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Welcome to a new year of Scene. 
“One of the best professional development experiences I’ve 

had - all fl attened into a handy magazine” - was how one kind 
ISTA member teacher described Scene last year. Praise that can 
keep you going through any rainy Monday morning when Friday 
afternoon’s vodka tonic feels a lifetime away. And many thanks to 
all the other member teachers and artists who also complimented 
Scene last year. 

This year we aim to make Scene even better: more in-depth, 
challenging and contemporary. During 2015-2016 we are also 
introducing a brand new feature to make the magazine easier and 
more advantageous to use: a teacher resource list. I would like 
to extend a massive thank you to ISTA artist Claudia Kennedy for 
creating this. She not only agreed to compile this but agreed with 
such warm enthusiasm that it immediately felt like a match made in 
heaven. From now on you will be able to fi nd this at the end of each 
magazine before the biographies. It contains not only useful sources 
and links but also discussion points, further ideas, activity starters 
and projects related to the articles. I hope this will be of good use to 
everyone working with students and – again – an enormous thank 
you to Claudia for her time and eff ort in creating this. 

Last year – in passing – ISTA artist Maggie Young mentioned 
that she was working on a paper on Antonin Artuad and Vincent 
van Gogh. I immediately wanted to know more. So much more that 
it was decided to dedicate a whole issue of Scene on the dynamic 
yet often overlooked relationship between the performing and 
the visual arts. (Note: We forgive Maggie for deciding to focus her 
article on another project and will simply have to fi nd out about 
Artaud and van Gogh some other time).

We like to categorise and to label. It makes life so much easier 
when we can put a neat stamp on something – or someone – and 
then breathe a sigh of relief that any potential confusion has been 
averted. Yet within the arts these blurred lines are often what I 
fi nd the most intriguing. One of my strongest memories from 
drama school was when the space our class was supposed to use 
had been double-booked and, instead of being in the massive 
movement studio, 23 students were crammed into a small dusty 
admin room that wasn’t used by anyone (which might have had 
something to do with it being small and dusty). Whether this 
was all part of the plan or our teacher’s last minute panicked 
inspiration, we were all given a sheet of paper and a pen, and 
asked to draw our journey in life. Any diffi  cult times could be 
described with a squiggle, happier times with bubbles etc - it was 
all up to us. I had never done anything like this before and it felt 
exciting, almost forbidden, to be drawing during a drama lesson. 
Was this even allowed as part of our course, the obedient student 
inside me quietly wondered. Also, was this something Kenneth 
Branagh would do?! But then I got swept up in the exercise. How 
satisfying to be able to describe the move from Sweden to (the 
then) Soviet Union when I was ten as an explosion, those lovely 
years in Vienna as a fl owing river and the fi rst time I fell in love as 
a fl ower (please forgive me, I was only 18 when doing this). I wish 
our teacher had taken it further but instead it became a one-off  
that was never delved into further. I suppose the movement studio 
became free again. Luckily, Louise Clark in her splendid “Words 
and pictures” article shows us how similar exercises can be taken 
further. And further. And further. 

Sadly, crossover in schools is often discouraged. It takes too 
much eff ort and creates too much work, not to mention potential 
confusion. “A drama class is a drama class is a drama class” to 
paraphrase Gertrude Stein’s famous quote. A drama class is 

where you do drama. Full stop. That is why it is so refreshing 
to read Sean Tobin’s article. He is currently heading the theatre 
programme at the School of the Arts, Singapore, where students 
get to study modules in integrated arts and often end up initiating 
interdisciplinary collaborations themselves. Even if your own 
school, or place of practise, is light years away from this kind 
of model, Sean provides plenty of examples of ways in which 
these “bridges” can be introduced. So why should we bother 
doing it? As Sean puts it: “This literacy brings great power to our 
students and expands their ability to make meaning, to refl ect, to 
investigate, express and communicate, and to share their vision 
of the world with those around them”. Or as Adele Caemmerer so 
beautifully phrases it – that if we let go of logic and intellect and 
start to value or own illogic and absurdity - we allow space for 
“truth, subtlety, wisdom and love.”

In this Scene we also have two articles describing the same 
event. In February 2015 ISTA held a bonsai high school festival at 
The British School of The Netherlands where the starting point was 
Art as an illusion, and the festival’s out and about was the Dutch 
graphic artist  M.C. Escher’s museum. Penny Brown beautifully 
captures the ISTA experience from a student’s point of view while 
Tim Licata, her ensemble leader, writes about the “double-edged 
sword” of how a play is real but not real, and the necessary ability 
for actors to be able to translate the playful theatre games into their 
work on stage. One event, two diff erent views.

Cathy Cross gives advice on how to transform any space 
be it a school hall, an empty store room, class rooms and even 
under tables. Though trained as a theatre designer she sees 
herself primarily as a storyteller. Whether it be shrink wrap, mobile 
basketball hoops, cardboard tubing or string – anything can be 
used to change “expectations of what design can do as a starting 
point for theatre”. 

The crossover between the performing and visual art is not 
the only one being examined in this issue. In his article “Wonderful 
intersections” Clark Crystal describes the ongoing project 
between the theatre company Blue Roo and Opera Queensland. 
The Bulimpa opera is going to be Australia’s fi rst ever inclusive 
opera, and “an intersection where the professional elite of singing 
art collide with an adventurous inclusive community theatre 
company”. What a surprising and enticing crossover.  

Oh, and did I mention that we will also be having a chat with 
world famous writer and activist Jeanette Winterson in one of the 
up-coming issues of Scene? An exciting year ahead of us, indeed.

Emmy Abrahamson
Would you like to contribute to any future issues of Scene?

Scene can only exist with the support of its contributors so if 
you would like to volunteer, the next issues are going to take a 
closer look at the following themes:

1. January 2016. Provocative theatre

2. May 2016. Storytelling  

3. September 2016. Shakespeare  

If you are interested in writing about any of the above - or just 
let us know what you think about Scene in general - please feel 
free to send an email to: emmy@ista.co.uk.
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I suppose it is true for many of us. I look 
over a unit that I have been teaching for 
some years and wonder where the various 
bits of it came from. We are all magpies, 
aren’t we? I see activities I first did in 
workshops in Stratford years ago. Other 
ideas and texts that were given to me at 
some ISTA event somewhere, sometime. 
So, if you recognise your input into this, I 
give you a heart-felt thank you.

I teach a unit I call Colours and shapes. 
It struck me that looking at composition 
as a focus, both IB courses for 2009 and 
2016 are about bringing the elements 
of production together but that this - 
composition as a primary focus - was 
missing from my course. So I shoved in 
this kind of bits and pieces unit, as I saw 
it then, to redress the balance. It’s really 
like an art unit – about composition. It isn’t 

exploring a practitioner or a tradition; it is 
about creating an atmosphere in a space. 
As a group, my classes probably see six or 
seven plays across the two years of IB. I am 
lucky in that London is only a short hop 
away. I regularly get my students to attend 
TaPS and Luxembourg has a growing 
and healthy theatre scene, frequently in 
English. It seems to be on the circuit for UK 
productions doing a European tour which 
is great news for me. This means that they 
get good exposure to productions. I take 
the students to productions that challenge 
and are inventive with their staging and use 
of space.

It’s quite a simple unit but for me it is 
important that I hand over an idea and 
then stand back. That’s the hard bit, isn’t 
it? Watching them learn by trial and error, 
biting your lip when you know there is a 

minefield looming following some choices 
they have made but haven’t seen it yet. 
Hands-off teaching. Authentic learning.

I start with creating a colour booklet. I 
say a colour and students note the mood 
that comes into their mind. I use the main 
colours most likely to be used: red, yellow, 
blue, green, brown, black, white. Orange 
and purple seem to get asked for a lot. 
Sometimes silver and gold. This can then 
be made up in their journals using little 
blocks of colour and becomes a very useful 
reference tool. You can add shapes: square, 
round, jagged, blobby – ask students 
for ideas. You might add a few textures. 
Remember, we are designing a set but 
rough/smooth, mat/shiny, soft/hard are 
possible. I find this is a good first step into 
getting students to think in a visual way 
about how to control what goes onto a 
stage/space.

As a lead into the main part of the 
unit I give my students the last couple of 
pages of the Peter Brook adaptation of 
Conference of the birds (old lags might 
remember that as a PPA choice from 
years ago) but any scene that has a non-
naturalistic setting or feel to it will do. I try 
to choose a scene that leads students into 
creating a set that does not need to be 
specific or realistic. Depending on numbers, 

colours and Shapes 
By Mike West

On the stairs – open, exposed, vulnerable.

At the foot of a stairwell – perspective of being 
trapped down below.

I try to choose a scene that leads 
students into creating a set that does not 

need to be specific or realistic. 
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I create groups or pairs – one group for 
set, one group for lighting. You can add 
costume if you have larger classes.
1.  Fairly simply and with rough sketches 

they have to come up with a plan for 
staging according to their discipline.

2.  The groups then split up and form new 
groups made with a representative 
from each of the first set of groups. 
They have to re-discuss their ideas 
and find a compromise solution for 
staging that they all agree on. This gets 
simply sketched and then we share and 
discuss.
This process gets students thinking in 

terms of composition; gets students away 
from thinking about acting; illustrates that 
production elements have to work with 
each other; demonstrates the need for 
collaboration in production and helps make 
them visual thinkers.

Following this, another very good 
exercise, oft repeated at festivals, is to make 
students create with very little time so that 
they have to make choices. Split them into 
small groups, give them a very short scene 
or section of text – again lead them away 
from realism – and give them two or three 
simple requirements, for example: you must 
use this piece of paper, you must use this 
torch, there must be a soundscape, there 
must be one actor as a set piece, you must 
play with volume etc.

The idea is still just to get them 
creating simply and to think about the 
composition of their choices. Give them a 
short amount of time, maybe 15 minutes, 
then stand back. I actually leave the room 
so that they cannot ask me questions or 
seek clarification that isn’t really needed. 
Working like this, students have created 
some very moving and thought-provoking 
short scenes. I ask them how much of their 
time they devoted to actor-rehearsing and 
the answer is always the same: none. They 
usually only run their piece once before 
sharing. Give students a page of script and 
they will most likely all do the same thing – 
stand up and begin reading it to each other, 
noses buried in the page, no eye-contact, 
no thought of anything, really. That’s not 
theatre, just as an artist sharpening a pencil 
isn’t drawing.

My next step is to get each student 
to be designer/director and actor. Each 
student designs a one-hander and uses 
another class mate as actor. Therefore, 
each student directs and is directed, and 
each student designs. For this I often use 

extracts from plays by the English author 
Jim Cartwright. I love his writing because 
it deals with very earthy ideas yet drifts 
in and out of poetry, making it ideal for 
this kind of work. It lends itself to non-
naturalistic interpretation which frees up 
the students to be imaginative in their 
ideas. My current favourite is a play called 
I licked a slag’s deodorant. I have selected 
four speeches by the character Man and 
students have to choose to work with 
one or two – no more. No speech alone 
is much more than one hundred words, 
if that. Remember, the emphasis isn’t on 
the acting but I do tell students that the 
final performances must be done without 
a script in hand. The next step is to inform 
students that they must work anywhere 
inside or outside the building expect in the 
theatre studio. I want them to:
1. explore spaces
2. create a mood there
3. be imaginative
4.  organise effects in those non-purpose 

built places
5. think
6. choose

This play is about a man who doesn’t 
fit into society so my students look for, and 
find, a host of what you might call negative 
spaces in school – under the last flight of 
a staircase, a lobby area, basement areas, 
the little used toilets by the auditorium, 
storerooms and so on. One student once 
wanted a very open space for a feeling 
of vulnerability and set up her set right 
in the middle of the main stairs which 
shoots across a bit of an inner atrium in our 
building. I got in trouble for that as those 
stairs are a main exit in the event of a fire. 
I’m always working hard to stay on the good 
side of our maintenance and security teams. 
Be nice to them. They work hard and they 
can also let your students do stuff that is 
not possible in a classroom. And ask them in 
advance. Especially if your students want to 
leave something in situ for a few days. 

So what do they actually do? They 
simply convert the space. They use cloth, 
newspaper, rubbish and the furniture they 
find to alter the feel of a place. They hang 
cloth and cover unwanted lights. They 
cover walls and floors in cheap paper. They 
think of perspective and get the audience 
to stand looking up stairs or looking down, 
to look into or out of, to be apart or be a 
part. They put their characters in corners or 
they put the audience in corners. They tape 
torches into corners and blackout windows. 

They start doing promenade theatre, 
immersive theatre and all sorts of styles of 
theatre without making a conscious choice 
to explore a style but all in the pursuit 
of trying to create a feel and to get the 
audience to experience that feeling. Their 
attention is fixed on the mood they want 
to create, hence it is fixed on production 
desires and practical choices to achieve 
their ends.

I have found that this unit, coming about 
half way through my course and once 
students have some experience and learned 
to work with each other, actually acts as 
glue for the rest of the course. It gives them 
a framework into which they can put their 
ideas and the ideas of practitioners. In my 
experience very few students are aware of 
the need for thinking from the audience’s 
perspective and they don’t really think 
about the whole picture that they present 
to the audience. We do a lot of productions 
with the students throughout our courses 
and we actually changed our department’s 
name from drama to theatre to help shift 
the focus from acting to thinking about 
production disciplines.

I had a student last year who did 
IB Theatre but is now studying film at 
university. She told me that she is very 
much in demand on her course. The reason 
is that all of her fellow students know 
about cameras, specifications and a host 
of technical detail but she is the best one 
at framing an interesting shot. She learned 
that, she said, by doing IB Theatre and her 
favourite unit was Colours and shapes.

A bathroom – sterile, confined.

 I take the students to productions that challenge and are 
inventive with their staging and use of space.



As teachers and students of any subject 
it’s important to remind yourself of the 
limitations of dividing up our teaching and 
learning into diff erent subjects. But while 
we do have to accept these constraints, 
we don’t have to be completely bound 
by them. The spaces in between diff erent 
art languages has always interested and 
challenged me, and so I welcome this 
opportunity to refl ect upon them. I would 
like to share a little of my own perspective 
in exploring the connection between the 
worlds of theatre and visual arts, and some 
ideas as to how you might bridge them in 
your own teaching.
My journey 

Even as a high school student in 
Australia, I felt torn between my love for 
visual arts and theatre. I was lucky that I 
had the same teacher for both subjects 
however, and while no formal or explicit 
interdisciplinary or cross-curricular 
connections were made, at least this 
created a sense of kinship between the 
two areas of study. The theatre classroom 
and the art studio were side by side with 
a linking door that we could happily fl ow 
through, if we needed to. I think it meant 
something for me to have a teacher 
who was so comfortable and inspiring in 
both fi elds, and I wasn’t made to feel the 
two subjects were in tension, threat or 
competition with each other in any way. 
I think this kind of “hidden curriculum” is 
important to acknowledge and leverage on 
as much as we can.

But in secondary school and university 
the obvious boundary between the 
two subject disciplines was a perennial 
frustration for me. Upon graduation I was 
undecided as to whether I should become a 
visual arts teacher or a theatre teacher. I fi rst 
opted to train as a visual arts teacher, largely 
because I knew that if I chose theatre as my 
major, the local university wouldn’t allow me 
to study visual arts as my second teaching 

subject, and I really wanted to study both, 
and considered how to combine them 
(another example of how academic divisions 
impede our learning and growth). After a 
year of studying visual arts as my major and 
theatre as my minor, I decided to switch to 
a theatre major. This was mostly due to the 
fact that I realised my craft in visual arts just 
was not strong enough and that theatre was 
my greater strength. 

While I did study under some truly 
inspiring teachers, some of whom were 
comfortably interdisciplinary in nature, 
I would say that most of what I learned 
was from my own experiments and 
observations of theatre practice and 
visual arts practice that I was able to 
experience. Regardless of the fact that I 
never benefi ted from the kind of formal 
arts education training I really wanted, I 
have had a 21-year career working mostly 
in theatre and theatre and education 
but also working as closely as I can with 
the world of visual arts and delving into 
interdisciplinary experiments both in my 
arts industry work and in my teaching work 
with The Necessary Stage and presently 
with School of the Arts, Singapore, and the 
M1 Singapore Fringe Festival.
School of the Arts  

Currently I am heading the theatre 
programme at School of the Arts, 
Singapore, where students study for six 

years, acquiring their full pre-tertiary 
education and a specialisation in an art 
form, choosing from theatre, dance, visual 
arts, music, fi lm or literary arts. They also 
get to study modules in integrated arts 
where they learn some fundamentals of 
the various arts disciplines and start to 
consider how to cross the borders between 
them. Integrated arts is something I also 
teach. In a previous issue of Scene you may 
have read about the Soundsuit project that 
Mark Hill and Antonietta Rae conducted in 
our school as guest teachers.

One thing that is wonderful about our 
school environment in SOTA is how the 
students all grow up with each other, from 
13-18, across their art forms, attending each 
other’s performances, exhibitions, open 
studios and even rehearsals. They don’t 
only see each other as a “fi nished product” 
but they see each other emerge, along 
with their craft, their portfolio, their body 

Interdisciplinary 
literacy and 

empowerment 
in schools

By Sean Tobin
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of work and their emerging creative voice 
and vocabulary. They also often initiate 
interdisciplinary collaborations themselves. 
For some of the students it’s impossible 
to not think of combining and blurring art 
languages as they create. That excites me 
to no end. And this has little to do with 
any strategic programme we have brought 
them through. It is largely to do with 
the environment and the exposure they 
experience by studying alongside each 
other. Although time to time we do get to 
facilitate more idealistic programmes and 
projects such as the Soundsuit workshop, 
or an interdisciplinary production I am 
currently rehearsing for, incorporating 
all the arts disciplines in the school to 
celebrate Singapore’s 50th anniversary.
The need for a bridge  

There are a couple of dangers with 
the way that theatre is often taught due 
mostly to constraints of time, resource and 
curricular obligations. One danger is that 
there is not enough time to let the theatre 
student be freed up to find a creative voice. 
And in reality, even if you see theatre in 
its most formal and traditional form, it’s 
a fully interdisciplinary and integrated 
language and discipline that requires an 
understanding and confidence in a range 
of artistic disciplines including the visual, 
linguistic, physical and musical. But the 
limitations of time and space mean that 
we look at extracts and components of 
what really is rich and deep language and 
culture. An art world that requires a great 
deal of experimentation, observation, 
sensitising, investigation and training.

We can spend a fair amount of time 
considering what is lost in the gap between 
the subjects of art and theatre but let’s 
instead consider how these divisions are 
here to stay, in our schools, and how we 
might compensate by considering the 
world of visual art in the theatre classroom. 

We can also spend a fair amount of time 
thinking of reasons that we do not have 
time to touch on the visual arts in our 
theatre studios but then perhaps we should 
ask ourselves if we can afford not to. 
Because, after all, what we can gain from 
looking at the world of visual art is deeply 
central and vital to our study of theatre.

What skills, ideals, disciplines, aesthetics 
and histories can we draw from the visual 
art world to make our theatre classrooms a 
richer and more relevant place? I thought I 
would share a few possible considerations.
Theatre design

Perhaps we can start by considering 
the study of theatrical design - the most 
obvious bridge between theatre and 
visual arts. The study of theatrical design 
is something that is often overlooked in 
pre-tertiary theatre courses. Most people 
that go into teaching theatre have acting 
and directing persuasions, and that largely 
shapes and limits our teaching. Or perhaps 
we approach theatre from more of a literary 
perspective. But our lack of knowledge 
or confidence in theatrical design doesn’t 
have to mean that our students miss 
out on exploring it completely. Don’t 
underestimate the value of having a guest 
speaker or instructor who is a professional 
designer in the area of set, costumes, 
lights or even make up. Even a simple 
60-minute chat and presentation with such 
a professional will reveal just how important 
that discipline is and students can gain a 
great deal from their insight, experience 
and stories. Get them to come in and 
answer questions, show their portfolio 
and share some of their passions, guiding 
principles and “trade secrets”. This kind of 
information, inspiration and influence can 
go a long way with a young mind as they 
find their own creative voice and explore 
the building of their own creative language. 
If budget is an issue, perhaps you can even 

invite an undergrad who is training to be 
a theatre designer (this was something I 
did before and it was very fruitful). They 
may be happy to volunteer to talk about 
what they have learnt and share their 
portfolio at no charge, or for a small token 
of appreciation. Robert Edmond Jones’ 
The dramatic imagination – reflections and 
speculations on the art of theatre is also 
a great accompaniment to any study into 
theatrical design. I highly recommend it as 
a thought-provoking book that challenges 
our values on all facets of theatre making 
including both performance and design.
Artful theatre makers

I would also strongly recommend that 
you make sure you take some time to look 
at theatre makers and theatrical forms that 
have heavy influences from the world of 
visual arts. My top picks (not necessarily out 
of personal preference but relevance) would 
be the theatre of Robert Wilson, Robert 
Lepage, Forced Entertainment, Antonin 
Artaud, Jean Cocteau, Butoh Dance Theatre 
and the Bauhaus movement. In fact you 
could look into the lives and works of artists 
that refused to be confined to any one art 
form or discipline, such as Tim Etchells. In 
many major cities and festivals now you 
would have access to such works. Those 
that sit in wonderfully grey places between 
our traditional definitions of what art, 
performance or theatre are.

In fact the greatest theatre I have 
seen in recent years is that which floats 
comfortably and defiantly between 
the borders of theatre, art and other 
disciplines. One of those performances is 
Miet Warlop’s award-wining work Mystery 
magnet. Warlop is a Berlin-based Belgian 
artist who has won awards in both theatre 
and visual art. The work of the late Adrian 
Howells was also among the most inspiring 
and influential for me. I can only hope 
that sometime there will be published a 
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documentation of his work which towards 
the end was almost entirely one-to-
one immersive performance. Another 
was Australia’s Tim Darbyshire and his 
gripping performance of Stampede the 
Stampede which I caught in the wonderful 
programme called Dance massive in 
Melbourne earlier this year (check out Tim 
Darbyshire’s blog on blogspot).

When talking about the meeting point 
between theatre and visual art, the obvious 
thing to discuss is performance art, a 
realm of artistry that takes what it likes 
from both theatre and the visual arts, and 
often other art languages as well. If you 
were to look into performance art, why not 
look at the self-proclaimed Grandmother 
of Performance Art herself, Marina 
Abramovic? She has some harsh things to 
say about the limitations of the artificiality 
of theatre but why not treat her views and 
her work as an invitation to research and 
push the parameters of theatre?

In our current age we have a great deal 
of immersive and post-dramatic theatre 
and performance which often presents us 
with a rich meeting place between visual 
and theatrical worlds. Her documentary, 
Marina Abramovic: the artist is present, 
is a good start.  Others to consider are: 
Hinch: a film about Ian Hinchcliffe, One year 
performance: art documents 1978-1999, 
One year performance: art documents 
1980 – 1981 both documenting the work 
of Taiwanese performance artist Tehching 
Hsieh. Everything you still wanted to know 
about live art but were afraid to ask… is also 
a good start; as is A history of performance 
art according to me – Martha Wilson.
Visual literacy and poetry  

Whatever or whoever you study, there 
is no running away from the fact that the 
most important parts of theatre-making 
are the visuals. It has been long proven that 
most of the communication we process 
and remember is in fact visual. Any serious 
study of theatre must note this and be 
shaped by this knowledge. It is too easy 
to get caught up in words, feelings and 
psychology and forget about the power 
of the image, as part of a whole immersive 
and multi-sensory experience. This is what 
the great Antonin Artaud was concerned 
with. He desperately aspired towards a 
theatre that had a language that went way 
beyond the spoken word, the pedestrian 
body and the rational mind, very much 
like many of our most revered traditional 
Asian performing arts. It must also be 
said that simply mashing up a range of 
disciplines and methods is not the answer. 
There is a great deal of experimentation, 
discipline and craft required of such work, 
so it is experimentation and craft that we 
must encourage in our studios. Students 
need the space to experiment, take risks, 
improvise, research with as much boldness 
and dare as possible.

I would also encourage the use of visual 

art works as stimulus in the classroom. 
Theatre students need to understand 
things such as form, composition, colour, 
abstraction and the human body just as 
much as those in the visual arts. Use visual 
works as stimuli for improvisations, for 
discussions, for creative-writing exercises 
or set design tasks. Take time out to visit 
a gallery or watch an art film. Bring your 
students to performances that don’t fit so 
easily in the “theatre” genre. Works that 
make the most of all art languages and 
disciplines.  

Even in our most introductory and 
fundamental teaching of theatre when we 
often find ourselves teaching the basic 
vocabulary of dramatic tableaux, we can 
be introducing visual arts as a stimuli. We 
can encourage the incorporation of stage 
lighting or all sorts of raw materials into 
tableaux sequences or creating series 
of tableaux and movement triggered by 
visual arts imagery. This is a great way to 
expand our students’ creative and cultural 
literacy, and get them beyond the rational 
and pedestrian especially if we are to look 
into more abstract work, either painting or 
sculpture. Encourage students to create 
stage pictures out of objects and images 
alone. Installations if you will. No student 
is too young to appreciate the idea of art 
installation - in fact if you follow a young 
child long enough you will realise it is part 
and parcel of their daily vocabulary. It’s 
unfortunately something we learn to let go 
of as we grow up.
Art on page and stage  

On a more straight forward and 
fundamental level, how about exploring 
dramatic texts that explore the visual arts 
world? This could even be a good basis 
for a collaboration between the theatre 
and art departments, exploring or staging 
the play together, or even just a nicely 
designed dramatic reading with projection 
or installation work. Plays such as John 
Logan’s Red explore the life and work of 
the great painter Mark Rothko and stir 
some great questions about the place 
of art. There is also Yasmina Reza’s play 
Art which also questions the value of art, 
and the monodrama Vincent by Leonard 
Nimoy about the life of Vincent van Gogh, 
and the Sondheim musical  Sunday in the 
park with George, inspired by the Seurat 
painting A Sunday afternoon on the 
Island of La Grande Jatte, with a fictional 
portrait of the life of  Georges Seurat. One 
of the United Kingdom’s currently most 
innovative theatre-makers Tim Crouch 
recently presented a fresh new work called 
Adler and Gibb. I have caught some of 
his other works, most notably The author, 
but unfortunately not this one. I anticipate 
his bold theatrical experiments and look 
forward to seeing this staged sometime or 
hopefully getting my hands on a script.
Shared histories  

Another strategy that is not difficult to 

employ is to make theoretical and historical 
connections when studying theatre 
history and theory. When teaching your 
students about different theatre genres and 
movements it can be worthwhile making 
connections to the visual arts worlds of the 
same time. 

When exploring Theatre of the Absurd 
or works such as Pirandello’s Six characters 
in search of an author or Strindberg’s A 
dream play I think it’s worthwhile making 
connections to surrealism, dadaism, 
abstract expressionism and even pop art. 
When exploring Brecht, look at Picasso’s 
cubist collage work. When looking at the 
theatre and training of Meyerhold, also look 
at constructivism and symbolism.

The Bauhaus movement, the epitome of 
the interdisciplinary and the experimental, 
is another possible realm of inspiration, 
research and exploration for us in the 
theatre classroom. The Bauhaus artists 
were fascinated in experiments with space 
and the relationship between the human 
form and its space as well as looking 
at the language of form itself. It was a 
radical modern movement concerned 
with the redesigning of spaces, and the 
bodies and media within those spaces. 
The movement was interdisciplinary and 
trans-cultural that sought to find new 
design and performance languages. Their 
experiments included sets, installations, 
costumes, masks, puppetry and movement, 
and their aspirations extended into realms 
that were not yet possible with their 
existing resources but things we do see in 
use today such as mechanical staging and 
multimedia. 

There is a freedom of personal 
expression and openness to interpretation 
that we afford to the visual arts that we 
rarely afford to theatre. That is one of the 
things that has interested me so much 
about it. I wonder what we can introduce 
in our teaching and production work with 
our students to encourage a greater access 
to the abstract, a more liberal freedom 
to create with obligation to the rational, 
with less expectation and burden upon 
the theatre maker to be a soap box with a 
direct and comprehensive message. 

As arts teachers our role is to 
stimulate and to empower, to facilitate the 
understanding of a range of rich languages 
and to help the students find the languages 
and voices that suit them the best. This 
literacy brings great power to our students 
and expands their ability to make meaning, 
to reflect, to investigate, express and 
communicate, and to share their vision 
of the world with those around them. 
It’s a challenging but worthwhile work. I 
encourage you to keep doing what you do 
and I hope that some of my reflections and 
ideas are helpful to you. And if you are ever 
passing through Singapore, do drop me 
an email and try to make a visit. We would 
love to have you. sean.tobin@sota.edu.sg
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I recently had the pleasure of being 
ensemble leader for one of the ensembles 
at The Hague bonsai high school festival at 
the British School in The Netherlands. The 
theme of the festival was Art as illusion 
and we took inspiration from the Escher 
Museum in The Hague. The museum is 
dedicated to the works of the Dutch 
graphical artist M.C. Escher. Escher’s work 
is a beautiful combination of imagination 
and skill and a great illustration of how 
technique, or artifice, is essential to give 
form to the imagination.

One definition of artifice is: “the use 
of a clever trick or something intended to 
deceive...”. A good artist is skilful in the use 
of artifice to create their work. But does art 
deceive? My own sense of art and certainly 
of theatre, is that, though fictional, an 
artistic expression is attempting to reveal 
something of the human experience that is 
essentially true.  

Escher’s art also exhibits a wonderful 
playfulness. His technical ability allowed 
Escher to play with perspective and create 
his imaginatively impossible drawings. His 
imaginary scenes and worlds convey an 
inner truth about our understanding of the 
world. Artifice allows artists to give form 
to their imagination and imagination is the 
fuel of play. In theatre, play is the vital spark 
that brings artifice, or the techniques of 
stagecraft, to life.  

In daily life, we usually don’t want 
to stand out. We wear a “social mask”; 
an acceptable idea of ourselves that we 
present to the world. We don’t want to fail. 
We want to be good, to be accepted and 
even admired. But our social masks also 
keep us from taking risks and revealing 
our inner thoughts, feelings, fantasies and 
dreams. Actors need to be comfortable 
removing their social masks.  

Pierre Byland, a master teacher of 
theatre clowning who taught for many 
years at Lecoq’s school in Paris, called the 
clown’s red nose “the smallest mask in the 
world”. But it is not a mask that hides - it 
is a mask that helps to reveal the person 
beneath. It’s an actor’s job to be transparent 
and allow the human vulnerability that we 
all share to be seen. We go to the theatre to 
see actors explore situations that we would 
not want to explore in real life: emotionally 
dangerous situations, taboos and things 
that are forbidden.  We go to see people 

dealing with dire problems and difficult 
choices. We go to vicariously explore stories 
fraught with risk and danger, emotional or 
otherwise. From the time we were children, 
play allows us to do this. Play allows us to 
follow Stanislavski’s “magic if”. What if I 
needed to kill someone? (Hamlet). What if I 
were sleeping with the neighbour’s wife...? 
(countless farces). What if I or someone I 
love had cancer...? (The shadow box) ad 
infinitum...  Play allows actors to safely let 
down their social mask and explore the 
unknown.  

Byland also talks about the “double-
edged sword” of theatre. A play is real 
but not real... It’s a fiction but it’s true. 
Skilful actors draw an audience in to 
their game and take them on immense 
journeys. Journeys in time, space and 
emotion. It is because actors are playing 
that the audience is willing to play along. 
If the actors are skilful, if their artifice is 
undetectable, the audience may think: 
“But wait, that actor is really moved... is this 
story real? ... it must be, look the actor is 
really moved! But no! Oh, it’s a play after all! 
Oh, but no, look! It’s real!” And this is the 
double-edged sword of theatre, of fiction, 
of play - it’s not real and real at the same 
time. Actors, characters and audience are 
always engaged in an intricate game of 
hide and seek with each other, with the 
play, with fiction and with truth.

I use lots of games in my work with 
students. This introduces the idea of play 
in a very straightforward way. However, 
sometimes it’s difficult for students to 
translate the activity of “theatre games” 
into their work on stage.  Games are so 

much fun, it can be easy to lose sight 
of the theatrical focus.  It’s actually the 
more advanced students who begin to 
understand that the “games” are not just 
“warm-ups” but that the same skills being 
used in theatre games are used on stage 
in a production. There are always games 
being played on stage within a play. The 
game of timing. Games of playing with 
space, rhythm and situation.

With my ensemble in The Netherlands, 
we used games to build a playful working 
relationship within the group and also to 
explore the idea of spatial, rhythmical and 
situational relationships using Escher’s 
drawings as starting points. The group 
created statues taken from images they 
found interesting in Escher’s pictures and 
then brought them to life, exploring the 
energy suggested by the figures and the 
situations. We explored how relationships 
purely of rhythm, both in space and in 
movement, can be interesting for an 
audience if they have an interesting form 
and structure.  They can also convey 
emotional qualities. These ideas were 
at first a bit abstract but as we worked, 
students began to realise that the “playful” 
aspect of their work together was what 
could inject life into these moving images.

The ability to translate “theatre 
games” into their work on stage takes 
discipline. Actor’s vocal technique, physical 
technique and a skilled use of stagecraft 
gives structure to play and creates a 
clear communication with the audience. 
This is incredibly important. Good acting 
is a dance between play and technique. 
Technique without play seems empty. 

The double-edged 
sword
By Tim Licata

Tim Licata and Victoria Nation, ISTA Intern playfully in 
perspective at the Escher Museum, The Hague, Netherlands



Play without technique is often unclear, 
confusing and difficult for an audience 
to follow. Like Escher’s drawings, good 
theatrical play is built on a foundation of 
technique. Theatre is a collaborative art 
and many techniques are involved. The 
playwright, designers and director all 
have their own foundations of technique 
that need to work harmoniously. And of 
course actors as well...

Musicians practice for years to 
become technically proficient with 
their instrument. Visual artists learn to 
observe and practice to draw what they 
actually see. Good technique allows 
artists to improvise. But because acting 
involves activities we do every day: 
moving, speaking, feeling and emoting... 
many students tend to forget that more 
than ordinary technique is necessary.  
Some actors seem to understand and 
embody “technique” very naturally but 
these are the minority. Most actors learn 
technique through their education, 
training and experience.  

Like all the arts, theatre needs its 
artifice. But like the red nose, it needs 
artifice not to hide but to reveal a 
certain truth. When your artifice involves 
an element of play, a wonderful thing 
happens. You never know what the final 
creation will be until you get there. Play 
brings out the unknown. Within play, 
ideas, thoughts and emotions can arrive 
unforeseen. But when they arrive, actors 
need to have the skill to follow them and 
the techniques to make their play clear 
to the audience. Good improvisers are 
like champion surfers waiting for a wave. 
When that wave arrives, you need your 
skill and technique to catch it and ride it 
without falling off.  

Another wonderful teacher of mine, 
Philippe Gaulier, told me: “I’ll tell you a 
secret. The audience doesn’t come to 
see Hamlet. They come to see you.” This 
was an epiphany. This is why plays can 
be done over and over. And this is what I 
try to communicate to students. There is 
no correct Hamlet.  Many actors struggle 
with the thought “who IS this character? 
Am I getting him/her right?”. There is no 
right. Stop trying to play an ideal of THE 
character. Fortunately the ideal doesn’t 
exist. 

Play. And let your imagination of 
the character emerge. The only thing 
unique you have to give to an audience 
is yourself. Your imagination. Your 
interpretation. If you do, you will give 
the audience something no one else 
can. Find your playful passion and 
your passion for play, whether it be art, 
theatre, music or mathematics... then 
develop the technique that allows you to 
fly. A young musician asks a man in New 
York: “Excuse me, sir, how do I get to 
Carnegie Hall?” “Practice”, the man says, 
“practice, practice, practice … “

All my life, I have been surrounded 
by artists of one sort or another, so it’s 
no wonder that teaching and creating 
visual art emerged as my vocational path. 
My father and brother are architects, 
my mother a master gardener and 
craftsperson, all of them musicians. I 
am married to a director and teacher 
of theatre. Both of our daughters chose 
theatre as their course of study: one 
pursuing scenic design and the other 
acting. For me, it is simply a matter of 
relational survival to be “multi-lingual” 
across these various forms and as a visual 
artist in the midst of all this there is no 
ignoring the deeply interconnected nature 
of the arts. By proxy, teaching tools in 
one media can be delightfully effective in 
another. This spring, I developed a teaching 
tool in my art classroom that I think you, as 
a theatre teacher, might find useful in your 
classroom. I call it the synaesthesia matrix 
and I’m going to walk you through how I 
came to develop it, how I teach it and how 
I think it could be helpful in deepening the 
creative process of theatre students. 

I see the artist as a synthesizer, one 
who commits to awareness of the human 
experience, noting details and patterns 
then presenting these observations to the 
world. I would venture to say this is true 
for the practitioner of any art form. A few 
years back, while living in India, I began to 
document my rides in all kinds of vehicles: 
cars, rickshaws, trains, planes. It started as 
a playful experiment with a tablet device 
and developed into a ritual to mark my 
journeys in various media. Eventually, I 
developed another related practice that 
started with observing my neighbourhood 
over my morning cup of coffee. After 
many months, certain patterns emerged 
in terms of who and what showed up, and 
in what sequence. I formed a colour code 
for the neighbourhood regulars and was 
able to translate my notations into abstract 
compositions. Both of these projects, which 
are ongoing, got me thinking about the 

patterns we live in and observe everyday 
but don’t really remark which in turn got 
me interested in synaesthesia. 

Synaesthesia is a mixing of the senses 
that occurs when non-sensory elements, 
like numbers or letters, evoke a sensory 
association such as colour, texture, sound 
or taste in a way that goes beyond their 
logical connections. While true synaesthesia 
is a neurological condition that can be 
both enhancing and challenging for 
those who experience it, I began to 
wonder about our everyday “pedestrian” 
synesthetic connections and how these 
subconsciously influence our experience 
of both creating and responding to art. 
In my own artwork, I began to anticipate 
the associated visual code or element that 
would depict my experience of a moment. 
“Ah, this is going to be a very green day“, I 
would predict. I theorised that awareness 
of these connections is the beginning of 
understanding metaphor, of exploring those 
irrational relationships to our experience 
that go beyond correct and incorrect, right 
and wrong. I could find a deep truth in 
describing the street sweeper Satya, who I 
watched gather the dust and call to her son 
every morning from my balcony, in a single 
red line. This is what I want my students to 
find: that thrilling truth that lives under the 
surface of technical things like colour, line 
and shape. It’s the magic that makes all art 
forms exciting and important, and will turn 
them into lifelong artists. I know, because 

The 
synaesthesia 

matrix
By Adele Caemmerer in conversation  

with Chloe Caemmerer
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it’s what happened to me. I love introducing 
students to meaning in abstraction. I feel 
like they’re just on the cusp of being able 
to grapple with that concept. But how do I 
teach such an ephemeral idea to students 
that aren’t used to thinking in this way or 
are nervous to express themselves, who 
are quick to be “done” or not sure how to 
navigate in the realm of the abstract? An 
instructional goal was forming: to teach 
subtlety. 

To explore this in my middle school art 
class, I recently developed a synaesthesia 
matrix as a part of the visual research stage 
in preparing for an abstract painting based 
on colour. Along the vertical axis, down 
the left, are the basic colours and then 
along the horizontal axis, across the top, 
are various prompts like numbers, sounds, 
emotions, times of day etc. I asked students 

to fill it out and then compare with their 
classmates to find similarities, differences 
and patterns. Students were intrigued 
with both the commonalities and also the 
contrasts in their personal responses.  

For the most part, they had no idea how 
beautiful and intriguing their ideas were. 

The richness of associations could 
inform an array of compositional choices 
in the visual realm. One student described 
white as 77, the sound of snow crunching 
late in the afternoon in winter, evoking the 
feeling of cluelessness. Another, in response 
to brown, thought of the number 4 and the 
sound of leaves falling on a fall morning. 
A young artist then can use not only 
different shades of brown but, by including 
associations through shapes, textures and 
brushwork, can convey deeper references 
to what brown means to them.

www.ista.co.uk SCENE | Issue 1 | 2015-16 September   9

The idea of offering the matrix to 
theatre teachers sprung from a couple of 
fascinating responses that students filled 
out in their matrices: white as 9 and the 
sound of wings flapping, black as 100 and 
the sound of hitting metal. This tipped 
me off to the idea that synaesthesia as a 
teaching tool could be useful for art forms 
that aren’t only visual but audible and 
kinaesthetic too.

In the most direct translation of the 
tool, synaesthesia matrices could be useful 
in teaching the visual aspects of theatre. 
Spending enough time around ISTA events 
and in classes with skilled theatre teachers, 
I have witnessed this kind of cross sensory 
prompting. Scenic design, costuming, 
lighting and soundscapes are frequently 
informed by tapping such connections. The 
matrix tool simply organises the prompts in 
an easily digestible way. And it is adaptable. 
Imagine putting the settings for each scene 
in the play down the left column and the 
prompts of colour, number, emotion, smell 
etc along the right. Any way of evoking and 
crossing the sensory references only serves 
to deepen and enhance the experience for 
the designer as well as the audience.  

The use that really excited my acting-
school-student daughter was this: using 
a synaesthesia matrix for character 
development. Put the names of characters 
down the left and then for each character 
consider the prompt of colour, sound, 
substance, time of day etc. What time 
of day is Juliet? What’s the difference 
between a Romeo who smells like roses 
and a Romeo who smells like burnt rubber? 
You could teach character arc by having 
them fill out a synaesthesia matrix for the 
first scene of the play and the last: if Juliet 
is daybreak at the beginning of the play, 
what time of day is she by the end? 

This tool could facilitate teaching 
new theatre vocabulary too. You could 
add columns for new vocabulary such as 
Laban’s Effort Actions or LeCoque’s Levels 
of Acting. You could even put Commedia 
dell’Arte characters down the left column 
and have students answer the stock 
synesthetic associations (e.g. Pantalone 
is red, Arlecchino is hunger etc) and their 
own associations (Capitano is the sound 
of biting a carrot, Dottore is the feeling of 
clouds etc). 

As I continue to develop the 
curriculum and methods in my own art 
classroom, one thing becomes clear: we 
all find connections between things that 
don’t make sense and those surprising 
connections lead to the best discoveries. 
As teachers and students, we are part of a 
system that places logic and intellect at the 
highest premium. Perhaps, if we can learn 
to allow for and even value our own illogic, 
our absurdity, we can make a space in the 
classroom for other illogical things that we 
are searching for. Things like truth, subtlety, 
wisdom and love. 
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Dinos: With this performance you have the visual side and the 
theatre side - how did that all start and happen? 
Sue: It started with me reading Henrietta Moraes’ obituary…
Dinos: … who was described as a bohemian - as a job… 
Sue: (Laughs) Yes, and I just thought that was really fascinating. 
I have always been interested in obituaries or in articles where 
they show a photograph of a young self and an old self and 
the bit that happens in-between - that life - it brings out a real 
softness and a compassionate curiosity. Because more often 
than not people look worse; there’s been a deterioration. So 
there was that in her obituary: how does this life that starts in 
this photograph become this life in this other photograph? And 
then reading her autobiography at the same time as I was doing 
an MA in Life History and Life Writing in Sussex and it was all 
about understanding how people tell their stories. The different 
ways we narrate life, and the different ways in which memory 
is constructed. The fact that you and I are sitting here and the 
fact that we can tell a hundred different versions of our life 
story depending on our audience and all of that. I find that really 
fascinating. And Henriette’s autobiography was very la-la-la-la-
la and “then I did this and then I did that and it was all lovely”. 
And she was – sorry, I’m going to swear – a ******* wreck of a 
person. Because she took so many drugs, she drank, she lost her 
kids to foster care, she was in prison. Yet, in her autobiography 
there’s none of that. So I was really looking for a way to allow 
the audience to find a way in. I didn’t want to put words into 
her mouth. I didn’t want to do a take on her. But I wanted that 
sensibility in the piece. I wanted that people watching her could 

really engage beyond the constructive narrative. The thought of 
the drawing – her natural habitat – she was very proud of being a 
model and she took it very seriously. So then the idea came that 
- what if this piece has these timed poses? And the audience has 
to continue that process of drawing while also learning about her? 
What does that do to the audience?
Dinos: So how does it work - does the audience draw the whole 
time? 
Sue: Some people do. I constructed it so that I am always in pose, 
and that is partly because I am naked for most of it. So the idea of 
just moving around in an unchoreographed way wouldn’t work. So 
even when I am talking – as we are now – I am always in some sort 
of pose. 
Dinos: How big is the audience? 
Sue: The maximum is 40. More than that and the sightline starts 
to go and it starts to feel not like an art space. It’s always done in 
art spaces and always done in natural lighting with absolutely no 
theatrical artifice to it at all. It starts with – like in a life drawing class 
- short poses and then she, I, we recreate some of the poses that 
became the bases of paintings that Bacon and Freud did of her. 
Dinos: Does the audience ever get to see those paintings? 
Sue: They can go and look afterwards. But, no, I never show them 
Henrietta before. She had long hair - I have short hair. I’m tattooed - 
she wasn’t. I don’t in any intent try to be her. I inhabit her, if you like.
Dinos: Do you respond to the drawings that the audience does? 
Sue: Not overly. There is a point after an 8-minute pose in the 
middle of the piece where Henrietta gets up, puts her robe on 
and has a glass of wine. I then walk through the audience looking 
at the drawings in silence. And that’s a very interesting moment. 
That really starts to change the dynamic because up until then 
the audience has just been looking and doing whatever they like. 
And then I walk through and I stop and look at them. And a lot 
of people that are artists who are very used to the model being 
at their behest. This changes the whole dynamic and was part of 
the idea of it. And some people are very proud and show me their 
drawing and others turn their paper over (laughs). 
Dinos: Do they take the drawing away with them? 
Sue: Some people take it away with them. When I first did it here 
at the Phoenix Gallery we asked if people wanted to leave their 
drawings and I created an exhibition of them so that the next 
audience could look and see the others’ drawings. But it’s not 
always possible to do that because I sometimes just do the show 
for 1-2 nights. But what was helpful with that was that people 
could see a range of drawings: from stick figures through to 
fantastic. Some people come who are very much part of the visual 
arts world and the challenge with them is to engage them with 
the theatre and not just draw. There is always one that wants to 
demonstrate their process as an artist during my performance. 
Which I - as Henrietta – am not too keen on. So I just say to 
people: “You can stop that. We are here for an hour. Calm down.” 
And then there are theatre people that come and who go: “I can’t 
draw”. So the piece starts with me getting up, I de-robe, do a 
360-degree turn and the first line of the piece is: “This is what we 
will be working with today: the raw materials and we will begin 
with quick poses.” And there’s a little bit more dialogue and then 
we’re into three one-minute poses. So the drawing begins within 
the first three minutes of the performance. Some people write 
stuff down. And if people want to sit and not draw that’s fine as 
long as they are comfortable. Everyone gets given boards, paper 
and pencils. I tour with those. Because if you say: “Bring your own”, 
that defines the audience. So I supply it so that when people come 

A not so still life 
An interview with Sue MacLaine  

Sue MacLaine is a Brighton-based theatre-maker, 
performer and playwright. In her show Still life: an 
audience with Henrietta Moraes audiences are given sketch 
pads and pencils, and invited to draw the nude MacLaine 
during the show, staged as a life-drawing class. Henrietta 
was model and muse to Francis Bacon, Lucian Freud and 
latterly, Maggi Hambling, and the uncrowned Queen of 
the 1950s Soho set. The show was shortlisted for a Total 
Theatre award in 2012 and received Most Groundbreaking 
Act award in the Brighton Festival 2011. ISTA artist and 
trustee member Dinos Aristidou interviewed Sue in 
Brighton on Tuesday 9th June 2015.
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into the room it’s set up. And then it’s also unequivocal.  
Dinos: Doing the piece have you found any overlap between the 
two forms? Because obviously theatre and visual art are very 
different in terms of their essence. 
Sue: What I feel with a visual arts based audience, and when they 
focus very much on the drawing, they are sort of denying the 
collaborativeness of it. It’s a much more singular vision. In terms 
of making work I find that very inspiring. That singular vision that 
artists have that say: I am just going for this. And I think theatre 
has a lot to learn from that lack of timidity about pursuing that 
vision and having the right to say: “I am an artist and this is my 
representation of whatever and you have to accept that”. Whereas 
in the theatre, it’s too much the other way. Saying: “Does this make 
sense?” or: “Is this OK?”. Particularly now when there is a lot of - 
what I call - limp water-colour theatre around. So for me, with the 
crossover with visual arts, the inspiration comes more from the 
piece of work, the making of it, being true to your vision and not 
being scared about being incomprehensible. Hold your nerve in 
your incomprehension because eventually comprehension will be 
found. Even if the comprehension is to remain incomprehensible. 
Dinos: There is also a different relationship because the audience 
are also viewers in a different kind of way; they are not passive 
viewers. When you go to the theatre you are focused on the 
character whereas with this you are focused on the body as you 
are drawing it.  
Sue: Yet part of the nature of the piece is that this changes. The 
piece follows Henrietta’s descent towards her death. The script has 
been described as “a hazy poem” by a reviewer and I really love 
that. It’s not in any way trying to be chronological. Henrietta just 
starts talking about “Bill said …” and “I was a bit cross about that”. 
And she never explains who Bill is. And she says Freud or Lucien 
but never contextualises it. It’s the way people just start talking 
about something and it’s up to you to catch up. There’s a bit where 
there’s been a descent and there’s a pose which I then recreate 
from Bacon’s Lying figure with hypodermic syringe and there’s a 
slight sense of collapsing into that pose. Rather than being elegant 
and held together. And at that point people find it hard to keep 
drawing because she is in a bad place. It would feel exploitative if 
they keep drawing while she is not in charge of herself. Often by 
then a lot of the drawing has quietened down. 
Dinos: How did it feel to be naked on stage? 
Sue: I honestly and genuinely think of the nudity as the costume 
for the piece. I do have a robe. I have a routine getting ready for the 
piece. I put body lotion on and that is sort of like a preparation. And 
I always run about in the space. I ask everyone to leave the space 
before the audience come in and I walk around the space naked. 
Partly as a way of acclimatising my body temperature-wise but also 
to claim that right to be naked in a not-usually-naked space. I have 
to get myself ready to do it but it feels absolutely right. I never think: 
“Oh, I’m about to be naked”. I think: “I’m about to do a modelling 
job”. In terms of being Henrietta, this is what I have to do. 
Dinos: What has been the most interesting or satisfying space to 
work in? The one where you thought: this is the right place. 
Sue: I think at the Phoenix Gallery here in Brighton because it’s 
actually a space that is used as a life drawing class room. There’s 
also a nice feeling to doing it in a gallery. When we were at the 
National Portrait Gallery I just kept thinking that Henrietta would 
have thought that this is a hoot; her being bohemian and feeling 
like an outsider. There’s something amazing about going into these 
institutions. We did it in Turner Contemporary and there’s something 
marvellous about taking Henrietta into all these spaces. Because 
one of the other things about writing this: Bacon painted her 21 
times and Freud did this one painting where she posed for him for a 
year. And yet when you look at their biographies you might only get 
2-3 lines about her. So part of the thing about writing the piece was 
to magnify her life from just being this silent person. She was the 
lover of Maggi Hambling at the end of her life. So I met Maggie after 
Henrietta had just died. And Maggie has done a whole book where 
she carried on drawing Henrietta after she had died. It’s an amazing 

book. Maggie teaches at a college in London and basically it’s her 
space in a way. It’s a really proper art studio with stuff, stuff, stuff. I 
would love to use that space. Even the one here is quite tidy as it 
gets used quite a bit. So I think - in a way - I haven’t yet found the 
most satisfying space. The most inspiring space would be a working 
everyday artist studio where as soon as you walk in it’s imbued with 
history. And cloths and old canvasses.
Dinos: Does the piece develop and change as you do it? Does it 
change in terms of its audience dynamic?  
Sue: Not really. I have done it a lot now. It premiered in 2011 and 
we’re now in 2015. I have put it under a lot of different spotlights, 
so it feels quite secure as a piece. 
Dinos: Has this given you an appetite to do more cross arts 
projects? Or was this about a specific person? 
Sue: It was about a specific person. The form came from: what 
does this story need to be told? And that’s what it needed. I am 
much more interested in visual artists’ process, how they construct 
their work and how they talk about their work than I am from 
theatre. So that has definitely carried on. 
Dinos: A question related to that – what can theatre students 
learn from art? 
Sue: There is something about not being confined by what is your 
immediate reality. And I think often theatre gets made based on 
what’s in the room. When you are beginning and you go into the 
rehearsal space and you are not quite sure what you are doing. Or 
you are discovering it. And you go: “Oh, a fire bucket! Let’s put that 
in it”. And it ends up being in the show. Which sometimes can be 
great and absolutely right, and sometimes not. I think that visual 
art is not reliant on what is immediately in front of those artists. It’s 
about what’s in their head. It’s about what they might have seen 4-5 
years ago that comes back and influences what they are doing in 
the moment. That - and the recording. Visual artists have notebooks 
and draw and - it seems to me – are much more open to things 
failing. As they tried to sketch something they failed, they moved on. 
Try again, move on. A sketch didn’t come to anything, move onto 
something else. Whereas theatre… My favourite quote is by Pablo 
Neruda and it’s a whole poem but the title is Improve the blank 
page. And I think that is really apparent in visual art. The question of 
what you painted five years ago leaking through; metaphorically as 
a writer and theatre maker I find that really inspiring 
Dinos: Tell us about your future projects. 
Sue: Can I start again, please is the new piece which is going to 
be in Edinburgh this coming August and then hopefully that will 
have a life and tour. And then I am plotting two pieces. One which 
will be a performance piece and one that may not be. And the one 
that might turn into a performance piece is around the idea of 
anchoresses who were around in the 15th-16th century. There are a 
few churches still around in England that have anchorite cells and 
they are tiny cupboard-like spaces. So the anchoress or anchorite 
are walled up and they literally become spiritual anchors of the 
church. And they give council to parishioners but they also have 
their own spiritual reach. I am interested in that. (Laughs). I am 
very interested in the nature of belief and faith. I am a Buddhist 
and I feel very supported and guided by my faith and I think that 
notion of what does it mean to be spiritual, what does it mean 
to have faith, is interesting. I do believe - I am a Buddhist and I 
also believe in God. I am equally certain that there is evolution. 
I am interested in that. And a lot of anchoresses partly became 
anchoresses because what were the career options for women in 
the 15th century? And this idea of the unruly body and having to be 
controlled. So I am thinking about that. 
Dinos: Would you be open to taking your production to 
international schools? I am just thinking that visual art and 
theatre departments would be able to come together then. 
Sue: Yes, I would love to. That’s been the sticking point of touring 
this show - getting the two to talk to each other. 
Still life: an audience with Henrietta Moraes - plus a programme of 
wrap-around activities - is currently available for touring. Please 
contact sue@suemaclaine.com. 



All art has a stimulus, a starting point, 
an idea made flesh. Whether it’s an oil 
painting, a ceramic pot, a photograph or a 
piece of script. We know that inspiration 
and influence is around us in so many ways. 
Whether we research specific ideas or 
make connections randomly we are always 
being influenced by each other. There 
are examples in history of artists working 
on the stage - Picasso, Pollock, Dali - but 
stage design is seen as a separate art form 
than that of a visual artist. For me I think 
the difference between a set designer 
and a visual artist is that its role is to help 
communicate information visually. To take 
an audience on a journey and to create a 
dynamic, interesting space for the director 
and performers to move in and around.

Theatre designers are great at telling 
stories. The recent poppy installation at the 
Tower of London was a deliberately simple 

idea. To commemorate the centenary of the 
outbreak of World War One there would 
be 888 246 ceramic red poppies gradually 
planted until 11th November. Each represented 
one British or colonial life lost. By the end 
there would be a sea of red. Then they would 
disappear. The concept of the poppies 
flowing out and over a wall was designed by 
theatre designer Tom Piper.  Both the 2012 
London Olympic and Paralympic games 
opening and closing ceremonies were led by 
British theatre designers, with thousands of 
designers and theatre practitioners taking 
part in the events.

I’m a theatre designer trained in set 
design, costume, props, scene painting, 
mask making, puppetry - the usual stuff 
- but what I really am is a storyteller. I tell 
stories by using the skills of a designer 
but more rewarding and productive is as a 
collaborative theatre practitioner working in 

partnership with other like-minded people. 
I work with teachers right through the 
curriculum to change the way we teach and 
learn within our environment. I use theatre 
design techniques to change classrooms, 
school halls, empty corridors and old store 
rooms. When people say lovely things about 
my work, I inform them: “It’s just ‘smoke 
and mirrors’!”. I like to think that I transfer 
those magical moments we capture on 
stage into everyday experiences in teaching 
and learning. Does that creative writing 
challenge work better if it’s dark with only 
candlelight (fake) to guide us, a soundscape 
to take us on unknown but intriguing 
adventures that could lead us through a 
cave (parachute) through to another world? 
Does that maths question become more 
focused if you are in an igloo?

Being an ISTA artist gives me such 
an opportunity to practice what I preach. 
Since embracing creativity within my 
practice, I use the following characteristics 
as a guide: be imaginative, let what you 
do have a purpose, be original and add 
value. ISTA allows me to take risks by not 
over-planning and sometimes responding 
to a theme, challenge or starting point 
in partnership with students, let us all 
experience the creative journey together. 
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If I can get it to 
Saudi Arabia…
By Cathy Cross

Being an ISTA artist gives me such an 
opportunity to practice what I preach. 
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Teachers, students and fellow artists can 
change the direction of the outcome/final 
performance because we have explored 
through design alongside drama, music 
and movement in equal measure. I learn so 
much from the teachers who work in very 
different cultures, buildings and countries 
and I absolutely LOVE the challenge of 
pulling a kit together in another country 
other than the United Kingdom. Did you 
know there is even an IKEA in Riyadh?

What to expect when I’m in a host 
school is ... mess. Or, creative spaces that 
evolve over the festival, created by students 
and teachers, in places that you would 
never imagine. Down dark corridors, under 
tables, between pillars, over balconies, 
the audience shaped into promenade, 
traverse, in the round, site specific - I try 
to incorporate as many different staging 
considerations depending on the starting 
point, the building and the materials to 
hand. So far, all the schools I have visited 
have been amazing and responding to me 
and the workshop ensembles as we start 
to create spaces during the festival. I have 
realised that a lot of my work is about 
breaking out of the “box”, seeing things 
differently, changing expectations of what 
design can do as a starting point for theatre, 
not just the support for performance. And 
how many exciting, unusual, possible spaces 
there are around school buildings.
My top five tips for combining design 
elements within theatre practice in schools
•  Starting points. Just as you would as 

a director, writer, performer, musical 
director and choreographer find out 
what the heart of the play is. What is 
the central theme to the story - is it 
revenge, rivalry, love, ruthless politics? 
As designers, we need to create the 
concept before worrying about the 
practical elements, ignore all stage 
directions! At least at first, otherwise the 
role of designer becomes subservient 
to the ideas of others without it being a 
collaborative process. The settings and 
props will come eventually but students 
create more dynamic theatre when 
they are given the freedom to explore 
themes, concepts and ideas using all 
types of theatre practice. Just as you 
may bring in an approach to devising via 
a piece of text, you can equally start with 
an art response.

•  Keep it simple. Sometimes the most 
striking and powerful staging is the 
easiest and quickest to do. Turn all your 
desks upside down, throw cardboard 
tubing on all the table legs, scatter 
the floor with leaves, hang some fairy 
lights... you have created a magical 
forest setting for A midsummer’s night 
dream. In 10 minutes.

•  Handheld technology. I’m a firm 
believer in embracing all current 
interests that students have, whether 
it’s an app or a way of communicating 
via social media, and their expertise in 
the use of tech kit. If all students have 
access to tablets and phones - this is a 
good way to research and create mood 
boards, take photos or videos that 
could be projected as well as the visual 
impact of using them on stage. Fifty 
mobile phones held high with different 
coloured screens may create the perfect 
image to help communicate a moment 
or emotion. What if they all had a Vine 
or Instagram looping video of a close-
up of a mouth quoting a piece of script, 
held in front of their own mouths?

•  lighting ideas. It’s great to have a 
full lighting rig but I always like to 
try out more unusual or common 
everyday light sources. Fifty students 
on stage, each holding a torch can 
create an amazing dynamic effect if 
choreographed and explored as an art 
response in its own right. There is a 

huge choice of LED plug-in lighting that 
can be fun to use. Create doorways, 
paths or focal points using rope light. 

•  Play kit. If you still make dens/forts you 
will know the kinds of materials that work 
to create an intimate, exciting space to 
be in. As an artist working in performing 
arts departments and as a creative 
practitioner across the whole curriculum 
I have a core set of items that I know 
can be used again and again in many 
different scenarios: army parachutes, 
white and green, cargo nets, parasols, 
frames, umbrellas, large cardboard tubes, 
poles, frames, rope, string, bulldog clips, 
zip ties, lighting, projector, soundbox/
speakers, tablet for Spotify, YouTube, 
Pinterest and Google images. 
Things I have found in ISTA festival 

host schools that have inspired me as a 
designer: shrink wrap found in the prop 
store - we created performance areas, walls 
and surfaces to write on around pillars. 
Mobile basketball hoops, perfect to hang 
parachutes from. Regular classrooms with 
blackout blinds - if you can get it dark you 
can create a world of Alice in Wonderland 
by seeing and using everyday class items 
differently. Just check with the teacher 
whose classroom it is first, just in case s/he 
pops in to do some prep on the weekend 
and sees 20 students from around the 
world trashing the room creatively. My new 
ISTA motto is: if I can get it to Saudi Arabia 
I should be able to get it anywhere.  

I learn so much from the teachers 
who work in very different cultures...
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As a student growing up in the very 
expressive town of Hebden Bridge, West 
Yorkshire, England, it was almost impossible 
to not have a creative passion and mine 
starts with a deep passion for drama 
and physical performance. I have been a 
member of Calderdale Theatre School from 
the age of eleven and this is my seventh 
and last year as I will be starting university 
in September. We are a creative theatre 
company who meet on Saturday mornings 
to explore and teach a variety of drama 
methods and we perform a number of 
plays each year. I am also a keen media 
student and constantly make short films. 
Being a theatre school member offers 
many amazing opportunities and this year 
that opportunity came in the guise of an 
ISTA trip to The Hague. Once my place was 
secured, I immediately began planning to 
make a film documenting my experience. 
You can view this by visiting the link at the 
end of this article.

As we drove to Leeds/Bradford airport 
the minibus was buzzing with excitement. 
Everyone wondering what our host families 
would be like, what the ensemble leaders 
would be like and what the workshops 
would teach us. Most of us are experienced 
ISTA students and so we already knew the 
answers to most of the questions. We knew 
everything was going to be more than 
perfect because we knew the secret that 
ISTA never disappoints. 

After a short flight we landed in 
Schiphol Airport, Amsterdam, and we 
then boarded a train towards the centre 
of Amsterdam. After another tram journey, 
and some slight deviation of navigation, 
we arrived at the hostel for the first 
night. Still not tired, we freshened up and 
headed out for a wonderful meal in a local 
restaurant. The next morning we awoke full 
of butterflies and excitement for the day 
ahead. On board the train to The Hague, 
we marvelled at the beauty of the rural 
landscape. It reminded me of home, just 
a little more flat. As we departed the train 
we heard Russian accents coming from a 

group of students and we knew we were 
close to ISTA. We then heard American 
accents behind us and the odd group 
began to walk towards the British School 
of the Netherlands. When we arrived we 
were amazed at how lovely the school and 
its residents were. Everyone was extremely 
kind and polite and we immediately felt 
right at home. 

When we entered the hall we saw all the 
different schools but everyone was a little 
too anxious to interact. However, the ISTA 
ensemble leaders soon saw to correcting 
that! After introductions were made 
we were thrown into our first full group 
exercise. Over the course of the morning 
each ensemble leader led a different warm 
up. We bent and twisted our bodies, we 
exercised our vocal chords and heard an 
array of accents from all over the world. 

The festival’s starting point, Art as 
illusion, was inspired by the great works 
of M.C. Escher. On the second day we 
travelled to the Escher museum to 
be immersed in his work and to seek 
inspiration for the devising process that 
was soon to come. Our ensemble leaders 
had told us to take note of particular 
pieces of art that we found interesting. I 
was baffled by the complex and abstract 
designs that one man could make. The 
intricacy and complexity of some of the 
pieces were almost maddening to look at 
for too long. It was a unique experience 
and one that was interesting to share 
with friends as it gave you a chance to 
appreciate how people react differently 
to the illusions. Escher managed to create 
life and movement into still works of art. 
He inspired a new revolution for artists 
everywhere as he discovered the power art 
could have; to work in conjunction with the 
mind and to create an interactive enhanced 
viewing experience for the audience. We 
were inspired by his legacy and wanted to 
celebrate and incorporate his movement 
into our own works of art. 

Once we returned we began to discuss 
the different images we found interesting. 

As a whole group exercise we walked 
around the room, the ensemble leaders 
then told us to find a group of a certain 
number. Each time we did this we had to 
recreate an event, picture or object that 
made us feel various emotions. Each time 
they told us this number of people in your 
group grew until eventually we had an 
image created by the whole group. It was 
difficult for so many students to organise 
ourselves and creatively combine our 
ideas. I happened to shout the loudest and 
suggested we use the centre structure 
of levelled platforms to recreate one of 
Escher’s most famous images: Relativity. 
What I was most struck by during this 
exercise was the support from my fellow 
peers. As I explained my idea everyone 
was quiet and respectful, giving me the 
time to clearly explain the image; everyone 
then supported my idea and suggested 
improvements. It was a rare display of 
mutual respect and understanding between 
young people trying to achieve one goal 
and it reminded me why I joined ISTA. 

My ensemble was run by Tim Licata 
and with him we explored Escher through 
physical theatre. Physical theatre is a form 
of theatre using only your body to convey 
your message and we explored the group 
focus and strength. He began with an 
exercise using a jump rope. We first had to 
travel through the rope on our own and this 
began to develop our personal timing with 
the rhythm of the rope. The next stage was 
to travel as a pair; we had to concentrate 
on feeling the energy of our partner and 
move as one so that the audience were 
unable to tell who moved first.    Slowly 
we added more people into the rope. This 
tested our focus and concentration as you 
had to feel the energy of up to eight people 
at a time. 

The focus we had developed within 
the rope exercise we then transferred to 
creating a series of tableaus symbolising 
Escher’s work. In groups of four we created 
three images; we then combined those with 
another group’s work. With six tableaus 

When 
relativity met 
creativity
By Penny Brown
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we used what we had learned from 
the rope activity and sensed within the 
group when to move from one image 
to another. I felt a shared understanding 
between my group: we had one 
purpose and together we conveyed this 
to our audience. As I watched other 
people perform I recognised those 
same feelings radiating through their 
piece. 

We then centred ourselves around 
the levelled platforms in the middle of 
the room and one by one we created 
a journey for ourselves through these 
blocks: under, over and around - we 
each had a path to follow. Tim then left 
the room instructing us to create an 
introduction and an ending surrounding 
our paths. As a group we listened and 
collaborated with each other’s ideas. 
We tested different movements and 
developed them to create something 
that we all felt content with. When Tim 
returned he expressed how impressed 
he was with our level of concentration, 
organisation and respect we had used 
in order to create our piece. 

Each group had worked relentlessly 
for three days to create a performance 
that celebrated the inspiration that 
is Escher. Within each ensemble’s 
performance you could see intricate 
structures that mirrored Escher’s 
work - from layering original music, 
to symbolic dance - everyone had in 
some way channelled Escher into the 
every movement and word. On the third 
evening the time had come to finally 
showcase a sharing we had all grown 
to love and cherish, and found great 
pride in what we had achieved. As we 
performed to our invited audience of 
friends and family there was a sense 
of sadness in the atmosphere knowing 
that this was the last time we would 
perform with the people we had come 
to know as not just peers but friends. 
However, we were determined to make 
this our best performance yet and enjoy 
every second we had left together. 

Since the festival I have kept in 
touch with my host and am currently 
arranging with some of my other 
theatre school members to visit her 
in Rome over the summer. ISTA can 
truly be a life-changing experience 
that offers lifelong friendships and 
new opportunities. I often refer to 
these three days as some of the best 
of my life. This particular festival was a 
transformative event as we worked so 
closely with an inspiration that helped 
define a new world of art. As an artist 
it was a privilege to make a testament 
to Escher’s work and to explore his 
creations in our own artistic expression. 

To watch Penny’s video please 
visit: https://www.youtube.com/
watch?v=iZib-zD47ss 

ISTA history
It all began with an enthusiastic teacher and some energetic theatre students. 

Back in 1978 that particular teacher asked another enthusiastic teacher if he fancied 
getting his energetic theatre students together with hers. In return, he then asked 
her to bring her enthusiastic theatre students to his school to repay the favour but 
by then another enthusiastic teacher had heard what was going on and asked them 
both if he could get in on the action, as he too had a bunch of energetic theatre 
students. Word spread and before they knew how it had happened, the International 
School’s Theatre Association was born. Ran entirely out of the back bedroom of 
the initial enthusiastic teacher, they brought in a few theatre practitioners to help 
enhance the life changing experiences these gatherings were clearly offering the 
young people involved. They could not afford to pay them but the artists did it 
anyway, out of a love of theatre and working with young people. 

The organisation grew quickly as more and more international theatre school 
teachers heard about the festivals and asked to join in. Just in Europe initially but 
after a while a teacher moved to Asia and an event happened there. In those days 
artists would share hotel rooms and received only £50 in local currency but they 
continued to staff the events because they could see the obvious benefits for every 
young person taking part. The philosophy of everyone involved was the same and 
continues to this day - that ISTA festivals should be open to any young person 
with a love of theatre. That there should be no lead role and the word ‹ensemble› 
that is still so intrinsically entrenched within everything ISTA does should be at the 
forefront of the dynamic and enriching work that was occurring around the globe.

The organisation continued to grow. Middle school festivals joined High School 
festivals on the calendar. European and Asian festivals were joined by Australia, the 
Middle East and Africa. The pool of amazing artists expanded. The mailed letters of 
invitation were replaced by faxes and eventually emails. Artists even got their own 
hotel rooms and were finally paid for their time and energy. ISTA began working 
with the International Baccalaureate, going on to become their global workshop 
provider. Primary festivals and the Artists in Residence programme were introduced. 
The one-sided, quarterly, Xeroxed newsletter became a glossy publication called 
‘Scene.’ TaPS (Theatre arts programme Symposium) were introduced for students 
of IB theatre in Stratford, London, New York and then all over the world. We started 
collecting all the amazing resources created by teachers to put into our amazing 
online resource centre.

ISTA is now a huge organisation with over 250 members, full time and part time 
staff and an enormous family of thousands and thousands of young people who still 
say that the ISTA festivals they went to were the best experiences of their life. That 
they can still see the benefits from the festivals they attended as young people now 
that they are adults. With teachers feeling the effects of the huge networking and 
PD opportunities and schools gaining elevated status by being an integral cog in an 
organisation that stands alone and is regarded as the most prestigious international 
educational theatre body in the world. But the aims are still exactly the same as they 
were all those years ago. To provide every young person with a love of theatre the 
opportunity to grow, whilst working together in an ensemble with other like minded 
international individuals. 

If you are an enthusiastic teacher with a bunch of energetic young people - do 
come and join us. You really will be made to feel very welcome. 

Did you know?
Our history is very important to us. How we started, the initial ideas 
behind the forming of ISTA and the journey we’ve taken over the 
past 37 years. In our governing document for our board of trustees 
we cite that… “Collectively the board of trustees’ should ‘hold onto’ 
the roots of the organisation, particularly in this continued time 
of growth. In this respect, along with the honorary life members, 
trustees are responsible for respecting the past while looking to the 
future.” Here is a little snapshot of how it all began, those early days 
and our journey since, recently re-written by Ian Pike.
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This was a mini adventure of 
collaboration that crossed grade levels and 
curriculum. It was a combination of grade 5 
art students from elementary and grade 6 
theatre students from middle school using 
one class period to work together and 
incorporate their units of inquiry and study 
through experimentation. 
The grade 5 art students 

The grade 5 arts students had been 
working through an introduction to life 
drawing. The students had looked at the 
different styles of artists focussing upon 
key practitioners of different time periods 
and cultures. The students had to comment 
on what differences and similarities 
they noticed and comment upon the 
composition, the use of perspective, 
colour, contrast and light as well as have 
discussions about time periods and the 
use of different mediums. After some 
exploration, discussion and reflection the 
students agreed that the water colour 
pictures of Auguste Rodin best suited their 
skill level, resources and time constants as 
an example to emulate. The preparation 
allowed the teacher to assess the following 
aero standards for visual arts:
a.  Self-assess choices and adjustments 

when planning and creating art. 
b.  Manipulate the elements of art and the 

principles of design to create art. 
The grade 6 theatre students

The grade 6 theatre students had been 
working on using tableaus as a starting 
point to provoke dramatic narrative and 
had experienced different techniques 
for devising theatre such as a story-
board activity that required the students 
to record on paper quick stick figure 
sketches within 16 cartoon boxes of the 

students assuming different tableaux at 
different times with a large piece of cloth 
and Frantic Assembly’s chair duets activity. 
The students had also been given a series 
of photographs and they were asked to 
suggest titles or write a small narrative 
for each picture as well as recreate each 
picture physically within their ensemble 
and connect each picture with movement 
and/or dialogue. After recording the class 
performances the students watched 
each ensemble and used the activity to 
comment upon the elements within the 
ensemble such as scenario, antagonist, 
dialogue, blocking, chorus, repetition, 
conflict, resolution, rhythm, rising action 
and choreography. The activity combined 
with the reflection allowed the teacher to 
assess the following theatre standards:
a.  Comprehends elements and 

principles of theatre arts and applies 
appropriate vocabulary to demonstrate 
understanding. 

b.  Designs and produces informal and 
formal productions.

c.  Reflects upon and assesses the 
characteristics and merits of their 
theatrical work and the work of others. 

The combination 
Once an agreeable time was found the 

grade 6 drama class traversed to the art 
studio and assumed a plethora of frozen 
gestures to provide stimulus for the art 
students to illustrate. The artist had only 
two minutes to respond to each frozen 
snap shot. The art students worked quickly 
to record the essence of each tableaux as 
well as capture the transitions between 
them and the drama students had to 
concentrate on maintaining focus and 
providing the art students with stimulating 

gestures. The contrivance of pencil and 
performers proved to be a productive 
session and after the class had finished 
the grade 5 artists then transformed their 
sketches into larger works with pastels. 
Once the pictures were complete the 
portraits were given to the thespians to 
be used to stimulate new performance 
pieces. After the drama class refined their 
ensemble pieces they asked the art class to 
visit them so they could perform what they 
had created for the grade 5 class.  
Extension of the activity

After two or three months had passed 
the grade 6 drama students began their 
unit on circus skills and the students tried 
their hand at slack-lining. Not every student 
could use the slack-line at the same time 
so the students used sketch books to do a 
similar activity as was previously done with 
grade 5 but this time it was just within the 
grade 6 class. 

The students would rotate between 
slack-lining, spotting or sketching. Once 
the students had completed all three 
activities everyone had a rough sketch 
to develop further. The students were 
able to use a class period to paint them 
with water colours and repeat the same 
devising process as was done at the start 
of the semester. The benefit of repeating 
the same activity with the students was 
that the students had more experience 
with devising and had had the experience 
of seeing how the grade 5 art work 
had turned out. The students brought 
to their new devised pieces a deeper 
understanding of the process, stronger 
personal engagement and a deeper 
connection to the art work being used as a 
stimulus as it was their own.  

Tableau 
luminescence
By Rob Russell
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Words and pictures:  
using art and text as a tool for exploration 
and performance
By Louise Clark

Much of my work is in primary schools, 
using drama as a tool to engage children 
in their learning. Over the years my 
practice has developed to include a wide 
range of creative activities as part of the 
process and this has stemmed from a 
number of sources. One being that when 
working with very young children it is 
important to change and vary the activity 
at regular intervals changing the energy, 
group size, focus and dynamic to keep 
the engagement of everyone and to allow 
an opportunity for every kind of learner 
to contribute within a session. Another is 
that over the years I have been fortunate 
enough to be involved in interventions 
supported by a pyramid of schools to help 
students who struggle with speaking and 
listening within the classroom which is 
affecting their overall progress in literacy. 

Working with children who have such 

great fear of being looked at, who are 
embarrassed or ashamed of the way they 
speak, have incredibly low self-esteem, 
extreme shyness and introverted behaviour, 
meant I had to entirely shift my way 
of thinking to find ways in which these 
children could communicate and express 
their thoughts and feelings in ways which 
would gradually build their confidence. 
During this process I began working a lot 
with drawings and very short written tasks 
e.g. one word on a sign or post-it note. 
These were initially shared anonymously 
and then, over time, being held up/
presented by the participants. What grew 
from this work were incredibly beautiful 
and moving moments of performance. The 
most memorable was a group of children 
in role as evacuees, sitting as though on 
board a train. Each was pressed up against 
the imaginary window holding a sign to 

the glass on which they had written a 
message to their mothers. The depth of 
emotional connection, empathy, attention 
to details in life which are important to 
children (“Don’t forget to feed the rabbit. 
I love you.”) was incredible. The fact that 
there were no spoken words only the 
sound of a steam train to underscore 
the moment, the tangible desire for the 
children to communicate a message, the 
choice of lettering they had used and 
the use of small drawing or symbols (e.g. 
hearts) to express the depth of feeling, 
made for very powerful viewing. The 
layers of understanding your brain worked 
through reading signs, images, interpreting 
text, physicality and facial expressions all 
at once made your role as an audience 
member harder work but more rewarding, 
more open to one’s own interpretation and 
made the world unfolding in front of you 
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more enticing. And so, all of this led me to 
ask questions as an artist about applying 
this to the theatre I create and its value as a 
tool in creative exploration. 

At the Hong Kong high school festival 
in October 2014 I had the opportunity 
to explore this style of work with older 
students. As a workshop model festival I 
had to have a focus for my ensemble and 
this seemed to fit nicely. We were working 
almost in reverse to the usual structure of 
an ISTA festival as the starting point was an 
entire play in performance (Mark Wheeller’s 
Chequered flags to chequered futures). 
We were then to deconstruct the piece 
and take it back to its principal themes 
and lines of enquiry. So why not reverse 
the process of putting on a play; start with 
the performance and take it back to the 
text, the doodles and images, the mind 
maps which may have played a part in the 
playwright’s imaginings. 

Here then, I will do my best to describe 
to you the process which unfolded in my 
ensemble room over those few days. It is 
almost impossible to cover everything but 
hopefully this is a useful selection of the 
exercises and approaches I employed to 
provide an idea of the scaffolding which 
built up to the final days sharing event.

The first exercise I often use when 
working in this style is one which I have 
borrowed from the autobiographical theatre 
workshop of Jess Thorpe. I ask the students 
to take a sheet of A4 paper and a felt tip 
pen, find a space in the room and to work 
alone. On one side of the paper they are to 
write their name, the name by which they 
wish to be known and on the other a fact/
anecdote about themselves. I ask that the 
fact be something, if possible, that no one 
else in the room knows about them but 
that they are happy to share in this space. 
The only rule is that it must be written large 
enough and clearly enough for people to be 
able to read from a distance. We then create 
an impromptu performance which comprises 
very simply of playing a piece of gentle 
music and for each member of the group, in 
no particular order and in their own time, to 
enter the performance space, hold the sign 
with their name showing, then turning it over 
to reveal their anecdote or fact. The only rule 
here is that they must try to hold the sign 
on each side long enough for the audience 
to all have time to read it. This exercise is 
a fantastic introduction to exploring work 

of this kind as it opens up discussion into 
whether it is interesting to watch one person 
holding a piece of paper (the answers is 
always: “Yes”) and why? What is the level 
of intrigue? What do we have to do as 
audience members? How is this changing 
our traditional role? What associations do 
we make between the person and the text? 
What subtleties in the way they hold the sign, 
are standing and facial expressions do we 
interpret and “read”? 

The first challenge of the enquiry 
process was to see what the students had 
taken from the performance, what had 
resonated, which images had stayed with 
them, what words were still playing over and 
over in their minds. This could have been 
done as a discussion but I wanted to start 
my ensemble thinking in terms of images 
and text, to move away from full sentences 
and finished thought processes and start 
seeing fragments, ideas, moments. This was 
also an opportunity to begin the process 
of collaboration within the group, to add, 
embellish and contrast with each other to 
create something new. The most important 
element to reiterate is that there are no right 
answers or wrong answers. 

Sitting the ensemble in a circle on the 
floor with a pen and a piece of paper each 
I asked them to draw an image from the 
play, not necessarily in a literal sense, it may 
be an image which was conjured in their 
mind’s eye, an image which they remember 
clearest, was the strongest, had the most 
impact for them, whatever their individual 
response was. I then asked them to slide 
their papers one person to the left. With a 
new image in front of them I asked them to 
add to the image with another image. What 
is their gut instinct, what is their response, 
what do they feel is needed to add to this 
picture? Once again, they were asked to 
slide the image to the left but this time to 
add text. This could be one word, a phrase, 
a quote from the play, whatever they felt 
was necessary. 

We were left with a floor covered 
in hugely varied responses to the same 
stimulus. We discussed our own responses, 
how these pieces of art made us feel, what 
we connected with, what we found difficult 
to look at and what stirred emotional 
responses. We then tried to separate the art 
works into categories, how could we group 
them, what qualities allow us to distinguish 
one from another? This led us into a 

conversation about the main themes and 
questions of the play. What were our main 
areas of enquiry? What overarching theme 
did we want to explore further? We ended 
with two areas: risk and consequence.

In taking the enquiry further I wanted 
the students to think about risk and 
consequence in relation to their own lives. 
When have they taken risks? What categories 
of risk are there? It transpired very quickly 
that the categories of risk were more related 
to the possible consequences than to the act 
of risk itself. Would there be a physical or/and 
emotional consequence? Is the risk only to 
yourself or to others also? How long would 
the impact of that consequence affect you - 
for a day, week, year or a lifetime? 

Before we began the next exercise we 
had a discussion about, and explorations 
with, different ways of writing text; how 
we interpret them, what associations we 
make and how that then develops our 
own understandings. For example, we 
debated the point that when something 
is handwritten we often assume it is more 
personal and has been written with more 
care than fonts which appear typed on 
a computer or phone, this mechanical/
digital approach adds distance and even 
anonymity. The colour of ink we choose 
also impacts on how it is “read”. We 
associate red with anger but also love, 
green with nature and the environment but 
also slime and Halloween, the colour choice 
combined with a particular font can offer 
whole new meanings. We also discovered 
that we associate particular fonts with 
certain branding and advertising from 
companies. As an exploration, this in itself 
could take up several days and be the basis 
for some interesting research. 

I asked the ensemble to each select 
a moment where they have taken a risk 
in their own lives and to then reduce this 
moment to one word. This word could be 
to do with place, time, emotion, whatever 
their overriding memory of the moment 
is. As with the very beginning exercise 
we created an impromptu performance 
to music, in no particular order but in this 
case instead of writing on signs, we were 
writing on a large white board. It was 
fascinating and intriguing as a performance 
to watch all the words emerge, how they 
connected to each other and trying to 
understand what the full story behind that 
word might be. Observing HOW the words 
were written added yet another layer of 
understanding and interpretation. Some 
people wrote quickly and didn’t connect 
with the audience at all, others looked out 
as us, even laughed as though letting us 
know they found this memory funny. Some 
took a long time to write each letter in 
perfect detail which transpired to reflect 
that the student had been over and over 
the moment in minute detail in their mind 
since the event. Again, this in an area 
which could take up many hours of happy 

It was fascinating and intriguing 
as a performance to watch all the 
words emerge...
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experimenting and exploration. 
The next stage was to ask the ensemble 

to use their own life stories as a bank of 
possibilities and to select two moments 
in their lives when they have taken a risk 
and two moments when they have felt the 
impact of consequences. These could have 
happened at any time, from a very young 
age right through to present day. They could 
be very serious or (what may now seem) 
trivial moments. In their minds I asked them 
to put the events into chronological order 
through their lives. On paper they were then 
to draw an image or symbol to represent 
each of the moments in different places 
on the page. I then asked them to think 
about their life journey between each of 
those moments and to interpret that into 
a drawn line. Was the time in-between a 
very straight forward, straight line or was it 
filled with twists and turns? These could by 
be physically travelled or emotional states. 
I was clear to state that no one would be 
asked to explain these lines and patterns 
unless they chose to do so.

The students then took these works of 
art and created a physical representation of 
it. Creating images with their bodies as an 
interpretation of the symbol or drawing and 
finding a way of moving around the space 
to illustrate the lines and patterns. We then 
randomly selected small groups to perform 
their sequences in the same space at the 
same time to music. It was here that we saw 
the power of chance and happy accidents 
work its magic. Some of the performers 
stayed very much in themselves and didn’t 
engage at all with others but some patterns 
of movement reflected each other. There 
were moments of unison, moments of 
stillness where two images appeared to be 
intertwined as one and stories began to 
be told in the audiences imaginations. The 
connections between moments of taking a 
risk and moments of consequence became 
very interesting here as although obviously 
from entirely different life events, we found 
moments where we pieced together 
journeys of individuals to create a new 
timeline in our minds.

In order to combine the text and image 
based aspects of our enquiry with the 
physical performance work, I then asked 
the students to think about the word “risk” 
itself and what it means to them; how does 
it sit within their lives and their relationship 
to it. Using all the knowledge we had 
gathered about text, their first task was to 
write the word risk on a new sign. I then 
asked that they find a way of holding their 
sign which demonstrates to an audience 
the place of risk within their world. For 
example, is risk something that is folded up 
into a tiny little ball and hidden away in a 
pocket, rarely faced or thought about? Is 
risk a large part of their lives that they wear 
proudly on their T-shirt and face every day 
without fear? So in essence they were to 
create a moment of performance whereby 
they would show the sign to the audience 
and then “perform” their relationship to it. 
The results were surprising, moving, deeply 
personal and highlighted clear individual 
differences which was noted within the 
group and by audience members after the 
final sharing event. 

We now had a variety of material; 
images both drawn and physical, text, 
symbols and movement. Our next task was 
to embark on experiments in performance. 
Experimenting, trying ideas as impromptu 
performance without over-thinking what 
might happen, without trying to make 
something happen goes against many 
of our instincts but it opens so many 
doors and allows the happy accidents 
of devising and developing to occur. The 
most important element to have in place 
when working in this way is a strong sense 
of ensemble, support from everyone in 
the room and a knowledge and feeling 
of safety for all involved. By this stage in 
the festival I felt that the students were 
comfortable enough in themselves and 
each other to make that leap. And so we 
began to combine elements of our material 
together to see what happened and what 
understanding we as an audience take 
away. We also explored images, patterns 
and text being written on different surfaces: 

paper on the floor and walls, on a white 
board and on an overhead projector. It was 
an important time for understanding that 
sometimes things just don’t really work, that 
everyone sees things differently, for finding 
meaning and connecting elements which 
you never thought would go together, for 
noticing the subtle moments of eye-contact 
or touch between two performers and for 
experiencing feeling a little vulnerable as a 
performer, for embracing the unknown and 
being prepared to make something which 
doesn’t work.

It was decided collectively that in 
the spirit of our ensemble work that our 
contribution to the final sharing at the end 
of the festival should be a continuation of 
our experiments in theatre, just in a new 
space. We decided that everyone should 
choose two elements from all of the work 
to use as their material. This could be 
performed in any order, in any space and 
at any speed, whatever felt right. We used 
a music track we had been using in the 
ensemble so there was some familiarity and 
after a brief discussion around practicalities; 
who wanted to write on a paper “wall” 
or use the overhead projector and where 
would they be placed in the space, we were 
good to go. No rehearsal, just a confidence 
in the material, the process and the 
possibilities of our “experiments”. 

Many of the student chose their risk/
consequence/life journey sequences and 
their performative moment with the “risk” 
signs. As a result the sharing experiment 
comprised of many bodies in quite a 
small space each embarking on their own 
physical sequences. This was flanked by a 
white paper wall which became filled with 
words, related of course to the sequences 
we were watching, perfomatively written 
and an overhead projector screen where 
we saw one student’s journey being 
repeatedly drawn in lines and symbols 
over and over. The response from students, 
teachers and audience alike was incredibly 
positive, describing the piece as new, fresh, 
beautiful and moving. 

And there you have it. Three days of 
words, pictures, explorations, experiments 
and performance. 

I have noticed that this article is full 
to bursting with questions. Questions I 
ask myself, the students, you the reader 
and questions I would like to throw out 
there to the world. Questions that I don’t 
seem to have any of the answers to but 
I think that is why I like this sort of work. 
There are no definitive answers only more 
questions, more combinations to explore 
and more possibilities. It taps into so many 
areas of our modern lives and it develops 
a theatrical language which requires a 
different approach and different skills for 
performers, creators and audience alike. It 
is a different way of exploring and seeing. It 
is an experiment … and for me, if you never 
try, you’ll never know. 
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What a great topic to think and then 
proceed to write about. As an applied 
theatre practitioner for over 30 years who 
creates theatre an opportunity to reflect on 
my practice is always welcomed. 

For me there is a distinct and clear 
relationship between theatre and other 
art forms. I would like to refer to one of 
the current projects I’m collaborating on 
as a distinct illustration of this relationship 
between theatre and art. This relationship 
is not with the visual arts intersection, 
however, it is another form of art: opera. 

Since 2009 I have been the artistic 
collaborator of Blue Roo Theatre Company 
Inc. An inclusive ensemble with 28 artists 
based in Brisbane. Blue Roo create 
contemporary performances led by the 
artistry, experiences and imaginations 
of an ensemble of artists with diverse 
ability and impairment. Through unique 
artistic collaborations they redefine 
theatrical genres. The personal and private 
investment of the artists ensures that the 
work connects to everyone and poetically 

engages in public, social and political 
discussions. 

 We create one production each year, 
performing at the Judith Wright Centre of 
Performing Arts. The company meet every 
Thursday and it takes nine months from 
the floor to the stage. In 2013 I asked the 
ensemble what is going to be the project in 
2014. Their response in one loud voice was: 
“Singing”. “Right then …” I said to myself, 
“ …I’ll go to the top”. The following day I 
rang Opera Queensland. Serendipity was 
on our side. Throughout the world, opera 
companies were closing. Opera was going 
through a transforming, redefining phase 
to identify who its audience actually is: the 
old audience, or is there a new audience, 
or both. Questions had been raised about 
the insurmountable costs of staging the 
classic repertoire in grand opera houses 
and, of course, the outrageous price of 
tickets to see opera. To address these 
questions Opera Queensland had initiated 
a new community opera program: Open 
Stage. It exists to increase participation in 

the arts with the belief that participation 
contributes to community well-being. The 
following week we had a meeting and a 
three-year partnership was created and 
the ensemble had two of Queensland’s top 
singers sharing their skills and providing 
vocal techniques. This is the intersection 
where the professional elite of singing art 
in Queensland collides with an adventurous 
inclusive community theatre company. It 
has been a wonderful partnership and still 
continues. This is where that relationship 
shines between two art forms.  

Our first production was Song circle, a 
12 song cycle consisting of personal stories 
from the ensemble. It was performed at the 
Judith Wright Centre of Contemporary Arts 
last October to much acclaim. Song circle 
laid the platform for the second production 
of the trilogy. This year, and half way through 
the artistic process, we are creating The 
Bulimba opera. It is going to be Australia’s 
first ever inclusive opera. The starting point 
and the initial junction between theatre 
and art has been England’s John Gay’s The 
beggar’s opera. John Gay and Irish writer 
Jonathon Swift (Gulliver’s travels), after a 
few drinks, came up with the concept. “The 
beggar’s opera is a bawdy ballad opera in 
three acts written in 1728 by John Gay with 
music arranged by Johann Christophe 
Pepusch. It is one of the watershed plays 
in Augustan drama and is the only example 
of the once thriving genre of satirical ballad 
opera to remain popular today. Ballad 
operas were satiric musical plays that used 
some of the conventions of opera but 

Wonderful 
intersections
By Clark Crystal 

...there is a distinct and clear 
relationship between theatre and 

other art forms.
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without recitative. The lyrics of the airs in the 
piece are set to popular broadsheet ballads, 
opera arias, church hymns and folk tunes 
of the time from England, Ireland, Scotland 
and France .Gay also lifted other tunes from 
major composers such as Handel and Purcell 
and minor composers from the seventeenth 
and eighteenth centuries.” (Wikipedia) The 
beggar’s opera has been the inspiration for 
many artists, including Bertolt Bretch’s The 
threepenny opera, Peter Brooke’s first film 
and Benjamin Britton’s BBC adaptation in 
the 1950s.

My colleague and playing partner in 
research for playful engagement to reduce 
social isolation for people with dementia, 
Anna Yen, was investigating her father’s 
life story. Anna was sharing her father’s 
story with me and part of his life was in a 
suburb of Brisbane, Bulimba, during the 
1940s. Darwin in Northern Australia had 
been bombed by the Japanese and the 
country was preparing for an invasion. 
Bulimba, situated along the Brisbane River, 
was bursting with 6000 American service 
men and 800 Chinese labourers building 
barges for the American war effort. Further 
research indicated Bulimba then was a 
robust working class community littered 
with a colourful underbelly. Today Bulimba 
is affluent with million dollar homes.    

As I was either taking the dogs for a 
walk or swimming laps at the local pool The 
Bulimba opera arrived. The next Thursday 
I presented the idea to the ensemble and 
then to Opera Queensland. The Bulimba 
opera was given the thumbs up. Successful 
funding applications were written and now 
the historical and musical research needed 
to be done.

The question is: how do you go about 
writing an inclusive opera? We needed a 
story to be sung and we needed songs. We 
decided to mirror Gay’s practice. However, 
back in the 1720s there was no copyright 
issue as there definitely is today. We had 
to identify songs written 70 years after the 
musician’s death to be allowed into the 
public domain in Australia. We decided on 
Australian folk songs. Fantastic! There are 
brilliant Australian folk songs in the public 
domain. Now we had a catalogue of songs 
we could choose for The Bulimba opera. 
Next we needed a story to write a libretto. 
The practice is to replace the words with 
The Bulimba opera’s libretto. For example 

Waltzing Matilda, keep the melody of the 
song but change the words to our libretto.   

Blue Roo is a large ensemble and swells 
with the addition of four professional opera 
singers, soprano, mezzo soprano, tenor 
and baritone on stage. It is to be a one 
act opera. It was decided to set the opera 
in one location: The Balmoral Hotel. The 
research indicated that the pub was full 
of vibrant characters and a central place 
where the community met. In fact the 
nickname of the pub was The Balmongrel. 
The ensemble created their Bulimba 
characters from the Bulimba community. 
With the presence of the Americans, 
including General Douglas MacArthur, and 
the Chinese tensions were rife for conflict. 
Add a local hero and a love triangle and 
we had the makings of a good story to be 
sung. The creative process of writing our 
opera began with the choice of Australian 
folk songs. The opening song is the melody 
of the Queensland version of Waltzing 
Matilda. My job was to write the structure 
and libretto so I went away and wrote the 
libretto for that particular melody. It was 
then passed on to the creative director 
at Opera Queensland to ensure that the 
syllables of the words fit musically into the 
melody. From there the song goes to the 
musical director for approval or change. 
It is very much a collaborative creative 
process. The essential aim is that the songs 
fit musically into the range and abilities of 
the ensemble. Finally, each fortnight the 
singers from Opera Queensland and Blue 
Roo resident musical director introduce 
the next new song to be rehearsed by 
the ensemble. If there are tricky sections 
it is changed then and there to work 
immediately within the vocal range of the 
chorus or the principal singers.

As we are creating an opera with 
themes of love and war we have introduced 

the immortal characters Venus - the god of 
love - and Mars - the god of war - and the 
larger than life mortal character MacArthur. 
Here again the relationship between 
theatre and opera is clearly connected 
by the use of recitative (unlike Gay). It 
is a style of delivery in which a singer is 
allowed to adopt the rhythms of ordinary 
speech during an opera. Our idea is to build 
musical cells with melodies that can be 
layered around a recitative.

The relationships between the major 
art forms have been conversations and 
literature since Greek tragedy drama’s 
deus ex machina. This means “’god from 
the machine’. The term has evolved to 
mean a plot device whereby a seemingly 
unsolvable problem is suddenly and 
abruptly resolved by the contrived and 
unexpected intervention of some new 
event, character, ability, object or art form.” 
These wonderful intersections were also 
considered by the great and controversial 
operatic composer Richard Wagner with 
his two 1849 essays Art and revolution and 
The artwork of the future. Wagner speaks 
of his ideal of unifying all works of art via 
the theatre. This unity he referred to as 
Gesamtkunst. This work of art was to be 
the cleanest and most profound expression 
of a folk legend, though distanced from its 
nationalist cause to a universal humanist 
fable. Wagner felt that the Greek tragedies 
of Aeschylus had been the finest examples 
of total artistic synthesis.

To conclude, it is fantastic to be part 
of this explosive synergy as Blue Roo and 
Opera Queensland/Open Stage journey 
along their relational art form track with the 
creation of The Bulimba opera. And finally 
- to give it a plug - if you are in Brisbane 
between 5th -7th November 2015 do come to 
the Judith Wright Centre of Contemporary 
Arts. Join us and you will be swooned.  
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Primary emotions –   
an integrated drama and art project  
By Maggie Young

It is through the arts that I believe a 
person learns what it is to be human. The 
essence of humanity is integrated thinking 
and integrated responses to the extent 
that we sometimes fail to realise how 
much intuitive thought is involved in what 
we often dismiss as emotional response. 
In working with the complex ideas of 
integrated concepts the arts should be in 
the forefront of education. In what other 
areas are students asked to respond on an 
intellectual, intuitive and emotional level; to 
put their hearts and heads on the line? In 
drama as in art and music you have to take 
risks and those risks are taken in public. 
In drama, though, unlike the other two 
subjects, you have to learn quickly who you 
can rely on and who you need to support. 
You have learn to read people, not just texts.

I wanted to create a project that 
integrated art and drama in a challenging, 
meaningful way. The students are asked 
to really look at how humans express 
emotions facially and to understand the 
part colour plays in recognising emotions 
and moods. From there they use this 
understanding theatrically. This project, 
then, has two main tasks. The first is to 
create a set design using a portrait as the 
main motif and the second is to create a 
piece of theatre for one audience member 
stimulated by that design.

I decided to begin with the primary 
emotions from Commedia dell’Arte. The 
concept of the stock characters was a 
good entry point. The primary emotions 
are joy, grief, fear, anger, surprise and love. 
However, instead of looking at the body we 
are exploring the face.

•   Introduce the Commedia emotions 
- stand in circle - take each emotion 
and go round the circle intensifying 
from one to ten – firstly with the 
body then simply facial expressions. 
Discuss what happens to the face as 
the intensity develops. What parts 
of the face express our emotions? 
What colours do we associate with 
each of these emotions? Challenge 
stereotype - green for envy?

•   Introduce the project. The first task 
is to create a human portrait that 
exhibits an emotion using a colour 
palette that describes that emotion.

Don’t worry if some members of 
your group register panic. Cries of “I 
can’t draw” will issue from some of your 

students. However, in my experience 
some of the most telling portraits come 
from students who profess not to be 
able to draw. Reassure them that the 
object of the exercise is not to produce a 
realistic portrait but to a) gain a greater 
understanding of the face as a vehicle for 
the expression of emotion and b) to explore 
the use of colour as a foundational design 
tool for both set, costume and makeup 
design. By stressing these points they get 
on board.

For the portrait you will need:
1.  LARGE sheets of paper. The size is very 

important because the students are 
less tempted to try to produce “real” 
portraits. Provide them with A3 or even 
bigger.

2.   Three or four boxes of good quality wax 
crayons. Choose ones with as wide a 
range of colours as possible. The better 
the quality the more intense the colour 
will be. If you can find chunky, toddler 
size crayons, they encourage students 
to scribble and that helps them cover 
large areas of the paper.  Scribbling 
loosens up both their imaginations and 
their hands.  

3.   A template for drawing faces. One can 
easily be downloaded from the internet. 
It gives students confidence and an 
initial framework. 

4.  Rough paper, pencils and erasers 
for the initial exploration and rough 
outlines.

5.  A journal in which to record the 
process, in whatever way the student 
deems relevant.
Divide your group into twos or threes 

– any more and some students will not 
have enough to do. Each group draws 
lots for one of the Commedia emotions. A 
photographic record of the journey should 
be kept by one member of the group 
throughout this part of the project. As a 
group they choose the colours that will be 
the palette for their portrait. Encourage 
them to try different colours on rough 
paper to experiment and to find surprises.  

Using the template draw an inverted 
egg in pencil on the large sheet – this MUST 
almost cover the whole sheet. The size is 
important because - believe it or not - the 
task becomes less intimidating the larger 
the portrait. The only space required is at 
the top for the hair. The shape of the egg 
will change depending on the emotion.  The 

facial outline can be opened out at the jaw 
or pinched in. The emotion might require 
the face to be elongated or squashed. Once 
those decisions are made then the features 
are added.

The students can experiment on 
the rough paper before transferring the 
features to the large sheet. Take them 
through facial features asking them to 
adapt the individual features to their 
chosen emotion e.g. eyes: wide open, half 
open; eye brows: straight, raised, close 
together; nose: narrow, bulbous; mouth: 
open, half open, pinched, wide, full or tight 
lipped; teeth: apparent, hidden. Hair style 
will reflect the emotion too so can be 
chosen at this point.

Now it is time for the colour. Again, I 
emphasise that every inch/centimetre of 
the paper’s surface must be covered. By 
scribbling, they will press on the crayons 
and get a stronger layer of colour. Remind 
them this is about colour so we need to 
see lots of it. It is important to give them a 
strict time frame. Too much time will make 
them worry so I limit the exercise to about 
60-90 minutes.

The second part of the project is to 
produce a piece of theatre, a piece of 
“theatre for one” which means in this case 
one actor and one audience member. We 
are taking Peter Brook literally here. The 
duration of the performance should be 
about five minutes maximum. Five minutes 
can be a long time for one person to sit in 
an enclosed space with another person. 
You will get lots of comments when that 
person reflects on the experience. This 
is a good example of the Commedia 
convention because you are dealing with a 
stock emotion in the restricted space of a 
Commedia stage.  

This is the point at which I want to 
explore the connection between a stimulus, 
the content generated and the choice of 
performance space. A portrait, by its very 
nature, is intimate and therefore it might 
be a logical step to make the content and 
performance space intimate and personal. 
Years ago I saw a performance of the Ann 
Frank story in a vaulted cellar. The audience 
was cramped and the set was cramped. It 
was a perfect choice for that material. Too 
often the student does not marry space 
and content and this is a good exercise to 
explore that.

Using the portrait and the emotion 
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it represents as a starting point the 
students need to brainstorm ideas. Ask 
the students to work alone and begin 
with a Big Word then a list of Key Words, 
Sensory Responses and finally what 
might be the Message to the Audience. 
Back in the original group share ideas 
and choose one that resonates for the 
whole group.

To begin the devising, ask the 
question: “Who might this person 
be?” and “Why this emotion?”. Once 
those ideas become solidified then 
they can be developed using a 
variety of drama conventions – inner 
monologue, thought-tracking, telephone 
conversations, story-telling etc. 

One actor does not necessarily 
mean one voice in the performance. 
Voices of other characters can be heard 
or recorded and played during the 
performance. One of the most powerful 
performances I saw in this project was 
that of an actor playing a child who was 
silent throughout the piece. However, 
both she and the audience member 
were listening to a dialogue between 
her parents off stage. It began with 
an argument and built to a beating. 
We responded to her face and body 
language. It was chilling. On another 
occasion a young man, as part of his 
performance, read aloud a letter. He 
created such a sense of love with his 
face and voice that it was really joyful. 

Once the material has been 
developed then the performance needs 
an appropriate space. It is important 
that the space chosen is blocked off and 
intimate.  The first time I saw a Theatre 
for One performance was at a street 
festival in Paris and the space was one of 
those new space age toilets – cleaned, of 
course! For lighting the students return 
to the original colour palette for their 
emotion. It is, of course, acceptable for 
the first part of the project, the portrait, 
to be simply the stimulus for the action. 
However, by not using the portrait you 
are re-enforcing the insecurity many 
students have in their ability to “do 
art”. They must put forward very good 
reasons not to use it, therefore, and their 
colour choices must be reflected in the 
lighting they choose.

Try it, see what happens. It is a great 
vehicle for integrating ideas.

Teacher 
resources
Created by Claudia Kennedy
Colours and shapes by Mike West

USEFUl SoUrCES/lINKS
Database of plays by Jim Cartwright: 
www.doollee.com/PlaywrightsC/cartwright-jim.html

Creating atmosphere as a designer – supporting material for teachers (and students) and 
lesson ideas:
http://dbruch.hypermart.net/engineer/pg010a_create.html
https://dramateachersnetwork.wordpress.com/tag/elements-of-production/
https://dramateachersnetwork.wordpress.com/2011/08/06/costume-and-set-design-
teaching-ideas/
https://dramateachersnetwork.wordpress.com/2013/07/09/5-quick-stage-lighting-
teaching-ideas/

Professional production design portfolios with images to inspire ideas:
www.mishakachman.com/clients/kachmanm/nav/frameset.shtml
www.marshallmcmahen.com/portfolio.html
www.dexigner.com/directory/cat/Set-Design/Portfolios.html
www.dmoz.org/Arts/Performing_Arts/Theatre/Stagecraft/Set_Design/Designers/

National Theatre London playlist of videos about production design (different 
productions, interviews with designers etc):
www.youtube.com/watch?v=MeARm369J08&list=PL48EDBCB4915D0ACA

Creating a visual narrative: production design for Mother Courage (approximately 3 
minutes): 
www.nationaltheatre.org.uk/video/creating-a-visual-narrative

Creating Elsinore: short video about production design for Hamlet’s Elsinore Castle 
(approximately 9 minutes):
www.nationaltheatre.org.uk/video/creating-elsinore

DISCUSSIoN PoINTS
1. How does colour influence our mood?
2.  Is there a difference between pigment (painted) colours, e.g. in a room, and lighting 

colours on a stage? If so, how do they differ?
3.  What is the role of the different production design elements (such as sound, lighting, 

set, costume) in a piece of theatre?
4.  How do the different production design colours (set, costume, lighting, sound) work 

together? How do they affect and influence each other?
5. How do designers (costume, set, sound) use texture?
6.  How do lighting designers use colour, lighting angles and the placement of light sources?
7.  What are the key issues production designers have to consider when creating their 

designs for a production? 
8.  Give some examples of designs that you thought were particularly effective and 

explain why. These could be from a live production you have experienced or pictures 
of designs you have researched.

9. What is a “directorial concept”?
10.  For which play (or scene from a book) would you especially like to create a theatre 

design, and why? Make a rough sketch of your ideas and briefly explain your directorial 
concept.

11. What is meant by a “non-naturalistic” design?
12.  In a non-naturalistic design how does the audience understand the context of the 

piece? Can you give some examples?
13. What is the role of the audience’s imagination in creating a powerful piece of theatre?
14. How can space be used symbolically in a piece of theatre?
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15.  How could you tell a story using only production elements? 
Create a sketch or map of your ideas. 

FUrTHEr IDEAS
Another play that might work well for this project is Caryl 
Churchill’s Love and information. Education pack at Royal Court 
Theatre London website under Education: 
www.royalcourttheatre.com/education/educational-resources/

Description of a production of Love and information with director’s 
notes:
http://malthousetheatre.com.au/whats-on/love-and-information

Review of Love and information and the original trailer:
www.huffingtonpost.co.uk/2012/09/16/love-and-information-
review_n_1888662.html

Further suggestions for possible monologues:
https://dramateachersnetwork.wordpress.com/suggestions-for-
monologues/

Interdisciplinary literacy and empowerment in schools by Sean 
Tobin
USEFUl SoUrCES/lINKS

Example of a National Theatre London resource video:  www.
nationaltheatre.org.uk/video/development-from-design-to-stage
Digital Theatre has plays and an educational site with resources for 
all aspects of theatre design: 
www.digitaltheatreplus.com/making-theatre
Arts Alive, Canada: www.artsalive.ca/collections/imaginedspaces/
index.php/en/learn-about/elementsandprinciples/elements-of-
design

Mentioned in this article:
robert Edmond Jones, The dramatic imagination – reflections and 
speculations on the art of theatre
Further reading by/about Robert Edmond Jones:
Towards a new theatre (1952)
Drawings for the theatre (1925)
Continental stagecraft (1922), written with Kenneth Macgowan
The theatre of Robert Edmond Jones (1958), Ralph Pendleton 
(editor)
The stage is set (1932), Lee Simonson

robert Wilson 
www.robertwilson.com - evocative pictures of productions
Interview with Robert Wilson about Marina Abramovic: www.
youtube.com/watch?v=b26E0D2pm1c&list=RDd3ee7goGFEA&ind
ex=5
Threepenny opera (Berliner Ensemble, 2012): www.youtube.com/
watch?v=nv2SiBcE9dM&list=RDd3ee7goGFEA&index=27
Shakespeare’s sonnet 66 “Tired with all these, for restful death I 
cry” (in German):
www.youtube.com/watch?v=N7CmtKwjE5c&index=27&list=RDd3e
e7goGFEA
Documentary about Einstein on the beach: www.youtube.com/wat
ch?v=b26E0D2pm1c&list=RDd3ee7goGFEA&index=5

robert lepage
The Guardian article: www.theguardian.com/education/2001/
jun/23/arts.highereducation1
A short intro (Roundhouse Theatre):
www.youtube.com/watch?v=Rs_TnUqx51w
RL about his work (MIT student workshop) as starting point for 
students: www.youtube.com/watch?v=PvHMN31u4r8
La Face Cachee de la Lune: 
www.youtube.com/watch?v=CgIbu9MwLQY
Antonin Artaud
Le theatre et son double (1938)

English Version: The theatre and its double, translated by Mary 
Caroline Richards (1994)
Antonin Artaud, Selected writings (1988) ed. Susan Sontag
Approaches to a Theatre of Cruelty (preview): www.youtube.
com/watch?v=hpfVW6otfyQ&list=PLtFaRaQYTcqc_-
kC8DP5xjr4UfyosI8t8&index=1
www.thedramateacher.com/theatre-of-cruelty-conventions/

Tim Etchells 
www.timetchells.com/
Forced Entertainment: 
www.forcedentertainment.com/notebook/
The Complete Works Table Top Shakespeare Inside Story

Miet Warlop’s award-wining work Mystery magnet: taster  
www.youtube.com/watch?v=RMeDj217o20

Adrian Howells
Obituary by Lyn Gardner of The Guardian:
www.theguardian.com/stage/2014/mar/24/adrian-howells
Collection of quotations and a short (5 minutes) interview with 
Howells about his work: 
http://blog.finalfling.com/adrian-howells/

Tim Darbyshire - Stampede the Stampede: www.
timdarbyshirestudio.com/says.html

Marina Abramovic: the artist is present - www.moma.org/
interactives/exhibitions/2010/marinaabramovic/
www.youtube.com/watch?v=OS0Tg0IjCp4

Hinch: a film about Ian Hinchcliffe trailer: 
https://vimeo.com/100320487
Obituary/information about Ian Hinchcliffe: www.
unfinishedhistories.com/history/individuals-2/ian-hinchliffe/

Tehching Hsieh – One year performance: art documents 1978-1999 
and One year performance: art documents 1980 – 1981 
Time clock piece: https://vimeo.com/16280427
and
www.youtube.com/watch?v=FoNd254KrjU
and an article from The Guardian about Time clock piece:
www.theguardian.com/artanddesign/australia-culture-blog/2014/
apr/30/tehching-hsieh-the-man-who-didnt-go-to-bed-for-a-year

Soundsuit project: see ISTA Scene magazine 2013-14 April issue: 
www.ista.co.uk/downloads/ISTASceneAprilDoubleIssue.pdf

Singapore Fringe
www.necessary.org/index.php/m1-singapore-fringe-festival
www.singaporefringe.com/fringe2015/

DISCUSSIoN PoINTS
1. What does “interdisciplinary” mean to you?
2.  How can an understanding of visual art enrich your work in 

theatre?
3.  Can you give some examples of situations in which a good 

knowledge of the elements of art/principles of design can help 
you create a better piece of theatre?

4.  What would you consider to be the fundamentals of visual art?
5.  What would you consider to be the fundamentals of dramatic art?
6.  How does theatre combine a range of artistic disciplines: visual, 

linguistic, physical, musical? Give examples.
7.  What skills, ideals, disciplines, aesthetics and histories can we 

draw from the Visual Art world when creating theatre?
8.  What is “performance art”? How is it art? Theatre? Visual art? 

What makes the “performance” aspect?
9.  How is “performance art” the same as or different from an 

“installation”? 
10.  “Most important parts of theatre-making are the visuals”: to 

what extent do you think this is true?
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ACTIVITY STArTErS AND ProJECTS
“Most important parts of theatre-making are the visuals” - how 
can this statement provide the starting point for an exploration of 
the visual aspects of theatre?

Starting from a piece of visual art, what kind of set design might it 
inspire? How would the shapes, texture, colours and composition 
transfer to a stage set? Alternatively, when working on a piece 
of theatre, which art works can you find that might provide an 
imaginative stimulus for your ideas? How do the elements of art / 
principles of design apply to set design?

A study of Bauhaus (or any other modern art movement) and its 
historical context:
How do theatre/visual artists experiment today? (experimental 
theatre?) How far can artists push boundaries? What are the 
boundaries they explore – social convention? Materials? Spaces? 
Technology? How does breaking a convention or boundary in 
one era become mainstream in another? What do artists do when 
everything has been tried…?

www.theartstory.org/movement-bauhaus.htm
www.metmuseum.org/toah/hd/bauh/hd_bauh.htm
www.abstract-art-framed.com/bauhaus.html
A study of Butoh and its context/its unique aesthetic

About Carlotta Ikeda, Butoh dancer (1941-2014): http://chokohma.
com/tag/carlotta-ikeda-butoh-history-death-ariadone-paris-
france-buroh-female-dacner/
About Ko Murobushi: 
www.impulstanz.com/en/archive/artistbios/id412/
Documentary about Butoh featuring Ko Murobushi (Spanish 
subtitles):
www.youtube.com/watch?v=VUU1l9KfffY
Dance of Darkness: documentary about Butoh
www.youtube.com/watch?v=xVZi8zuJExo

FUrTHEr IDEAS
VISUAl lITErACY forms part of many courses in language arts/
modern language learning, so there are strong interdisciplinary 
connections possible through investigating visual literacy beyond 
arts disciplines, for example in a study of advertising, modern 
communication or social media.

A starting point might be: “How far is advertising art?” (e.g. 
Toulouse Lautrec, or award-winning advertising videos) or “How 
can audience response be manipulated by an image?” 

Teaching visual literacy: Toledo Museum of Art
www.vislit.org/visual-literacy/
www.vislit.org/the-art-of-seeing-art/
www.vislit.org/for-teachers/
Excellent resource for teaching/learning visual literacy, with online 
activities such as examples of images and their analysis. Students 
can roll their mouse over the image and see analytical comments 
in a pop-up box. The site also has activity plans and a bank of 
questions.
www.humanities.umd.edu/vislit/index.php
Visual literacy strategies and resources: 
www.edutopia.org/blog/ccia-10-visual-literacy-strategies-todd-
finley
INTErDISCIPlINArY TEACHING AND lEArNING (across the 
arts/other subjects):
The IB-MYP guide to interdisciplinary teaching and learning 
(2014) has an excellent explanation of the fundamentals of 
interdisciplinary along with guidelines and examples. Available for 
IB schools on the Online Curriculum Centre, or via the IB store: 
https://store.ibo.org/myp-guide-to-interdisciplinary-teaching-and-
learning

The best interdisciplinary connections reveal areas of understanding 

that would not have been possible had the disciplines not been 
combined. Truly interdisciplinary work needs to be: 
Purposeful – what will the student gain from combining the 
disciplines?
Integrative – How can these disciplines be combined in such a way 
that one depends on and enriches the other?
Grounded in the disciplines - How does the exploration draw 
on aspects that are essential to each of the disciplines we are 
combining?
(Note: this is a summary of some of the information from the MYP 
guide mentioned above)

The double-edged sword by Tim Licata

USEFUl SoUrCES/lINKS
Escher Museum:
www.escherinhetpaleis.nl/escher-of-the-month/escher-of-the-
month-current/?lang=en
This has a full description of paintings selected each month (see 
archive).
Information pack for students: 
www.escherinhetpaleis.nl/wp-content/uploads/2011/05/
Information-Escher.pdf

Information on Pierre Byland:
www.burlesk-center.ch/page38/page21/page21.html

Information about drama as play – Gavin Bolton – with a list of 
resources:
www.theatroedu.gr/Portals/38/main/old_pages/mPPact/page_5f.
htm

Full text of Dorothy Heathcote’s seminal work on Drama as a 
Learning Medium (By BJ Wagner):
http://files.eric.ed.gov/fulltext/ED130362.pdf

The synaesthesia matrix by Adele Caemmerer

USEFUl SoUrCES/lINKS
http://web.mit.edu/synesthesia/www/carol.html

Articles about synaesthesia:
www.livescience.com/169-rare-real-people-feel-taste-hear-color.
html
www.apa.org/monitor/mar01/synesthesia.aspx

Article with a brief embedded video explaining synaesthesia:
www.mnn.com/health/fitness-well-being/stories/what-is-
synesthesia-and-whats-it-like-to-have-it

Website explaining synaesthesia to kids: https://faculty.washington.
edu/chudler/syne.html
Video:
www.youtube.com/watch?v=vEqmNX8uKlA

DISCUSSIoN PoINTS
1. How can an artist be considered a “synthesizer”?
2.  How do patterns and attention to detail underlie many works 

of art? Where do they not? Can you give examples of both?
3.  How can patterns (or a focus on specific details) be used as 

a starting point for creating art? Explore some ideas that you 
have for doing this, perhaps even in different art forms.

4.  What patterns are there in your everyday life that you don’t 
even notice any more?

5. What is “synaesthesia”? 
6. How do you think synaesthesia might make life richer?
7. How would synaesthesia be challenging?
8. How do you think synaesthesia might influence an artist?
9.  Explain what a metaphor is. Why is it important in theatre (the 
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arts) in particular? Can you give some examples that you feel 
are especially strong?

10.  How would you explain “abstract” art? Can you give some 
examples?

ACTIVITY STArTErS AND ProJECTS
Fabulous TED talk about the potential link between sound and 
colour: Neil Harbisson, I listen to colour:
www.youtube.com/watch?v=ygRNoieAnzI

Could be a starting point for creating movements to colour, or 
visual sound poems (see also optical poem below).

Synaesthete artists:
www.daysyn.com/synesthete-artists.html#anchor_81

How synaesthesia inspires artists: 
www.bbc.com/culture/story/20140904-i-see-songs-in-colour

Portfolio of synesthetic artist Melissa McCracken:
www.melissasmccracken.com/#!portfolio/c123x
On her website, she also has a list of articles about synaesthesia/
synesthetic artists and her work: 
www.melissasmccracken.com/#!press/cnx0

Create a movement/theatre piece based on patterns or routines 
from everyday life, for example sleep patterns, morning routines, 
different people you interact with. 

Create a “morning routine” or “traffic” piece as described in the 
second paragraph of the article. Instead of using colours to “code” 
elements of the pattern / routine, use sounds and / or movements 
/ gestures. Use the same sound or movement / gesture for each 
element of the morning routine and put them together in the order 
in which they occur during your “morning routine observation 
period”. Later, change the order/reconfigure/re-choreograph the 
movements using elements of dance. (www.elementsofdance.org 
or www.youtube.com/watch?v=UGuD9Geeb2k)

As you observe morning routines (or traffic) note the kind of 
movements involved and abstract them by changing their size 
(e.g. making them huge), their tempo and their direction. Put 
them together using elements such as repetition or symmetry and 
choreograph them into a movement sequence, with or without 
music (see elements of dance, above).

In a group of 4-5 people (anything up to 8 will work well) create a 
soundscape for a randomly chosen picture or art work. Ask another 
group – who have NOT seen your picture - to lie down with their 
eyes closed as you perform your soundscape around them. When 
you have performed, ask the listeners to describe what they saw – 
colours, shapes, textures etc and see how what you communicated 
with your soundscape relates to what the group heard.

FUrTHEr IDEAS
Use the synesthetic matrix as an introduction to abstract art for 
theatre students perhaps as an exploration of abstract/symbolic 
set design.
Abstract art: 
www.tate.org.uk/learn/online-resources/glossary/a/abstract-art

About Wassily Kandinsky (who was a synaesthete): www.
synesthesiatest.org/blog/wassily-kandinsky-abstraction
www.telegraph.co.uk/culture/art/3653012/The-man-who-heard-
his-paintbox-hiss.html

Other stimuli to explore abstract performing arts:
Bauhaus dance
www.youtube.com/watch?v=UKfNkrmZtSg
www.youtube.com/watch?v=Ad0bUvTuXv8
www.youtube.com/watch?v=87jErmplUpA

An optical poem (Oskar Fischinger, composed to Franz Liszt’s 2nd 
Hungarian Rhapsody)
www.youtube.com/watch?v=they7m6YePo

Fernand Leger, Ballet mecanique (1924)
www.youtube.com/watch?v=2QV9-l-rXOE
and www.youtube.com/watch?v=FmThAic44GI

Use a piece of abstract visual art or abstract music as a stimulus 
for a piece of theatre (which could be abstract too but doesn’t 
have to be. It could take as its starting point associations with the 
stimulus that lead to a narrative).

A not so still life – an interview with Sue Maclaine

USEFUl SoUrCES/lINKS
Sue MacLaine’s website: www.suemaclaine.com
Contact Sue on: sue@suemaclaine.com

Two very different perspectives captured in the obituaries of 
Henrietta Moraes:
1.  www.theguardian.com/news/1999/jan/08/guardianobituaries2
2.   www.telegraph.co.uk/culture/4716678/She-wasnt-equipped-to-

be-a-mother.html
The one in The Guardian is the one on which MacLaine based 
her piece Still life and focuses on Henrietta Moraes’ life events. 
The other one from The Telegraph is written to consider the 
perspective of Moraes’ son.

Autobiography (book): Henrietta by Henrietta Moraes (1999)

Reviews of Still life by Sue Maclaine:
www.threeweeks.co.uk/article/ed2012-theatre-review-still-life-an-
audience-with-henrietta-moraes-sue-maclaine/
A review by Dan Hutton: 
http://dan-hutton.co.uk/2013/05/05/still-life-by-sue-maclaine/

Maggi Hambling’s website: www.maggihambling.com/work/

A Youtube clip about a portrait of Henrietta Moraes: www.youtube.
com/watch?v=L5W_c8IAnIo

DISCUSSIoN PoINTS
1. What does it mean to be a “muse”? To “pose”?
2.  A nude painting of Henrietta Moraes by Francis Bacon 

recently sold for 21 million GB pounds (www.bbc.com/news/
entertainment-arts-17056805). Research paintings by Bacon of 
Moraes. What is your response to the paintings? What do they 
communicate to you?

3.  What story does Lucien Freud’s painting of Moraes tell? How is 
it different from Bacon’s paintings of Moraes?

4.  The piece Still life received the Total Theatre Award for the most 
groundbreaking act. What do you think is “groundbreaking” 
about the piece? Would you like to experience it? Why or why 
not? What are the different connotations of the words “still” and 
“life” in the expression “still life”?

5.  What is a “bohemian”? Why is this description used as a “job 
title” for Henrietta Moraes by The Guardian, and how does this 
label or define her? 

6.  What kind of information do you get from an obituary? Why do 
you think this fascinated MacLaine?

7.  How would you explain Sue MacLaine’s artistic intention for the 
piece Still life? 

8.  Thinking about the perspective of performer/audience, what 
do you think about nudity on stage? Nudity in a painting? Is 
there a difference? Why (not)? Why are mostly female nudes 
portrayed in paintings? What does this say about the way 
female/male bodies are perceived and what is acceptable in 
our society?

9.  How is the space in which a piece of theatre is performed 
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significant? How does it impact the theatrical experience? How 
is the performance space for Still life integral to the piece, and 
how do different performance spaces change it?

10.  What other artistic choices did MacLaine make that are vital 
to the performance? Why those choices and why are they so 
crucial? How would making other decisions change the piece?

11.  How would you describe the audience/artist interaction in Sue 
MacLaine’s work? What does MacLaine do in order to change 
the dynamics of the relationship and evoke a response? 

12.  How does MacLaine explain the overlap between visual and 
performing arts? How are the creative processes similar and/or 
different?

13.  What does the artist mean by the metaphor “limp water-colour 
theatre”? Can you give an example from your own experience?

14.  MacLaine advises artists to: “Hold your nerve in your 
incomprehension because eventually comprehension will be 
found”. Do you agree with her advice that as an artist you 
should be “true to your vision and not … scared about being 
incomprehensible”? 

15.  How do you think MacLaine’s preparation rituals help her 
before each performance? What rituals do you have when 
preparing for important events (including performances) and 
why do you think they are helpful?

ACTIVITY STArTErS AND ProJECTS

ARTISTIC CHOICES
Aims:
•  to develop understanding of the conscious artistic choices an 

artist makes, and why
•  to encourage theatre students to observe closely the details in a 

theatrical piece and make conscious choices in their own work
Start with an empty space (could be a stage, or not). Place one 
article in the space – it could be a water bottle, a school bag, a 
chair, an article of clothing… How does the placement of the article 
change the balance of the space? What images and stories does 
it start to conjure up in the mind of the observers? Next, place a 
selection of articles in the space – a kind of “still life” - explore how 
different arrangements create different stories. What happens 
when a person is added? More than one person? Text? Lighting 
and costume elements? 
Finally, what are all the artistic choices Sue MacLaine explains in 
the interview? What are their implications? This can be extended 
to other productions students have experienced, and their own 
creations.

ALL THE WORLD’S A STAGE
Aims:
•  to broaden students’ understanding of theatrical space and 

experience approaches to using space
•  to understand how setting / space / environments can inspire 

creativity
Sue MacLaine clearly explains how her piece Still life is created for 
a visual arts space, and resonates within it. How does the space 
in which you perform a piece belong to that space? How would 
it transfer to another space? Decide on an issue affecting young 
people that interests you and choose a space that resonates or 
has symbolic qualities for your idea. An example: a piece about 
bullying set in a locker room or changing room. Create a 10-minute 
performance piece using devising techniques or stage a text / 
scripted piece. How do you draw on the setting for inspiration, and 
how do you use its qualities to heighten the impact of your piece?
Alternatively, find a space in your vicinity that inspires you and 
develop an idea for a piece there.
Watch different performances (in different spaces) and discuss the 
ways in which the space defines the performance.

LOOK, LOOK, LOOK….
Aims:
•  to explore through theatrical means how we present ourselves 

to the world

•  to investigate objectivity / subjectivity when telling people’s 
stories 

Some stimulus questions to explore:
In Still life Sue MacLaine repeats the words look, look, look, look… 
Lynn Gardner, in her review of the piece, writes: “The show is 
all in the gaze… it changes the nature of looking”. What do we 
allow other people to ”look at” about us? For example, in our 
online presence, by curating our lives on social media, the way we 
present ourselves to the world physically? Explore the different 
connotations of the word “pose”. How does being ”looked at” 
change us? Change our responses and our actions / choices? What 
kind of things do we do when we think no-one is looking? What 
does it mean to really SEE something? Someone? How do you 
want to be seen? How does it feel to be gazed at? Bacon painted 
Moraes from photographs, not with her in the room. How does this 
change the “gaze”, being at one remove?
What does our “identity” consist of? How many “identities” do 
we have? Which parts of ourselves do we present in our lives, 
to different “audiences”? Parents? Teachers? Friends? How 
do other people “interpret” us and what do they base their 
“interpretation” on? What choices do we make about the “self” we 
present to others? Which aspects of our character are apparent 
unconsciously or unwittingly? In what circumstances do we “play 
a character” in real life? How does the cultural context / time 
period in which we were born affect our identity? How we present 
ourselves? What we are allowed to show and what we have to 
reveal? Why?
MacLaine addresses these ideas on her website, calling this 
the “time of micro-celebrity and the ‘selfie’” and that her work 
describes “our relationship to notions of the self and contexts in 
culture.”
With reference to acting: How is character revealed on stage to an 
audience? What choices do actors make when developing fictional 
characters and how do they use aspects of their own personality 
to create them? How actors portray characters with experiences 
that they (the actors) have never had (e.g. a murderer)? 
Develop the monologue of a character taken from a full length 
play and explore these questions in relation to your character. 
Create a Facebook page for your fictional character and collate the 
viewpoints of the other characters in the play about him or her.
Possible further materials:
Huis clos by Jean Paul Sartre (No exit) – ”L’enfer, c’est les autres” 
(“Hell is other people”)
The movie Titanic; the scene in which Jack draws Rose.

DOCUMENTING A LIFE…
Aims:
•  to explore how fictional representations of real life personalities 

can be created
•  to experience how research and investigation using different 

sources informs creativity
The reviewer Dan Hutton writes: “There is no way we can change 
Moraes’ drug-fuelled, hedonistic, somewhat tragic story, but we 
can document it in our own way.”
MacLaine explains that she writes “scripts that are intensively 
researched and constructed” and that her aim is to portray the 
personality of Moraes with “softness and compassionate curiosity”. 
She is concerned with “understanding how people tell their stories. 
The different ways we narrate life and the different ways in which 
memory is constructed. The fact that … we can tell a hundred 
different versions of our life story depending on our audience” 
Where does fact meet fiction in the portrayal of a (famous) 
person’s life? How does an artist capture the essence of a life/
personality and create a piece of theatre around it? MacLaine 
mentions about Moraes that she wanted to ”inhabit her” rather 
than ”be her” – what is the difference?
Think about plays (and movies) you have seen about famous 
personalities. When creating performance pieces about historical 
(or living) people – what research do you think is required? What 
sources of information can the artist draw on and which might be 
the most useful or accurate?
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Work with a classmate and create a “still life” of him or her (you do 
not have to be the same gender). How will you gather information 
and what will you choose to include? How might your portrayal be 
different from your classmates’ of themselves?
Choose a famous person (historical/living) that inspires and/or 
fascinates you. Research into the life of the chosen person in depth 
and using different sources. Which aspects of their lives will you 
investigate? Which perspectives will you choose? What will your 
“still life” performance include and why? 
What kind of information do you get from an obituary? Consider 
various obituaries for Henrietta Moraes and/or your historical 
character, and how they take different viewpoints or include 
different information. What would you want people to remember 
you for?
What do I know of a person’s/my character’s life narrative and 
what do I have to imagine? How much “poetic licence” should I 
allow? How do the choices people (or characters in a play) make 
shape the narrative of their lives and who they become? How do 
people become who they are? 
What do we learn about ourselves as artists, about our own 
identity by examining the lives of others (fictional or non-
fictional)? How are we the authors of our lives (like fiction authors 
/ playwrights for their characters)?

JOB TITLES AND OTHER DESCRIPTIONS
Aims:
•  to explore the implications of ”labelling” people and ”unpack” 

the personality behind the label
•  to develop ideas for a devised piece about stereotypes
MacLaine was fascinated by the choice of one obituary to give 
Moraes the “job title” bohemian. How might ”labels” (one word 
descriptions) be useful in capturing the essence of a personality? 
Or limiting and too narrowly defined? What is a ”stereotype”? 
What stereotypes have you come across and what do they mean? 
What do you think of stereotypes and why are they so enduring? 
Why do we use them? What helps people to break free from 
stereotypes and labels? 
Develop an idea for a character that includes as much detail as 
possible about them. Think about contradictory personality traits, 
your character’s dreams or interesting, even quirky hobbies your 
character may have. Write a monologue for your character that 
includes these aspects: thoughts about how the character sees 
him/herself, how s/he believes s/he is seen by others and how s/he 
would like to be seen, something the character is proud of, worries 
about, and a secret dream or ambition s/he has.
MacLaine also writes that “creating a performance is about inviting 
what scares me to introduce itself and hang out for a while”. www.
suemaclaine.com/aboutme/
What fears does your character have and how does this influence 
him/her? Is s/he able to overcome this fear? How? 
And finally – how does all this apply to you? If you were the 
”character” in the monologue that you have created, what would it 
look like?

AUDIENCE-PERFORMER RELATIONSHIP
Aims: 
•  to reflect on and explore the “dynamic relationship between 

audience and performer” (www.suemaclaine.com/still-life/)
•  to consider how we can consciously try to influence an 

audience’s response
Have you have performed a piece to more than one audience? 
How did different audiences’ responses affect you as a performer? 
How did you try to influence this response through your 
performance?
What performances have you seen that explore and experiment 
with the relationship between audience and performer(s)? How? 
What was it like being a member of the audience? Do you like 
pieces that involve the audience? Why or why not? How can 
you change or influence the audience-performer relationship 
in a piece, and for what purpose? Research practitioners that 
have developed innovative ways of (re-)defining the audience-

performer relationship. How did they do this and what did they 
aim to achieve? Create a short piece in the style of your chosen 
practitioner, or actively incorporate some of his / her techniques 
that you learned about through your research, into your current 
piece / performance project.

THE ARTISTIC JOURNEY
Aims:
•  to reflect actively on what shapes us as artists and capture 

influential events
•  to create an opportunity to shape our artistic development 

through our future choices
MacLaine gives a powerful metaphor of “what you painted five 
years ago leaking through”. Which experiences in art/theatre 
have influenced and inspired your own artistic development? 
Why? Which other events in your life made an impact? Make an 
imaginative representation or timeline (visual, symbolic, dramatic 
or any other form of your choice) of your “artistic journey” to date 
with significant events and experiences. Where did you start the 
journey, where are you now and what areas of artistic interest 
would you like to pursue in the future?

FUrTHEr IDEAS:
Some quotations as discussion starters from MacLaine’s website:

“My thinking then turned to the composition of still life paintings 
and how the founding more of such paintings is the absence of 
human form and the presence of domestic trivia.  I imagined the 
re-figured performance as a still life painting of Henrietta’s life 
but with Henrietta within the painting disrupting the stasis and 
therefore influencing the drawings that are being made of her.”
www.suemaclaine.com/still-life

“I write scripts that are intensively researched and constructed. 
My work is inventive in form, poetic in language, full of wit and 
dead-pan humour.  In performance I deliberately strain against the 
traditional relationships between performer and audience.  Each 
work is different in form and setting; taking place in traditional 
theatre spaces and site-specifically. The creative inquiry allowing a 
marrying form and subject.”
www.suemaclaine.com/aboutme

If I can get it to Saudi Arabia by Cathy Cross

USEFUl SoUrCES/lINKS
Information for students about different types of theatre:
http://theatreprojects.com/files/pdf/Resources_IdeasInfo_
typesandformsoftheatre.pdf
KP’s theatre class – types of stages a very clear video explaining 
proscenium, arena and thrust stages:
www.youtube.com/watch?v=L99g_Wg5Gh8&list=PLNASczliYmdjd
v6gAgrVRp2CcknjaOUxF

Simple exercise to “create a (theatre) world”:
www.theatrefolk.com/blog/exercise-create-a-world/

Examples by Krista Price of director’s concepts for her (school) 
productions:
The Crucible: www.kristaprice.com/Krista_Price/IS_Directors_
Concept_files/Portfolio%20%28TC%29.pdf
Flowers for Algernon: www.kristaprice.com/Krista_Price/IS_
Directors_Concept_files/Portfolio%20%28FFA%29.pdf
Once on this island: www.kristaprice.com/Krista_Price/IS_
Directors_Concept_files/PORTFOLIO%20%28OOTI%29.pdf

Theatre on a Shoestring – full of useful links and pictures for 
productions on a budget:
http://upstagereview.org/articles.html

SPARK 2015 Performing Arts Magazine with resources for staging 
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productions in schools: 
www.stagewhispers.com.au/spark

MANTlE oF THE EXPErT, a way of engaging students in 
cross-curricular learning using drama. These sites have videos, 
descriptions, teaching resources (including assessment), blogs, 
links, training courses, planning templates, books/publications….

The theory behind MoE: pedagogic structure and practical 
examples: www.academia.edu/4233251/Dorothy_Heathcotes_
Mantle_of_the_Expert_approach_to_teaching_and_learning_A_
brief_introduction
www.mantleoftheexpert.com/about-moe/introduction/
www.utexas.edu/cofa/dbi/content/mantle-expert (United 
Kingdom)
mantleoftheexpert.co.nz/?cat=24 (New Zealand)

Multimedia theatre company FORKBEARD FANTASY, combine 
theatre, film, circus, animation, puppetry, surreal costumes and sets. 
FF also has an educational programme with courses/workshops 
for students, teachers and professional designers including a 
residential summer school and touring productions. There are also 
many examples of their work on Youtube.
http://dramaresource.com/features/forkbeard-fantasy-multimedia-
theatre-of-the-absurd-1/
http://www.forkbeardfantasy.co.uk/

DISCUSSIoN PoINTS
1.  How is a set designer also a visual artist? How is the work of a 

set designer and visual artist different? What about costume 
and props designers?

2.  How do designers decide the kind of set/costume/props/
lighting that are appropriate for a specific production?

3.  What process do designers undertake to create their designs 
and how do they collaborate?

4.  Give some examples of production design aspects (set, 
costume, props, lighting, sound) in a piece of theatre (or film) 
that you found particularly powerful and expressive. Why?

5. How do theatre designers tell stories? Give some examples.
6. What is a “director’s concept”? Why is it important?
7.  Research the installation Blood Swept Lands and Seas of 

Red at the Tower of London, United Kingdom. What was the 
story being told by the installation? What were the symbolic 
elements?

8.  Why do you think the artists decided to tell it in this way? Do 
you think it was an effective choice? Why or why not?

9.  Can you give other examples of commemorative events, for 
example from different countries or cultures, or one that you 
have experienced?

10.  What does it mean to commemorate something? What kind of 
events or occasions do we commemorate, and why?

11.  What do you think are important elements of a commemoration?
12.  How does adding a dramatic element to an event help us / the 

audience understand it? 
13.  What are different ways in which a piece of theatre can be 

staged?
14.  What are the aspects of each type of theatre staging that 

directors, designers and actors need to consider when creating 
the piece?

15.  What is site-specific theatre? Why do you think it can have 
such a strong impact on an audience? 

ACTIVITY STArTErS AND ProJECTS
www.hrp.org.uk/TowerOfLondon/poppies
Blood Swept Lands and Seas of Red: The Tower of London Poppy 
installation.
Piper, a freelance[design artist] who works regularly at the Royal 
Shakespeare Company, was brought on board in autumn 2013 
by Deborah Shaw, the head of creative partnerships at Historic 
Royal Palaces, to work out how to stage the idea. He had the idea 
to create the Weeping Window, a cascade of poppies that spilled 

from a window, and the Wave, which swirled out of the moat to 
form an arch over the entrance to the Tower… “It became part of 
the work that it was always in a state of flux, always flowing. There 
was a great sense of theatre from the people planting, the people 
watching and then every night the roll of honour.” Cummins said 
the gradual planting meant using thousands of volunteers and 
their stories – whether they lost someone in a conflict or have sons 
and daughters serving abroad – have become part of the piece.
www.theguardian.com/world/2014/dec/28/blood-swept-lands-
story-behind-tower-of-london-poppies-first-world-war-memorial
Tom Piper also runs a blog with information (and pictures) about 
his designs: www.tompiperdesign.co.uk/blog/

FUrTHEr IDEAS
Devise a commemorative piece/event for your school or your 
community that visually and dramatically tells a story: for a 
historic occasion? A sports event? What is the story you want 
to tell through your piece? Decide on six key moments: how will 
you represent them? How will you link them to create a narrative 
thread? Which combination of performance and production 
elements will you use, for example projections? Puppets? Sound 
and lighting? How simply can you tell the story? What elements of 
ritual and or symbolism might you use?

Create a site-specific piece at your school: either a scripted piece 
(or extract of a piece) that you are studying, or a devised piece 
about a relevant issue. 

Article on the promenade/site-specific theatre form:
www.ayoungertheatre.com/behind-the-scenes-promenade-
theatre/

Example of a site-specific theatre project in a mental hospital
http://uregina.ca/weyburn_project/pages/sitespec.html
http://uregina.ca/weyburn_project/pages/video.html

Companies that specialise in site-specific and promenade theatre:
www.talkingbirds.co.uk/pages/sitespecific.asp
www.kabosh.net/productions.php
www.underconstructiontheatre.com/under-construction-theatre-
shows.asp?play=past

loNDoN olYMPICS 2012
The London Olympic opening ceremony is seen by many as 
telling of the story of the British people’s history and their national 
identity. This could be a starting point for creating a piece to 
explore cultural/national identities: 
National identity – is there such a thing? What are our similarities? 
Our differences – What brings us together? How do you capture 
the ”essence” or the ”spirit” of a community or group of people? 
What makes up (national) identity? Is national pride important? Or 
is it outdated in a world of global connections? What do you do if 
you come from a background of more than one cultural/national 
identity?

Daily Mail article with pictures and descriptions: 
www.dailymail.co.uk/news/article-2180814/London-2012-Olympics-
opening-ceremony-How-magic-moments.html

This article examines ”the opening ceremony of the London 2012 
Olympic Games as an exercise in public history”: 
www.academia.edu/6839567/Beyond_the_island_story_The_
opening_ceremony_of_the_London_2012_Olympic_Games_as_
public_history

The Guardian describes the Opening Ceremony as ”an effort to tell 
a thousand small stories”:
www.theguardian.com/sport/2012/jul/27/olympic-opening-ceremony

Zhou Libo, a leading comedian and a host on China’s got talent, the 
Chinese version of the UK TV show, commented that “2008 Beijing 
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was solemn, 2012 London is humour. Solemnity and stateliness 
tells the world you are strong. Humour lets the world feel you are 
strong; it’s about confidence.”
From: www.telegraph.co.uk/sport/olympics/london-2012/9434319/
London-2012-What-the-world-thought-of-the-opening-ceremony.
html

Tableau luminescence by Rob Russell

USEFUl SoUrCES/lINKS
For theatre teachers who may not be familiar with visual arts 
techniques and terminology:
Drawing the human form – comparison of different artists’ styles/
looking at stylistic features: 
http://art-educ4kids.weebly.com/the-human-figure.html
Also has information and templates about the elements of art: 
http://art-educ4kids.weebly.com/elements-of-art.html
Human anatomy fundamentals: 
http://design.tutsplus.com/articles/human-anatomy-fundamentals-
basic-body-proportions--vector-18254
And 
www.realcolorwheel.com/human.htm

Elements of art / principles of design:
www.getty.edu/education/teachers/building_lessons/elements_
art.pdf
and 
www.getty.edu/education/teachers/building_lessons/principles_
design.pdf
Also
www.nga.gov/content/ngaweb/education/teachers/lessons-
activities/elements-of-art.html
http://flyeschool.com/content/elements-artdesign-and-principles-
designorganization
http://thevirtualinstructor.com/artfundamentals.html

Lesson plans for figure drawing (and other aspects of visual art):
http://thevirtualinstructor.com/figuredrawing.html

Musee Rodin, Paris, enter ”watercolour” into search box:
www.musee-rodin.fr/en/search/node/watercolour%20language%3Aen

Figure drawing unit (6th grade):
www.incredibleart.org/lessons/middle/Jan-life.htm

Youtube on storyboarding (from film/animation but has the basics)
www.youtube.com/watch?v=7cWVdK5xyTs
www.youtube.com/watch?v=ux_Em1lVsjI

Video from Frantic Assembly’s website:
http://cw.routledge.com/textbooks/9780415467605/videos.asp

Example of chair duets devised by some students:
www.youtube.com/watch?v=UJ_9Eaog2yw

Theatre vocabulary: a fun video resource:
www.theatredictionary.org/

Quizlet flashcards:
https://quizlet.com/4706966/flashcards

Slideshare:
www.slideshare.net/Prouditalian920/basic-theatre-vocabulary

ACTIVITY STArTErS AND ProJECTS
The tableaux and/or gestures the drama students show to the visual 
art students to draw could tell a story (narrative): the artists have to 
draw what they see and then compare what they have drawn to the 
original story. If the gestures and tableaux by the drama students 
clearly communicate a strong intention, the visual artists’ drawings 

should be able to recreate the story. Alternatively, visual artists 
could draw in response to the tableaux / gestures, for example to 
represent the emotions portrayed, or associations with the tableaux. 
This can also work the other way – Visual artists draw a series of 
frozen gestures/tableaux and the drama students shape them into 
a narrative or interpret the story.

IB Middle Years Programme development:
This unit takes as its starting point Criterion D, responding, since 
the visual arts students are creating a piece of art based on their 
response to a stimulus given to them by the performing artists and 
vice versa. 
Criterion B, developing skills: observational skills and drawing / 
performing skills. Criterion C, creativity: the interpretation of the 
tableaux  figure drawings (stimulus) into a story
Criterion A: the understanding of how a narrative is shaped, or how 
researched material about a topic can be used to develop a piece 
of art; elements of the art form, specific arts vocabulary.

FUrTHEr IDEAS
Tableau work: 
http://cied.uark.edu/KMisiewiczTableauInTheClassroom.pdf
An example of stories told through tableaux by students, as a 
basis for discussions about what makes an effective tableau: 
www.youtube.com/watch?v=VRPBx86GcTA (approximately 4½ 
minutes)
Winners of Britain’s Got Talent, Attraction Shadow Theatre, take 
tableaux to a new level: 
www.youtube.com/watch?v=H8s97NiC2Ys

Combine shadow theatre with tableaux – how does this affect 
the clarity, precision, expressiveness of the work? What are the 
possibilities and limitations of each form - shadow work and 
tableaux without the use of shadows? What forms of visual arts 
use shadow techniques?

For shadow theatre/shadow puppetry, see also:
www.shadowstage.co.uk/
www.karagiozismuseum.gr/en/theatro_skion/
www.shadowlight.org/slp/docs/shadowTheatreManual.pdf
Two-part documentary about shadow theatre/shadow puppetry 
(approximately 12 minutes total):
Part 1 www.youtube.com/watch?v=FZ91LEOv8k8
Part 2 www.youtube.com/watch?v=XOU2ModMQN0

Primary emotions by Maggie Young

USEFUl SoUrCES/lINKS
Facial action coding system (FACS)/Forensic Emotion Awareness: 
www.facscodinggroup.com/about/facs
Also on this website a detailed view of universal human facial 
expressions: www.facscodinggroup.com/universal-expressions

The conference of the birds: Peter Brook in Africa, by John 
Heilpern (1999)

Robots that show emotion: 
www.youtube.com/watch?v=wjW-v0IPT_M

Interview with a robot: 
www.hansonrobotics.com/robot/bina48/

The science behind colour and emotion:
http://designshack.net/articles/inspiration/the-science-behind-
color-and-emotion/

Thoughts on colour meanings and symbolism:
www.arttherapyblog.com/online/color-meanings-symbolism/#.
VYlmlKb4NP0
and charts:
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www.arttherapyblog.com/resources/color-meanings-symbolism-
charts/#.VYlnUqb4NP0

Colour theory lesson “colour as emotion”, using various art works 
to demonstrate points about colour:
www.artyfactory.com/color_theory/color_theory_3.htm
There are other lessons about colour symbolism and colour terms 
as well as a fun quiz on the same website.

Colour theory: 
www.artyfactory.com/color_theory/color_theory_3.htm
Colour psychology: 
www.slideshare.net/JenniferJanviere/color-psychology-ss?related=4

National portrait galleries
London, United Kingdom: 
www.npg.org.uk/collections-landing.php
Washington, United States: 
www.nationalportraitgallery.org/collection/permanent.html
Canberra, Australia: 
www.portrait.gov.au/portraits/
Auckland, New Zealand: 
www.nzportraitgallery.org.nz/portraits-online/portraits

How to draw a face – basic proportions (approximately 12 minutes):
www.youtube.com/watch?v=dbRMCgtcchw
How to draw a human face – a bit more detailed with facial 
features (approximately 13-15 minutes each part):
www.youtube.com/watch?v=V7unbn4JT1Q (Part 1)
www.youtube.com/watch?v=eLW6Y1CXNQQ (Part 2)
How to draw hair: quick tutorial, broken down into steps 
(approximately 7 minutes):
www.youtube.com/watch?v=NHewz3JbKrQ
Note: these drawing tutorials are intended more as guidelines 
more for the drama teachers unfamiliar with drawing techniques 
than for the students to perfect their skills. The point of the project 
is for students to create the essence of a character with their 
portraits rather than a life-like drawing. However, the tutorials help 
with some tips about proportions and shapes which the students 
can adapt for expressive purposes.

oNE oN oNE THEATrE:
One on one theatre interview with organisers at the One on One 
festival, Battersea Arts Festival, London (2010): 
www.theguardian.com/stage/video/2010/jul/13/theatre-one-on-
one
Audience experiences and responses: 
www.bbc.com/news/magazine-10661292 (video) 
Speculations about reasons for One on One theatre: 
www.bbc.com/news/magazine-10661292 (article) and 
www.independent.co.uk/arts-entertainment/theatre-dance/
features/for-your-eyes-only-the-latest-theatrical-craze-features-a-
single-performer-with-a-single-audience-member-1995795.html

Two articles by Lyn Gardner on encounters with One on One theatre: 
www.theguardian.com/stage/2005/mar/03/theatre2 (2005)
www.theguardian.com/culture/2009/aug/11/intimate-theatre-
edinburgh (2009)
Theatre For One, New York, with a selection of reviews: 
www.theatreforone.com/

www.nytimes.com/2015/05/23/theater/review-im-not-the-
stranger-you-think-i-am-where-theater-meets-confessional.
html?ref=theater&_r=2

http://exeuntmagazine.com/reviews/theatre-for-one/

Video report on New York’s Theatre for One:
www.youtube.com/watch?v=d1OB06z1Lf8

TED talk by Christine Jones, inventor of Theatre for One: www.

youtube.com/watch?v=nW1KT_70JMw (first 7 minutes)

Interview with Ontroerend Goed (Belgium) – creators of one on 
one theatre:
www.youtube.com/watch?v=oXcGSVG87tA

DISCUSSIoN PoINTS
1.  How do you know when someone is angry, or sad, or afraid? Do 

you think facial expressions are universal, or culturally specific?
2.  Which parts of the face express the emotions? What happens 

when someone tries to suppress an emotion and appear 
unmoved?

3. Which colours are used to symbolise different emotions? 
4. How do you think colours impact how we feel? 
5.  Which colours would you use to express different emotions 

and why? Discuss your ideas with others – do they agree?
6.  Look at some portrait paintings online or in a book - what does 

a portrait say about a person’s character? About how they wish 
to be perceived?

7.  How can you animate the character in your portrait and make 
him/her “come alive”? How will you incorporate the portrait 
into your piece?

8.  How can you use the aspects of colour expressively in your 
performance piece?

  What can you do to create an intimate and personal space for 
your performance? How are your choices appropriate to the 
character and to the emotions expressed in the piece?

9. What is One on One Theatre/Theatre for One?
10.  What do you think is the essence of a live theatrical 

performance? What should audiences and performers gain 
from the experience?

11.  How does the One on One theatre form push the boundaries of 
the audience / performer relationship?

12.  Why do you think some reviewers found the experience 
uncomfortable or unsettling? 

13.  How have other theatrical practices challenged the theatre 
form?

14.  What are the responsibilities of the performer and the audience 
in One on One Theatre/Theatre for One?

15.  Why do you think this form of theatre emerged, and what 
makes people want to go and experience it?

  Would you like to participate as the audience in a piece of One 
on One Theatre/Theatre for One? Why or why not?

FUrTHEr IDEAS
Exploring LIGHTING as an element that creates an emotional 
impact on an audience:
how can different angles of light and different colours affect an 
audience’s perception of a piece? Set a stage with a table and two 
chairs and explore the range of stories that can be created through 
the use of lighting.
Possible sources to get started: 
www.youtube.com/watch?v=3IooM7FB44c
and
http://theatregloucestershire.net/skip-mort-stage-lighting-training
Stage lighting, the technician’s guide by Skip Mort (Methuen Drama)
A very helpful book/DVD.
www.seleconlight.com/index.php?option=com_content&view=artic
le&id=194&lang=en

Robots  
Investigate the ways in which Artificial Intelligence is being 
developed to communicate on a more personal level with human 
beings. What means are researchers using to mimic human facial 
expression and communication? What would it be like in a world 
where humans and “robots” could no longer be differentiated? 
What kind of conflicts might arise? Create a devised piece to 
explore possible scenarios.

Note: If you would like to have these teacher resources as a Word 
document please feel free to email emmy@ista.co.uk.
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Our offer
ISTA believes that the future of our world depends on confident, internationally 

minded, collaborative and culturally literate young people who are empowered to 
engage with and change the world responsibly. We believe that this is achieved 
through the ISTA experience.

Educators play a key role in the fulfilment of our mission. We therefore offer 
educators worldwide the opportunity to come together to develop themselves, 
their pedagogy and their skills, equipping and empowering them to bring about 
this change through theatre.

ISTA brings together young people, artists and teachers from different 
countries in different settings to experience, create and learn about theatre.

We passionately value diversity and collaboration, celebration and play, 
friendship and collegiality.

So many teachers engage with ISTA 
through one lens – maybe a festival, 
a TaPS, an IB training or another one 
of our various services. We are asked 
time and again, so what does ISTA 
do? What’s the ‘big picture’ of the 
services ISTA provides? Here gathered 
together in one place and captured in 
a nutshell…

A summary of our offer…
“ISTA fans the flame and is a lifeline for us on the ground. You remind us all as to why we are 
doing what we are doing”
Padraig Downey, HS Drama teacher, Dubai American Academy

> Festivals 
Immersive three-day experiences focusing 
on the process of collaboration through 
theatre.

“ISTA was the trip of a lifetime.”

> Student TaPS 
Immersive three-day events for students of 
IB DP Theatre.

“TaPS was so inspiring and now I’m totally 
prepared for my IB experience.” 
Anna Cook, student at the London TaPS, 
2014.

“The passport to a 7.” 
Christina Santin, student at the Yokohama 
TaPS October 2014

> IB workshops 
Three-day workshops for teachers of DP 
Theatre.

“I wanted to thank ISTA for a truly 
wonderful three days, it was hands down 
the best professional development I have 
ever had.  Thank goodness I didn’t let my 
school talk me into doing the training over 
the internet!” 
Melissa Mock, International School of 
Dakar, 2015  

> Artist in residence programme 
Bespoke residencies from one day to a 
week (or longer) where an artist comes 
into your school to work with students or 
teachers (or both) on an aspect of theatre 
chosen by you.

“Bringing in outside artists is invaluable 
in terms of validating the teaching we do 
internally; exposing our students and staff 
to different approaches and allowing them 
to expand on their existing knowledge and 
bringing additional fun experiences for our 
community.”

> Consultancy programme 
Bespoke INSET for a particular faculty or 
the whole school faculty.

“A full day workshop for the English 
department saw our team of experienced 
teachers being energized and inspired. 
The consultant put together a programme 
tailored to our needs... It was both 
enormous fun and academic enrichment, 
and everyone left with several activities 
already sketched into planners for this 
semester. We learned a lot, and know our 
students will too!”  
Head of English, Frankfurt International 
School, Germany

> online resource centre 
Containing literally hundreds of resources 
written by teachers for teachers.

“You can’t be a good teacher, unless you 
are a good student. And this is the best 
school for teachers there is.” 
Mike Caemmerer, ISTA artist, USA

> Tri-annual publication of Scene 
Posted through your door and accessed 
online and bursting at the seams with 
exciting and useful articles.

“Scene is one of the best professional 
development experiences I’ve had – all 
flattened into a handy magazine.” 
Jake Becker, Robert College, Turkey

> PD opportunities for theatre teachers 
Through Fest Track, PD sessions at festivals 
and TaPS, as well as our one-day and three-
day Studios.

“Most teachers love PD that they can use 
as soon as they return to their classrooms. 
This session was one of those. I left itching 
to try it with my students the very next 
day.” 
Michelle Monroe, International School 
Manila

> Access to our international network of 
theatre teachers 
Providing long-term friendship, collegiality 
and support.

“More than any other single factor in 
my theatre life since moving to Asia as a 
teacher, ISTA has sustained and inspired me 
every year.” 
Tom Schulz, Singapore American School
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Biographies
Penny Brown 
I’m 17 years old and live in West Yorkshire, 
England. I am currently studying my final 
year of A Levels and will be joining Salford 
University in September to study Television 
and Radio Production. I have a keen passion 
for drama and media, and hope to one day be 
a film director.

Adele Caemmerer  
I am an artist and educator who has spent 
the past 15 years teaching in New Delhi, India. 
I currently live in Washington state where I 
teach middle school art and continue an art 
series documenting data of daily life. I have 
worked at ISTA festivals and TaPS as a visual 
artist. My acting-student daughter Chloe 
helped me with this contribution.

louise Clark 
I am passionate about, and have an MA in, 
Drama and Theatre Education. I am Artistic 
Director of Libellule Theatre which specialises 
in touring productions for 3 to 5 year olds 
and I work as a drama education consultant 
training teachers to use drama as part of 
everyday classroom practice.

Cathy Cross 
I trained in theatre design and have spent 
my career working in education, community 
and healthcare settings. This work enabled 
me to devise through design and find new 
ways to create theatre with many groups of 
performers and practitioners of all ages. A 
creativity consultant and professional 
“extreme” den maker! 

Clark Crystal 
I now live in sunny Brisbane after spending 
sixteen years in Edinburgh co-founding 
Benchtours Productions and then being 
appointed artistic director of Lung Ha’s 
Theatre Company. Returning to Australia, 
I‘m now the artistic director of Blue Roo 
Theatre Company which provides performing 
opportunities for people who experience a 
learning disability. 

Tim licata  
I am a professional actor and director based 
in Scotland. I am Artistic Director of Plutôt 
la Vie, a touring theatre company that 
creates imaginative, physical and visually 
driven theatre. I have worked with ISTA 
since the early 1990s. I teach clown, bouffon, 
improvisation and Awareness Through 
Movement® to professional, student and 
community groups as well as at The Royal 
Conservatoire of Scotland.

robert russell 
I love to study and I am currently studying 
theatre and taking private lessons on Tabla. 
I work as a middle school drama and IB TOK 
teacher and freelance as a musician in Dhaka, 
Bangladesh. I love doing original work in a 
collaborative setting and I have co-written, 
directed and produced several original 
musicals in Thailand and Bangladesh with 
MYP and IB students.

Sean Tobin  
I am a Singapore-based educator, theatre-
maker and festival director from Australia. I 
direct, write and perform for the stage, and 
am a speaker and consultant in theatre and 
education. Since 2009, I have been Head of 
the Theatre Faculty at School of the Arts, 
Singapore, and I am also currently the Artistic 
Director of M1 Singapore Fringe Festival.

Mike West 
I have been teaching theatre skills for nearly 
thirty years, on and off, and have been 
teaching IB for the past ten. I love to act 
too, and to direct young people. The subject 
matter of theatre is people. What could be 
more complex and fascinating? It’s life.

Maggie Young 
I am a drama teacher of many years and in 
many different places. I have taught drama 
in all sections of the IB programme and have 
enjoyed the challenges that each brings. I 
have two degrees in art history; and I draw, 
paint, sew and make books.
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OcTOBeR 
2015
8-10 october 
Stratford TaPS

8-10 october
Stratford IB workshop 
Category 2

8-10 october
London (1) TaPS

8-10 october
Chiang Mai TaPS

12-14 october 
London (2) TaPS

12-14 october 
London IB workshop 
Category 1

15-17 october 
New York TaPS

15-17 october 
New York IB workshop 
Category 1 and Category 2

15-17 october 
London (3) TaPS

30 october - 1 November
Hong Kong HS Festival

30 october - 1 November 
Geneva MS Festival

DeceMBeR 
2015
9 December 
Istanbul (Eyuboglu) One-
day Studio

10 - 13 December 
Istanbul (Eyuboglu) HS 
Festival

11 - 13 December 
Kolkatta HS Festival

APRIL 2016
7 - 9 April 
Glasgow HS Festival

14 - 17 April 
Rome HS Festival

15 - 17 April 
Belgrade HS Festival

21 - 23 April 
Penang MS Festival

28 April - 1 May 
Munich HS Festival

FeBRUARY 
2016
18 - 21 February 
Brussels HS Festival

19 - 21 February 
Amman HS Festival

25 - 28 February 
Brussels MS Festival

nOVeMBeR 
2015
4 November 
Bangkok One-day Studio

6 - 8 November
Bangkok MS Festival

12 - 15 November 
Zurich MS Festival

19 - 22 November 
Istanbul (Cevre) MS 
Festival

19 - 22 November 
Atlanta MS Festival

20 - 22 November 
New Delhi TaPS

JAnUARY 
2016
21 - 23 January 
Dubai IB workshop 
Category 2 and Category 3

28 - 31 January 
Moscow MS Festival

29 - 31 January 
Hong Kong MS Festival

ADDITIOnAL PROJecTS
June 24 - 26 2015 Singapore Shakespeare Festival

January 13-15 2016 Hong Kong  In-house Primary Festival

TBC April 2016 Paris  Marymount Schools Festival

MAY 2016
5 - 8 May 
Istanbul (Koc) MS Festival

6 - 8 May 
Eden MS Festival

4 May 
Singapore One-day Studio

6 - 8 May 
Singapore PS Festival

19 - 22 May 
Wiesbaden PS Festival

MARcH 2016
4 - 6 March 
Beijing HS Festival

TBC March 
Adelaide IB workshop - 
Categories TBC

8 March 
Beijing One-day Studio

10 - 12 March 
Beijing MS Festival

10 - 13 March 
Rolle/Geneva HS Festival

11 - 13 March 
Singapore MS Festival

11 - 13 March 
Terezin HS Festival

18 - 20 March 
Bali HS Festival

18 - 20 March 
Kuala Lumpur MS Festival

21 - 23 March 
Taipei MS Festival

JUne 2015
25 - 27 June 
London IB workshop 
Category 1 and Category 2

JULY 2015
25 - 27 June 
London IB workshop 
Category 1 and Category 2

AUGUST 2015
21 - 23 August 
Singapore IB workshop 
Category 1, Category 2 and 
Category 3


