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’ )
Teacher’s Introduction
Since 1980, Kneehigh’s work has become known as anarchic, innovative

and heartfelt. Their exciting, accessible style means that they are enjoyable
L . . Always check the exam board

both to study and take inspiration from. The easily recognisable elements ' ; )

. o . . website for new information,
of their work also mean it is easy for students to identify and choose i cludi h H
elements to include in their own work. Their breadth of practice means INcluding changes tothe
studying them can lead on to looking at adaptation, outdoor theatre, specification and s.ample
puppetry, music and movement in theatre and many other styles. assessment material.

This guide is written primarily to support the 2016 AS and A Level Edexcel specifications. In the AS Level Edexcel
specification, Kneehigh can be applied to Component 1: Exploration and Performance. In the A Level Edexcel
specification, they can be used for Component 1: Devising, as well as Section C of Component 3: Theatre Makers
in Practice. The information and activities contained in the resource provide ample support for students studying
Kneehigh for any of the above areas of the course.

What'’s Included in This Resource:

This resource starts by looking at the history of Kneehigh as a company, giving relevant contextual information
and getting students to consider how circumstances affected how the company’s style developed. This section
introduces elements of Kneehigh'’s style and influences as well as major figures in the company.

The resource then focuses on breaking down the practical elements of Kneehigh’s work. After considering their
artistic intentions, the pack looks at Kneehigh’s rehearsal methods, as well as their performance and production
design techniques. This includes practical activities and exercises that get students to consider how Kneehigh
create their distinctive style including improvisation, creating ideas, puppetry, music and set design.

The final section of the resource looks at each of the relevant AS and A Level Edexcel components to which
Kneehigh can be applied, bringing together the tips and advice given throughout the pack. This section explains
what each component requires and includes assessment tips and revision prompts.

How to Use This Resource:

The analysis and activities in this resource may be used as student handouts, or as a prompt for teacher-led
sessions. Each activity is labelled as being a written, practical, research, design or discussion task, offering a
range of learning, assessment and feedback opportunities.

The teacher’s notes and answers section of this resource includes short answers to comprehension questions and
research activities. For many of the practical activities there are no accompanying notes since there are no right
or wrong answers. However, for some practical activities, this section outlines the purposes of the task, and how
to draw out key knowledge and understanding from practical work.

When being used for AS Component 1: Exploration and Performance and A Level Component 1: Devising, this
guide offers plenty of pointers on how to use Kneehigh'’s techniques in the rehearsal room and inspiration for
what elements of their performance style could be included in a performance. When being used for Section C of
Component 3: Theatre Makers in Practice, the guide offers a range of ways Kneehigh'’s practice can be talked
about in relation to a chosen text.

Tasks in this guide have been split into two
categories — Activities and Exercises. Activities

Free Updates!

are listed consecutively and can be used
alongside the written parts of this guide as an
introduction to Kneehigh'’s practice. Exercises can
also be used in this way but are presented

Register your email address to receive any future free
updates* made to this resource or other Drama

without numbers, usually on pages of their own, resources your school has purchased, and details of any
so they can also be used in any combination or promotions for your subject.
order during rehearsals for AS Component 1: * resulting from minor specification changes, suggestions from teachers

. and peer reviews, or occasional errors reported by customers
Exploration and Performance and A Level

Component 1: Devising, or teaching a text for

Go to zzed.uk/freeupdates
Section C of Component 3. Exercises are generally / P

less specific than activities so they can be used with
a range of texts or stimuli, and some have suggestions
for how they can be used differently in different contexts. June 2018
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SpeciFicatioN Qverviey

Assessment Objectives AS and A Level Drama and Theatre Studies

Assessment Objectives set by Ofqual apply to all AS and A Level Drama and Thea
used by all exam boards. Exam and class assessments will de+°rm|ne how succes

following AOs:

e AO1-—Create and develop ideas to commin faf'c

W

connections between dramatic oo fy ) L opractice.
3 o

e AO02-Apply theatrlcal G
e AO3-—Dergonsti: #
e AO4-gA

&6

Edexcel AS Level Drama and Theatre

For Section A of Component 1:

Table 1: Weighting of the Assessment Objectives — Edexcel AS Level Dr

i,,,éa’ning as part of the thez

:; 2iise artistic intentions in live performance
) w.cdge and understanding of how drama and theatr
99 N ead évaluate students’ own work and the work of others.

Component AOl1 % AO2 % AO3 % A
1: Expl i
Component xploration and 20 30 0
Performance
Comr?onent 2: Theatre Makers in 0 0 27
Practice
Total for GCE AS Level 20% 30% 27
Yo\ d
r J >
Edexcel A Level Drama and Theatre " A
For Component 1 and Section C C' Sy Lzt 3:

TabIP o Wi .

-

-

3/
2\ 01 me Assessment Objectives — Edexcel A Level Drai

“

nent

'\9

V;doc"“\ n

AO1 % AO2 % AO3 % A
Component 1: Dewsmg 20 10 0
Component 2: Text in 0 20 0
Performance
Comr?onent 3: Theatre Makers in 0 0 30
Practice
Total for GCE A Level 20% 30% 30%
g, G
O Y 4o
o ) e d
jo
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WHO are KNeeHigH®

Introduction

Kneehigh are a theatre company specialising in exciting,
high-energy, anarchic theatre, often adaptations of so:: 2s
from folk tales to TV shows. Having been refe ¢ ”t»/ "s ine
National Theatre of Cornwall the compur  re deply
rooted in the county; their af“ QA ﬁeadquarters isin
Truro and their reheas 7 di o m/Gorran Haven — their
work start el 51»communities and many of their
plays draw wc or legend from the area.

Kneehigh are best known as a touring company, showing
their work around the UK and the world, but in 2010 they
created a permanent home — the Asylum, a massive tent
venue that can seat up to 1,000 audience members, and

can be moved and set up in different locations (though in
recent years, has mainly lived in the summer at the Lost

Gardens of Heligan in Cornwall). Alongside their productions, their Ramblé
with local and non-local communities with free tickets, workshops and opg

ERERRRRRR
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&

Some have worried that the success Kneehigh have gained since
the early 2000s may lead to an abandonment of their == /ning
early aspects, such as their commitment to loci» fo/\ anyg style
which rejected the mainstream. Hovv Ay “¢commentators
believe that rather than alterin yh ) AL to fit into the
mainstream, Kneehinl: ©a Agé’eded in changing the shape of
the mainst, Wil JeTr anarchic style now widely accepted,
many youn wco‘ makers taking inspiration from them and
critics who preV|oust rejected their work being forced to engage
with it on Kneehigh's terms.

Activity 1: ReSearcH aNd DiSCUSSION
As a class, watch the videos below:
o zzed.uk/8725-946-tips-trailer
e zzed.uk/8725-rebecca-trailer

o zzed.uk/8725-wild-bride-trailer COPYRIGHT
Discuss what your initial impressions of Kneehigh's work are. Think about: PROTECTED
e  Afmosphere '
° Performances y i \ ¢
{ Y
e  Movement 9
® Set 7~ " 1 ( g " i "
*  Music € ’,: ar 19
e  Costums 2D
1f N 09
Is there any\Eie /Theon‘re you've seen that you could compare to their work? How | EdUCOtiOﬂ

to the style? What is similar between the three videos you watched and what is dit
thoughts and keep them for later reference — as you learn more about Kneehigh, li
impressions and see which ones you still agree with!

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 3 of 4



The ‘Beginning
Kneehigh were founded in 1980 by Mike Shepherd. He had grown up in C¢
after becoming disillusioned with acting in London. He had a job as a schai
Kneehigh in his free time along with many other r‘;'ﬂ R fessional theatre i
writer, a farmer, a guitarist and an ex-dancar. (00, = the 1980s, there was ¢
community theatre — theatre that 2icac : 0 with'local communities, either w
collaboratively with mem‘““ - f ’fH 3 eommunlty or responding to the demg
audience. Thaalistz ™ I 1\/e'd a movement away from professionalism, at
performer*\emness as part of a performance, and many were overtly
not make W\ (cﬁat stated strong political opinions (see Artistic Intentions f
Kneehigh's politics), they fitted in with the community theatre trend, startin
for children and families.

The early working practices of the company are part of what gives them th
spirit — Shepherd spent a performance of their first show Awful Knawful (ak
rebellious stuntman) trying to avoid a policeman attempting to arrest him f
get a licence for the show. Shepherd disliked much mainstream theatre of
describing it as boring, and seeing it as too focused on literary texts and ke
rules. He sees Kneehigh as one of the companies (along with companies st
Complicite, Shunt, Punchdrunk, Clod Ensemble and Frantic Assembly) that £
interesting forms of theatre into the mainstream in the years since they hay
atmosphere of seriousness. '

S HEE

a\d)
7 J i B
Much of how Kneehigh worked came Qo «hg to their circumstances ¢

—

time — they worked mainly i ing @ -+ e,/rcal spaces because of the two maj
theatres in Cornwall &% 4 i ~zthe Minack (an impressive, open-air coasta
amphithez 1L as ' Cidfge, and the Falmouth theatre was too small. Thel
developmeREgs  also influenced by the Cornish theatre scene at the time.
Footsbarn Theatre were a company based in Cornwall that had gained mug
critical and public acclaim but left the UK in 1984. This meant Kneehigh ga
much of their audience but they were also forced to improve their work, be
negatively to the other company.

The company continued to experiment with different spaces, often staging
developing their theatrical style. As well as community theatre, another ma
1980s that Kneehigh responded to was Theatre in Education (often shorten
companies take work into schools, which often combined educational infor
moments. They had a significant collaboration with Jon Oram — a TIE pract
as a performer in their production of The Jungle Book.. ;' } then directed Tre
outside of Cornwall, a play based on an infam s« @) Swall miser which ingg
work for the first time. g -

3 -

cud R z

1 #
Activity 2: Re“" d 4
In pairs ¢ ‘LL s, Tesearch Theatre in Education or community theatre conij

points if 1\HESY: from the 1980s!). Note down important and interesting factors
they use2 VWnat content do they focus on?

Present your research back to the class. Discuss what common elements there are
this mind map and as you continue to explore Kneehigh’s work, refer back to it 1¢
influenced by these movements.

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 4 of 4
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éontinuing to @euelog

Bill Mitchell joined the group to design an outdoor production [ co
of Tregeagle in 1988, and became deeply embedded in the M]
company, designing, directing and becoming joint Artistic f;::gg
Director with Mike Shepherd in 1995. He was partlcularly can sh
interested in outdoor work and often both designed .. socialld
directed productions, responding to the envir i n/t around shaped
them. e < examf
o r A of their
5 Y A inspirai
In 1987, they rrea’re 2l B " Huction of Cornish writer Nick S |

Darke’s pI' ngne They would go on to perform

many of Dal //plays a collaboration which was greatly successful. During
work was either outdoors or productions of Darke’s plays.

In 1996, their run of his play The King of Prussia at the Donmar Warehouse
attention and led to being programmed in the National Theatre with The R
1999.

Until the 2000s, Kneehigh had little public funding — they had to rely not o
shows but also educational work and business sponsorship, as well as £40
Allowance Scheme. Although The Riot appeared in one of the highest pro
in London, it was in large part supported by £20,000 raised for them during
Who's Pete Townsend!

how

When the New Labour government came intcp¢ (/9/ j 1997,
Kneehigh gained more funding from . o s Colncil, although
receiving this funding mear“ -, |cs’had to provide more
information and fit m«, 4’q mer’njents than the previous Enterprise
Allowance ‘LL g

wv
During this perlod, Kneehigh had gained many frequent collaborators.
Some stayed for a short time with the company, such as the playwright
John Downie who wrote their 1988 show Cyborg — A Folk Tale for the
Future. Others became part of the fabric of the company, such as
writer Anna Maria Murphy and performers Tristan Sturrock and Emma
Rice.

S G G g

Emma Rice

Emma Rice is an actress from Nottingham who joined the company in 1994
in plays including The Riot and Hell's Mouth. In rehearsz'; she often raised
so Mitchell and Shepherd encouraged her to ¢z T ‘hew. Her first show
from The Changeling by Thomas Mldf""1 - al.Vvilliam Rowley.

-

i~

s i r / -
Rice proved tobeagaia A2 vt and continued directing shows for Kneek
The Red Sk or 1 =.oute TMA (now the UK Theatre) Award for Best Dire¢
directed, T; idocow“ Cressida, proved to be a turning point for the company:.
performed in two specific outdoor productions for a four-week run, it ende
National Theatre before touring nationally and internationally. During this
other collaborators who came to greatly influence the company’s work — Cz
writes many plays for Kneehigh as well as performing in some, composer a

Qi i

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 5 of 4
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whose musical style became part of Kneehigh's defining characteristics, ang
actress and violinist who has appeared in many of Kneehigh’s shows.

-

Mitchell left as joint Artistic Director in 2002 to form Wild Works, a theatre
outdoor performance. Shepherd handed over the responsibility of Artistic
though he continued to be involved in the company as 2 performer.

g i)
From that point forward many of Kneehl 5 ‘f,m “often directed by Rice
recognition, being programme’ n 4/o<:|rl’ng to major venues. Their func
2004 foIIowmg the Arte.2i -/» /meatre Review 2000, and these larger fu
reputationg id 1 ACCessfuI productions, to allow them to create lar¢
While critid Coﬂoo |n|t|aIIy sceptical of Kneehigh's style, thinking that the en
meant that u y couldn’t also be meaningful, the shows were hugely popul
critical consensus started to shift, judging Kneehigh's work on its own term
expectations of more conventional theatre.

o

—

m~

Another step in Kneehigh's rising success was their '_COMP(

production of Brief Encounter in 2008. An adaptation of a Althoucl

classic British film (several times voted the best romantic film used pro

of all times), Kneehigh's production made extensive and has been

innovative use of projection, and was performed at a cinema inspiratic

in the West End. As well as winning over suspicious critics, it yfzdn:;:r)i,c

was a massive commercial success, and has been restaged Endersw‘

many times since, including touring to Broadway. theatrid

'/j - \
In 2010, Kneehigh created their Asylurr‘ teire *’/a s/pace to |
perform their own work as Wel| s /94t By 2012, Kneehigh's work was |\
120,000 people a year. =5 -=f~_ made a National Portfolio Organisation by %W@W
increasing g=fuI « .« 5
0%
Recent Develogments

Mike Shepherd became Artistic Director again in 2016 when Rice was hirec
the Globe Theatre. Kneehigh became an associate company at the Globe a
there. Most of the shows since have been directed by Shepherd. After colk
2014 on Noye’s Fludde, conductor Charles Hazlewood has become a freque
collaboration has led to the shows he worked on, such as Dead Dog in a Sti
having more focus on music and singing than many of Kneehigh's previous

towards musical and opera. COPYRIGHT
PROTECTED

Kneehigh continue to create a wide range of work, from nIayfuI family sho

often with several shows touring (or having Ionq N he Asylum) simult
/ g

-

f.,f
i >

Lot ig
\ sl ag
Education
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0’roduction g'(istorg

Note: productions before 2002 (shaded in grey in the below table) may be inc
online records. As much as possible, the timeline shows the original runs of s
had multiple runs they may appear in the year of one of their restagings. Se
dates for their first production — here they have been plﬂ‘ d roughly when thi

replacing the year. a®)
year U)reaw* ol L “ et
: . v = First show. About a stuntman (-c
1980 Hqul Knanul led to injuries for the actors). P(
Shepherd during first performa;
1087 o Developed using musicians play “““““““
warm audience up.
1982 The Jungle Book
1082 Around the World in Eighty
Days
1983 The Golden Pathway Annual
1985 The Three Musketeers
Using masks, theatre sports (a
1985 Tregeagle Johnstone) and musicians inted!
the first time-. First big success,
1986 Fool’s Paradise Adap’r” .~ Jc the film Les Enfan
FIRY '/y ﬁhck Darke who they co
b - Mip " | collaborate with. Toured nation
1008 | PR Elg Gn [0 the Adapted from Woyzeck.

~uture

1989 aw‘ Voyage of Long John

Silver

1980s- . Multiple outdoor performances

1990s Vid Waiks audiences on walks through cot

: At the Lost Gardens of Heligan.
?

b Windjl story which later formed A Very

1991 Peer Gynt Outdoor play that toured natior

1992 Ghost Nets

199 Ship of Fools COPYRIGHT
1993 Scrooge . PROTECTED
i Danger My Ally o

1994 The Young Man of Cu[rv B { 7

1994 The Bogrg="" \ o/ 4 i
1994/5 i he f ad S

i

2 e ng of Prussia Drew attention during its run at 9

- oiiusial Education
1998 Strange Cargo Toured to the National Theatre.

1996

Drew attention during its run at

1999 The Riot | n :
mixed critical reaction.

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 7 of 4
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Year 0Preduction Notes
The first play directed by Emma Rice, adapted from The
I . Changeling by Thomas Middleton and W
2000 Cry Wolf Collaboration with band, The Baghdadd§§
2000 Hell's Mouth
2002 Pandora’s Box Collaboration with Northern Stage
2002
(and The Red Shoes Emma Rice won TMA Award for Best Dirg
2010)
2003 Tristan & Yseult Kneehigh's breakc::* " t. Originally outdt
went on to /i(_ n) ,,onally and internatio —
2003 The Wooden Frock Coir@iy o tion ‘with West Yorkshire Playhe U
. . ™ & A 5
2003 chk Sll‘v_ef'l_ A A% ke . . m
2004 Bc. e Collaboration with West Yorkshire Playh¢ -
2005 | Wagst! d Wmd—Up Boy | Toured village halls {@i}
2005 Nights at the Circus §
2006 Rapunzel —
2006 Cymbeline Commissioned by RSC for Complete Wal N\
2006 A Very Old Ma’? With Collaboration with Little Angel Theatre \/
Enormous Wings wwi,?
2007 A Matter of Life and Death | Production created for the National Thea N
2008 Don John
2008 Brief Encounter Transferred to the West End and toured A
2009 Hansel & Gretel
2010 BLAST! !
The Umbrellas of e\ &'
2011 Cherbourg Lo
Y LS . - -
p , 1 (P 1 \ ~.oduction with Sadler's Wells and Tk
2011 Wah! Wah! Gfr; ~ ' Stratford East as part of the Cultural Olyn
2011 11 il ne
2012 Mia xav“" Pumpkin
2013 Steptoe and Son
One-off production bringing together th
2014 Noye's Fludde Orchestra and choirs of schoolchildren t€
Britten's opera
2074 Dead Dog in a Suitcase
(and other love songs)
2015 Reb
2016 The Flyi : ors. f Vitebsk COPYRIGHT
e Flytng Lovers of Vitebs
L9 PROTECTED
2016 FUP: A Modern Fable ‘
946: The Amazing Story of N
2016 . 7 >
Adolphus Tips PR y
2017 The Tin Drum ,_T_*_ ® Ly :
2018 The Dancm( < W s : 9
2018 o oxe! Qg
&60""‘\0
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Activity 3: ReSearcH
There are many creatives that have been involved in Kneehigh over the years, bu

marks on the company. Individually or in pairs, research the figures below and fil
the fourth, pick someone who has worked with Kneehigh to profile.

st )

0Mike Shegherd ; ¥ Bill
Work/Training before joining xive 2 1o ~ : Work/Training beforé
iy Gl :/ it A
9 A S
"cducoi\oa
Work with Kneehigh Work with Kneehigh q
i&’&’&’&’&’&’&’&’&’&’&’%
Work outside of/after Kneehigh Work outside of / afte Q
Emma Rice { \
{ )
Work/Training before joining Kneehigh Work/Training beforg \ /
f’}p’e’w%
e g >
Work with Kneehigh Y ) | “ | Work with Kneehigh
a 7 )
s ) '/‘ :; / -
09{\0“ -
Work outs\a#®®t/after Kneehigh Work outside of / afte

Activity 4 ReSearcH

As a class, create a large timeline showing Kneehigh's development, using the hisi

pack as a starting point and adding to it with your own research. Be creative ang COPYRIGHT
find during your research — for example reviews, production photos or interviews PROTECTED
information and notes on your thoughts about their changing work.
a\d

Once the timeline is finished, discuss it as a c'aiss & w ~//common threads can you
shifts? ot ) el

e gy I
As a class, discuss if thec2 - f} ,/ques'rlons you have about the company’s histar 9
yet know e s it them up on your timeline and highlight them. As y¢ a
work, wnny “ahswers you find, as well as adding any other interesting or ¢ 9
timeline. ‘Ld"wt 4 EdUCO‘tiOﬂ

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 9 of 4



KNeeHigH’S ArtiStic INteNt

-

Kneehigh's intentions for their plays, among other things, include wanting ' 4
evening for the audience. As well as the humour and the music and dance L
also means making the meaning clear to the audience..neehigh see one ¢ x‘" Ve

x“

a
%‘

theatre being excluding the audience by makirz ine /feal inferior or stup
from centring practice around texts, eSiRg L8l Iy ashioned or complex o

- 4 i A / -
Emma Rice talks about &4 = jvd’eﬂ{eim’s The Uses of Enchantment about
children’s g8l d « . Uing how stories are used to try to find meaning wit
our own liv eéHigh’s work centres on telling stories for these reasons
Kneehigh will often take epic and grand stories and connect them to
emotions and events that the audience will have experienced in their
everyday lives — from heartbreak to family conflict. They also often focus @
new or overlooked elements of a story — characters who never get to have
their say, or themes that are ignored in previous tellings. Kneehigh take th
stories from many different sources, and are just as likely to adapt a TV sho
as an opera, thereby engaging with more modern mythologies created in
popular culture as well as classical ones.

=

%\\\\m\\
F \

m
—
O
Z
o

e
fos

Kneehigh believe in making their work uncynical — offering the audience a ¢
emotional content of it. In some ways, they see their approach as almost ¢

-
with open hearts and minds — although the topics thev - jver are often very gf %
,FRE © . \J
Kneehigh's work is rarely explicitly po“;‘f. ' ou (’,/S‘Le’édJ is quietly Ce
subversive — it disrupts the statasAly ~~/inuch in how it brings the
audience onto the sam« & 5osne performers and empowers L€
them, as irgeflhe « - sthat its plays give. However, Kneehigh's Iny
plays often ducox “characters fighting against injustice or I';h‘é
oppression. Kneehigh's most recent plays have been even more wh
obviously political — both Dead Dog in a Suitcase and The Tin Drum Kil
are adaptations of very political works, suggesting Kneehigh might -h
be trying to bring more explicitly revolutionary themes to their |--u-
work.
Activity 1: DiSCUSSiON
As a class, discuss what works of fiction you have found enjoyable,
exciting and fun to watch; this could be Zheq'rre, TV or film.I l\{ote down why you €| COPYRIGHT
narrative, the pacing, the characters, humour, emotion, spectacle and any other el PROTECTED

When you have collected these ideas first consider hoxw '—/z lideas can be used i
don’t suit the form if they were originally in anot’ ci% Dc s >me ideas only work wil
about what you know about Kneehigh’s 2 o i of the ideas you've written
How do they produce the effef.:r A0 e shows?

) A i ig
Activit Lo ')'\MUSSION Qg

In groups, X what narratives and stories you feel like you have connected to. Education
classic stories or modern ones. Discuss what themes appear in these stories and ho!
and thoughts. Think about narratives that are often retold or adapted — what eler
do people connect to these stories so much? What does each adaptation bring to

gy | A

Feed back your thoughts to the class.

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 10 of ¢
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KNeeHigH’S ReHearsSaL Pro
Process and CollaBoration

Kneehigh emphasise collaboration between different artists working on a p
makers to the lighting designer to the writer and actors. This runs through
means that, unlike most theatre productions, few ele =, ts are finalised bef
set might be completely finished in anothe: ¢ rcu/ V/o.ﬂcé
r

One of the ways that Kneeh'=t (ot Ja s/ense of ensemble in their
company is theauct ' ; ctrrrg ‘most rehearsals, especially early
ones, at thns,n Gorran Haven. These barns are quite
isolated, wi\G##®0r phone connection, meaning that the group :
can fully concentrate on the show. As well as this, while there ﬁ

they share responsibility for cooking and caring for the barns, and
take runs around the fields together at the start of every day.

B

However, many rehearsal processes will start far before they get to the bart
are adaptations of existing stories. Work will often begin by working with
to build the foundations that the show will be built on; this includes the des
visual world that the story can inhabit and the composer drawing together
into a playlist to use in rehearsals. These elements can then be played with
in collaboration with the rest of the company.

=2

The writer or writers meet with the director and Ma0 el the basic structure
write before the rehearsals begin, depends.oritric r*/cductlon it can range |
prose to a pretty complete scrlpt Lacdveh levéh when they come to rehesz
never set in stone, with exar.< fs/‘/m ’u dC/tOI’S altering and adding to the dia

Q

14"
In the reheoc,.r |‘fself the process is collaborative, but a [
single dire\g#®®r co-directors) still hold the control, leading the Tif
rehearsals and making the final decision. However, everyone is 5 A.S
encouraged to contribute and be open in the rehearsals. Mike 1 Wh
Shepherd also notes the importance of using what specialities youl
people in the room have — whether someone is a fantastic ' beit
musician, writer or flamenco dancer their talents should be made { pef
use of if they can, rather than everyone having to have an equal CK:;"
stake in every element of the production. in 9

O
Actiity 1: DISCUSSON .~ -
As a class, discuss any rehes, '6rm =,ae§ you have been involved in. What are {
differences to the w~y i, & 1<| ~enigh work?

‘9 / g
Discuss ho' '1in'li the way Kneehigh work affect the work they make; how is @
How does \&9¥¢ ‘originate2 How do ideas develop?

Some of how Kneehigh structure their process comes from circumstances that you ¢
a list of what elements can be adapted to a student process, and which cannot.

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 11 of ¢
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Zﬂaging

The company often use games both to warm up and get the right atmosph
also to develop material. Mike Shepherd emphasises that games should as
to the show that they are currently working on rather than re-using generi¢
several books of exercises that Kneehigh take inspiration from; Why Is That
and Impro for Storytellers by Keith Johnstone. Manv =\ ese exercises are
accepting the prompts fellow performers are v %Jt,u and playing with t
adapted from one created by Keith,'( s e

/ ; 53 / _

Activity 2 proct, & =

As a class (@b \u ,.ddlence Two people should stand in the performance space.
a simple p! S or example ‘l was thinking of having a cup of tea’. The other pe
by accepting what the first has said, but over-accepting it — i.e. creating an exag
example above their response could be ‘Tea?! You want tea?! And who’s going to

you've wasted all our money..., etc.’ Don't think about the response, just go with ¥
continue as long as you want it to — try to see how exaggerated you can make if.

When you feel it is coming to an end, make another simple, normal sentence. This
to what you were saying, but can be if you like. It should, however, be clearly in ¢
you've said before to make the difference clear to your partner. They should then
with the same over-reaction as the first response. Continue going backwards and |
turns.

After the scene has finished, discuss what elements of it were effective — what did
How did the actors switch from normal to over-dramatic? Did the scene change ds
the same?

“

In rehearsals, the company usually use tt e “,,mgcreated by the creative
what they have. This includes Fuwi3 @ 2. tdection of costumes and props ifi
playlist of music to tnz. =u x «*.-/td ‘and using lighting from as early as po
sense of cq icheNg fg‘bullt between all their shows by the fact that kee
previous wile Co{ ) the barns means they can be quickly taken and re-purpas
holds with trieir philosophy of doing something practical rather than over-a
keeping things full of energy and accessible. For example, when thinking al
create a 'shrine’ to them through collecting props and pieces of costume th
character, helping them to think about their personalities.

For their purpose of reinterpreting and altering a story, Kneehigh l 'rif
often focus on re-telling the plot to each other, focusing on what | A.S
personal connections they can make and what different angles the

. Usini
tale can be seen from. They also look at creating characters, both | crenl
ones in the story already and possible characters that could be I imag
included but aren't already. Kneehigh's work often fﬁ‘- 25 on l stor)
adding perspectives from viewpoints that hav. /'y er g[ected in | "d° |
previous tellings. n 4 | °°f
> > can
™ of 4 l "
9 LS S e - —

[} o

w‘
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Using Kneeﬁigﬁ Tecﬁniques in Refearsals

The exercises below will help you incorporate Kneehigh's techniques into yt¢

process. Some are exercises used by Kneehigh themselves while some are
Different exercises may need to be altered to better fit your piece, and maj

through a process, but are ordered below roughly in ar.«irder that moves ft

and/or devising process. 7 ¢ »

—— —— —— — — — —— — k8 W A |

EXerciSe: T eLLiNg ,I;"'/f R } ; D b B

Get into pairs with <~ ;"*\, “ir _;our group. In your pairs, one person should tell thi
(or if you I\f \a} 'y sumething, telling the story of the source material). Do this

referring 1

d\)‘zg{\oo ther material and feel free to focus most on what attracts you ¢

personal to®5u. Swap around within your group and find new partners. Repeat @
the other. Swap around as many times as you like, then get back together as a wi
elements people most commonly focused on and what connections were made — h

member of the other group and tell each other your own group’s story. Swap aro
you have heard the other group’s story several times change the exercise so that
your partner’s group. This can help you consider what elements of the plot will st@

|

]

Alternate technique 2 — In your group, stand in a circle. Go around the circle with

thing that happens in the story. Don’t go back or correct anyone if something is mi

I Alternate technique 1 — Two groups complete the exercise together — you should
I end of the play, discuss what was or wasn't included; what was focused on?

1

— — — — — — — — — — — — — o o — — — — —
[ e //

EXerciSe: BaNK OF poSt-It pi<i .
ol | 1l

y P Sml

s (s-possible with ideas for the piece. These could include sketch¢

el
Split a paclgmPo. - ',“/:,bef\//veen your group. Either in a rehearsal or in your ¢
9
oS
v

dialogue, | #@or moments or songs. Stick all the Post-it notes up in one place an
You may want to group similar or complementary Post-its together. As you are rél
in mind and if they seem relevant to something you are devising/rehearsing bring

I
I
I many Pos
I
I

e —
I

EXelciSe: Creating a (Game

Choose a scene or moment in your performance (or a scene from your set text), p¢
difficulty with. Create a game which responds to the themes ond events in the maor
where characters are fighting for dominance could inclic cin. | performers trying t

everyone to play. You will probably fin'; Y as.../it you base your game on th
One of the easiest ways to connsA "2~ rr 16 a game is by thinking about wha
moment and how that ceny =2k yin @ game.

-

I
I
I
| stage. You may find this easiest to do as a grour. st wi 1 ndividuals making up t
I
I
I
I

i

. gy
Once youlo_,pd the game, discuss if there were any elements of it which y¢

scenes — aXEG@#Y OF 0 movement or positioning?2

BEESEC Epemic B2 EE LR D f D ERSsREman) |
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| EXerciSe: CoMbiNatioNS
I In your group, decide on several categories or elements that you can change in y¢
| example music, location, character, form of scene, theme, etc.). For each category,
I as there are members of your group (see below for example), and put the suggé:
separate piles. Each member of the group should pick a suggestion out of each pi
| scene, script or idea based on what they have picked. Perform or present your st
| group. Discuss how you could incorporate what has bP“*\ A ted into your perfor|
I

“

Several different ideas combined? Elements of it j5¢ 2 >
i/
. ( Tl . . . .
| Alternate technique 1 — Rcthe:[ "o L 2ty material individually, you may wanl
out a combination as a 7 e 1 _«cate that scene.

— — — e wr anw ‘,-“/ _____________ 1
Example o in'ations for adapting Little Red Riding Hood:
Character Form 0N ement
Red Riding Hood Dialogue Questioning the W
The Wolf Eating Ret
The Wolf Poetr .
Y Riding Hood
The Woodcutter Killi
The Woodcutter Movement
the Wolf
Red Riding Hood
Grandma Son . .
g Meeting The Wolf
l EXerciSe: SHIiNeS
o) €
il o~
I Create a collection of props, |mages te o, clowds that represent your charact
| they would own or use, or memr, Ut 2y opresentations of their personality. Think
I collection of ob|ec'rs crez /enaracter and how that would affect how yau
consider if yamarai | ¢ jaf‘ﬂﬁe objects in your shrine in your show.
LITEERNE e ey ]
&é“°°‘

| I':')(‘i"[‘CISe JuXtaposSitioN

I This exercise should be done with a moment of your piece that you have already
trying to improve (or a moment in the set text you are exploring). As a group, che
that you want to focus on (for example, proxemics, physicality and music). Write ¢

| could be in the scene. Look at that suggestion and then write down a suggestion 1
as possible. Then another that is as different from the first two as possible. Come |

I suggestions. Run the scene back to back, using a different suggestion each time — i

I performed to a waltz, a tango and a football chant. When you have run through

I a group what you found; which ones worked best?2 Would other elements of the s¢
accommodate your favourite option? e

EXerciSe: UNSeeN Are

I Read throuzgmmou, | zlcf ln your group, discuss what perspectives aren’t he
| who doesk ,\ach2 Could there be unmentioned bystanders to the scene? Ci

possibilitie ww“ Widually, choose one perspective from this list and write a monoléi
to the extract. Read through your monologue with the group. Discuss whether and
include these perspectives in your devising.

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 14 of ¢«
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KNeeHigH’S PerForMance §

-

ﬂnarcﬁg

Kneehigh's performances are often described as anarchic — they are full of
working together to create a stage alive with action, frcn/props and puppé
to music and dance being used to create a carz BT ﬁoyphere However,
elements, the performers alone embo'J LERS & ,/cn/c spirit. Performances
exaggerated and very physical ;o7 ,{rrne an actor and graphic designé
Kneehigh since its incaza 4, s  s¢tibed Kneehigh's style as the ‘school of p¢
— actors weg CC 1L xd o f|II the space with movement and noise to cre:
However a! ducow igh have developed (especially since Emma Rice directed
high-energy style has been combined with moments of darkness, stillness a
comedy and tragedy in their work more closely together.

This raucous style that Kneehigh use is often based on the visual
images they create onstage. Although Kneehigh are far from being
dance theatre, and have used text in almost all of their productions,
they use what the audience see to communicate the story just as
much as what the audience hear. This is for many reasons; partially
influenced by their initial outdoor work, where lines would be harder
to hear, partially through their aim to make their work more
accessible and exciting by not focusing just on the text. Characters
in Kneehigh shows are rarely just stood or sat around chtting, and
if they are it's not for long — even when not in > 55 (<) «é Liece of
movement, actors will often be movmf* & A “,aL ng with the
stage to show characterlsatlon sty @ ",Ap|e in Kneehigh's Cymbeline the ¢
with metal fencmg somed i (\n 4Wn across it — in a scene where the Quee

to woo Img th sele Iead he clambered across it in an attempt to be
09
stuck. 5

ExermSe UppiNg tHe ENergy

D

In groups, choose a scene, either from the piece you are devising/rehearsing or
to an audience using the following rules:

e  You are not allowed to stand still for longer than three lines (spoken by anyo

e While you are standing still, either your physicality or your vocal performaric

e At any point, anyone in the scene can clap and everyone has to go into a tak COPYRIGHT
happening in the scene at that point, hold it for two seconds and then continui PROTECTED

Discuss with the audience what effect this created for the. s « e, how did it change
Were there specific moments that it did or didn’t .y ¢t ujj f

p i/
g
EXteNSioN Activity -
Return to the scene ~n '\ A\ fc. - now you want it to affect the audience. Write yo

that woulcg —L-\f vo 1 e that effect. Re-perform the scene to the audience with 09
it has char! w‘ﬁ{mj > scene.

-~

g

r——————————— — —

Education
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Magic and Transformation

Kneehigh's early theatre, when they didn't have many resources, used
many elements of the style of poor theatre. This means that they
used limited set and props in creative ways, in combination with a
focus on physical expression to create meaning for the audience.
Although Kneehigh now have many more resources an! freate large-
scale shows, they retain the sense of |mag|natlf 2 *ﬁaglc which is at
the core of poor theatre. One of the VR iz fwsnown is through
their innovative use of props ar: 22 2uymbolise different objects and lo¢
for instance, in A Matte ...~ . «4 ,dDeath hospital beds were used through

also as plae A Jpended routes to the afterlife.
7T erzy @r&i an3 QPoor THheatre

Poor theatre was a concept created by director, actor trainer and theorist Jg
developed his ideas in the 1960s and 1970s in his Laboratory Theatre in Op©
them to America and Italy. His ideas have inspired a wide range of different
followed his ideas strictly while others have taken his ideas and transformed
approaches.

-

)
A ——

Poor theatre aimed to strip back theatre to its essential elements — using o
and costume, with sound completely created by the actors themselves. This
ostentatious sets and effects in theatre which Grotowski saw as misguidedly
be found in film and TV. Instead, Grotowski wanted to focus on the element
physical presence of the actor in the space.

Grotowski created a rigorous system of actor tr=j iy wh. ¢h drew inspiration
develop an actor’s ability to phy5|caIIv ogi s Fthger “feactions. Grotowski war
movement, signs and extreme Al tates to express internal feelings. Un
German dlrector who 50 «: ;STO represent characters’ social position) h

to come &S lgand |mpulses of the performer rather than being col¢

=

~

Constan\g5) nlslavskl he did not want to encourage perfectly naturalistic
Instead, h\e .va/ted actors to develop a set of sounds and movements that <z
dream and reality, to communicate with the audience.

Q)

~+

In order to create meaning without developed sets and technical effects, Gra
props along with the actors themselves. Through how the actors handled ang¢
be transformed in the imagination into numerous different objects. These tra
replacements of one object with another, but could also contain more symb®o
% two characters are fighting a duel over a love interest, their swords could be !

COPYRIGHT
Activity 1: PracticaL PROTECTED

As a class, stand in a circle with a chair in the middle of the s jace. The first studer
chair so that it becomes something other than a chmr 2. wor _as the student has h
the next person in the circle should clap, entai th Civy. ./tdake the chair and transf

Continue around the circle until ever- . r <1,y .\ ad @ turn in the middle.
e g/ ©

- i i
Actvity 2 pract e = S
In groups, N o ,..\_1 WhICh is in the room around you (it should be something il 09
Experimen gdoco‘““ hat other objects you can turn it into. Create a short sequence w EdUCOtiOﬂ

at least thrée objects. Try to find connections between them; this could either be
story that includes the obijects.

Perform your sequence to the rest of the class. Discuss how transformations like the
production.

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 16 of ¢



éomeag and the ¢budience

Kneehigh's innovative use of props and set can also be used for comic effe
comedy in their work, even adding it to serious plays and scenes. How thi¢
from wordplay to slapstick and is also quite often connected to undercuttin
about a play or story — this way, they can make the a:- hce laugh while a
something familiar in a different way. For instsiit ® N-Cymbeline they ofter
text and satirised the style —on reaciig ) « ter, “One character misreads ‘st
the other character to excla’ = (c{r 3} : even play the trumpet!”.

1'//,

Comedy i<re\,L (ftﬁrough the company’s interactions with the
audience. \audlence participation itself is rare in Kneehigh's
work, they almost always acknowledge them and break the fourth
wall, or come out into the auditorium itself, such as Lily running
around the audience looking for her cat in 946 — The Amazing Story
of Adolphus Tips. They see the audience as an accomplice in
creating the narrative, as while the performers are the ones acting
out what is happening on stage, the audience need to engage their
imaginations to make the show work.

Activity 3: PracticaL
In pairs, devise a short scene responding to one of these stimuli:
- Someone giving a birthday present to their friend
- Two co-workers who don't like each other buz»irg 4 g,ach other on the stt¢
- A parent trying to tell their child that t:»0 p //;.m/as died.
5 ;

N a1\
Perform the scene to the ar-iaia, L0
i N "; o
Now get | —LL AR Jpairs and add in moments where the characters in the scé
this could 1 i ng eye contact with them, speaking an aside, going into the aud

the dialogu®*Consider how you can use these moments to create humour.

Perform the scene to the rest of the class. After everyone has performed, discuss h
scene are different; how did the audience react to the moments of acknowledgem
tone of the scene as a whole?

Activity ¥ ReSearcH, DiSCUSSION aNd PracticaL
Individually, find between one and three clips of something that makes you laugh.

It could be a stand-up comedian, a moment from a film, or a video of a ridiculous:
cat. As a class, watch everyone’s clips. Discuss what makes the se clips funny and ¢r

thoughts. & 9
/ -
Get info groups. In your groups, devicx s ‘cenélmended to make the audien

the clips that you have watch=.! ‘s = u../be an exact recreation of one of the &l
similar techniques or ¢.r -k ,A .o’pymg and original material.

“ )
Perform y)e 10 the class. As a class, discuss what elements of the scenes we
are certain\a®®s of comedy that work best in a theatrical setting and how you co

in either your devised work or set text.
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j’)arration. Ensemﬂle and éommon M)oti(fs

This connection to the audience is also shown through Kneehigh's use of n
their plays is often delivered directly to the audience, and often in a friend
characters are chatting to them rather than relating a grand narrative. This
story is narrated by. Kneehigh’s work often gives voice to
characters sidelined or ignored in their original narra . [such as
Brangian the maid in Tristan & Yseult or the f: nm 'C/. aickens in
Hansel and Gretel, both of which ha:ss/ ¢ hes “explaining their
feelings about the events of 2> flr 4 |cs’ The role of narrator is
often taken bysimi!~ri! L' /é\ < excluded and looking in from the
outside. I|n o yseult this was the ‘Club of the Unloved' a
group of ar\gg@#®wearing, binocular-wielding group of narrators
relating a love story they had never experienced.

et

The sense of ensemble that is built in Kneehigh's rehearsals carries through
a performer’s character isn't in a scene, and even if they are not on stage th
engaged and involved in the performance. This could range from operatin¢
set, playing an instrument or helping another actor with a costume change
swapping in and out helps create the feeling of energy in their r—Hn

plays. T'P
AS |

As well as these more general themes in Kneehigh's work, there

are also some motifs that are often repeated in their Work. One Z;ec,
is performers cross-dressing for roles, especially mer* nofing ‘show
women. They also often use flying, especially i, 'v/ of lovers [Knee
suspended together above the staca @it v 0 ristan & Yseult, fperfc
Brief Encounter, Rapunzel arb M * 21°0f Life and Death. These CZL:;

ity

images are used to -t 'femmultaneouspy and precarity of

love. Ther ‘LL Na ), other images or elements that reappear in |
Kneehigh s‘/L you may want to keep a list to see if any will

be helpful for your interpretations, whichever component you are using the

Activity 5: PracticaL

Individually, in pairs or in small groups, decide on a fairy tale or myth that you we
how you can tell it in an informal way — what characters or people would be tellin
are they in2 How do they interact with the audience? Create a narration of either |
the story.

Perform your narration to the rest of the class. After everyone has performed disct
created with the audience through the style of the narration, and how it altered the

EXerciSe: WHat"s Evervoreq , gr”

iy L) ugd)

-

In groups, Z 9 > G s o o rom your devised piece or set text that doesn’t involve |
this exerci omp’onem 3, make a list of how many performers you would wa
I

to have al id““’ arts played (consider if you would want some performers to multii
performers are not currently being used in the scene, and discuss what they could |
something onstage (playing music, operating puppets, observing) or backstage (ch
set change). Discuss how involving everyone in the scene would change it, and wha
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KNeeHigH’S ProductioN De

Design is very important to Kneehigh's shows. Kneehigh's very visual style
element for making meaning for the audience and te”' 'the story. Desigr
months before rehearsals begin to begin to st ¢ fre 'nga world for the st
find a central aesthetic responding to. i« er.<s of the show and build a l¢
it. Kneehigh sets almost alwzy7ife 1« cee fixed set (often with several levels
ambiguous enough tc. “u e ~attany different locations in a plot, with th
props. Alf{ ti = scts'Kneehigh use often give the impression of being
everything @uc con5|dered and thought-through - rather than putting a
to create an atmosphere of chaos, they thoroughly consider what items wil
of the production they are staging.

a

¥

v

LD

=

However, this doesn’'t mean that the sets are blank slates. The colours, shat
reflect the themes of the play, for example creating rural or industrial atmaos
different eras. On top of this the different platforms, ladders and sections ¢
created so they can be interacted by actors, introducing innovative and amit

The design in Kneehigh's productions often contributes to ‘
the big, climactic, visual moments in its plays. In Tristan & \\ ,
Yseult this featured as massive white sheets dropping from
the back of the stage to symbolise the white sails of
approaching ships. In 946, water spurted up G ﬁ/ 25

bathtubs bordering the stage to shov beig
bombed. walk\) ,,,/ g
s ) ,/ "; // -

In groups, discuss the locations and tone of your set text. Decide on what impressi¢
audience about these things through the set; what do you want to use as the base
location within the play? How will it create the appropriate mood? How will the pi
with it2

Design a large set for the show, taking inspiration from Kneehigh'’s. This should be
the whole performance. Sketch and label a diagram. Once you have done this, cri
you will show two or three different locations in the story on this set; will you use i

I

I

I

I

I

I

: performers interact with it? , COPYRIGHT
| Present your ideas to the rest of the class. As a class, discuss how the designs prest PROTECTED
I production and what effect they would create on the ilur“;3 2
I

I

I
I

I

o ) =
i

>~

EXerciSe: DeSIgNING Re2t3" Ly ig

-

designs yc leor the last exercise and discuss how you could create the sat
are more ewnry “available to you. Think about striking images, interesting combing

For the pi ¢ _edting, you will not have the resources available to Kneeh 09

Education
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@esigning for Outside

There are many things a designer needs to consider when making a set fo —
addition to the normal considerations. Unlike inside a theatre, you can't co ‘v%
of your surroundings, and the elements and scenery will change how you ¢ L

N
When he was first working with Kneehlgh Bill 25ch ’1‘0dnd that he neede iiww
only because the wind and rain could a0 < 9¢e /alt/er props and set, but b

much energy and force into whav 2 y ,xere domg, they often broke things =
. . i ”x
mostly using wood ar< 4 j;u»c’onstruct his sets — which could withstanc ‘ ‘

performer N e
o9 =
o0
&d
o

e
fos

Mitchell’s outside sets took their inspiration from their surroundings, usind
basis of the construction. This could range from hanging props from trees
through which the audience could see the surrounding countryside.

Mitchell saw one of the key aims of design in outside spaces as
drawing and holding the audience’s attention, as there is much
more for them to look at and be distracted by. Therefore, many
of his sets featured large, bold shapes and clear colour
distinctions rather than intricate, fussy or multicoloured sets.
This way it was much easier to draw the audience’s gaze to
where it was needed — for example, a red flower stands out
much more against an all-white set than one which is f=<jooned
with flowers. g ‘.

S =4

./ )
Activiigsme!
In groups, ;LL& an outdoor space that you know well. Discuss and note down all

are interesi™y or unique; what spaces does it forme Where is your eye drawn in |
patterns are in it2 Is it enclosed by anything or completely open?

Imagine you were creating a set in this space (you can choose the devised piece ¥y
text or a fairy tale). Discuss how you could use the elements you have explored dl
would the audience and performers be placed? What colours could you use to coi
Could you use different parts of the space to show different locations?

Create a labelled sketch of the set you would use and present it to the class. Once
discuss how these designs differ from what they would be in an indoor theatre spt¢ COPYRIGHT
responded to the characteristics of the space around them.

,,,,, PROTECTED
-\ d
0" e
o ) o
ok \\ 48 .
i V) ’// s/ |9

i L

2, W Qg
‘;doc"“oﬁ

=

Education
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%igﬁﬁng

Much like set, lighting is different when working indoors
or outside.

Outside, most productions have to start before the sun.
sets, meaning that the lighting conditions get .\~ f >
increasingly darker as the play progrezsa Th..zan be
helpful thematically — if a play joc ¢ st or more
dramatic throuqhout tE S S .uv(/erlng light can bring
these elem DU (i draw the audience closer in. The
shifting col ducono“ s aIso means that a lighting designer

has to consider how light will be used.

As lighting cannot be used throughout, approaches such as having differef
different locations are less effective, but it also means that uses of dramatic
more effect towards the end of the play if they haven't been used before.

Inside lighting can be used much more thoroughly to produce different efft
Kneehigh's non-naturalistic approach they often use vibrantly coloured ligh
and add to the anarchic atmosphere, and in some of their shows (such as T
a Suitcase) almost try to mimic the atmosphere of a rock concert. These br
sometimes cover the performers themselves, such as in moments of strong
and song, but are also often used as backlight and arour 4 the edges of the
covered by white light or more subtle colours . rs ‘fnumahon means thé
impression of emotion and atmosphezz.\ * le "J performers are still easily
colours are used along with an et =/ and textures, or areas of light, to ¢
different spaces (for dzou 0 “hiow this is done in a specific production see

case study‘e} L ave often also used neon signs spelling out words
xo®

i

-

and locaticRieggeir plays.

Activity 2: DeSigN
In groups, choose any four locations (they don’t have to be from your play). Discus
places have; are they exciting or boring? Scary or comforting?

As a group, design a lighting state for each location which creates an impression @
non-naturalistic lighting and bright colours. You may want to think in more detail &
it? What's the weather like? Create a clear description of each state that you can COPYRIGHT

Present your lighting states to the class without saying what location each is repres PROTECTED
discuss what impressions you got from each state — don’t worr:/ |f you can’t guess f
about the atmosphere that is created.

________ »;__:_________ ig
EXelciSsy a" wh MOMENt

09 09
ed°°°ﬂ H

In groups, choose a climactic or important moment in your devised piece or set tex EdUCQthﬂ

strong emotions or an unusual atmosphere. Create two lighting states — one which

the location where the scene takes place, and one for the climac'ric moment. Think |
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Although Kneehigh have used projection in some of their other productiori
and Death, Pandora’s Box and Cry Wolf), they used it most notably in their
so this worksheet will focus on its use in that show.

ay

One of the reasons projection was used so mu::'3 We ;'j"s « reference to the
combination of forms was emphasisefJ 2 e .udation of the play —in a cir
audience entered, they were mezet /¢ ..“Adshioned cinema ushers. The pla
(the protagonlsts of thys ur ,mjumg in the front row of the auditorium b
walked thr, th.  ( cen at the front of the stage. She then reappeared
This is exer ducow“ of the combination of theatre and cinema in the play.

e E R

Some of the uses of projection in the play were: =y
e Scenes not shown onstage — In particule;; U s 5 scenes with her hus
shown through projection, perhazes - gesing that her relationship wi
made the rest of her life S &\ aid distant.
e Details of scera. 7. 4 ups of actors’ faces were sometimes used as
helpe @3 U« ! | 1.ee’get a better impression of their emotions, and pa
streng! wco“"“ he feellngs
e The sky — A large projection of the sky over the whole back wall was of
impression of location and weather.
e The train — The two protagonists meet and often return to a train stati
iconic moment in the film. The show created the train using a movable
across the stage. Whenever a train passed, an actor would run across t
onto which would be projected a train. Not only was this a practical we
problem of showing a train onstage, it also added to the sense of magi
e Advert - In the interval, fake 1940s adverts which Kneehigh made wer¢ COPYRIGHT
created humour for the audience while emphasising the period setting. PROTECTED

=

Activity 3: DeSigN aNd Practicat -~
In groups, discuss the different ways that nr.ie =i - /anée used onstage and how

interact with it. Come up with one e 3 i f/) sou could use your classroom projé
interesting theatrical prOlef“ e [ M |9
o) sl

-

Take turns, he 3 a,,cdor to show the class the effect. If your idea is too comp| 09
easily, thel (:d\)"g'\o it and demonstrate as much as you can.

Education

As a class, discuss how moments like this could be incorporated into a wider show;
moments mix with actor-focused moments? Would there be projection throughout ¢
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Kneehigh's costumes are often bright, colourful and eye-catching. They als
mimic vintage styles. Sometimes, these are specific to the play — for examp
characters in Brief Encounter are clothed in 1940s styles to reflect the perioc
the original film was made. When a specific era isn't bc' /g referenced, the !
the costumes often features a combination of ;i de § f(s\xch as T-shirts), 19
as dresses with small waists and full sl nc.Zothic Victorian (such as lag
and heeled boots) styles. The vy (s e tostumes can also be used to sh¢
kind of environment thise "o 5 are setin — city-set shows often have sharpe
and dreSSFe YIS set in the countryside are more likely to include fl¢
dresses, ca\ggigs and tweed.

Bright colours and slightly exaggerated styles are often used in Kneehigh's
to add to the sense of fun and anarchy. These eye-catching costumes alsa
Kneehigh's use of multiroling characters. As one performer may be playint
characters, or appearing in a chorus alongside their main role, easily recog
and differentiated costumes mean the audience can easily keep up with wi
are supposed to be. In a similar way, choruses or groups of characters are ¢
dressed almost identically in order to make them stand out as a group — f@
the anoraks and binoculars of the Unloved in Tristan and Yseult or the whit¢
and pink wigs of the prostitutes in Dead Dog in a Suitcase.

=2 = ey
= =

Activity % ReSearcH aNd Writing .
Individually, find images of costumes from ¥ sh qh/p.g&s/ond choose two to focul

the items you see in the costume —t=. < be . 5 2xact as possible, using precise ter|

description. Write this on o n’.~ fo:fwcpef{ separate to the picture of the costume
ity ’/‘ i

)

=
Split the ¢ —L-\E 01 v 1ulps. Each group should mix up their pictures and descrig
with the o1 \;2{\00 up- Your task is then to match up the descriptions to the correct i
this fastest md/correcﬂy!) wins.

As a class, discuss what elements of clothing you noticed frequently in Kneehigh's ¢
you got of the characters from the costumes.

EXerciSe: WHo aM [P
COPYRIGHT

In small groups, choose a character for each person in the group (one that they d¢ PROTECTED
piece or set text. Create a mind map for the characteristics of each one. Discuss f¢
could use one piece of costume to show the character .4 Jc uld either be someth

d >

something large (e.g. a dress). f S®

g i

As a class, form an audience. Fon g © il take it in turns to get up on stage arl |
clothing (each person sc.i'~ ) o, ../earing...’). The audience then have to guess v 9
with a maxiz

Q9

9
@ the exercise; what was the most difficult part of choosing a costl EdUCOtiOﬂ
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Kneehigh often use puppetry in their work. Often this is to create animal ¢

a deer in Cymbeline or the rabbits and chickens in Hansel & Gretel. Puppet

can be brought to life in appropriate scale to the actors, meaning they can

with a real animal. The puppets they use are often spe-i lly made, or repu
7y

production, and are intricate and often beauti"f", r ) | S

; o
However, Kneehigh have also,1 set | ‘jl‘fletrj to create human (or
human-like) character; 4. ¢ “aiy’in their more recent works,
such as Th o Dro 2 i A Very Old Man With Enormous Wings
(which was wcov Pd with puppet theatre specialists Little Angel
Theatre). In both works, the puppets help create uncanny or
strange elements of the characters which would be harder to
show with an actor. For example, Oskar, the protagonist of The
Tin Drum, is born with the understanding and reasoning of an
adult and stops growing at the age of three — using a puppet
both means Oskar’s diminutive stature can be shown and that
large black eyes can create a sense of strangeness and threat
from him.

Having puppets specially made for each production means that
they can be made to reflect the style and tone of the production,
further adding to the effect that it creates on the audie= 2. For

example, whereas puppets reminiscent of vint}:; (@ .';/wp/re used for 946 tc
' 26 1204 (n a Sultcase to make €

Punch and Judy puppets were createc £
humour in those sketches. o P 1\ A4

T
S His
d Ty //

Kneehigh ! P} & - acmany different scales to create different effects o
small pupp w@w“ be used to set a location and large-scale action — from $
trekking through them in The Tin Drum (which further played with scale by
characters who had died in the previous scene form mountains that the sn
to approaching ships at the end of Tristan & Yseult.

When creating puppets, a designer also has to think about how they will be
look like — a beautiful puppet is useless if it can't be moved well! One consi
is thinking about how close the actor operating a puppet should be to it. F

puppet can make the relationship between the actor and puppet closer — 2

are embodying the same character. However, with smaller puppets you mé

sticks or strings so they are less easily blocked to the audience.

However close an actor is to the puppet they ain ‘\// ave to put a lot of fo
¢ bidnk face so that the audient
rather than them, or to rear thl s &€ the puppet would to help create ¢
‘A dulf about how they move the puppet, makir

actor can either choose to keep a corip -

Performers nead tn tt
unmtentlon Jefﬂ’/\e impression of life from it. This includes moving

when walki w“’ oving its head to react to things, and most of all, having th

easy way to give the puppet immediate life.

O

—‘ﬁ

=k

QO
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Activity 5: PracticaL
Find a space in the classroom and sit on the floor with a piece of newspaper in fi¢
sheet out flat on the floor and put your hands on top of it. Breathe evenly and dei
your hands in response to your breath, slightly closing them on the in breaths and |
out breaths — start very gently, with little movement. Slowly build up how much mg
breathe. As you move the newspaper, it should naturally start crumpling in places
hands (still in the same rhythm with your breath), accer**'l 2 B wese crumples and f¢
newspaper into a different shape. E &>
j ,/

Once your newspaper has a sho o ey (',oau'r’ how it would move (in addition t@
rhythm) — does it have ¢.H - i\ L 74 2 ow would it look at something2 Would it we
Would it gogaat o0 = /- )grféxperlmemmg with moving your newspaper puppt

ie _ guppet think about how it reacts to them — is it shy, confident
show These n‘hout making a noise?

Once you have explored the room and interacted with different puppets, bring yt
the room and to stationary (still moving it as you breathe). Slowly loosen your hol¢
until it is a sheet of paper on the floor again.

As a class, discuss the exercise; when did the puppets feel most alive? What was ¢

EXerciSe: puppet DeSigN

As a class (for Component 3), or in your group (for Component 1), discuss what chi

of the story could be shown as puppets, and create a mind n P of suggestions.
o

Individually, choose one of the suggestions an-! ¢ sat.. /c,re5|gn for your puppet &

answering the questions. r -

How would it be operated?

Justification:
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Kneehigh have long included live music in their shows,
to help set the scene, create a sense of atmosphere
and express their characters’ emotions. Although
there is a lot of music in their plays, and their '
characters sometimes sing, most of their plays:x GI/; jJ
not be considered musicals (with exce/;‘i S L Suid as
The Umbrellas of Cherbourg. D a ", vouna Suitcase
and The Tin Drum). T2 -0 atse the songs do not
form a cor, 1{39 (o] :_}r;c'és’ing the plot and characters,
but insteac wfow“ rt the movement and dialogue
which happens throughout the play.

The music in Kneehigh plays is usually played by a live band onstage. This
by the actors and brought into the action. Sometimes, this part is a core e
instance, the band of the Unloved in Tristan & Yseult, but other times it is i
making occasional asides to the musicians or sitting among them. The pel
are also usually multi-talented and can play instruments — this means both
out of the band when their characters are not in a scene, and that their
instrument playing can form a core part of their character, for instance
when Widow Goodman's violin playing in Dead Dog in a Suitcase helps
to bring about the cataclysmic ending. Although the songs and music
are written before the rehearsal process begins, instrur-<ntation in
individual scenes can often be led by which pP;‘; mn §’ a-e free at the
time. However, instrumentation is als;w > 1 te.enow characterisation
and location in the plays — for <) .M°946: The Amazing Story of
Adolphus Tips a banic. 4. 4. .l scenes set on the farmyard.

\Q N S
The style o wfﬁi@“ iéh’s music varies between shows but often has certain &
music will often have a strong beat, helping to create the sense of exciteme
Influences will often come from folk music, both from the UK and around E
most regularly use acoustic instruments such as accordions, guitars, drums |
use harmonic singing.

Activity 6: ReSearcH aNd DiSCUSSION

As a class, listen to the examples of Kneehigh’s music below:

e zzed.uk/8725-tristanyseulttrailer COPYRIGHT
e zzed.uk/8725-wildbride-rehearsals (Kneehigh Cookbook account needed) PROTECTED
e zzed.uk/8725-greenlands-coast (Kneehigh Cookbook cccount needed)

ik
Discuss what common elements there are betwee # it (m/p 2d how they affect the ¢

feature in. i i

g 3 iy * .
Get into groups. In your -, s, ~search and create a playlist of music that is sin |9

how you cogamise i ',*-/‘.;sz:"iike it in a production.
s e
BHEEL L, e e -
- Education

-~
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CoLLaboratioN and INFLue}

CollaBoration

Kneehigh's work is often affected by which individuals are collaborating on

instance Bill Mitchell’s involvement led to Kneehigh d=~:: j a lot of outdoor

they work with influences the style of the musizv © J y ®

; =
i

Wah! Wahl Girls " .~
A co-productian with 'y;’* 4’r _ells Theatre and Theatre Royal Stratford Eat
Olympiad. ’LL \ oot

of

g g
Kneehigh's sense of cheekiness and not taking itself too seriously was comt

including influences in the script, dance, music and costume. This combina
which explored the Indian community in London with a vibrant and fun styl
influenced Emma Rice (who directed it) as she went on to include Bollywoo
of A Midsummer Night's Dream at The Globe (see Influence for more inforrr

Trailer: zzed.uk/8725-wah-girls-trailer

2 °Uerg( Sl 0Nan itk Bnormeus 'C@ings

A co-production with Little Angel Theatre.

Although Kneehigh's work has often included puppets, they usually have
only a couple of puppets in a cast mainly of human g+ rmers. However,
in this collaboration with Little Angel — a spec s frj/l,l/pef company — the
entire cast was made up of over 100 'z o ! icused Kneehigh's sense of
humour and music along wi* né ‘L#géts (the company had also
previously worked Vi ‘\ /s Aary/a;s Windfall in the 1990s), but the pace an¢
atmosphe e ..o was less chaotic and anarchic and more

melancholy many of Kneehigh's shows.

Trailer: zzed.uk/8725-veryoldman-trailer

Activity 1: DISCUSSION

As a class, draw a large circle on a sheet of paper or the board, with room to wi
outside of it. On it, draw a map of all the collaborations that happen with Kneehi
that happen within the company itself, and on the outside draw collaboration tha
companies, artists or organisations. Use your own knowledge, look back through t
individual research to create the map (particularly helpful sections may be the Hi
Rehearsal Process but helpful information can also be found elsewhere).

As well as which collaborations have taken place, note down how these collaborg
outcome was for the shows that were produced. Discuss &y [ollaboration affects
when different styles are brought together? How > di fenr artists work togetht

EXteNSON Activity .« .-

In your groups, choosp N «(r Aner or company that you know other than Kne

B

styles diffzg \ . =_hdilar to Kneehigh. Create a short description of what @
the two g 09 e 5-would look like. Consider:

e  When /..e/rlal they would choose to create (i.e. what play/adaptation)
e  What elements of each company’s style would be kept
e How they would work together

Present your ideas to the rest of class. Discuss how different styles come together
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Members of Kneehigh who have gone on to work elsewhere have been gré

-

with the company, with experiences gained and styles developed colouring ‘v%
Work indudeS f“}iﬂiﬂ”&ﬂ&ﬁ"s&

Bmma Rice at The Globe () 1 :

Emma Rice was made artistic dlref* o1t »L,Glok;e theatre in London (a ret
theatre) in 2016. Notable A Gr/; SIS fﬁat she directed there include A Mi¢

Twelfth ngh* o8 ©
Similarly tork with Kneehigh, she treated these

texts quite irreverently (though kept more of the original
text than Kneehigh's production of Cymbeline, which used
only 200 lines of Shakespeare’s writing). Song and dance
were used heavily throughout, along with bright, eye-
catching sets and costumes. She also brought a close
focus to trying to make sure the audience understood
what was happening, placing more emphasis on getting
the story across than the poetry of the language.

Qild Gorks

Bill Mitchell had mainly worked on designing sets for in</»or theatres befor
During his time at Kneehigh, he became passiczz4€, sth about designing ¢
outside. These included Wild Walks, \A{’j\e s au "{’,m‘cé/sjwere led through cot
performances and design alonf w3 w2002, he left Kneehigh to forn:
dedicated to making 2. °3 - % wgutdoor work.
\9 S
Possibly th duco{ famous production was 2011's The Passion, a co-produt
Theatre Wales. Taking place in Port Talbot, a Welsh town, between Good F
told the story of the last couple of days of Christ's life while weaving in the
Talbot itself. The story responded to local locations and involved around 1

community in the production. The climactic crucifixion was witnessed by ¢

-~

QD

Activity 2: ReSearcH

In groups, research the work of either Wild Works or Emma Rice’s productions at |

to use interviews with Rice or Mitchell, reviews of their work or the Wild Works ai CO PY RlGHT
elements of their work that are the same as what they made at Kneehigh and wht PROTECTED

e The spaces they use ‘
Who they collaborate with R

e  What themes or stories they focus on o i o> i
e  What their intentions are for their !y = es =
s 1 iy * .
- - l
Present your thoughts tc..5 - st “the class, and note down any elements which 'y 9

Q9

. Education

influence ! 7199 1y or working with the company’s practices.

how both ‘hc (lniceted ‘elements from their time at Kneehigh with other ori
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As well as the artists who have worked within the company itself, Kneehigh
companies’ styles, including through its use of music, movement and irreve
pinpoint specific points of influence as so many different theatre companié s—
that saying what work has specifically come from Kneehigh can be unclear —
and companies like them use can be clearly seen throughout the theatre w /

A ——

One company that has definitely been influenr;;i Sy me Shigh is below:
J -

¥
f" g
éScage ot 4\\ "4

CScape are a danca it 4 wmpany from Cornwall. Although they origir
backgroure} }jh’helped to inspire their inclusion of narrative and sto
Kneehigh, & often mix the serious and the silly, work outside, and cre
by fairy tales and myths.

In 2009, CScape collaborated with Kneehigh on their production of Don Jor:
to bring their more formal dance work to creating choreography for the sh
as dancers.

=

Activity 3: ReSearcH
Individually, find a show by any company from the last few years in which you cai
Kneehigh’s work — try looking at reviews of shows or at company websites. Make |

elements of the work remind you of Kneehigh; is it the use of physical theatre and
humour2 Of musice

Present your findings back to the class. As people are 2, « i 3, note down any el

what inspirations keep being said2 When eve vo € h. - srésented, discuss these ¢¢

around the mind map below, then cor=¢ 411 . Jows and companies you researche

be connected to several). Disc::.s oW 1 < wkamples have taken inspiration from Kr
and how this could infl:¢¢c "y f’/ won mterpretations.

Show

Element \

COPYRIGHT
PROTECTED

(-1,@

/
o 5N ;(neeﬁlgﬁ
s i s A gy = o
274 :; s |9
T@e{@ N 09
Education
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CaSe Studies

Source Material:

Tristan & Yseult (more commonly written as Tr st ﬁ/. fi Iseult) is a tradition
twelfth century or earlier. It has beep '« . radapted and used as source it
perhaps most famously in Rizurd A agier's opera Tristan und Isolde.

a

i o)

X L
gterg: A
King Mark, & ller of Kernow (Cornwall), is at war with

Morholt from Ireland. Tristan, a mysterious stranger, helps
Mark defeat the Irish forces and kills Morholt. Mark sends
Tristan to fetch Yseult, Morholt's sister, to be Mark's wife. As
Tristan travels to find Yseult, he suffers from injuries he
received during the battle and falls unconscious.

Yseult finds Tristan lying, unconscious and wounded, on a
beach and she tends him back to health and starts to fall for
him. However, once Tristan is recovered and reveals his
identity and mission, Yseult is shocked and saddened. She
agrees to return to Kernow to marry King Mark, taking with
her a love potion to help with her marriage. s D
C ) °
However, on the voyage Tristan 277" Se 1 5 yet d/runk together and drink th
love and sleeping togethz. =2 49/’; Jseiﬂ/t arrives in Kernow and marries Kif

must take %(\. ,--/;fvvé”dding night.
Og’oﬂ v
Although YS#¥2nd Tristan continue an affair, Yseult also falls in love with

hidden until revealed by Frocin, an aide to the king, and King Mark banishe:
Yseult remain in a nearby forest. One night, King Mark finds them sleeping
them after trying and failing to kill them. When the pair see the knife, they
caused to King Mark and agree to part, promising that they will come to ea

o

Yseult returns to King Mark and Tristan ends up marrying another woman ¢
Whitehands. Although she loves him, he doesn’t return her feelings. As he
original Yseult asking her to come to him — if she does she should sail in wit
refuses she should send a ship with black sails. Although Yseult comes in &
Whitehands tells Tristan that she sees black sails. He di= just before Yseult

him she dies of grief. y FRE
( 5%

5
0Preduction Q(isterg: WA\ il
o Created far Riffaie Asboy in Nottinghamshire and Restormel Castle if
J Perfor 254 at the Minack Theatre and the Eden Project — other
e Perforr %é‘c.nf the National Theatre before a national tour in 2005.

e Toured internationally to Australia and America in 2006.

e 2013 revival for national tour.

-
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@riting:

e  Written by Carl Grose and Anna Maria Murphy. Grose was responsible
court and Murphy was responsible for writing the love story.

e  Mostly written in poetry — different styles to reflect different characters'
King Mark spoke in iambic pentameter to show his formal and regal pc¢
used more childish, limerick-esque rhythms to sk.y: the pettiness of th

e Grose was inspired by Quentin Tarantino’ /K« g@//\ air Dogs to have the
end of the story. e v

'd i -

r 4

- ’/"/
& i
iy / i
//

G)erfermanf - » )
9 i . . .
e In the'arft'scene where Tristan and Yseult fall in love with each ¢
> . .
from rem‘éﬁrlc hung from the central mast, showing the carefree natur

e Brangian, Yseult's maid, is played by a man, which at first causes humai
has to sleep with King Mark on Yseult's wedding night, her emotions 4
a touching, heartfelt scene.

§et:

Taking inspiration from the nautical and journeying
themes in the play, the stage represented the deck of a
ship — the original production even used a real ship’s
mast and rigging! It featured a central circular ?
platform with the mask rising from the middle, with

ropes from which the performers could swing and be.. « |
suspended. In the original outdoor productic (e/ ,/J
battlements of the castle were used 2. »n wivas
moved indoors a raised metz! va’l'kl\ )ywas added to

recreate this effect A4 “iud

\Q S

L/

These platt opes and fabrics also created a

playground for the actors to use as they devised and

performed the show. It also created a very malleable space where the
audience could imagine different locations, while still providing visual
interest.

The indoor production also featured a neon sign for ‘The Club of the
Unloved', by the platform the musicians sat on, and suspended
lampshades above them. This echoed the effect of the costumes and
added visual interest.

Music: A
oY LA
The music was written by long-time K=a¢ 1h ‘,,V_,(Ia‘gorator Stu Barker. The
influences from circus, mambojca ‘e L und punk to create a melancholy bt
production also used n« ~ many other sources. For example, severa
Wagner's 4 .Lf W sed to connect the play to previous interpretations ¢
. ) > .
an epic tor\giose scenes. Twentieth-century love songs were also used

Whitehands and the Unloved.
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Dead @eg in a Suitcase (an3 other love songs)

Seurce:

Dead Dog is an adaptation of The Beggar’s Opera by John Gay (which later
Threepenny Opera). The original play mocked many elements of opera an¢
onstage. It did this using popular songs of the tir*;" s e Sy repurposing ot
subversive songs. The Kneehigh version ccm'’ rrnﬂ - ements of The Beggal'

Opera and their own creations. ... 7
5

7
s

1
B
) 5 /

A4
gtorg: o \>
Macheath, erer and thief, is hired by Mr Peachum, a corrupt busines
After the act s done, Macheath secretly marries Peachum'’s daughter Polly
Macheath arrested and hanged so they can have his money, while Mr Peac
intention to run for mayor.

5
i

Polly warns Macheath to leave the city in order to escape arrest
and he agrees. However, he instead asks his gang to trick
Peachum into thinking he left town and goes to The
Slammerkin, where he spends time with prostitutes he knows.
However, they trick him and allow Mr Peachum to arrest him.

Macheath is taken to a prison run by the corrupt Lockit who is
collaborating with Mr Peachum. When Macheath is loc* /d up,
Lockit's daughter Lucy enters — Macheath had =i fj{ly;
promised to marry her and she is angr.+ ncny GGt about his
marriage to Polly. Macheath ||’ 11 naelling her the marriage
never took place, but »w ~ j‘~.,/érr|ves the two women fight.
\9 S
Lucy tricks ducow her and releases Macheath. However, when Macheath ret
Lucy and Polly team up to have him hanged, both having been betrayed by

e

Just before Macheath is to be hanged, he is given a reprieve but at the san
widow blows up the bank as a protest against the wickedness that she has
to her husband'’s death. Chaos breaks loose on stage, eventually culminati
himself.

T~

-

(Production Q'Cistorg:

e June 2014 - Opened at the Liverpool Everyman (with whom the show ¥
e August 2014 - Performed in The Asylum at the Lost Gardens of Heliga

=

e Autumn 2015 — National Tour g, () _~
Y A
' 4
'C@riting: s\ \ 4l
Written by Carl Grocer 7/ 7/ 27
° e
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ZPerformance:

One of the additions to the original story was three suitcases — one filled w
to bribe the arrest of Macheath, one with Polly’s clothes to elope with, and
dog, shot at the same time as him. These were continually switched arount
throughout the show, creating humour, surprise and intrigue.

-

The climax of the production was when Mach ‘i \u.,supposed to be han

action and song, with confetti fallin~ “Cy e Le/llng and banners and plat

that the ending of the plav "= qu} ';e,auffblguous but also created an excit
o / ” “

E)Prgﬁtmg e

Lighting wa'® d extensively to show different locations in the play, using
threatening outdoor spaces, creating a tight box on the floor to show the
coloured LEDs to show the extravagance of the Peachums’ house and The
show, the lights were designed to mimic the lighting of rock concerts as we
the sense of rebellion and spectacle that the production wanted.

Set:

The set for Dead Dog was backed by panels gridded
with metal bars — not only did these give the
performers something to clamber and climb but also
produced a sense of high-rise city buildings,

industrial areas and windows, increasing the sense of....
claustrophobia and suspicion in the play. In frzi o
these were wooden platforms (includze - ovaen
slide) which could be mover i rch. uufhe space —
performers of’ren entes 4 ,gnfonto these

platforms { ei N athe | panels. Many other props
and pieces were added and taken away

through the show, including a toilet and a cement
mixer. At the centre of the stage for much of the play
was a striped Punch and Judy booth, from which the puppets emerged to ¢

JD')usic:

Charles Hazlewood, a composer and conductor, came to Kneehigh with the
the music for it. He used the same technique as John Gay in using inspirati
mixing some of the melodies from the original opera and folk songs, with & COPYRIGHT
dubstep. The show contained a higher amount of music than many of Kneg PROTECTED
musical, with characters using song to express their emajons and situation:

between being spoken and sung. gy J e
o

=
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Activity {:

In pairs, choose one play from the production history earlier in the pack. Research
Cookbook website, reviews and any other sources you can find. Consider:

e  Source material
Story

Production history
Writing
Performance i
Set <. o Y B
Lighting
Music

1\0(‘

' ‘.r\w/«hot the audience thought)

[ ]
-
D
(a)
D
©
b

You don’t have to look at all of these elements. If you like, choose a smaller numby
you can go into more depth with them.

Prepare a presentation for the class of what you have researched. Think about ho
information — do you want to use images? Video clips? Is there a way that you cai
creative and engaging?

Present to the class. As the other groups are presenting, note down any ideas whi¢
connections you see between different plays.

As a class, discuss how elements of these productions can be used to inspire your @

EXteNSioN Activity (FOr A [eveL CO2on ’Nt 3)

Get into groups. Each group will be 055|gne'1 w lor , e of the plays that were |
could use ideas from these productic: "1y 3 1+ bwn concept of the text you are stu
down at least three or four ic. .z ron :\5|—n‘/n61es or note cards — these could be ft
(for example costume, < .5 j’,:). for a specific moment in the text.

el >
M s sack to the class. As a class, collect the Post-it notes and stick il
grouping o\ ongmg them so that it is easier to see what you do and don’t hay
with the play going forward, left to right along the board, with rows of different |
simply split into design/performance or further broken down into movement/inteft
set/costume /puppets). An example of using the Post-it ideas for the story of Little
below (focusing on puppets and costume design). Discuss which sections and eleme
ideas attached to them — if you think of any that fill the gaps, add them!

Copy down ideas that you like onto the worksheet (the horizontal categories have
only suggested so you can use them as you wish). As you are studying and revising
want to focus on areas where you have the least ideas — see if you can fill in all i

Red RiZu 7t 1 5d aavelling Re
‘hiwagh the forest

Red Riding Hood leaving home
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CoMc- Nt T'Hree Work$

09 +
iy
id ﬁ

Beginning — , ~ - . -
Section/Scene/ A4
Act/MomegZ™S S z
I EE——— 09'0(\ o
X .
Elements: aa
e 5
and / i3
> 4 d / }
A “ud
9 \ S
09'0“ ..
xof A
gd
A T )
5 3
5
Y ad =
i ) '}/ i o
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Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 35

COPYRIGHT
PROTECTED

19

Qg9

Education




EXaM Preparation
AS HLevel éemgonent ot Exelomtlon and (Per(forma

For this component, you are required to study and practically explore a per
prepare a group performance or a design realisation 27 1 extract of that te
methodology of your chosen practitioner. Thi;w m/ Snent will be assesset
performance, and a portfolio which dze . m_shd analyses your work.

n
[

R

¢
L85

v

- 4 i o / .
Component 1is worth-<“ “a - arid accounts for 60% of your total qualificati¢
marks and o niutice or design realisation is worth 32 marks. The final |

performed wc or duologue from a different text. You do not need t¢
practitioner to your monologue or duologue.

Pevised (Performance / @esign Realisation

The performance should be between 15 and 20 minutes (for groups of thre
between 20 and 30 minutes (for groups of five to six). There can be a max
per group who can choose costume, lighting, set or sound design. Evident
diagrams need to be created and provided, along with the design in the pe
designer’s skills and process.

e

As Kneehigh'’s work often focuses on adaptations, they can provide plenty ¢

another creative work. You may especially want to take inspiration from K&

text to give a new perspective on its themes, and 27¢iu nour music, move
ot i >

However, unlike Kneehigh, you wi'.i “u 4 ) the text of the original source

focus on elements of Kne" ! {Q/,J ork other than their writing — think abou

same sense qgaahen A/mfout changing the lines.
\9 e
-
t “°°
Portfolio *

The portfolio is worth 48 marks. It should be between 2,000 words and 2,5
12 minutes if recorded (you can also use a combination of the two forms wi
minutes). This portfolio will explain and analyse the development of your §i
how you have used your chosen practitioner. Within it you can use pictures
well as notes, annotations and long-form writing. However, you should ma
include is appropriate and helpful in fulfilling the demands of the portfolio
photos will just make it harder for the examiner to find the relevant materia

-

\Q

[} o
ad\ﬂ
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& Hevel éemeonent of @ew’sing

For this component, you are required to develop an original performance fi
the ideas and work of a theatre practitioner as your point of departure. Thi
marks overall and accounts for 40% of your total qualification.

) 2] |
Pevised (Per(fermance / @esign Realise 0.l J°

The devised performance or desi(;', c@al uan |‘s/W0rth 20 marks. The perft
15 and 20 minutes (for areats Gf}ke{o four students) or between 20 an¢

. . » ' o .
[T . §

five to six). T re 2 - simiaXimum of one designer per role per group w
=

B

——

lighting, s¢ \09_0(\ design. Evidence such as designs and diagrams nee
along with X@#®esign in the performance itself to show the designer's skills

As Kneehigh's work often focuses on adaptations, they can provide plenty ¢
inspiration for another creative work. You may especially want to take insp
tendency to focus on characters overlooked in their original work, or to tw
perspective on its themes.

A

Although your work should be inspired by your key extract it cannot just be
itself — for instance, setting it in a different time period but keeping the sarr
some quotations from the text itself and/or elements including structure, f¢
You can also use other stimuli (for instance a picture, a piece of music or a
extract to inspire your work. Here, Kneehigh's practice of collecting materie
from in their devising process would be helpful. . /

C Sty
5=

(&

e

Portfolio e

s P wl >
The portfolio is worth €%~ & /ﬂ’/s. A should be between 2,500 words and 3,0
14 minute g0 ) '« y;0U can also use a combination of the two forms wi
minutes). rtfdlio will explain and analyse the development of your d
have used your chosen practitioner and key extract within it. You can use p
material as well as notes, annotations and long-form writing. However, you
you include is appropriate and helpful in fulfilling the demands of the portf
photos will just make it harder for the examiner to find the relevant materia

-

\ ad)
Tf 5 et
9.
&d\ﬂ
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The following exercises will be useful for both AS and A Level Component |

— —— — ———— —— ————————— — — —

I EXerciSe: PLANNING a RerearsaL Period

I It is important that you use your time effectively whether dewsmg a performance |
| timeline worksheet, write down how much time you have. ~ 3 'mark on the timeling
I certain milestones in the process or do certain per vy /o/, evdopment

I Milestones could include: 5 (k/ D o
I e Having a story for the /‘ o f“/ch“eI)
Havinh Rrsiin - +he script (A Level)
Decu |c.10ut of the stage (AS/A Level)
Showi\Gs /fejflrst run-through of the whole piece to other people (AS/A Level
chvmg a finalised list of what design elements need to be prepared for the
props, etc.) (AS/A Level)

Periods of development could include:
e  Researching your key extract

¢ Developing characters

e Improving completed sections

e  Learning lines

These periods of development could overlap or appear more than once in your pi
want to research a time period, develop characters and then do deeper research
professions / social positions at the time). When you are planning the rehearsal pi
in the pack on how Kneehigh rehearse and consider how you an design a procest

e ) 0
Now look at the things you want done and how r oot {ir/a you have. Split up the nn
I time on the timeline so you can meet the 't . ne./ou have set for yourself. Loak
factored in all the preparations s 3 & 0 make.
-

-

w )
Once you hoaafinis )j'mﬁeline, keep it with you and tick off every session ¢
I_check fo s‘\u ,we achieved everything you wanted to by this point. If not, h
o0
—_-/’—_—-————-———.—.-——_———.c

: EXerciSe: INdViduaL ReHearsaLs

I For each rehearsal you have, try filling in a rehearsal report. This includes both he
it starts and reflecting on what has been achieved.

Start by identifying what you need to achieve (the rehearsal timeline can help wit

need to be completed during the rehearsal to help achieve this — try looking throu

I many are designed for putting Kneehigh’s ideas into practice at different stages ¢

I Once you have finished a rehearsal, it is important to I\ sour thoughts before

these reports can help you create your portfolio 'y vw/x, ,mg "how you developec
i

I ideas, and contributed to the process g

-
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|EXercise: FiNdNg Materal |

When it comes to writing your portfolio, it will be easier if you organise all your il
and logically. As you are working, collect material and thoughts under the followit
statements that the specification asks you to answer:

For A Level: , i \ ¢ L
Outline your initial response to the key ex*r ct ;n/j J«actitioner and track how
the devising process sl 0

-t { ] - / i

Connect your reseo ¢ ‘. & //J/s'fo key stages in the development process an
i / -

performan X

Analyse how your contribution was influenced by the selected theatre practitit
and the impact live theatre has had on your own practical work

Discuss how social, historical and cultural context has impacted on your worlk

Evaluate the creative choices you made and whether or not they were successi

For AS:
Outline your initial response to the key extract from the performance text and |
rehearsal process

Discuss how the chosen practitioner influenced va' - «ri _ution to the rehear:
// / >
Connect your research material/s *- .« 9/\ ) cents in the rehearsal and state th

J

g [

Analyse and evalunt. % o :i‘w(fiion your own theatrical skill/s and ideas m
| gl =

»

\Q #
Discuss th 1L ci of social, historical and cultural contexts on your work

Taken from iﬁage 17 of the Edexcel spec — zzed.uk/8725-as-drama-spec

30

There are many ways to approach this — as you may not necessarily know what s¢
it's being created, it may be easiest to use a folder with dividers so you can move
easily. Try to write at least one note for every rehearsal — while you don’t have ¢

|

|

|

|

|

|

|

|

|

|

|

|

|

|

|

: Taken from page 17 of the Edexcel spec — zzed.uk/8725-alevel-drama-spec
|

|

|

|

|

|

|

|

|

|

|

|

I walkthrough of your rehearsal process, this material will come in useful for answer
|
|

If you collect all your material in this way, then by the time you get to writing you
together the evidence you have collected to form responses to the given statemefnt COPYRIGHT

————————————————————— | PROTECTED
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ReHearsSaL Report

Session

Focus
(Research, Creation,
Improvement, etc.)

What do you want to achieve .1 1|
this rehearsz'> ( >

A A

— iV
[
What (¥5e#) inspiration from

Kneehigh will you use?

How have your ideas for the piece
developed?

How did you use inspiration from
Kneehigh / your key extract /
research you have completed?

What contributions did you =1 s ‘1
to the rehers. ) = ’

P S/ ~

)

What needs to be done next?

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page4la
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&b Hevel éemeonent 3. Theatre 00akers in Practice

Znterereting a a)er(formance Text

In Section C of the Component 3 exam, you will be required to assume the
discuss how you would reimagine a complete performanse text for a conte
of your chosen practitioner’'s methodology and n:avt e, ith specific refer
. . .pe . ' ~ .
chosen play which will be specified in the. < va.x i smponent 3 is worth 80
of your total qualification. Se/c’f‘f‘, C J‘f/’unfponent 3 is worth 24 marks.
iy ) .

You will bel )\ Sagaice of two questions which ask how you would ap
o9
\)Co{\o(‘

— =

methodold aspects of either direction of performance, or production
chosen text*rou should also refer to the original performance conditions
answer, and show how your decisions fit into your overall production conc

1423850 R RaE s daE

éom@lete (Performance éonce@t

Although your answer in the exam will be in response to one extract from fl
your concept for the production as a whole. In order to be thoroughly pre
should prepare a concept of your production before you go into the exam
ideas about the specific moment and you will easily be able to express your

| EXerciSe: CreatiNg a Concept

When starting to create a production concept, it is important to ask yourself quest
opinions of it will affect how you stage it. Everyone in the c'~ 5 should write down
to the play — these can be from the factual (what do-5 % pi xtagonist usually edi
(should we ever feel sympathy for the villain2: bi f shy.“d Glways be questions the
text alone. Copy down all the questiz < pe . ». . come up with and individually wri
Once you have done that, ar-.r ¢ th. Lo oL ciuesﬁons below.

=

J

: . -\
What is the zaast [y =0 etement of the play to you?
\Q LD
o9 il

How does the story of the play relate to a modern audience?

What do you want the audience to think and feel about the play?

COPYRIGHT
PROTECTED

Get into groups and discuss your answers to both these questions and the play sp¢
answered in the same way and which are different2 Do some answers feel like the
play more than otherse Highlight the answers that you find . st interesting or exgi
those that are different from other people in your =y ;‘d':h Ap make your ideas

g

Write the answers you are most int .3 8a | v a piece of paper. Split the papél

dedicated to performance ~i- - fe's hor i design. Write down ideas on how you |9

the production to shew 4. -G ;NE’I"/S about the play to the audience. For now, dor

final idea »L-\f ug ! 5 _uis. Remember that some elements might fall into both sidl 09
music are \Es®8 design, but (especially due to Kneehigh's ideas about actors con .
doing diffen"?ﬁings) how an actor interacts with these ideas will also change ho! EdUCOtIOﬂ

When you have written down all your ideas, look over them. Connect any ideas it
highlight your favourites, and cross out any that don’t work with your other ideas.
points of your concept, get into pairs and describe it to your partner — make sure
I there are any elements that they don’t understand or notice are missing, add to ai
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EXerciSe: Creating a CoNcept (coNtiNued): EXteNSioN Al

I Prepare a creative presentation for your class about your production concept. Yo

B T T oy e o
I

-

ways:
e  Write a programme that would be given to the audience who come to see ¥ s%
e Imagine you are marketing your show to potential audience members and ¢t A
what makes your interpretation unique and interesting . "1is could include flyé
of these). st bl /

4 B
I e Create a presentation pitching to a thea re ‘or ;....h fo commission you to dir
| be interested? What are you o~"1 /10« with'ite

5 2
e In pairs, interview each i ~) oot y{wr productions. Ask why certain decisi¢ -
ideas came frem: (i <c_aiso be done individually with one person writing B |

. g
\Q 5 >

Deliver yc 60‘22{\00 enfation to the class. As a class, discuss what ideas stood out mas

. Q . .
which were ,Acl{ar — note down the feedback from your presentation and improy

clearly.

EXaMpLe EXaM QueStioNs
Your exam question may follow a similar structure to the examples below

exam practice (your teacher may specify certain extracts that you should
45 minutes to plan and write your answers.

1) As a director, how would you apply the methodology of your choser
set design in [a 100-line extract from your chosen text]? In your ansi

O NOILO:

. .. v R
production concept and the original performance conditions of the {¢ g"”?‘ @‘%5)
, FREY U/
P Gty >

2) As adirector, how Wouldf"f,, ¢ \(b// ire methodology of your choser
performances of 1 ; ¢ 228 m [a 100-line extract from your chosen t
» . :*)act’lf)n concept and the original performance coh

COPYRIGHT
PROTECTED
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T eacHel’S Note$

For any research activities in this pack, many sources can be used and are @
place to start is usually Kneehigh’s Cookbook, an online archive of much of
can be created here — zzed.uk/8725-kh-cookbook

@ho are ‘Kneeﬁigﬁ?

Activity 1 o

Suggestions for dlscu55|on Ad ’ &

- The themes of Rzhi:. '{]L/r'he Wlld Bride seem darker than 946 but all the tr
and hi @) L <4

-

. o9
- Period es
- Lotsof h|g energy movement

- Heavy use of high-tempo music

Activity 2

Examples of companies:

- Welfare State International (community theatre) — founded 1968, created large
to celebration and ceremony, included community participation, for example t

- acta (community theatre) — founded 1985, collaborating between members of
theatre makers to create shows responding to the histories, stories and imagir
recent shows include one examining autism in the Somali community and ong
during the Second World War

- Big Brum (TIE) — founded 1982, go into schools to perform a show and do war
themes and text of the show, recent work includes Mack>h, Dr Jekyll and Mr k
World War. e\ @]

g
& =
W

Suggestions for discussion: b r‘/ 5

. - i iy
- Outdoor work in keeml o) “aeehigh's early work
- Theme‘tg - ‘r'jioneéarby locations and communities used in commurii

)

- Work \RgE¥R 0 /made with members of the community (though many peopl
profess\e#®y trained)
- Kneehigh's shows rarely set out with the intention to cover or explore a parti¢
whereas community theatre and TIE might

Activity 3
Suggestions for fourth artist: Tristan Sturrock, Anna Maria Murphy, Charles Hazlew«
Kujawska, Stu Barker, Nick Darke.

Mike Shepherd Bill Mitchell
Work/Training before joining Kneehigh Work/Training before joi
e  Originally trained as a teacher. e Trained inartand il
e  Worked for a time as an actor in London and e Worked with TIE gt

became disillusioned. A~ ) ‘and Theatre Centre
e  Returned to Cornwall and started Kneehiah (0/' 5T )

time while doing various other joh< | Work with K”ef-’h"gh

Ve A\ A . Started by designing sht¢

Work with Kneehigh o)A A then became joint Artist

Involved in cemme wi' 7 L5t productions since

) 3 Work outside of / after K
compan o
pany:= 1}&3@ e  After Kneehigh crez
Work outside of / after Kneehigh focusing on large-s
Small roles in film. theatre.

e  Productions include
Passion in Port Talb

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 44 ¢

-

W%
A ——
f a%

%\\\\m\\
F \

m
—
O
Z
()

e
fos

’}p‘,?’

.

COPYRIGHT
PROTECTED

g

Q9

Education




Emma Rice

Work/Training before joining Kneehigh

e Trained at Guildhall School of Music and Drama.

e Joined Theatre Alibi (community and children’s
theatre based on storytelling) — including show
Birthday which formed basis of Kneehigh's later

show The Flying Lovers of Vitebsk. ) &) {
e  Trained with Gardzienice in Poland. o ¥ L
r
Work with Kneehigh =4 \\" A
Started as performer the:! 2 n ~Aréctor and Artistic
Director. © ) ) >

Work outsil wﬁx\oﬂ ftér Kneehigh
e Artistic Director of the Globe 2016-17
e  Artistic Director of Wise Children theatre company

Activity 4
The timeline can be kept and stuck on a classroom wall to provide a continued rern
for students that they can continue adding to.

Kneeﬁigﬁ's ¢brtistic Intentions

Activity 1

Suggestions for discussion:

- Pacing that increases through a piece can increase excitement

- Some exciting moments from film and TV (such as an ex»n’psion) could not be
but the ways that they are represented could rmf /&t rent kind of fun an

- Kneehigh often use movement, mu5|c azdiu ﬂr‘/a éspeaally when any/all of

enjoyment P / Ny

=3

o

Activity 2

Suggestion! 11 ‘cLssion:
- Stories \§g# ,J/e commonly adapted often include common emotions or exper

adaptatlons bringing more contemporary reference points

- Although they might have common emotions in them, commonly adapted st
including unusual unique moments (such as Juliet's sleeping position or Hans$
which are the most memorable moments of the story

Kneeﬁigﬁ’s Refearsal Process

Activity 1

Suggestions for discussion:

- Kneehigh work collaboratively but with clear direction — students might be us
single figure, or conversely working in a group with no-one in charge.

- Theisolation of Kneehigh's rehearsals helps to create = 5 1se of ensemble an
style. This, however, is difficult to recreate in st 5191 ~rehearsal process.

- Students could copy the rehearsal staasl i 100 piotting and structuring a story.
and inspiration and then war m(c, cy «é scenes themselves.

meiil

m

@]

Activity 2 &
For larger cl! d\)co’ﬁ I may want to split the class into two groups so more student:
after one pairnave done the exercise in front of the whole class to demonstrate). ¥
pair the instructions without telling the audience what they are going to do, in ord¢

feedback from the audience.
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Using Kneeﬁigﬁ (Tecﬁniques in Refearsal

Most of these exercises are best used for A Level or AS Component 1, and can be il
process. However, a couple would be useful ways of practically exploring scenes i

Exercise - Telling the Story

For a group working on an adaptation from an existing ston:. 1 taking inspiratior
most useful early in their process. For a group crez 2iira (rlganal story, this exer¢
the process when they have ideas of whaf Wit tap, /uu{ need to tighten the plot

'd i -

r / -
Exercise — Bank of Pn7i- - ) ﬂ i
This can be g O (it v Sawate scrlpted moments and dialogue in A Level Compan
and A Levelmefnt 3 it can also be used to explore themes and associations
staging and & 0.

Exercise — Creating a Game

Indicative content:

Successful games manage to put the group’s intentions for the scene or moment
wanted to introduce characters and establish their personalities they could have a
perform a certain action when they start to speak.

Exercise - Shrines

This could be created from items students bring in from home or if the school has
productions and projects, trying to find appropriate material from that — the restric
from a limited number of items can help creativity. Students could also research a

Kneeﬁi‘gﬁ's PPerformance stgle ®

Jerzy Grotowski and Poor Theat»:
You may want to hlghllght .8 ent: tﬁLWhlle Kneehigh take inspiration from G

practices and da not #tr.C ﬁ’a _¢'poor theatre’, instead combining elements of it |
lead into a ‘L\Eg 01 Ml Students about taking and adapting ideas from practitic
o 5
on
£ g

Activity 1
This activity works better the further it is pushed, so that students are forced to use
unexpected objects, in order not to repeat what has been done before.

D

Activity 3
Students should be encouraged to keep their scenes short and to the point to bett
created by including the audience. If students are finding it difficult to devise how
them to repeat their scene in front of the audience and give a look towards the au¢
and discuss with them what effect that created.

Activity 4 ;
Depending on how many students are in the class, vor s A Nt to get them to p
limit it to a maximum of 30 seconds. To furtha:lir lt;, .wdmount of time used, you
or use those below (though allowina..t ér/; tochoose can help them connect to
Suggested clips: ab 4 Y L

- zzed.uk/*"?S-ﬂ N 5{\;.fs-.»|0r5es

- zzed. (@SN '-t :2ry-girls (contains strong language)
- zzed.ul v;ao°°‘ % -funny-cat-noise

Practitioners: Kneehigh: A Complete Guide for AS and A Level Edexcel Drama Page 46 ¢

ERERRRRRR

ﬁm%

S,
¥

J B

s

T,

m.
) ﬂwﬁmmﬂ%&ﬁ

&

COPYRIGHT
PROTECTED

g

Q9

Education




‘f(neeﬁigﬁ's (Production @esign

Exercise — Designing Realistically

Suggestions:

- Items such as ladders, tables or picture frames that can be interacted with cafi
to Kneehigh's interactive sets.

- Students should attempt to keep a cohesive sense to thiset — not filling it w
an attempt to make it more impressive —a cou“'( o ~y ,;eces of set could
eye-catching set. 4/ :

Activity 2

i o) i
e

Indicative cozm o >
A bar - Nec. ac the side of the stage. Warm dim lights (large area of light in

spotlights arW m/edges
A forest at mght Gobos to create dappled light. Dim green lights throughout stai
corner.
Schoolroom — Bright yellow light from directly overhead. Softer white from side ar
Submarine — Dark blue wash with darker blue lights moving over stage. Red LEDs

on

Activity 3

This activity needs a projector, either a digital projector or an OHP.

Suggestions:

- Astudent could stand in front of the screen and follow the mouse as another |

- Avideo of someone talking could be played with a student standing beside t
back to them.

Activity 4 2]
As this activity helps students with their wrltlnq ak fuf /cume you may want to g
dictionary or similar while writing their I sc ) 1. ns = alternatively, after the activity
research to improve their answisy wit| Y ‘elfse terminology.
You may wish to chocsec drexfgn costume to give to each student before the let
duplicates i Vi ,,wreédy printed out.

D

&d
Activity 5
This activity can be helped by having gentle music on in the background.

Activity 6

Two clips are taken from Kneehigh's Cookbook, which you need to make a free acc

Suggestions for discussion:

- Style: Tristan & Yseult mixing influences of opera and Latin American jazz, The
blues, Greenland’s Coast inspired by ballads and jazz.

- Tristan & Yseult more up-beat and happy, The Wild Bride quite dark and foreb

Collaboration and Influence ;

Activity 1 // >
Examples of collaboration within Kneehicin oy eendlrector performers, designer
between several writers (e.g. Cz:! 4rds Ju/Anna Maria Murphy).

e

i V)

>
Examples ofrf“bo can Bo% /,sme of Kneehlgh with companies commissioning the

buildings w 1199 Aoy perform (e.g. the National Theatre), with other companies to |
Stage, Sadle\G #(s), with the audience.
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Activity 2
Indicative content:
- Rice had only once before directed Shakespeare (with a heavily rewritten vers
style to her Globe productions.
- Wild Works used outdoor spaces like many early Kneehigh works but created
including members of the community.
- Rice saw Shakespeare as foreboding and intimidatinc.+ L vanted to use Kneel

audience on the same level as the work. g ( J P *
- y o
Activity 3 1o : s
Examples of works stid« ¢ Gu s 160k at:
- zzed.ug ‘5-) \ ¢ e-play-review — similar use of set and storytelling as we
- zzed.ul@ -beauty-beast review — use of comedy and seeing a traditiona

;./

angle

ase stuales
Activity 1
As there is more information on later productions, you may want to encourage stu
Kneehigh have produced after 2000. However, to create a more rounded impressic
want to encourage stronger students to research earlier plays — perhaps to look &
unlikely to be able to find as much information on each play as the groups looking

‘

~

The case studies and research activity can either be used at the end of studying to |
be used at the beginning of study so that students get a general sense of Kneehigt
closely at the different elements of it. Using this activity at the beglnnmg would b

starting from absolutely no knowledge of the companv ;)
/ -
-t W i
J

a5}

Exam G’reearaﬁen 7 9

Separate sheets are proviz'z ) - ‘L,a mformation students need for both AS and
are reIevantI v s related to Component 1 have been provided on a ¢

—

cg'\()“ .
Example EX#Questions
1) Indicative content:
- References to performers’ interaction with the set
- Scale and symbolism of set
- Outdoor sets
- Use of props, performance and lighting to show location on a set that mé
- Use of poor theatre

2) Indicative content:
- Comedy
- High energy
- Actors not speaking doing other things (puppetrv_=sic, set moving, ete

- Use of movement e -
- Acknowledgement of the audience '
= s
a s 3 g -
i V) ’; gl
\Q B ¥
o9
ad°°°“°
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