1 Run wild lhrough the 5k)" ° Bl k t d t
Fevvers. Fevvers. Fevvers. o 3 N evvers leap Fevvers a C O U a n reS O re
MA NELSON: Right girls. I'm pleased to announce the Leap for all of us .
: . Fevvers run wild
Let’s give er a bath. retirement of the worst whore who ever read book. From Embrace the wind F 1d
now on you'll look after Fevvers. _— For all of us e\'ver_s run wild -
LIZZIE: (Grabbing the bag)) I'll have that. - Run wild for all of us
—_— LIZZIE: And I have done ever since and will do till the LIZZIE: Although it was a chilly night she had not a stitch Embrace the wind
FEVVERS: 1 chdn_t have one mother. I had a bevy of them. world is blown to bits. on her so as not to impede the lively movement of her Embrace the wind
W of which... ‘ ss | S— " body. Imagine that. .
She offirs him cha A 3 [\ FEVVERS: It was the birds that taught me how to fly. For all of us
€ Qffers fim champagne. There was a pigeon nest on the pediment outside our We crawled out onto the tiles and the little wind that
N . 1 1 1 1 1 ’
Put hairs on your chest. attic window and I saw how the mother pigeon taught lives in high places came and prowled around the FEVV:EBS. But right in the middle of the swim of it, I felt a
her babies to totter along the edge of the wall. She would chimneys; it was soft, cool weather and my pretty one pain in one of my wings. Then both. Cramp!
JACK: I've got hairs on my chest already, ma’am. flap at them and they would flap back with an action came out in goose bumps, didn’t you, such shivering.

not unlike a human swimmer. Then — one bright June What if, like the greedy girl in a fairy story, I'd bitten off

FEVVERS: Can’t have us girls getting pissed on our own- . ) o FEVVERS: Now it came to it, I was seized with a great more than I could chew and my first flight would be my
morning - one of the chicklets was dithering on the ) . /
Some. . ) . ) . fear — and not only fear that the morning might find me last.
brink, when its loving mother came right up behind it = ; ,
They make him drink. and shoved it clean off the edge lying like a bag of broken bone in Ma Nelson’s garden.
7 ’ Mingled with the simple fear of physical harm, there LIZZIE: Come on my love! Paddle.
Look at me, Jack. All titties in front and wings behind. LIZZIE: So I says, Fevvers, this might be the day of days. It was a strange terror in my bosom that made me cling to
J : - y . . F el ’ M o ) y . ) s 5 FEVVERS: I smashed back in through the window arse up
was midsummer maht, the year’s green hinge. Lizzie's skirts. What would happen if I could really fly?
LIZZIE: You can see perfectly well from over there. ! and legs spreiir] like huney on a cake.
i CHORUS: Fly out of your pants ! A I feared a wound not of the body but of the soul, an
. ) ae T
JACK: I'm only doing as 'm told. Fevvers u e’ irreconcilable division between myself and the rest of Ma Nelson threw such a party to celebrate my flying.
LIZZIE slaps him. Fevvers fly humankind. I feared the proof of my own singularity.

Fly for all of us

MA NELSON: Crack open the rum! Maestro please!
—

FEVVERS: You wouldn’t believe it, but I was a late LIZZIE: So I did like a good mother pigeon and shoved her

Embrace the wind
developer. Flat as a board in front and behind until I was Embrace the wind off the edge. f?if)' dance.
fourteen. But then I was plagued by a terrible itching For all of us
18 19

Act/Scene | Who Where | When | Props/Costume | Action I.-Izz;“evesthat Fevvers was a gift
1/7 Ma Library | N/A Lizzie's bag, Egg, | Inside Lizzie's bagisa from god in her menopause.
Nelson Eggshell, Baby baby girl. We learn * ThisalsoindicatesLizzie's age
Lizzie girl with wings, about how Fevvers was (40+).

Chorus Bath, Champagne | found. * Lizzie was part of the brothel
Jack however was given the role to look

Fevvers after Fevvers.




Flashback in Theatre

When creating flashbacks within theatre there are possible technical
difficulties. In comparison, within film a character would change costume,
makeup and a completely new set change would occur.

| have decided to investigate how theatre productions portray flashbacks, as it
is a key part within the story.

Some ideas include a blackout and restore, projection, or puppets, which |
must discuss with Laurie.

One example is the Helpless/Satisfied sequence from Hamilton. The rewind is
done with a combination of lighting and sound cues while the actors do the
reverse blocking, which continues until we reach Angelica's point of view
rather than Eliza, The narrative is then resumed.

The image | have included shows how a theatre has showcased Charles
Dicken's A Christmas Carol through the use of shadow work. This play contains
dreams that include memory, astral travel, remote viewing, and clairvoyance.




MRSUGAR: Hello. F@NV el S

You're like a little Cupid aren’t you.
s

Would you like a diamond?
JACK: Who is that?
LIZZIE: Mr Sugar. I wish she'd forget about him.

MR SUGAR: I have diamonds so clear you want to cut
your tongue on them, so big they make you shit, so
expensive that thinking about them gives you a damp
patch on your back.

Sometimes I look at my diamonds until I'm sick.
FEVVERS: What do you want for your diamonds?

MR SUGAR: I collect wings. I've got every kind of wing
in my house. Butterfly wings, bat's wings, finches wings,

flies’ wings. Eagle wings. Crow’s wings. Dragonfly wings.

I'd give a very very good price for yours.

MA NELSON: Get out of my house, L O LY ON

MR SUGAR: What do you say, Cupid?

I've got one diamond that's as big as a whelk. It's yours
e S
if you say the word. )

o .
FEVVERS: Get away from me. S‘&/\ '\VV\OL\

MR SUGAR: I'm a patient man. I've watched you growing
up. I know which is your room. I'll wait till you change
your mind. Which you will.

Exit.
JACK: Are you alright?

MA NELSON: Emergency meeting.

CHORUS: Not to the bodies of men

MA NELSON: Fevvers is not for sale
She shall be dressed as the Winged Victory
Posing as a statue in our parlour
And U\-'L:I:-_;g;l;ing our trade.

She will be powdered white with chalk
Her hair tied in a ribbon

And as a symbol of her freedom

From the trade of this house

She will carry my sword.
-

CHORUS: She will carry Ma Nelson's sword.

—_—
MA NELSON: Which I now present to you Fevvers
Our Winged Victory
You are the pure child of the century
The New Age in which no woman will be bound to
the ground.

ALL: By any means necessary, we will be free. Amen.

Clock strikes midnight again.

Fevvers

Cupid is the son of Venus and the god of Love; in
Latin he is called Amor, and in Greek, Eros. He is

usually shown as a winged child (National Gallery,
n.d).

Mr Sugar

Fevvers is not for sale
She shall not sell her body as we do

She shall work only for display
She shall bring pleasure

To the eye and to the imagination
Not to the bodies of men

* With anincreasein large-scale mining operations.
T The world's supply of diamondsincreased,
ﬂ\\ Fous g resulting in a decrease in their value. Manyno
1\/ AN . . . .
\/W\/\1 longer considered the diamonds a rarity. This could
\\/\7 be why Mr Sugar has many diamonds to sell.
GACRE (Howes, n.d).
0 R T ww b e Mr Sugar possibly interested in lepidopterology or
| AN T JATATAYN A plume hunting.
Act/Scene | Who Where When Props/Costume Action
1/8 Mr Sugar Dressing | N/A Diamond, Wings Mr Sugar offers
Ma Nelson Room diamonds for wings.
Lizzie Fevvers becomes the
Fevvers, Jack winged victory.
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Mr Sugar,

CURIOUS ENTOMOLOGICAL STUDY
Mank maod ora Stas e ortien Evexr

NEXT HIDEOUS ' SENSATION CHIGNON.'

The Victorianswere fascinated by the boundary between nature and fantasy, thus the interest in insects and animals. Insects

were embraced for their beauty, their mystery, and their changeability. Not only were beetles and butterflies present in Victorian
art but also their fashion (Insect Week, n.d).

The fashion trend was mostly limited to the upper class and was showcased as a novelty. Notable aspects of this were the
extensive use of bird feathers in hats and beetle embellishments. When creating women's hats, the entire bird was used and was
mounted on wires and springs that permitted the head and wings to be moved aboutin a bird-like manner (Victoriana,

2014). The earliest form of aninsect adorned dress took inspiration from beetle-embroidered fabric from India imported to

Englandin the 1840s and 1850s. Many saw this fashion craze as cruel, nevertheless, plume trading became a very
profitable business.

From my research, | believe that Mr Sugar collects animal wings to sell to the fashion industry, especially for women's hats.



JACK: What have you done to that clock?

.
LIZZIE: We could have stayed forever in that litle heaven | ACt/Scene | Who Where When | Props/Costume Action
~on the Wapping High Street.
FE\-"‘...’ERS:_Hut it was not to be. Ma Nelson met her end 1/9 Lizzie BI‘Othe| 12am Slat beef Lizzie te”S Of Ma Nelsons
with terrible suddenness. She was on her way to Blooms ; . :
to treat us all to salt beef sandwiches Fevvers SandW|Ch, FagS, death. The glrIS are kicked
MA says ‘See you later’ to the ladies of the Academy. Chorus Kerosene out Of the brothel but burn
when she slipped on some foreign matter |t to the ground
LIZZIE: skin of a fruit or turd of a dog
FEVVERS: and fell beneath the oncoming hooves and

wheels of a brewer's drey and was mangled to a pulp in

e Cadnage £ srkATHARINE'S - @ "We could have stayed forever in that little
LIZZIE: Dead on amval at the Dondon hospital. No chance @ P ¢ ‘ & WAPPING ‘ h . . "
for even so much as a kiss me hardy. (2] ) : \ Bordello rf heaven on the Wapplng H’gh Street -
ear Ma Nelson ha ied intestate so the o ace \ / g . . .
e et by T et poe] e ok o N . Indication where the brothel is located.
believe, who flung us out on the street without a pennoy. QBU“GTS Wharf/Piera, %% "/, .~ Wapp‘}_
COCOIRESTAURANT INS <) =
FEVVERS: What are we going to do Lizzie? Grilli&llounge e . .
LIZZIE: Nature has made you a spectacle people “-‘J'“. p_a:..' o QB[U”M AN Ma Ne'lson S death -. was It
jgnc::d money to see. And all you can do to eamn a living S we an aCC|dent or ma“ClOUS?
is make a show of yourself. You're doomed to that. Ricef ‘ Beach The'Angel  potherhithe &
CHORUS: One last look at the old place. N King’sStais
LIZZIE: Let's remember Ma Nelson. The necessity that . . ’ " KiSS me ha rdy"
first united us — the universal need for cash, nosh and La u ri e p0| ntEd .
a roof over our heads — must now drive us apart. But  The words were spoken, on his deathbed,
the invisible bonds of our sisterhood will always knit us OUt th at there . . .
wherever weroam, | \ by Admiral Horatio Nelson to Captain
was a Docker's |
By any means necessary... oo . s Thomas Hardy (Phrases, n.d).
CHORUS: .. .we will be free. Amen. Strlke In 1889 In P '
They light their fags. M o . . .
e East London "Gospel grinder" - a city missionary, or tract

LIZZIE: I'll miss the place. ca USi ng busy

streets, in the

distributor who are a Christian religious
organization established to provide spiritual,
physical, and social assistance to the poor and
needy (LadyBladeBlog, 2015).

CHORUS: We all will.
LIZZIE: I'm sorry. I'm not myself today
FEVVERS: Fags away girls. image d

They throw them. brewers' dray

LIZZIE: and I seem to have spilt an awful lot of kerosene

on the way out. —_—— can be seen.




Ma NEISOn S BrOthel Locat|on Considering the information given in the script and my

S . further research, | believe | have found the possible location
1 e  of Ma Nelson's brothel. | have decided to investigate more of

| the locationin Wapping, as it will help me further

understand the space and will support decisions in the look

;AR T SN II“‘.I -

o

: According to the poverty map of Wapping on the left, the
" legend suggests that mostly poor or working class livedin
the area.

Legend W

From the seventeenth to the twenty-first century, —— Ry, N 7 T
prostitution has been present in London's economy. G : "
Leisure, transport, commerce and |
trade. Considering that prostitution was always
spatiallylinked to areas of

entertainment, transportation terminuses, eating
and drinking, military encampments, and areas of

shipping and receiving (Laite, 2017). For that . _
reason, | can believethe brothel was part of the London is a publichouse (pub) that dates
from the 1520s. The rear elevation of the

public house, Prospect of Whitby, as it was a place - aw T
of leisure and by areas of shippingand receiving. S~ buildingisright on the Thames (Victorian
. ’ Web, 2016).

The Prospect of Whitby, Wapping Wall,




The brothe! .burm.jfff?ﬁ- tries ko put !.ﬁ.-:-_ﬁrr oul.
JACK: Help! Fire! (E#c)

The fire goes out. JACK looks at the WINDJAMMER
(musician}.

JACK: Did you see that fire?

WINDJAMMER: No. g@—— ;y\— A@ﬂ}d

JACK: What about the smoke?

WINDJAMMER: No.
Enter FEVVERS and LIZZIE.

O VIS1ON

FEVWVERS: And it's only a short hop from there to here, so
to speak Mr Walser,

JACK: What do mean? Is that it?

FEVWVERS: I've conquered the music halls and cabarets of

Europe. Now I'm off to conquer the world with Colonel
—_—

Kearmney's Circus.

JACEK: Colonel Kearney? You didn't say anything about the
CITCUS.

FEVVERS: Which is why if you want to find out any more,
you'll have to talk to me in 5t Petersburg!

JACK: In RBussia?
FEVVERS: Now me and Liz must get home to bed.
JACK: Can I help you find a cab?

FEVVERS: Gracious no! Waste good money on a cab? We
always walk home after the show. Goodbye Mr Walser.
It's been a pleasure.

LIZZIE: Don't be fooled; he’s hard as a raw potato. No
heart to him.

FEVVERS: He's like a piece of music composed for one

instrument and played on another,
LIZZ1E: More like an unhatched egg.
FEVVERS: Goodnight Mr Walser.
They leave. He makes as if to followe them.
JACK: Wait.

Act/Scene | Who Where When | Props/Costume Action

1/10 Lizzie N/A N/A N/A Jack tries putting the fire
Fevvers out. Fevvers wants to join
Windjam the circus in Russia.
mer
Lizzie

"The brothel burns. Jack tries to put the fire

Due to health & safety it would be better to
create the illusion of fire than to produce the

out."”
real thing.

As the fire quickly goes out, in my opinion, the
easiest option would be using warm red
coloured lighting similar to how the play

of GHOSTS has in the image. Using a gobo
with fire similar to the image below will also
create a better visual effect of fire.




Location Russia, St Petersburg

"You'll have to talk to me in St Petersburg!”

/]
L] %

bkl

Bt S

During the 19th century, the rococo style became very
popularamongst fashion. In higher social classes the
modern cocktail dress first appeared for women
(Streussnig, 2019).

St. Petersburg was the largest city in the Russian Empire with a
population of 1,260,000. During the 19th century, around 85% cent
of Russian people lived in the countrysideand earned their living
from agriculture (Simkin, 2020). Whilst Russia was one of the most
impoverished countries in 1900 Europe with a large amount of
peasantry and a growing minority of poor industrial workers
(History, 2020).

Russia was divided into separate social classes which had changed
little since feudal systems. The ruling class was made up of the Tsar
and the royal family. They made up less than 1% (0.5%) of the
population butowned a significant amount of land. The wider
upper class was made up of landowning nobles, wealthy merchants
and high ranking members of the Orthodox Church, civil service and
military. When comparing with Britain, the drive for industrialisation
was led by the government and not the middle classes (BBC, 2022).

Russia developed a circus culture enjoyed by
aristocrats, and the Soviet authoritiesturned the
circus into a high art form. Stationary circuses only
began to appearin Russia during the second half of
the 19th century. In 1877, Italian horseman Gaetano
Ciniselli,renowned across Europe for his daring
performances, opened the country’s first circus in
St. Petersburg.




Curtains close behind them, leaving the playhouse creatures

looking at JACK and 4.

My watch says it's still midnight. How did they do that?

VESTA: Did you get your story?
JACK: Yes. No. ['m not sure.

VESTA: Losing your touch?

JACK: No. I don't think so. Smoke and mirrors isn't it?
Where are you going?

VESTA: To the circus.
JACK: Whait.

Maybe I need to be refreshed - need to have my sense
of wonder polished up again. It's the ambition of every
red-blooded kid to run away with the circus.

VESTA T

She puts white paint on his face as she sings.
So I asked her

If I kill you
Will it set you free?

Can't we find
A new tomorrow?
She said back to me

There's a strange face
In rny mirmor
One I've never seen

Did you think that
Paint and grease could
Make you feel so clean?

Die old century die.

Act/Scene | Who Where | When Props/Costume | Action

1/11 Jack Curtain | Midnight | White paint, Jack discusses with Vesta
Vesta close Watch about running away with
Playhouse | behind the circus. Vesta helps Jack
Creatures apply white face paint.

"Smoke and mirrors"- Individual is distorting or obscuring the truth; that he is,

in fact, lying. (Upendran, 2014).

"Red-blooded kid"- By describing himself as red-blooded, he considers
himself to be strong, healthy and have a strong interest in sex.

"She puts white paint on his face"- the first Whiteface clowns began in
commedia dell'arte, medieval court jesters and ancient Greek theatre. Many
actors in Greece would paint their features white so they could be seen better

by the audience (Clown Antics, 2018).




British Circus History

Philip Astley (1742-1814) was often credited as the 'father of the modern
circus'. In 1768, Astley established the Astley's Riding School in London,
where equestrian tricks were taught. Astley's first clown act involved acting
out a comic journey on horseback. Astley also discovered an ideal circus ring
size of 42 feet, which is still used to this day.

Later on Astley introduced other acts into the performance such as
acrobats, jugglers, clowns and strongmen. By 1780 he built a roof over the
entire arena so that the audience could enjoy the entertainment
throughout the whole year. Astley soon developed the arena to the Royal
Amphitheatre, which had a stage and a circus ring.

Although popular, circuses were not confined solely to tents and big tops,
and such the Victorian period saw more buildings created to house them.
Nearly every major city in Britain had a permanent circus building, known as
'hippodromes'. Circus faced many competitions from musical halls which
offered audiences a different type of performance, consisting of singing,
dancing and comedy acts. (History Extra, 2013).

One of the factors that made circus so popular was that fairground
entertainers travelled to their audiences. From the late 18th century,
circuses toured to small towns whilst during the 19th century the
development of the railways enabled circuses to travel further. By the 1870s
successful circuses were touring across Europe and America with two or
three trainloads of equipment. Astley's Circus toured regularly throughout
Britain as well as visiting Paris and other European cities (V&A, n.d).

ASTLEYS ROYAL AMPHIYHEATRE




Travelling Circus

During early touring circuses, a short show would be repeated
several times a day, with the audience stood watching from
behind a wooden barrier. Before enclosed circuses, the circus
company would pass a hat to collect money from the audience.

Charlie Keith, a famous clown and circus owner, constructed and
patentedthe first portablecircus buildingin 1892. This portable
circus was made using planks of wood nailed together with a
canvasroof that could all be flat packed during transportation.
Keith claimed his innovation was a 'circus buildingon wheels' or a
'carriage circus', however, similar arrangements had been
advertised for sale during 1854.

Richard Sands is credited with introducingthe circus tent we
associate with todayto England. Sand's American Circus was
advertised as having a "splendid and novel Pavilion, made after an
entirely new style". Sands' Circus toured England for three or four
years, and his tent was imitated.




Showman "Lord" George Sanger

Sanger started his circus journey small, with his brother John, on 14
February 1854, at the King's Lynn Charter Fair, which included performers
of family friends and two nieces. Tickets were a penny a time, and 3d. for
reserved seats. After touring the United Kingdom for 6 years, by 1858 he
had added six lionsand then elephants to the show which proved to be
successful. Sanger's claims that he originated the three ring circus at
Plymouth in 1860. Sangers presentationsof touring circus were based on
the success of Howe's and Cushing's Great American Circus.

George Sanger was elected the first President of the Showmen's Guild of
Great Britain from 1890 to 1909. (Sheffield, n.d).

Images from George Sangers circus performed for Queen Victoria
at Sandringham in 1885 and Balmoral in 1898.
| am interestedin the carriages used to travel, and the costumes are good inspiration.

-3 X
e |
© DominicWinter/BNPS. ™
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Travelling Circus -
Carriages

| have decided to explore more about the use
of carriages for circus travelling. | would like to
take inspiration fromthe unique and grand

BN designs, and how they are used for

® publicising. A historic circus wagon is used for
carrying performers and animalsin parades to
announcethe coming of a circus to the town
(Library of Congress, n.d)
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There are numerous types of circus
ABSS &Y , / : carriages, which are the following:

7 /4
4 . Floats

70
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Calliopesand Musical Instruments
Cages

Baggage and Work Wagons

Band Chariots or Bandwagons
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They say that behind every successful man is a superfine From the smallest seeds R

intelligent lady. Well in my case she’s a nine year old You can build yourself an empire
Kansas white spot pig called Sybil. And my small seed
- @ — Was a pig. KENTUCKY
Don’t you want to roll her in chocolate and call her a
tl‘ufﬂET:' Cos the pig came home
One night with a juggler
But she ain't just a pretty face. She’s all mind. And a dwarf with 3 carrot
Coloured wig. i
She's got a business mind. L o
She’s got a creative mind. And that was how our circus began. S S ’
And she’s got a psychic mind. Me and my pig, me and my ply. me sad my pig L . \ i
And there ain’t nobody gonna put so much as an inch of me and my pig. Sybll
air between me and my pig; inwhle[’s see wl:::ther Sybil can smiff outany talentin -~ ¢ 9-year-old Kansas white spot pig.
) . . ; is house tonight. . .

Let me tell vou a little bit about me and my pig. k. i _ e Hasa ”psychlc mind".

Me and my pig are the finest combination mlxeuse me iz T ke to join the cireus « Kearney met Sybil in Lexington, Kentuck

Me and my hawg are the hotiest team you'll find KEARNEY: I'm sorry. Sybil says you have no talent at all. Y Y g ! Y-

You'll see that my pig has the psychic divination JACK: I'd like to be a clown. Jack

You'll see that my hawg has a perspicacious mind —_— .

KEARNEY: Sybil says you're not funny. * Becomes a jam face clown — the name for a new
Me and my pi d my pig, d my pig, S
¢ and my g, me o my Ii; me and my pig JACK: T do it for e money if you ke clown.
. S O"/5CSs\/e. KEARNEY: Sybil says it's a deal,
Wwas a lI.'.II'I.g me ﬂ.gﬂ , ) . .

Down in Lexington Kentucky You'll be a jam face - that’s what we call a new clown . ".Iuggler and a dwarf with a carrot-coloured

The da}' IE"I Tucky - and you oo whatever anyone in the circus tells you. . . "

With a pig ’ At all times. wig, and that was how our circus began"” -

' And these are the people who will be ordering you Possible chorus character.

I was hooking school about.

And I saw a pig and bought her -

And T took her home and taught her Act/Scene | Who Where When | Props/Costume | Action

How to jig -

, _ , 2/13 Colonel | St N/A N/A Sybil enters, Kearney tell the
Me and my pig, me and my pig, me and my pig, .
me and my pig Kearney | Petersburg, story of how they met in

With a talent like that, it was no surprise when she Sybll Circus Lexmgton, KentUCky-
turned out to be PSYCHIC. She's got a twitch and when Jack Jack wants to join the circus as a
she gets a twitch, T get an itch. And that means she's . f I for f
spotted a SHOWBUSINESS OPPORTUNITY., Jamtaceclownioriree
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Circus Clown

A Circus clown is a performer who works in the circus and uses physical humour to entertain the audience. Often
found wearing colourful clothing, makeup, wigs and exaggerated footwear. The word 'clown' comes from the Icelandicword
“klunni” which means a clumsy person (History of Circus, 2020).

The origins of clowns date all the way back to Ancient Egypt where performers would use comedy to entertain royalty. During
Ancient Greece and Ancient Rome, clowns sported a bald head, wore pointy hats and padded clothes. During the 16th century,
the Italian Commedia dell'arte, introduced masked characters such as the Harlequin and Pirouette (Form Fluent, 2020).

Clown Hierarchy

The Whiteface clown — Originally traced from medieval court jesters, the performers
would paint their faces white so they could be better seen. This type of clown is the
leaderin the clown hierarchy.

D Whiteface

The Auguste - This clown has their bare skin peaking behind their black-and-white } o 7 -
painted features, a ball-shaped nose, and over-the-top costumes. They are sometimes *’ K. "g,%,,m,,,
i AUL Francois’AtserT FRATELLINI

seen as a comedic partner to the Whiteface clown.

The Character Clown — Usually adopting a character, or a profession in society. The most
common are parodies of policemen, housewives, and hobos.

The Tramp, Hobo and Bum — Their features include a mostly flesh-toned face, unruly
hairand beard, a ruddy nose, tattered suit and hat, and fingerless gloves.




Curtains open fo reveal the circus ensemble, STRONG MAN,

PRINCESS and CLOW.

STRONG MAN: I am the Samson. I am from the Europe.

Look at my muscle. Look at me! I am lovely.

KEARNEY: He's not the brightest man in the circus but his
penis 15 the size of a pole cat.

STRONG MAN: Yes it is.
KEARNEY: Buffo. I've got a new jam face for you. No

talent, no experience and no wages.
BUFFO: Great.
KEABNEY: Your bonus
(Fives him batile.
e
He's been top of the bill for seven years.
BUFFO: I'll top the bill for you, colonel, till I die.

I'm only funny when I'm drunk.

KEARNEY: And this is the princess of Abyssinia.

JACK: How do you do? I'm Jack Walser the new Jam Face.
KEARNEY: Stay back.

She didn’t grow up or suck milk in the human world, no
sirree, she was found and fostered by these very tigers

in the Abyssinian jungle - she grew up speaking their
|anguagmvhich one of her adopted brothers
bit out her tongue, since when she hasn’t spoken a
human word.

JACEK: What's she doing with that gun?

EE——
COLONEL: She mums her back on the tigers in the act. She
puts herself at their mercy and seduces them with music.

STRONG MAN: Her back is covered from butt to neck

with scars — lik& a |ig-saw puzzle.
—

BUFF(: No one goes near her that isn't covered in fur.

Act/Scene | Who Where | When Props/Costume Action

2/14 Circus Circus | N/A Bottle, Gun Kearney introduces
Ensemble Jack to the circus as
Kearney the new clown.
Strongman
Princess
Buffo

Strong Man/Samson

* From Europe

* Within the 19th century, the term strongman referred to an exhibitor of strength
or similar circus performers who performed feats of strength.

Buffo
* Onlyfunny when drunk, is given a bottle of alcohol before each show.

Princess

* Isthe "The princess of Abyssinia" - Ethiopia was also historically called Abyssinia.

* Accordingto Kearney, the Princess was fostered by tigers in the Abyssinianjungle
and does not talk as her tongue was bitten off.

* Carries aloaded gun.
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FEVVERS: How about a few fevvers then darling?
KEARNEY: And here's my nexw stac sgning. I¢s Fevvers, Act/Scene | Who Where When | Props/Costume | Action
FEVVERS: Hello Russia. i i i
EUEERO~ e you. A fomnk et oomae el o e 2/15 Circus Ensemble | Circus | N/A Paper (to rewrite | Kea rney and Fevvers
STRONG MAN: I am the Samson. If you are lucky mavbe Kea rney ContraCt), negOtIate her
one day we make jumpy jumpy together. 1
FEVVERS: Well, well, well, Jack Walser. So vou've run Strongma n ChOCOIate ContraCt durlng a
away to join the circus, have you love? That shows a bit H i i i
of stick. I'm impressed. PrlnceSS ta ngO, WhIISt LIZZIe
JACK: Yes. I'm going to be a clown. Buffo WriteS It on the baCk
FEVWVERS: Well, you can’t have everything. 1
KEABRNEY: I see vou know each other. Flow charming,. Fevvers Of Sybll.
Now if you'll excuse us. H H
FEVWVERS: That’s right colonel. Let’s go and put some LIZZIe
detail into my contract. i
EKEARNEY: Walk this way. Sybll

HEARNEY and FEVVERS negotiate the details af her
contract during a tango. As they negotiate, LIZZIE reorites

e et resting on the back of the pi T amrees To e Fevver's Contract Details

FEVVERS:

- A thousand dollars 2 month paid directly into my  Athousanddollarsa month paid directly into Irish

account in Ireland
S —
* the bridal Suite in the Hoiel Europe in every town a CCO U nt.
we stay 1 ’
- no rehearsals * Bridal Suitein the Hotel Europe.
= an arranged tour of the libraries and museums in each
city we visit, for me and Lizzie 4 N O re h ea rsa I S-

= a case of French Chﬂm“aﬁ% e and a full pound weight ° Arra nged tour Of the Iibra ries and museu mS-

of Belgian chocolate for the opening show in each

o e Acase of French Champagne and Belgian chocolate.

« jellied eels, mash and bacon shipped weekly from

Fosters in Wapping * Jellied eels, mash and bacon from Fosters in Wapping.
» [ will be top of the bill for the whaole tour .
o I will h:n-:e alea:-'S have mvtown can‘i:ge to carry me * Top Of the bl“ for the WhOIe tour‘

f"“;‘ the Ritel o :'° '—‘"“3"; . - * Have own carriage from circus to hotel.
= anc ‘.l{'l-"-"}-" ].'.I-ﬂ_qtf': Ak A mew 2 EE'!I' ﬂ.'i.!l.' 5 aving TS . .

everymonth Tor Lizzie. * Anchovy paste and a new badger hair shavingbrush.

The curtain closes. LIZZIE still has the pig.

LIZZIE: While your muff-struck master is sleeping, voun
—fmoy your freedom my duck. Here. Have a chocolate.

I'll take you out in the yard and you can run aroun

wherever vou like. re edam



Fevvers Bridal Suite, Hotel Europe: Group Mood Board

Italian architect Carlo
Rossi used Neo-
Baroque facade to
create one
magnificent building
for the Evropeyskaya
Hotel Company. This
opened as Hotel

de 'Europein 1875.
The Art Nouveau
designs were
introduced by
Swedish-

Russian architect
Fyodor Lidval at the
turn of the century
(Traveller Made, n.d).




LIZZIE enters in commandy fushion gnd fiddles with the bomb she "Lizzie enters in commando fashion" - Could refer to the way she
is Euiﬂiﬂg in her bag.

walks/enters, possible military reference.
Curtain opens to reveal FEVVERS on trapezs, humming. WALSER

enters.

n n
FEVVERS: Since you've followed me all the way to St Fevvers on trapeze” - The
Petersburg. Why don’t you follow me up here? trapeze is perfo rmed by
JACK: T'll stay on the ground thank you, P'm here to writea | >V '6/N8, SPINNINE, flying
story about you...about the circus. or staying staticon a short
FEVVERS: Suit yourself horizontal bar hung by
ropes from ceiling support
LIZZIE enters.

(Wikipedia, n.d).
LIZZIE: Eh. What you want?

JACK: I'm going to be a clown. In 1859, Jules
LIZZIE: You! I don't believe it. Leotard became the first
JACK: I'm joining the circus. acr:Obat to perform th.e
LIZZIE: You learn nothing. You listen nothing. You make ﬂyl ng tra peze _at the Ci rque
pmh]ems. You don’t go away. Na pOIeon; Paris
She destroys his notebook. (Cavendish, 2010). % o «I E \YQQYCEHI
E— / I PILR a ‘.‘/
You won't be needing that.
Act/Scene | Who Where When | Props/Costume | Action
OK. I help you.

ACK: Thack 2/17 Lizzie Circus N/A Commando Lizzie fiddles with
JACK: Thank you. Fevvers fashion, Bag, bomb in bag. Jack tells
LIZZIE: Let me see. Jack Bomb, Trapeze, | Fevvershe is

Notebook. becoming a clown.




Underscoring this, FEVVERS is singing.
FEVVERS: Men deserve humiliation

They are built for shame
Custom made for degradation
Bom to suffer pain.

When they are about to kiss you
Crush them in the rocks

When they say that they will miss you
Piss into their socks

Piss into their socks

With women they say
To be cruel is to be kind
With men it’s enough to be cruel

I've the wings of a swan
And the heart of a lion

And I’'m buggered if I'm anybody’s fool.

Come on all you lady-chasers
Come on all you wags

You will feel pathetic

As you queue up for your shags

Men deserve humiliation
They are built for shame
Custom made for degradation
Born to suffer pain

Born to suffer pain.

She is the death of dong
And never get her wrong.

She is the courage drinker, the stinker.
Listen to my song
She will take away your prong.

She is the pinky shrinker, the thinker.

LIZZIE: You can't have these clothes. I'll help vou find

better ones.

Site strips fim.

Don't move. I'll be back as soon as I've sold these.
I know what you want. And you're not going to get it.

Leaving him half naked, she goes off MIGNON enters and
looks at WALSER.

| believe Fevvers song is to highlight how
Men treat Women, due to gender
socialisation, many men learnt as children
the negative social expectations, attitudes
and behavioursthat were 'normal’ towards
women.

"With women they say, to be cruel is to be
kind" - Anidiomderived from a linein
Shakespeare's play, Hamlet. Suggesting that
to do or say something to another person

"Don't move. I'll be back as soon as
I've sold these." - Possible indication of
how Jack's clothingis expensive and
worth money, or it is a sign that Lizzie
is not as wealthy as Fevvers and needs
more money.

which you believe to be for their own good
in the future, although might be painful at
this moment.

Act/Scene | Who Where When | Props/Costume | Action
2/18 Fevvers Circus N/A Jack's clothes Fevvers sings on the
Jack trapeze whilst Lizzie
Lizzie strips Jack leaving him
half naked




JACK: Hello. I'm the new clown.

She lifts her skirt. JACK turns away. STRONG MAN
enters. She liffs Rer skirt to him. They have sex. A curtain is
drawn over them, LIZZTE returns with WALSERS clown
costume. She finds him looking into her bag. She punishes
‘.— i L

fiim further.

LIZZIE: Never ever ever ever look inside a lady’s hand bag.

LIZZIE goes off WALSER tries to learn some tumbling.
STRONG MAN and MIGNON are revealed, still having

JeX.

The pig comes screaming across the stage. Then KEARNEY.

KEABNEY: Tiger out! Tiger out! Bright as fire and
dangerous as death, with the stink of half rotten meat
pouring out of it with every breath.

A tiger enters.
Everyone freezes.

STRONG MAN: Don't eat me, tiger. Please. [ am the

Samson.

STRONG MAN leaves.

MIGNON tries to put her pants on, trips and screams.

The tiger goes for MIGNON. In the same moment JACK
goes for the tiver.

The tiger mauls JACK.

PRINCESS enters with the hose and squirts the tiger o off
JACK and MIGNON are left in a heap,

Act/Scene | Who Where When | Props/Costume | Action

2/19 Mignon, Circus N/A Mignon, skirt Mignon lifts her skirt
Jack, and pants, Jacks | to Jack who turns
Strong clown costume, | around, Mignon and
man, Lizzie bag, Hose. | Strong Man have sex.
Sybil, Tiger enters and goes
Kearney, for Mignon, Jack saves
Toger, Mignon but gets
Princess. mauled.

Animals on stage

Human enactment of animal identitieshas been seen from ancient Greek drama,
Shakespearean drama to the nineteenth-century variety theatre. This has been
portrayed either through speaking, miming, full-body costuming to a few feathers.

During Jez Butterworth's play, The Ferryman, there is a live goose and rabbit thatis
seen on stage. Before beginning the play, producers, animal handlersand actors assure
the audience that the animals are well cared for and suffer no harm. Similarly, The
Royal Court Theatre had a play that featured goats and for Harry Potter and the Cursed
Child live owls were also showcased. This was later cut from the playas it did not
conform with legislations moving towards the prohibition of the use of animalsin
circuses (London Theatre Direct, 2018).
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FEVVERS: What’s all this ruddy racket?
\

LIZZIE: Nothing. Ah my little Fevvers. Just a Little tiger C|OWI’] A“ey |S ah area Where CIOWnS

FE::::i“M get into make-up and keep their props.

LIZZIE: No one important. I¢'s just the Nordic advencurer. ACCOTAiNg to Johnson (n,d) the clown
I think he's alive, Charged a bleeding tigress, apparently

What the “ell got into hom, - alley started as the clowns needed a
FEVVERS: Where is he? section of the dressing tent for

ey enter the space together and see JACK but mot - nowdering their makeup. This section

Ooh. That's proper chewed up. was typically nearest to the side wall so -
LM;’IE Charging a bleedin’ tigress? What the "ell gotinto  that clowns could duck under the -
FEVVERS: Let's ave a look at you canvassto go outside. As it was also the &8

WALSER gets up revealing MIGNON, who runs ot hotaing. d@rkest area due to no lighting it felt

what clothes she can.

a— like an alley, which led to its name.

What?

Refe .'~ Image: www.teggecirousasghives.com
N )

.

LIZZIE: Qm'ck work. [ only left him for a minute,
FEVVERS: Who's she? As this scene in clown aIIey is
LIZZIE: The Clown’s missus. She's a pin cushion. i
Clo 1s- She’s a pin cush reasonablyshort, | would consider
using lighting to manipulate the space
LIZZIE: You've got a ruddy cheek, you have. Making all 5716 5 . P g
soft Icelandic eyes at Miss Fevvers in your interviewing and have aCtO rsS brlng on key pro ps
and then THIS! . 1
such as chairs, Jack's costume or

FEVVERS: I can see that.

JACK: What? What do you mean?

FEVVERS: Lizzie. Give me a rag. ma ke u p .

JACK: I was just changing my clothes. -
FEVVERS sticks the rag in his mouth. Act/Scene | Who Where | When | Props/Costume | Action

FEVVERS: Bile on this, That involve screwing the Clovn'™ | 9 /2.0 Fevvers, Lizzie, N/A N/A Mignon clothes, | Fevvers concerned about
She pours alcohol on his back and leaves him on the floor. Jack, Mignon, Rag, Alcohol Jack goes looking for him
BUFFO enters. Buffo and helps clean the tiger

BUFFO: Hello Jam Face. You in pain? Don't worry Tl take ScratChes.
you down to clown alley.




BUFFQ is cradling WALSER. Around them, a chorus of clowns.

BUFFO: Let me tell you a story.

I was in Cﬂpenha%en when I had the news of the death

of my adored mother, by telegram, the very morning on
which I buried my dearly beloved wife who had passed
away whilst bringing stillborn into the world the only

son that ever sprang from my loins.
All my loved ones...dead.

But that afternoon at matinee time at the Tivoli, I
dragged myself into the ring and tumbled and fell - how

they roared with delight.

And then — in a moment — I looked up at all the grinning

faces and I froze.. like a baby gasping for air. And they
laughed.

‘I can’t go on!” I screamed at them. “My heart is broken!*
And they still laughed. And I drank in their laughter.

After the show, T scrubbed off my clown’s face and
staggered to a bar in the thickest part of the town. And T
drank and I drank until I didn’t know who I was.

I wanted to drink in the entire world and piss it out
against a wall.

And a barmaid turned to me and said, ‘Tt can’t be that
bad.” “Oh but it is,’ I said. Then she gave me some
advice. "Take yourself along to the Tivoli this evening.
Have a look at Buffo the Clown. He’ll put a smile on
your face,” she said. ‘He’ll put a smile on your face.’

Scrape off these faces and what do you find?
Despair. Failure. And Pain.

The crowds laugh at our failure. They love our
humiliation. The greater the humiliation, the greater the
clown.

That is why we are top of the bill, my friends. That is
how we keep the circus alive. They love our pain. And
our pain redeems them.

So you see a clown is like Jesus looking forward with
bright eyes to his martyrdom.

But as they sit there in heaven, do they langh when he
falls? Would we laugh if we got there toa?

The clown is the image of Christ
Despised and rejected of men

They have broken the bones of his body
In order that they feel alright.

Oh do they laugh in heaven or do they not? o .
Or will it just be milk Group Mood board: Copenhagen/Tivoli
And tubz of ‘.IE'-:IJII. J /]
And liguorice and silk?

Oh do they langh in heaven or do they not?
O will it just be smiles

And pointy feet

And flower beds

For miles and miles?

His shoulders are stooped by the fury of the mob
His closest friends betray him as the cock crows.

Oh do they laugh in heaven or do they not?
Or will it all be toys

And butterscotch

And rubber balls

That flash and make a noise?

Or will it just be nightingales
And mattresses

And breath

And handsome men

With silver flutes

That smell a bit of death?

Will they laugh as he suffers and bleeds?
Will they laugh as he hangs upon the cross?

O it ot o e o 0 they mot? Our research showed that Tivoli
;giglfi was the third-oldest operating

Wi seripes? | amusement park in the world and
A petty pose ckabine, opened in 1843. | like the look of
A sugar horse, the warm light.

A spray of rain,
A box of copper pins?

Act/Scene | Who Where When | Props/Costume | Action

2/21 Buffo Flashback: N/A N/A Buffo tells jack his
Jack Copenhagen story.




He looks into JACK's face.

Now what d:;f here? A chicken. I sce a chicken, Act/Scene | Who Where When | Props/Costume | Action

L"E‘i,?iii. of Christ the clown, I christen you Flappy 2/22 Buffo Clown Alley N/A Chicken Buffo forces Jack into
mr o th st of s et e o Jack costume, Hat the chicken costume
like a chicken, — Mignon and starts fighting due
Go on. Flap like a chicken. Say cock-a-doodle-do. Clowns to Mignon.

BUFFO puts JACK s hat on.
Images from the group mood

board as inspiration for Jacks'
chicken costume. The costume
must have a hat.

This is to stop you hearing your brains as they trickle
out.

Welcome to Clown Alley

He kisses him. MIGNON snters.

MIGNON: Walser, Mr Jack. I never forget what you done.
BUFFQ won't look at her. He looks at his clowns.
BUFFO: What's she talking about?

BUFFO gets the message that JACK has had sex with
.jlrﬂ’ GNON. He signals to the clowns to vestrain WALSER.
They do. He beats up MIGNON_JACK is horrified. He shouts

VESTA: Then at last
—
My woman kizssed me

o stop it. BUFFO beats up WALSER. The clowns leave. " , CRe.L & £ ‘ LB , 'S We'll be free she said.
L 4 -.\';:%,i Maybe in
S o : Yo ‘ The coming century
FATN( When this one is dead.
Act/Scene | Who Where When | Props/Costume | Action , ,
Die, old century die
Give us the chance to let yesterday lie
2/23 Vesta N/A N/A Naked Aftermath from the Die old century die
.JaCk f|ght’ Jack pleS up We haven't lived yet and the moon is high

M ignon to ta ke her WALSER wakes up and sees MIGNON. He picks her up.
They stand, naked, like Adam and Eve.

somewhere safe. —
JACEK: I'll take you somewhere safe

Mingon




MR SUGAR stalks the foyer of Fevvers’ hotel. FEW"ER.E and
LIZZIE enter. He is carrying flowers.

MR SUGAR: Hello Cupid. Remember me?
FEVVERS: I've give you my answer already.
MR SUGAR: Please yourself.

FEVVERS: But I'll have these.

Nonetheless, she accepts the flowers, but MR SUGAR doesn’t
let go of them.

MR SUGAR: In exchange for your picture.
FEVVERS: I haven't got a picture.

MR SUGAR takes out a camera and snafs her.
MR SUGAR: I have.

I've got a little bit of you and I'll be coming back for

In the late nineteenth century, improvementsin technology led to the invention
of small handheld cameras such as the Kodak, this made it possible for anyone of
middle-class means to take photographs(National Gallery of Art, n.d). American
inventor George Eastmaninvented the first photographicroll to be used in a
camera. The easy to develop photographicprocess assisted his company. The
Kodak Brownie camera launchedin 1900 and became a huge hit, selling millions
and continuedto be popularuntll the 1960s (TechTalk, n.d).

EASTMAN
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your harms. Victorians believed that certain flowers had secret
messages and codes (Stott, 2016).
Act/Scene | Who Where When | Props/Costume | Action
2/24 Mr Sugar | Foyer of N/A Flowers, Mr Sugar gives
@ Fevvers Fevvers Camera, Photo | Fevvers flowers and
I e’ en whisdl BB takes a photo.
the lites (J/ him again.




Enter JACK and MIGNON.,

FEV : You arf:pu:ilﬁng your luck right out of the

harbour, clown boy!

LIZZIE joins in wherever possible.

I quite like stupidity in a man - but you really gild

the lily, you do. Show up here dressed like a chicken
because surprise surprise you've got nowhere to keep
her. Well sort your own effing mess out! And stop
following me round like a King Charles Fucking Spaniel.

JACK: Fevvers. Do you ever shurt up? Look at her.
JACK hands MIGNON to FEVVERS.

Her skin is mauvish, greenish, yellowish from beatings.
Fresh bruises on fading bruises on faded bruises. It is
as if she has been beaten flat, had all the pile, the shine
banged off her adolescent skin. Or as if she has been

beaten to the thinness of beaten metal.

FEVVERS: Take her, dear Liz.

Gently LIZZIE takes MIGNON
gives her a box of chocolates.

off towwards the bath. She

Act/Scene | Who Where When

Props/Costume

Action

Jack
Mignon
Fevvers
Lizzie

2/25 N/A N/A

Jack in chicken
costume,
Mignon covered
in bruises

Jack and Mignon are
getting help from
Lizzie and Fevvers.

the first box of chocolateswas made in 1849. In 1861
for the first time, a box of chocolates was made in a
heart shape for St Valentine’s Day. In 1899 Queen
Victoria decided to send chocolatein a tin case to her
soldiers fighting in the Boer War in South Africa to wish
them a Happy New Year in 1900. Chocolateremained a
luxury until the 20th century.

Don’t think you’re off the hook.

JACK: It isn’t how it looks.
e

FEVVERS: You're not going anywhere. What the cocking
ell 1s she going to think of you? The least you can do is
see how she scrubs up. Follow me.

LIZZIE: Look at you, you little pigeon, like a bag of
spanners. What’s your name, love?

MIGNON: Mignon.
——

LIZZIE: Lovely. Mignon. Well let’s see what Lizzie’s got
in her bag for you Mignon. There is only one cure
for a beating like that. Chocolate and a \l‘\'arrn Bath.
There you are. That’s right. That one’s a cherry cream.
Come the revolution we won’t have to put up with
any of this shit. Don’t you worry. We'll clean you up
and set you up so’s You can eam money and iook after
yourself. Fevvers’ll probably try and fix you up in the

performance line of things, but I'd give my eye teeth to
get you a nice steady job in an ice cream parlour or a
brassworks or something respectable like that. By any
means possible, we will be free, Amen.

MIGNON is in the bath by now and she sings:

MIGNON: So we'll go no more a roving

So late into the night
Though the heart be still as loving

And the moon shine still as bright
Act/Scene | Who Where When | Props/Costume | Action For the sword outwears the sheath
And the heart outwears the breast
2/26 Lizzie Fevvers Bridal | N/A Bath, Box of Jack and / fand love lisell must cease Love
Mignon Suite chocolates - Fevvers argue while Though the night be made for loving
e day return too soon
Jack 'cherry cream Lizzie gives Mignon a Yet I'll go no more a roving /
, By the light of the moon.
Fevve rs ones bat h 0 FEVVERS and JACK find themselves pulled irresistibly into

contact like two drops of mercury. Then they separate.




FEVVERS: Come "ere. Kneel, Mr Walser. Closer.
/—.

She removes his make-up.

Make you pretty.

I hate clowns. I truly think they are a crime against
humanity. Gawd, the poor girl! Out of Clown Alley and
into the arms of the Nordic Adventurer. Talk about the
frying pan and the fire!

MIGNON is sitting on LIZZIE’s knee being cuddled.

Up on your feet and sweep her off hers. They've put me
in the bridal suite, as you'd expect, but you can have it
for the night.

LIZZIE: Laugh! You'll be the death of me! Don’t look at me
that way, Viking boy. If it was up to me we'd keep the
pretty one and chuck you in the cocking river.

FE\'\"E{{S: Come on Lizzie. She sings like a little canary
and I've got an idea about how she can make a bob or

two of her own.

LIZZIE: If he says that he will miss you...piss into his socks.
FEVVERS: Look at me. Play nicely.

MIGNON offers herself to WALSER. He half-heartedly
makes an advance but hurts his arm (or something) anéi

loses interest. MIGNON Jalls asleep with her face in the
chocolates.
e ——

Act/Scene | Who Where When | Props/Costume | Action
2/27 Fevvers Bridal Suite N/A Box of chocolate | Fevvers is removing
Jack Jacks makeup and
Mignon offers him and
Lizzie Mignon a place to
stay.

"Talk about the frying pan and the fire!" -
Suggesting that Mignon went from going from
one bad situationto one worse. From Buffo to
Jack.

Lizzie
* CuddlingMignon, shows how loving and
supportive she is of women.

WALSER creeps out of bed, leaving MIGNON with a flower.
On his way, he is ambushed by the STRONG MAN.

STRONG MAN: I'm sorry. [ have to do this.
JACK: Do what?

STRONG MAN: I am the Samson You
JACK: What woman?
STRONG MAN: The Mignon,

took mYy WoIman.

JACK: But she was the clown’s woman. I already got beaten
by the clown. There’s no need. '

S‘TR-.{]D:G MAN: She was my woman really. I am the
Samson.

JACK: You know nothing happened between us.
STRONG MAN: I can't be sure.
JACK: Don't be stupid, of course ¥Ou camn.

STRONG MAN: People are saying the dirty things. I'm

sorry my frend. It's a matter of the honour.

Act/Scene | Who Where When | Props/Costume | Action
2/28 Strongma | Jack leaves N/A A Flower Strong Man beats up
n, Jack the bed Jack, because he

believes he slept with
Mignon.

JACK: But I couldn’t have been anywhere near her
- becanse she had her ankles round your neck.

STRONG MAN: Do not say the dirty thing. Do not
impugn my the honour. The shame is too great. I am the
Samson.

Never before have you had such a fisting. No hard

feelings.



They dance her off to the tiger cage.

A nightingale, Princess, a birdy for your beasts,
PRINCESS signals not to speak.
C——

Just cos they don’t like speaking doesn’t mean they won't
like singing. Music makes words heavenly, dunnit?

One little listen won't hurt you. She’s called Mignon.

LIZZIE: Don't worry little flower. That's a loaded gun on

her pianna and she ain’t afraid to use it.

MIGNON: Do you know of the land
WVhere the lemon trees grow?
Do you know
Sweet sister
My friend?

Do you know of the land
Where the animals sing?
Do you know

Sweet sister

My friend?

For might not this land

Be the old land of Eden

Where time was lost in the seas?
Where innocent beasts

Play among the wise children
All safely beneath lemon trees?

FEVVERS: Well there’s a lovely chance. Ruddy great
instinct I've got, isn't it Lizzie? Big as a barge.

JACK: That’s beautiful, Mignon. That’s beautiful.

LIZZIE: It's your beau. The Nordic adventurer. Back for
more Nordic adventuring no doubt.

FEVVERS: How'’s the wonky arm?

JACK: OKI think.

FEVVERS: You take care of it. Scratch of a tiger can fester
something rotten, that can. And don’t worry. I know you
walked out on our little canary last night, after all. Seems

like I got it wrong, poppet. Seems like you weren't
knocking her off, after all.

JACK: No.

FEVWVERS: Well it doesn’t look like she’ll be pulling your

bell any more either.
JACK: I promise you. She never did pull my bell.

FEVWVERS: I must say, Mr Walser, it's very flattering you
should pursue me thus, to the ends of the earth, you
might say. Eh?

LIZZIE: I know what he’s after. And he’s not going to get it.

LIZZIE [ooks into her bag and does some work on her bomb.
The PRINCESS gets MIGNON to dance with the tigér. The
ather liger gets jealous.

MIGNON: Yes I know of the land
Where the lemon trees grow.
Yes I know
Sweet sister
My friend.

Yes I know of the land
Where the animals sing.
Yes I know

Sweet sister

My friend.

Hummed chorus during which the following dialogue
happens.

LIZZIE: Ooh look. The lady tiger’s getting jealous and the
princess wants a volunteer to dance with her. Off ve go,
young feller and do your duty for Colonel Kearney’s
Circus!

FEVVERS: I say, ain't that a bit much?

LIZZIE: No. It's fine. Ain't you the Nordic Adventurer?
Where's your spirit?

JACK: But that's the cat that tried to eat me!

FEVVERS: E’s a wounded soldier poor sod —
JACK: - my arm
LIZZIE shoves him into the cage.

LIZZIE: Now we'll see what he’s made of,

WALSER and the lady tiger join the dance. The new act
works.

CHORUS: Oh let it be the land
Where the lemon trees grow,
Let it be
Sweet sister
My friend!
For I come from the land
Where the birds cut the sky
With their wings }
My sister
My friend.

-
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The first 'lion queen’, a Miss Hilton, had entered the lions’ den at
Stepney Fair in 1839 and was soon followed by others (Cowie, n.d).
These images could be the inspiration for the tigers cage and could
be a prop or shown through shadows/projection.

2. Common guns within the
19th century includea

revolver, pistol and
handgun.

Niustration from English vpecification of Elisha Collier.

Act/Scene | Who Where | Props/Costume | Action

2/30 Princess, | Tiger Lizzie Bag, Mignon sings with
Mignon, | cage Tigers, the tigers, Lizzie
Lizzie, Cage pushes Jack into the

Tiger cage.




KEARNEY enters to announce the circus. As he tries to enter, BUFFO
T audible arguing with him.

BUFFO: I made your fucking circus. And now you're
topping the bill with a freak act.

KEARNEY: You're drunk.
——

Ladies and Gentlemen. The greatest show this side

of the twentieth century will tonight perform for the
last time ever. Why? Because it's new vear’s eve 1899
and tomorrow we won't be the greales:( show this side
of the twentieth century WE WILL BE THE GREATEST
SHOW OF THE TWENTIETH CENTURY! And to mark this
MAGNIFICENT occasion we have a new star to top the
bill tonight, The Cockney Venus, Fevvers....

Fanfare. KEARNEY turns upstage to face an imaginary
audience on the upstage side of the ring door curtains.
—

But first on tonight — a wholly new feature - it has
music, danger, romance — The Princess of Abyssinia,
her Ferocious Tigers — and singing in the jaws of death
without any protection the Lovely Mignon.

The ring door curtains close behind KEARNEY.

We are are in the ring deor area, the “backstage’ of the circus
ring.

BUFFO enters, climbs the ladder and tries to cut the trapeze
rope with a knife. SAMSON Relps him. —

BUFFO: Top of the bill. I'll give you top of the bill... {Ei)

STRONG MAN: You are so funny my friend Buffo (Efc)
JACK WALSER enters and sees BUFFO up the trapeze.

BUFFQO: Where is your face, clown boy?

JACK: What are you doing?

BUFFO: I baptised you. I kissed you. Put your fucking face

on.
JACK: I'm not a clown any more.

BUFFO: It's not your job to decide whether you are a
clown or not. Who do you think you are? I am Buffo!

JACK: The colonel has put me in the tiger act.

KEARNEY: (Offitage.) And now ladies and gentlemen,
please welcome the waltzing tigerboy from the land of

ice.

JACK: I'm on.

Act/Scene | Who Where When | Props/Costume | Action
2/32 Kearney, Behind stage Before | Ladder, Knife Strong man helps Buffo
Buffo, Jack, the and finds out Jack is no
Strong show longer a clown. Jack
man misses his performance
with the tigers.

Within the previous scene, Kearney turns upstage to face an
imaginary audience on the upstage side of the ring door
curtains, the ring door curtain also closes behind Kearney. As
for the ring door, | imagine something similarin shape to the
reference images.

In order to show Kearney performing, possible options could
include;

Having Kearney talking offstage.

Use puppetry to show Kearney.

The use of shadows, shown through the curtain.



TE . L n T H
BUFFO: You're clow ning tonight my boy, colonel or no
coinnel. But before you put your face on, and before vou

do your clowning, I'm going to beat you to death.

JACK: But why? I haven’t done anything.

N — °

STRONG MAN: I love your manly chat, but T think they
are ready for you, ice boy. :

BUFFO: What? You fuck my woman. And then I have to
wal_n:h you gigg]hg like a pansy with the bird woman
— with a fucking freak act — while she takes my place at
the top of the bill! Not done anything!

STRONG MAN: Its getting dangerous out there. The lady
tiger is so very jealous. ’

JACK: I have to go out there. They’re starting the dance.
They can’t do it without me. It isn't safe for Mignon.
KEARNEY: (Off) Tiger bay!

STRONG MAN: The tiger is approaching. Mign

. wom’s back
is turned.

SAMSON shoots BUFFOQ in the side.

Aaaaaaaargh! (Ete) How could you do that to me? {Ete)
Please. One more. In the head. Please.

STRONG MAN: Very good for comedy. The rule of three.
Ha ha.

He shoots him again. BUFFO dies.
——

KEARNEY, clearly audible from behind the ring door
CUrEaIng, anmounces;

KEARNEY: Please welcome ladies and gentlemen, the high
chief of chuckling, Buffo the Clown.
Curtains open to reveal BUFFO dead, STRONG MAN
holding a gun.

C—

KEARNEY closes the curtains in horror.

What did I do to deserve this today?

Firearms

| believe it is important to have a basic
understanding of the safety regulations
regarding the use of firearms in playsno

matter the role, this is to ensure the working

environmentis safe. Using the Technical

Standards for Places of Entertainment book, |

was able to learn the following:

2015
TECHNICAL STANDARDS
FOR
PLACES OF
ENTERTAINMENT

The Association of British Theatre Technicians
The Institute of Health
The District Surveyors Association

The Institute of Licensing

BUFFO: What the fuck do you care about Mignon!

A gunshot from behind the ring door curtains. The curtains
are parted and we see the tiger, dead, PRINCESS holding
the gun, MIGNON distra ugin.

—

'!ﬁ.r_ PRINCESS drops the gun and, goes to comfort MIGNON.
BUFFO picks up the gun
—

As the ring door curtains close on the nature mort, KEARNEY
enters, breathiess, looking for WALSER.

KEARNEY: Where in the Sam Hell were you? You’re fired,
you hear? But before you’re fired get out there and mowve
that dead tiger!

WALSER and KEARNEY exit through the ring
upistage,

door curigins

BUFFO picks up the Princess’s gun and gives if to STRONG
—
MAN.

BUFFO: Samson. | want you to help me. [magine we've

got a huge audience in front of us. And I say to you

* Gunsthat are used on stage should either be replicas or deactivated firearms, both can fire

blanks.

* Firearms that have been deactivated to Home Office standardsand certified by a Proof
House or replica guns that cannot fire live ammunition are not treated as firearms for legal
purposes and do not require a license.

* However, any gun or realisticimitation gun is regarded as illegal under the Violent

Crimes Reduction act 2007.

* Firearms should only be removed from the store immediately prior to the performance and
be returned as soon as possible.

‘Please my friend shoot me.’

STRONG MAN: Heh heh you are brilliant. (£t.) Hello
imaginary audience. I am the Sampson. I am from the
Europe. Hello. (£t}

BUFFO: Here. In the leg. Yes. Go on.
SAMSON shoots BUFFO in the leg.

Aaaaaaaaaargh! It's agony. You fool! What are you
doing? No. It's ok. It's ok. Now do it again.

Act/Scene | Who

Where

When | Props/Costume

Action

STRONG MAN: Really? Do it again? You are brilliant.

2/33 Kearney,
Buffo,
Strong

man

On stage

N/A Gun, curtain

Buffo tells Samson to kill

him.

BUFFO: Yes. Really. Here. In the side. [Efc)




JACK enters.
JACK: I got rid of the dead tiger.
KEABNEY': Now get rid of the dead clown.
JACK drags BUFFQ’s corpse off the stage.

OK Samson. Get out there and save the show!

Curtains open. STRONG MAN goes through the curtains,
which close. Crowd boos.

KEARNEY: Oh shit.

. . ) . .
I'm sorry Sybil. I know you don't like her but she’s our
only hope. Fevvers! Fevvers! I need vou out there now!

FEVVERS enters.
_
FEVVERS: Double my fee.
KEARNEY: I quadruple your fee.
Curtaing open. STRONG MAN comes off.
STRONG MAN: It's not going very well out there.
KEARNEY goes off through the curtains.

KEARNEY: (Off] Ladies and Gentlemen, please stay in
your seats. It's the Cockney Venus. Fevvers,

The curtains start lo apen.

Act/Scene | Who Where When | Props/Costume | Action

2/34 Jack, On and off N/A Curtain, Buffo Fevvers tries getting
Kearney, stage clown makeup more money from
Fevvers, and costume. Kearney.
Strongman

Trapeze Safety

Some equipment thatis used within circus to support

the performers are:

e Asafety belt, which allows for performers to be lifted
away if something were to go wrong.

e Safety net underneath the act.

e Catch Bar: The trapeze that the catcher swings on.

* Fly Bar: The bar the flyer uses.

 Apron: The netin front of the catch bar.

Act/Scene | Who Where When Props/Costume | Action
2/35 Jack, On stage | Nightime Rope Trapeze Jack helps Fevvers with
Fevvers the broken trapeze.

JACK returns to see what’s happening.

JACK: No. Fevvers. It's not safe. The trapeze. It's not safe.

(Ad Iib under song.)

FEVVERS: Get off the stage.
\

[ am only a bird in a gilded cage

With a lock that is copper and steel

Like a secret to last till the death of the age
With no one to touch and to feel.

If I sing my song
Perhaps I'll find

An ear to hear

What I've got in mind
And I've got such a lot
In front and behind.

The trapeze breaks. She hangs there.
JACK: Wait there.

JACK graps the rope and twizzles her round. The curtains
close to huge applause. They have saved the show.



Enter MR SUGAR.

—
Jack?
MR SUGAR: Hello Cupid.
I've come for your wings.
—
I have watched you for a long time.
Night after night after night at the circus.

I have a picture of you in my pocket.

And a diamond for you in my hand.
e

I have a house in every pretty city in Europe.

I have diamonds so big they’ll make you shit.

Don't worry.

Just have a little drink.

FEVVERS: Yes sir. I like a little drink.
—

She takes a sip. It is very strong. He drinks a ot with no
gffect.

He starts to feel her wings.
What are you doing? What are you doing?

MR SUGAR: I'll give you all the diamonds you could

dream of.
FEVVERS: Don't. I -

MR SUGAR: All I ask is that when vou go, vou give these
to me.

I'll give you so many diamonds you won't need them
any more.

FEVVERS: No. Don't. Stand back a bit. I want to breathe.

There is a struggle during which FEVVERS' dagger falls
to the floar. —

LIZZIE: Oh no you don't! I remember your type.

FEVVERS: Nothing. It's from the old place. It's nothing.
MR SUGAR: It’s very sharp. That’s handy.

The dagger evolved over time to

, symbolise wealth and was decorated

FEVVERS: How many diamonds could I have?

MR SUGAR: As many as you want. For as long as you
want. Here - let me -

He starts to reach to the roots of the wings, making a space
Jor the knife to cut.

FEVVERS: Wait. sharply tapered pointand a central
L0 spine with two cutting edges. They

‘,' . & alsotypically weigh over one pound,

MR SUGAR: I'm not a hard man. Bite on this while I'm
cutting.

FEVVERS’ words become inaudible as she is biting on the

sag. .% s - and the length ranges from five to
I think I can get behind the bone with the point. Are you A @@mmu twelve inches (Berberovic, 2016).
ready? | = S NI T

FEVVERS grunts.

Creating an explosion

Pyrotechnic effect: Produces a flash, short burst of sparks
and a small cloud of smoke. They are safe for on stage as
they are manufactured to standards with accurate height,

direction and intensity. \

Ad lib. Just as he is about to cut, LIZZIE springs into the
room like Zorro.

—

She beats him with the bg.

aE—

I's New Year’s Eve, Mr Sugar. So goodbye to you. And
to all those like you. Come on Fevvers.

She chucks her bag at him. He catches it. There i a mg‘ ﬁﬂ

MR SUGAR: What's this? fngﬂ-fiﬂﬂ- If | wish to explore this
Act/Scene | Who Where When | Props/Costume | Action further, | was able to find a
: : UK based company, Le Maitre
2/37 Mr Sugar, Backstage N/A Wings, Knife, Mr Sugar persuades who has been desiening and
Fevvers, Glass for drink, Fevvers to let him have £ cturi ¢ shing
Lizzie Gag her wings. Lizzie stops manhutac u_rlngs a8e
her. pyrotechnics and smoke and
haze machinessince 1977.




There is a lung pause after the explosion. We are in a bare, white
— —

landscape.

LIZZIE: And what are you going to do if we do find him?
You know how it ends — misfortune is overcome, the

COLONEL KEARNEY enters with his pig.

KEARNEY: Sybil.
E—
Listen to me.

Everything is lost. The circus is blown up. All the
animals dead. Buffo dead.

We might be the only ones left alive.
But hell! We won't let a little thing like this stop us.

We started with nothing and we will start with nothing
again.

I throw down my challenge to the shooting stars — we
will return with bigger and more ferocious tigers, with
elephants.

Never say die? Eh Sybil.
Wake up Sybil. Wake up.
SAMSON enters with a pile of wood.
T
STRONG MAN: I make fire for you.

I have been too strong and too simple with my muscle.

I am sorry, the Mignon.

MIGNON: It's alright.

lovers reunite - and then... Marriage.
FEVVERS: Marriage?
LIZZ1E: Orlando takes his Rosalind. She says, “To you I

give myself, for T am yours.” And that goes for a girl's
bank account, too.

FEVWVERS: I'm not giving my bank account to anyone.

LIZZIE: That's my girl. Here’s to the death of the happy
ending!

FEVWVERS: Oh but Liz - think of his soft look — as if you
could mould him any way you want. Surely he’ll have
the decency to give himself to me, not the other way
round. Let himn hand himself over to me and I will
transform him. You said he was unhatched, Lizzie. Well
I'll sit on him. I'll hatch him out. I'll make a new man of

him — a fitting mate for the new woman, and we’ll march
onward hand in hand through the New Century.

LIZZIE: You don't know the first thing about the human
heart. It is a treacherous organ and you're a greedy girl.
Selling yourself is one thing — but chucking yourself out
with the bath water is quiet another. What happens to
that unique indivisible you, if you rashly throw yourself
away? It falls to bits, that what happens to it. I raised you
to fly up to the heavens, not brood over a clutch of eggs!

FEVVERS: You're jealous!

LIZZIE: I never thought I'd live to hear my girl say such a
thing.

PRINCESS enters. She sees MIGNON.

PRINCESS: Pﬁ'lignon!
MIGNON: You can talk.

PRINCESS: I can talk as well as you can.
I remained silent only for the sake of my cats,
They hated the human voice
As much as they loved my music.

My father taught them to love music.
My mother taught me to play.

We have never been to Abyssinia.
We are from Marseilles.

MIGNON: What is your name?
PRINCESS: Rhodora.

FEVVERS and LIZZIE enter.
FEVVERS: Jack! Jack!
LIZZIE: What do you want him for?
FEVVERS: I just want to know he’s alright.

WALSER emerges from the white stuff where FEVVERS
L

is sitting.

In my opinion, the white landscape and the narrative suggest
death, which is defined as the irreversible cessation of the
processes of life. Followingthis idea that the charactersare
dead they could be having an Intrusion of REM dreaming, be in
consciousness, or the brain could be releasing neurochemicals
that recreate the events that happenedin their life.

Act/Scene | Who

Where When | Props/Costume Action

2/38 Colonel
Kearney,
Strong man,
Mignon,
Princess,
Fevvers, Lizzie

White N/A Pile of wood After the explosion we
Landscape enter a bare, white
landscape, where we
learn that Princess can
talk and Fevvers admits
her love to Lizzie about
Jack.




Group Mood Board - "Bare, white landscape”
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Oh gawd.

JACK: Fevvers.
—
You want to know what [ want?

I want to see you lying wherever you are lying
Your hair caught in your fingers as you sleep

I want to see your breath tickle the pillow
Your fat cheek glowing hot against your wrist

[ want to hear you laughing as your eyes

Wake up and start to eat another day.

[ want to listen to you sing, just once

Without imagining a gilded cage.

I want to feel the dark warmth of your body
Rising like hands to hold me as I write.

I want to taste the dry earth smell that drifts
About you as you think and breathe and speak.

| want to feel each beat of life in you,
Each taste, each song, each joke, each fear, each
dream.

LIZZIE has found a radio. She turns it on. It plays the music
of Nina Simone.

JACK and FEVVERS fly.

o

Act/Scene | Who Where When | Props/Costume Action
2/39 Jack, White N/A Radio — playing Jack admits his love for
Lizzie Landscape Nina Simone. Fevvers, and they fly
away together.

The radio was first used in the early 1900s mainly as a
way of contact for ships with the land. Radio messages
were transmitted and received using the Morse code's
'dots' and 'dashes' (Burns, 2016).

| was surprised to discover that radio broadcastingfor
music started being experimented on around 1905-1906
and commercially appeared around the 1920s. This
suggests that the characters mysteriously jumped
forward a minimum of 5 years after the explosion
(Wikipedia, n.d).

Nina Simone was born February
21, 1933 and was known as the
voice of the Civil Rights
Movement.

Act/Scene | Who Where When | Props/Costume | Action
2/40 Vesta White N/A N/A Vesta ends the play.
Landscape

VESTA: The laughter of the happy young woman rose up

from the wilderness in a spiral and began to twist and
shudder across the cold new world, as if a spontaneous
response to the giant comedy that endlessly unfolded
beneath it, until everything that lived and breathed,
everywhere, was laughing.

Fevvers, sputtering to a stop at last, crouched above him,
covering his face with kisses.

Oh how pleased with him she was!

Company sings ‘Do You Know of the Land Where the Leman
Irees Grow




Key Props and Locations

Collaborating with Courtney, we created a list of key props and locations, by doing this we were able
to understand what props/locations were necessary to include as characters required to interact
with them. | annotated and highlighted key events within each act, as shown in the images below, to

make the process easier and to ensure nothing was forgotten.
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| would like to explore simple yet effective storytelling, as many of the locationsare flashbacks,
these can be portrayed through lighting, props or puppetry. Therefore, | decided that for the story

to progress the following locationsare essential:
* Brothel doorstep/outside.

e St. Petersburg, Circus.

* Fevvers Hotel Europe.

* Bare, White Landscape/Explosion.
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Initial Mood Boards

Within this mood board, | started Looking at the dark and dingy side of | have also explored the dark side of the
looking at set design inspiration on London. Particularly focusing on the circus and how it brings the evil out
Pinterest. Considering the group lighting and feel of the location: of the characters. Acommon theme with
meetings and research that’s been dirty, mysteriousand dull.| have each mood board is the warm lighting
conducted, | have decided to focus on mostly focused lookingat poor and inspiration.

circus tents, nautical elements and stage working-class homes.
designs.



Where previously artists were commissioned to produce artwork on behalf of a client, it
wasn't until the 19th century that artists began to produce work of their own accord and Key 19th centu ry

explored new areas of interest. The development of transportation of rail travel, fueled
communication across borders created new ideas and artistic influences. Eu ropea n Art
Over the course of the 19th century, many innovative and original art movements and Oveme

styles were born, which | will discuss. (Mayfair Gallery, 2018).

Romanticism:c. 1750-1890

Romanticism was part of a larger artistic movement that included literature and
architecture as well as painting. The art movement emphasises the emotional, personal
and imaginative aspects of art. It was partly a reaction against the Industrial Revolution
and a reaction against the philosophically logical age of the Enlightenment. With the
appreciation of natural beauty, emotions and the senses over reason and logic.
Romanticismwas also influenced by spiritual beliefs, folk culture and an interest in the

medieval era, which characterised some of the paintingsproduced during the period
(Mayfair Gallery, 2018).

Dante running from the Three Beasts in William
Blake’s Illustrations to Dante’s Divine Comedy:
Hell, Canto 1, 1824

Realism:c. 1850-1900

Realism was interested in the realism of the subject matter, marking a departure
from Romanticism, which elevated subjects to monumentalimportance. Realism was
interested in common laborers and normal, everyday people as its subjects. The
movement was concerned with the truthful representation of subjects and artists
avoided embellishmentsor implausible elements (Mayfair Gallery, 2018).

A Burial at Ornans by Gustave Courbet, 1849



Impressionism: c. 1870-1920

The movement originated from a group of Parisian painters who gained fame during the
period for their violation ofthe rules of academic painting, which favoured carefully
finished, realistically precise paintings at the time. In comparison, impressionism
introduced a new visual and technical style of painting. The key features are the fine,

light, highly visible brushstrokes that bring attention to the accurate depiction of light
throughout the day and night (Mayfair Gallery, 2018).

The Bridge at Argenteuil by

Post-Impressionism Claude Monet, 1874

Post-Impressionism was the last important European artistic movement of the

19th century. The movement was born out of many artists’ dissatisfaction with the
blurred, blended appearance of Impressionist subjects and compositions, which they
thought lacked structure. The colours used within post-impressionism art were bold and

vivid, often bordering on unnaturally vibrant, and the subject matter ranged from
landscape paintingto still life painting (Mayfair Gallery, 2018).

In conclusion, many British artists took time to study in Paris, described as the "capital of
the 19th century" by German thinker Walter Benjamin for its rich cultural and artistic — e
. . Cler Wheat Field with Cypresses by
atmosphere. However, economic and social stabilityin London offered greater .
o . ) Vincent Van Gogh, 1889
opportunitiesfor patronage and drew in artists from France and Europe. In the wake of
the Franco-Prussian War in 1870-1 and its aftermath, London saw an even
greater number of French artists settle which contributed to the diverse range of its
artistic output and movements as discussed (Tate, 2015).



Changing the
Future with Art

The middle of the nineteenth century was a period of extreme
political unrest and deprivation. The Industrial Revolution had
led to great wealth for some but suffering for many others.
Famine, financial depression, pollution, and stark social
inequality characterised the period (Ward, 2020).

Victorian artists, viewers, and critics believed art could change
the future. As poverty, hunger, and disease problems
increased in industrial Britain, many artists began to consider
how their art could benefit society (Ward, 2020).

Believing that art could change minds and create action, they
produced paintings, prints, and decorative objects that were
designed to comment on social problems, but also actively
participatein solving them (Ward, 2020).

| am interestedin exploring how Victorian artists developed
strategies to confront social problems and incorporate this
into my work to raise awareness of the urgent and challenging
situationsthe characters faced in London.

Applicants for Admissionto a Casual
Ward 1874, Luke Fildes (1843-1927)

Luke Fildes was an artist whose work most reminded viewers
of newspaper illustrations. Fildes began his career as a
graphicartist, designing news illustrations of London street
life. One of his best-known newspaper illustrationswas the
inspiration for his 1874 paintingApplicants for Admission to a
Casual Ward, which shows people queuing for tickets to a
London night shelter, known as a casual ward. This painting
depicts poverty in a realistic way that many do not see. Many
art critics viewed this paintingas visually ugly or emotionally
painful however most saw its frankness about poverty and
took auction from it.




Exploring More Art Styles

Decoupage

In 19th century England, during the Victorian era, hand coloring and intricate
cutting out, and florid collage-style was a popularart form. This coincided with
the introduction of Valentine cards, decorative and embossed papers and braids
to embellish surfaces such as screens, lamp bases, linen boxes and much more.

Relief Printing

The history behind 19th-century printingis bound with engraved boxwood blocks,
which was the most significant piece of illustration technology. Wood-cut also
dominated Victorian book illustration.

lllustration

Looking at Victorianillustration, | found out that lineillustrations were popular
during the 1880s, and many artists took a linear approach by using implied lines
and continuouslines to create harmonious compositions to suggests changes in
tone and texture.

Pop Up/Moveable Books

Lothar Meggendorfer (1847-1925), combined mechanical devices to children’s
picture books, with multiple movements on a page. Sometimes there were five
parts of the illustration movingsimultaneouslyin different directions. He
sometimes used tightly coiled copper wire to attach levers so that a single tab
when pulled would activate all of them with some mechanisms delayed until the
tabs were pulled further out (SLV, 2018).
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lllustration — Line Drawing History

Line art, or line drawing, is one of the elements of visual art along with form, shape, colour,
value, texture and space.

What?

Line drawing consists of distinct lines against a solid background, the lines can be abstracted,
descriptive or implied. Elements like shading and colour gradients are absent from these
drawings, allowing the focus to be on the lines themselves. Throughoutart history, artists have
created influential art using the line as a principle means of visual expression.

Sculpture group Laocoon and his Sons, has been an inspiration for renaissance artists in the
1500s, who were interested in how the sculptor used fluid lines to create harmony. Artists from
this period continued to use impliedlines to create harmonious compositionsin sculpture,
drawing and painting.

Leonardo da Vinci's paintingof Leda and the Swan shows detailed line work used to create form
and dimension. Pablo Picasso also created line drawings known as contour drawings, which uses
a single continuousline (Stewart, 2020).

As a designer, | already use line and continuousdrawings when sketching due to its fluid and
free-flowing look. | will continue to use this technique within my prototypingand
experimentation stages to create quick mark making especially as it is relevantand links to the
period of the script.




Contemporary Artists — Line Drawing

Paul Morrison is a contemporary British
painter best known for his methodical
black and white floral paintingsand
prints. His works are produced through a
process of scanning and projecting
historical and vernacular prints and
illustrations (Artnet, n.d).

Paul Morrison works with the different
scales and takes inspirationsfrom
timeworn engravings, botanical
illustrationsand comics (Artnet, n.d).

Peter Root creates
contemporaryline drawings
using a series of straight
graphite lines. These drawings
create a curvaceous and flowing
abstract form.

Using a variety of line thickness,
Rootis able to create an illusion
of tone and form within his
pieces.

Andy Mercer is very expressive with
his line drawings by including mixed
media. Using line drawing Mercer is
able to exaggerate a mass illusion of a
busy city scene using wobbly yet
controlledlines. The contrast between
the bold colours and architectural
forms interest me as many of the line
drawings from artists are
monochrome.




During the Victorian period, in 1876 Wagner designed an opera
house in Bayreuth, Bavaria. The first opera performed was 'The
Ring'. It was at Bayreuth where the first orchestra pit was
invented. Here, the pit was recessed below and underneath the
stage, creating a mystic gulf between the audience and the
stage. The auditoriumwas designed like a fan shape, known as
continental seatingwhich could withhold 1,345 audience
members on one single slope, rows of seating also extended the
whole width of the auditorium.

In addition, a double proscenium arch which when unlit separated
the audience from the stage. Producing a dreamlike feeling during
performances and providing a physical reinforcement of the
mythical feeling of Wagner's operas.

Adolphe Appia was a theatre theorist and designer whose work
has greatly influenced the development of modern stage and
lighting design. Appia designed sets in Germany, France, Italy and
Switzerland. Collaberating with Emile Jaques-Dalcroze on
numerous experimental theatre and dance productions. Appia
rejected the use of paintingtwo-dimensional sets for three-
dimensional living sets for his Mise En Scene as he believed that
shade and light was necessary to create a connection between the
actor, the setting and the performance in time and space.

19the Century Theatre

History of scenery




Types of Theatre Spaces

Proscenium stages

Proscenium stages are known to havean architectural frame, known as the proscenium arch. The stages are deep and sometimes
raked, meaningthe stage is gently sloped rising away from the audience. Theatres containing proscenium stages are known as
proscenium arch theatres and often include an orchestra pit for live music and a fly tower for the movement of scenery and
lighting (Theatres Trust, n.d).

Black-box or studio theatres
These are flexible performance spaces which are a single room painted black, the floor of the stage at the same level as the first

audience row. These spaces allow for temporary seating in different configurationsto enable a wide variety of productionsto be
presented (Theatres Trust, n.d).

Theatres in-the-round
These have a central performance area enclosed by the audience on all sides. The actors enter through aisles or vomitories

between the seating. The scenery is kept minimal and fully positioned to ensure it does not obstruct the audience’s
view (Theatres Trust, n.d).

Promenadetheatre
This type of theatre involvesthe audience moving from place to place following the actors and performance (Theatres Trust, n.d).

Thrust stages

Audience members sit on three sides of the auditorium. Such stages are often used to increase intimacy between actors and the
audience (Theatres Trust, n.d).

With my understanding of all the differenttheatre spaces, | am aware that the
Liwyfan is a black-box theatre with quad truss structure all around.
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A flexible theater

Banks of theater seats on lockable rollers will permit the new
performance space in PlayhouseSquare to change, in a
matter of hours, to any of these configurations to suit an
individual production’s needs. The numbers shown here
reflect the maximum number of seats in each variation.

Thrust ... 324 seats Runway ... 228 seats
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Typically, a circus arena seating arrangement would
have the circus ring surrounded by audience on three

sides, similar to a thrust theatre stage.

Theatre Seating

As the Llwyfanis a black box theatre, it allows for
creative freedom and versatility with the seating
arrangements. | will explore a range of seating
options and will discuss this with my group in a
meeting.

As | have learnt from my research, during the mid
19th-century circus was performed in small
tenting affairs to gigantic enterprises housed in
permanent buildings or amphitheaters. Due to the
range of circus arenas, there is a possibility to
design a similar stage setting that best fits within
the Llwyfan space.

ARTISTES
ENTRANCE




Performance Types

Immersive theatre datesto the 19th century where theatre involved a call-and response, where the leader puts out a call and an
audience calls back a pre-ordained response. This concept has also been done within music, adding a participatory element.
Even traditional prosceniumtheatre adapted some immersive and interactive elements (Space, n.d).

This type of performance can either be highly structured where the audience is taken from location to location, or performers
prompt spectatorsin the right direction. Whilst, on the other hand, some immersive theatre shows allow the audience to roam
freely in any direction to multiplelocations. One thing | really enjoy about immersive theatre is that each individual audience
member will have a unique theatre experience dependingon their actions taken (Cash, 2020).

Another type of performance is environmental theatre where the key pointis that the architecture of the space is essential to
the performance. Within environmental theatre, the physical space is an essential part of the performance (Theatre Project, n.d).

Lastly is promenade theatre which is a theatre without fixed seating in the main part of the auditorium, thus causing the
audience to stand and mix with the performance. The multiple-focus action and moving audience are the key characteristics of
promenade theatre.

British theatre company, Punchdrunk s a perfect example of how they have been
changing the form of theatre since 2000 by allowingaudiences to explore

and experience storytellinginside sensory theatrical worlds. The name Punchdrunk
represents the company's ongoing ambition to make their audiences feel 'punch
drunk’.

When discussing with the team, we were all interested in making the audience feel
integrated within the performance and feel part of the characters disorientated world.




Lighting Inspiration

Lightingis an essential part of theatre as it can completely change the tone, mood

and atmosphere on stage, working closely with a lighting designer will help enhance
my set design and the story. | am fascinated by how to manipulatethe space

with the use of spotlights to highlight a character or element on stage. By focusing one
light onto an area, it will help separate the character from the set design and would be
used to enhance a piece of dialogue or to emphasise the action, emotion,

or expression of the character, particularly during the flashbacks.

| found myself drawn to the idea of using warm lighting as my research showed that
during the 19th century most homes were lit by candles or oil lamps. As well as taking
inspiration from lighting found in fairgrounds and carousels.

Looking at Rodgers & Hammerstein's production of Carousel The industrial carousel
structure is lit with warm-toned bulbs, which is something | would like to take
inspiration from. Similarly, George Bernard Shaw's production of Heartbreak House
uses a spotlight on the actors with lights scattered which gives an enchantingand
mythical feeling.

With countless combinationsto be explored in regards to lighting, | would express in
my pitch that | would like to use the revolve as the main source of light with additional
spotlights and keep to warm tones.

Rodgers & Hammerstein's production
of 'Carousel’

George Bernard Shaw's production
'Heartbreak House'
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Theatre Revolve

The standard revolve within theatre is a round
floor or turntable within the stage floor that
spins from a pivot pointand is driven by a
motor and controlled by an automation
operator. The motor is connected to the
turntable by a friction drive. The overall design
of a revolve involvesnumerous steel wedges
with timber on top and wheels on the bottom.
In order to disguise the revolve a painted
scenic floor is placed on top. The size ranges
from 1.2 metres to 14 metres in diameter.

The benefits of using a revolve involve being
able to move a large amount of scenery or
props in a short time. It also allows for complex
set changes to happen quickly and without
interruption to the flow of the show. Or a
scenery change can be artistically designed to
become an integral part of the show.




Audience Experience

During our design meeting on 02/01/2022, we discussed more in regards to the type of theatre experience we wanted to create
for our audience. We have considered many options which | will discuss.

Things to consider:

* Creatinga Covid Safe experience?

We have decided to create a Covid safe experience following current guidelines. Due to this, we will have to consider the
number of people attending the event as from the 2nd of January Government guidelines suggest a maximum of 30 people for
indoor events. In order to maintaindistance, a cabaret seating style would best suit the stage and performance.

* Audience journey to the event?

There are 2 main entrances into the Llwyfan space, one through a door and the other being from a lift. Using the lift, we could
create a grand entrance where the Creatures couldinteract and guide them to the designated space or seating.

* Welcoming and comfortable space?
Most theatres will have a café or bar where drinks and food may be purchased. In order to make the audience comfortable, a

cloakroomis typically available to leave bags and coats in. When discussing with the group we did propose ideas about creating a
Victorianinspired bar in the Liwyfan behind the seating.

* Elementof immersivetheatre?

After researching more aboutimmersive theatre, as a group, we were interested in exploring sensual experiences such as the five
senses. Looking at how the audience should not only hear and see a production, but touch, taste, and smell it as well to truly feel
part of the world. We also agreed to have some element of immersive theatre where the audience is guided by the characters to

their fixed seating. An idea we had was to have tables for each family, to maintain covid distancing, but also having tables will
allow us to place propsor clues about the story or character.



Following the group's exploration of our 3
chosen keywords, mystical, circus and cage. |
have decided to take inspiration from
elements of research that | have conducted
so far to sketch initial designs for the set. |
am committed to ensuring that my set design
links to our initial group research and allows
for development.

Analysis of the considerations of

the designs:

* The chosen space is the Liwyfan,
therefore | need to consider the height
and width of the space.

* |ldonot have a budget; | can be as
creative as | want however, | would like to
have an understanding of how it would be
made.

* My biggest inspiration that will affect the
aesthetics of the set design is the 19th
century, | would like the audience to
recognise that they are in a different time
period.

* Creating a design that highlights social
and economic issues of the Victorian
period will indicate the living situation.

* Due to the multiple location changes, |
must consider this within my design.
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Many of my ideas focus around the
circus, which is the key location of the
script, some ideas involve a canvas
circus tent above the audience, an
accurate circus ring size which fits
within the space and lastly a circus door
entrance for the audience to enter the
space. | believe it is important to
include element of circus either
through the use of colour or shape.
Another idea in order to

showcase multiple locations is either a
revolving stage or using the chorus as
stagehand to rotate and move flats, |
really like this idea as the chorus are
constantly on stage and as per my
research the chorus underscore the
main action, and nothing can happen
without them such as the changes

in time/location.

Taking inspiration from Tony Tripps pop-
up book inspired model for the set of
The Importance of Being Earnest, |
explored how the set could be one big
story book with a different location on
each page. | am interested in the
elegant look of Tripps design however |
believe | could push this idea further.



Vsevolod Emilevich Meyerhold was a Russian theatre director and \ &
theatrical producer who experimented with physical being and the /{ ‘

symbolism of an unconventional setting. Meyerhold'swork 1| ° ™ G /‘
reminds me of cogs and a sense of power, unity and construction, AAE

as per Laurie's research Victorians were fascinated by inventions 4
S kEtC h ES and this would be an interestingidea to look at. By
—

One key theme within the script is The sketch above was made using a Using charcoal | focused on the
time, an example of this is when the fine liner to create detailand nautical references within the script,
clock strikes 12 numerous times. | did shading, as a designer | reallylike looking at how working ropes could
have an idea of projecting a clock on using this medium as it creates bold be used to lift curtains. This sketch
the floor or a curtain, using and strong mark- making. Here | reminds me of Meyerhold's designs
symbolism to represent the concept focused on lookingat the due to its bare structural shapes.

of memories and the future. ornate details of a carousel.
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After my analysis, research and sketches
were produced, | was able to select some
ideasthat | wanted to include within my
overall set design.

The first selection is some sort of revolve.
Originally takinginspiration from Greek
productionswith their three-sided
pivotingtriangle called the periaktoi
which allowed for a different scene to be
painted on each side. | would consider
using a similarapproach but also might
give thought to the use of a turntable on
stage.

The second selection we agreed with was
the seating arrangements, we decided to

use a cabaret seating style and therefore |
must consider this with my final design.

HideOut Theatre production of
Austin Secrets




7 2 e
b fef extene’
nte N

<m
| found myself drawn to the idea of having scenery which could be moved by stage hands and
portray two different locationsfor example London and St Petersburg similar to the sketches.

| firstly created a sketch model and then used Photoshop to add colourand detail, | found this
fairly easy to do. | have added a circus ring entrance as | recognised this was a key element that
Kearney interacts with in the circus.

Creating a small technical drawing of the stage on paper and a quick model using card, allowed me — —
to experiment and prototype my idea. Being able to visually see the idea allowed me to
communicate better with my team about my visions, this also allowed for interaction with the
model to see how it would work within the space.

To ensure that | did not rush the process and commit | decided to incubatethe idea for a day. |
quickly realised that | was not completely satisfied with my idea and felt that | could push myself
further, | will continue to problem solve and develop more ideas based on my learning.

Overall, from this | have learnt the importance prototyping by creating a model during the early
stages of design as it helps identify aspects that need refining.
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Exploring more ideas through sketching, Sherlock's Last Case designed by
New analysis for designs: Richard Finkelstein

* Focus on simple storytelling, understand what key and essential aspects are needed to
tell the complex story.

* Developingfrom my past designs, | plan to mainly focus on the use of one revolve for
simplicity.

* One aspect | will keep is the main stage representing a circus ring.

* When discussing with the group, they all liked my line drawings that | produced
especially of the London homes. Considering we wanted to focus on Victorianart within
all aspects of our design | will considerincluding this art style in my design ideas. Anya Hindmarch




Es Devlin, Don Giovanni Set Design

The key stage elements consist of a two-story revolving house
featuring doors, windows and staircases. Director Kasper Holten
and his team decided early within the design process to use a
blank canvasand projectionsto form the main visuals throughout
the production. Using a programme called disguise, projection
mapping was chosen for the entire process from the show design
to sequencing and delivery. The reasoning for the video technology
was to quickly bring to life each of the characters' obsessions. As
the set revolves it shows broken staircases and handwritingand
mark making designs all over.
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The creative team on the productionincludes Es Devlin (stage
design) and Luke Halls (video design). Working collaboratively, they
were able to create a fluid and adaptable way of tellingthe story of
Don Giovannithrough the use of video projection.

Es Devlin's set design has inspired me by her use of a revolve and
only showcasing key elements for the set. Keeping a simple design
allowed for additional features like the projection mappingto
create a dynamicand 3D effect that connects the whole space.




Takinginspiration from Es Devlin and other designers, | have
used charcoal to create large scale designs (A1) that interest
me.

My first design is a circular revolve with three sections for
the brothel inside, outside and the Hotel Europe. Although
the design is uncluttered and clean, | find it

rather unamusing due to the lack of design elements.

| developed the design further by creating 4 sectioned walls
at the front of the revolveto display each key locationand
once turned around displays the circus. | prefer hisidea as |
have focused on the carousel element with a circus tent top
and bulb lighting all around.

Areas to develop:

* Inorderto continue to improve my design, | would like to
problem solve anidea for the circus door, | could include
a door within the revolveitself as shown in my sketch.

* Within my designs, | have not considered the background
or surrounding area. ldeas for this could be a curtain or as
previously mentioned | couldinclude the house Iine\> |

drawings to represent London.




| am happywith this design;
| can see an improvement
from my firstidea and |
believe it represents and
links London and the
Circus successfully.
Furthermore,

as I've previouslylearnt, |
will create another quick
model to confirm my
design.




Once again, by creating the model, | recognised many aspects | had

not considered which would affect the design, | created a list of all

my questions and problems that | would have to solve which are

the following:

* Sightlines, due to the middle walls audience members won't be
able to see all sections.

e Stairs, when | sketched the idea | did not consider treads for
actors to reach the top space.

e Lighting, due to the wallsand ceilingit creates a lot of
shadows, | would have to consider how actors would be lit.

* Flooring, is the circus ring a cloth, raised or other?

* Placement of revolve, upstage or downstage?

From my list | have recognised
numerous problems, the main
issue in my opinionis the sightlines
asitis importantfor each audience
member to see the performance at
all times. | asked my group and
lecturers for advice and was able to
generate some solutions:

* Restart my design process from
the beginning and choose a
completely different style.

e Simplify the design even more.

e Design a new idea for
separating the spaces.

Considering my available solutions,
| will select simplifying my design
due to the time restrictions. In
order to plan the implementation, |
hope to approach a more industrial
style by havingscaffolding to
support the top and allowingthe
audience to see the whole revolve.




Through implementation, | have tested the new solution firstly by using wooden skewers then card. Due
to the size, | believe it would work better to have 4 or 5 supports. If | were to build the set design, |
imagine that scaffolding would be used as it can hold heavy weight.

By making this change, it allows the audience to see the house designs behind which would have
originallybeen hidden. Therefore, | believe this new solutionand change has solved my main problem.

On the other, as | now no longer have sections or walls, | must decide on how | will showcase the
different locations. One solution | have is to use backdrops made of muslin thatis painted to showcase
different scenery. However, | would need multiple for each location. A solution | have for the circus door
involves moveable scenery; | like this idea, but | found out that moveablescenery is unreliableand
would not fit my aesthetics. To overcome this, | could instead have actors bring on key props or scenery
and use lighting and curtains to show actors entering and exiting off stage.




Final Drawings

Detail Drawing Elevation Drawing Plan Drawing
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Here are CAD drawings of the Liwyfan space that have been
completed by someone else. | have used this template to create
my own CAD drawings of the set. Using AutoCAD helped me
understand the measurements for building my final model. |

found this easy to complete as all the measurements were

provided.However, if | had to create the drawing from scratch, |
believe | would have struggled. One thing| did note was how the
tables placed in front of the doors and lift could be a health and
safety issue, this is something | would have to explore further.

| |
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Implementation:

Building the
Model




To create the base for my white
card model | used scrap MDF. Due
to the size | had to cut two pieces
and glue them together, | quickly
noticed that when | applied the
mountboard it was frail.

Later, | decided it would be easier
and sturdier to use scrap solid
wood. Following the AutoCAD
measurements, | used the plunge
saw to cut to the correct size of
the Llwyfan space.

| have decided to place the model
walls so that the audience arrive from
the lift. Gluing the model walls was
difficult as | was unableto get them
straight and square, | placed gaffer
tape around all corners to ensure it
stayed in place when transporting.



Lazy Susan

In order to showcase the main element of the
revolve in my model, | have decided to use a
lazy susan, which is a rotatingbearing. One side
of the bearingis attached to a base while the
other side attachesto a rotating platform.
When the base is fixed, the bearing will be able
to rotate 360 degrees at a slow speed.

Normally, to install the lazy susan bearing |
would have to use screws as shown in the
image. However, as | was placingthe bearingon
mountboard a very lightweight material, |
decided to use Evo-Stik to attach my bearing as
itis a polymer adhesive that is water-resistant
and has a good bond strength. Overall, the use
of the bearing allowed to me successful
demonstrate within my white card model how |
would use the revolve within the play.

ALL WERATHER
ADHESIVE




Final White Card Model | decided to create a white card model
instead of a scenography model as the white

card model demonstrates the appropriate
and desired colours and textures.

Problems| encountered:

* When attachingthe back houses to the
circus ring | found that it did not stick well
especially at the edges, next time | will
ensure to add more scoring to the back to
allow for more flexibility.

* The wooden sticks | used to support the
top of the revolve did not stick well,
although | tried using Evo-Stik | should
have placed more weight on top and left to
dry untouched for at least 24 hours.

What went well:

* | made a complete and finished model with
model figures and scenery to support my
vision.

* |Incorporated my unique artistic style
of line drawing successfully into the
finished project.
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What was the task? Evaluation

To summarise the brief, as a team we created and developed our own artistic vision in response to the adaption of 'Nights at the Circus'. |
analysed the script and created a visual response based on my unique role of set designer. It was important within the module to link my designs
back to my initial response and research from the script. My role as set designer was to create a representation of the world and to produce a
model box to 1:25 scale with mood boards to assist. Throughout this module, | have been expanding my learning from previous modules. Overall,
| believe my final piece met my expectations and vision and | delivered a good pitch to sell my design.

What have | learnt?

The most substantial thing | learned in this module, is how to illustrate my role of a set designer and apply the appropriate skills. | further
developed my skills in white card model making and gained a better understanding of the type of designer | am. Throughout, this module |
became aware of the importance of collaboration, communication and teamwork especially when pitching as a design team.

What skills have | used?

* Ability to present my vision and model to others.

* Ability to vary communication approaches to reach different audiences.

* Considered and responded to the needs and capabilities of different people.

e Ability to solve problems, be resourceful and adaptable, and work to deadlines.
e Critically analyse scripts, genres and time periods.

 Time management using the Google Calendar.

What influenced me?

My design team Laurie, Becca and Courtney inspired me the most as we worked efficiently as a team to discuss and generate ideas. | was also
heavily influenced by new designers like Es Devlin and Victorian art movements.

Was | able to communicate a feeling, mood, or message?

| believe through my model | was able to successfully communicate my vision through the use of design elements, focusing on shape and line for
the scenic art.



What are my strengths and weaknesses?

Strengths:

* Problem solving skills.

* |was abletoinfluence and persuade others to work efficiently.

* Followedthe seven steps of design efficiently.

* Created more prototypes and experimented with my designs.
 Conducted in depth research.

* Transferableskills for Film & Tv and Theatre.

Weaknesses:

 To improve my pitch, | should have spent more time in preparation.

What problems did | encounter and how did | solve them?

The biggest problem | encountered was having to change my idea numerous times in order to achieve my desired look and feel,
this was due to keeping in my comfort zone, however | did decide to experiment more which led me to creating a final piece that
| am happy with.

What would | change or improve for the future?
In order to improve for the future, when pitching my design idea | would consider includingmore visuals such as drawings and
storyboards to help support my model and showcase my desired vision.

Module evaluation

| have thoroughly enjoyed this module, as | have been able to develop all the skills I've learntin my first year and put them to
practice. Having the opportunity to practice pitching a design will help me in the future and has reinforced my desire to
become a set designer within the industry.
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