 Have you noticed the large number of meteorological phenomena lately? Earthquakes. Volcanoes. Drought. Apocalyptic meteorological phenomena. The increase of sickness. It was always possible to think, whatever your personal problem, there’s always nature. Spring will return even if it’s without me. Nobody loves me but at least it’s a sunny day. This has been a comfort to people as long as they’ve existed. But it’s not available anymore. Sorry. Nobody loves me and the sun’s going to kill me. Spring will return and nothing will grow. Some people might feel concerned about that. But it makes me feel important. I’m going to be around when the world as we know it ends. I’m going to witness unprecedented catastrophe. I like a pileup on the motorway. I like the kind of war we’ve been having lately. I like snuff movies. But this is going to be the big one
T h e  S k r i k e r
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It’s an extraordinary, unclassifiable piece, and I think it’s been about half realized Richard Eyre writing on the original National Theatre premier of the play National Service: Diary of a Decade at the National Theatre.
Why the Skriker?

The Skriker of the title is a minor spirit that Churchill calls ‘a death omen and shapeshifter, ancient and damaged.’ It comes from a fragment of old Lancashire folklore that has been much altered by its passage through the Victorian era of industrial revolution to the post modern age of cities.

For love and for revenge she pursues two isolated young mothers - Lily and Josie - through their decaying urban space. With her the Skriker brings other altered spirits and fairies that seep into the streets and permeate the damaged environment. 


There are things out in the night 


The Skriker pg 54

The play ends in triumph, as the Skriker strands Lily, like a cheap trick, like a ghost in someone else’s nightmare, in a future populated by her damaged and polluted descendents.

The themes of The Skriker, written in 1994, strike a particular pertinence with performance in 2008. Churchill’s writing has, like her heroine, become almost prophetic as she makes explicit the link between the damaged single mother under John Major’s Tory government and the onset damage of the natural world. Today it remains a frightening world for the young poor and pregnant. However, we do not intent to dwell on the politics of teen mothers; the ambiguous nature of the text (it does not specify their social background) encourages an exploration of the wider metaphorical significance of the damage of the mother-child bond.

Josie’s killing of her child, the faeries desire to steal children, the murder of the Kelpie’s lover, the feeding on a persons blood and memories until they have little vitality left all add up to critique of a world which over consumes, devouring the future to feed the present. The Skriker is a creature of many aspects, and one of them is a poisoned and dangerous avatar for the old concept of Mother Nature.                 

You people are killing me, do you know that? I am sick, I am a sick woman.

The Skriker pg.22

The questioning of our distorted relationship with ecological realities is the key theme of the play. Most contemporaneously with the present, Churchchill writes perceptively of our experience of living in the city. The Skriker, like the isolated and displaced man of the crowd in Walter Benjamin and Charles Baudelaire, craves little more than attention and human contact in the city. 
Much anthropological/artistic thought in 2007 has turned to the recent projection that by 2030, more that 60% of the world’s population will live in cities.  The rise of the super metropolis is important mark our in our divorce from nature. The Skriker deals with the psychological consequences of a rift with our environment- it sustains damage, it ceases to work;

It was always possible to think what ever your personal problem, there’s always nature. Spring will return even if it is without me. Nobody loves me but at least it’s a sunny day, This has been a comfort to people as long as they have exsisted But it’s not available anymore. Sorry. Nobody loves me and the sun’s going to kill me. Spring will return and nothing will grow.

The Skriker pg.49
Our Production.
… a number of stories are told but only one in words 
Caryl Churchill, plays volume 3.
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We view Churchill’s ambiguous stage directions as a provocation to explore unusual staging forms and approaches to the text. Response to provocation is not, however, the primary reason for our desire to create an interactively promenade experience for the audience. Critical responses to the first production at the National Theatre sited its apparent opacity as its downfall. As a result, academics have sometimes pitched the play as one which insistently refuses to allow the audience to identify with the onstage action, thus denying them theatrical pleasure.
We agree that the play is by its nature complex: with so many stories being told it can not be understood in its entirety. It refuses the audience a sense of mastery (in the case of understanding fully the action and being able to control and master its effect). However, we do not think that as a consequence the overall effect should be one of ‘Brechtian’ alienation and detachment.

The mood and emotiveness, atmosphere of menace, claustrophobia and magic about the text are gripping and seep into ones consciousness through the most basic, ancient parts of the imagination. This is a play to felt in a bodily fashion, not perceived intellectually from a passive audience perspective. 

In interactive promenade, a theatre environment is created where the performer and audience member equally participate in the event. The set should not create the illusion of a place, but instead create a functioning space which is co-habited by the performers and spectators. Instead of scenery, we have scenic architecture which puts the cast and the audience in a wide variety of physical relationships which are often intense and intimate. 

The theatrical environment we have chosen to create is a market place. The market place is a significant site; from its medieval function as focal point of communal storytelling in the exchange of the folklore that underpins the imagery of Skriker, to its modern significance as historic symbol of the consumerism which is a thematic touchstone thought out the play. We were inspired by a source text to play, Christina Rossetti’s Goblin Market. (see appendix)
Nice theory. How is that actually going to work?

A market place is not a setting required by the text. Scenes take place inside a hospital, in Lily’s living room, at a bar, in a street, in a park, in the underworld and in a bed-sit. However, these settings are ephemeral and flow into one another as part of a story that the Skriker ends up narrating to the audience. So, the market place becomes the one concrete setting, the place that the Skriker has chosen to meet with the audience.

Our view of the underworld is one of transposition; it is not in some identified realm beneath the real world. It occupies the same mundane space as the ‘real’ but can only be seen when you look at it through enchanted eyes.

When the audience enter, they will be informed by the stewards that they will be guided by the actors and that they should move where indicated to. They will be met by The Brownie, Rawheadandbloodybones, The Dark Fairy, The Fair Fairy and the Girl with The Telescope. Through out the play these characters will organize the audience in the space.

During the opening scene, the entire market place is under control of the Skriker. The unnatural quality of the lighting will signify this. Throughout her four page opening speech, she will move around then audience, inspecting them and making them welcome. At the end of the speech, she launches her attack on the real world with the line: ‘Ready or not hear we come quick or dead of night night sleep tightarse’. The following scenes involving Lily and Josie will be acted out in and around the structures on set. The hospital and living room will take place inside a market stall, the bar will be a pile of crates. During these, the audience will be in a relatively passive position, as the Skriker enacts these scenes of the story for them to watch.
The interactivity will come in the street scenes, in the park, the action between scenes and in the underworld. In these scenes, the entire space will be lit again, so the action encompasses the audience. At these moments, each spectator will be having a slightly different experience, depending on how they interact with the performers close to them. For example, we view the feast scene in the underworld as the climax of the play. This is one of the scenes where our staging will diverge slightly from the text. In the text, this feast set around a table. In our staging, the market place will suddenly burst into life, with the creatures offering fruit and wine to the audience from the stalls. Other creatures will invite the audience to sit with them on picnic cloths or dance with them. 

Interactivity and promenade always are accompanied by complications to health and safety. In relation to the sharing of food, as with the recent Arts Centre production ‘Susan and Darren’, the audience will shown a sign on the entrance which asks them not to participate in the feast if they have any allergies.

As with all interactivity, the audience are free to participate or not. If an actor makes an offer to an audience member, say to dance, and it is declined, our actors will be well prepared to find a convenient alternative without any fuss.

There will be one black out, at the very end of the play, during which the actors will vacate the space leaving the audience on their own. They will not take a bow. However, as discussed in the character section, there will be three performers who are not really part of the cast. As the overhead lights come up, these performers will be onstage, and they will take of the headphones/or put down the instructions that have led them through the play. Their last instruction will be to take a bow and this will make it clear to the audience that the Skriker has finished with them.
Collaboration between the Drama Collective, the CAPITAL Centre And Warwick Arts Centre. 
For the Drama Collective, there is an opportunity to perform in a play which combines a theatre of linguistic brilliance with a theatre of silence. For one female performer there is the opportunity to approach the associative, Joycean language of the Skriker’s speeches. For four males and three females, there is an opportunity to perform roles which are entirely expressed through the body and gesture. Both of these are unusual and exciting experiences for the student actor. 

The Skriker is the final text on the European Theatre course for second and third year English Literature Students. We have already submitted our plans to the CAPITAL Centre who are very excited about the collaboration between academic text and performance and have pledged £260 towards the project which will pay for the rights for the play. With the week 5 slot, we aim to hold a series of workshops in the opening weeks of the Spring term to offer students the chance to actively participate in decisions within the process. These workshops will be open to drama collective members as well.
Why the Studio?

The studio is the only space on campus that has the technical capabilities to create the effects which we feel are necessary for this play. It is also the only space big enough to accommodate the scale of set we wish to create. However, there is a further question to answer which is why stage a play which is partially about the environment in manner which requires the use of resources- stage lights etcetera? We are doing so because the play is more about relationships between humans and the world around them. The experiment-enabling yet safe space of theatre is the ideal place to explore and manipulate those relationships. The conventional theatre is too important to ignore, so many dialogues take place there, why not one about our relationship to the environment.

Characters.
The Skriker

a monster of eloquence that controls the play 
(Susan Vaneta Mason)

A “shape-shifter and death portent, ancient and damaged”. She attempts to lure single mothers Josie and Lily into her underworld. The Skriker begins the play as a Victorian woman in black and along the way will transform into a mental patient, a charming man, an American tourist, a unrelenting child, a light-fitting, a monster and a Fairy Queen. Her language is contaminated with the jingoisms of the present and the superstitions of the past. The Skriker embodies the concept of language as a living organism: possessing and possessed, it almost takes on character. The Skriker is a host in every sense of the word. She is an astonishing creation: the most challenging and visceral female role in modern playwriting.

Josie

[She] Dewed it with tears, hoped for a root,
Watched for a waxing shoot,
But there came none;
It never saw the sun,
It never felt the trickling moisture run



(C. Rossetti: ‘Goblin Market’)

Josie has killed her baby, and is interned in a mental hospital. The seemingly meaningless destruction of the maternal bond resonates with the irrationality of the rupture between man and his mother environment. Therefore, though Josie is stubborn and angry, she is also used to thematically explore the issues of damage that permeate characters, concepts and environments. It is possible to view Josie as the inevitable older version of Angie, a child in Churchill’s Top Girls. Her relationship with the Skriker is uniformly hostile: the poignancy of her character develops through her love of Lily, and her efforts to protect her friend/lover from the fairy malevolence.

Lily

Tender Lizzie could not bear
To watch her sister's cankerous care,
Yet not to share.




(C. Rossetti: ‘Goblin Market’)

Lily carries the Skriker’s hope for a child. As a pregnant girl, Lily is simultaneously old and young, natural and taboo, sexualised and innocent, fierce and fragile. She represents humanity’s only hope for continuing itself. Her relationship with Josie centres the abstractions that pervade stage and meaning. The actors playing Lily and Josie will have to convey a deep relationship that contains both platonic and sexual elements.

Kelpie

sometimes a kelpie would come on to dry land in the form of a horse. The kelpie would lure unwary humans on to their backs and leap into the waters. Their wives were humans who they carried off to their cold water homes.





(a folktale from Loch Garve)

Part horse, part man, the Kelpie bears the marks of his origins in his bandaged hands which he uses to conceal his hooves. His powers of sexuality are linked to his command of water in which he drowns his victims after luring them with false promises. 

Green Lady

The Green Lady wanders about in the dusk of late evening, in moonlight, or in darkness. She is ever a deceiver, and woe to the traveller who has not the knowledge how to overcome her spells

The Green Lady holds the power over men that the Kelpie does over female passers by. She changes her appearance at will, and can often sense how she should look in order to deceive a man.

The Kelpie and The Green Lady are paired characters to us: a male and female embodiment of dangerous sexuality, a love that becomes parasitic. We will find it interesting to play with gender roles: the Kelpie a man with feminine qualities of gentle seduction – an intoxication of the senses (like Dionysus), the Green Lady a woman with a masculine power of domination. 

Yallery Brown

all at once there came a bit ahead of him the pitifullest greetings ever he heard, sob, sobbing, like a bairn spent with fear, and nigh heart-broken; breaking off into a moan and then rising again in a long whimpering wailing that made him feel sick to hark to it.

I was nice and safe under the stone, Tom, and could do no harm; but thou let me out thyself, and thou can't put me back again!
Yallery Brown is a creature of trickery. He will control the sound and music throughout the play.
Bogle

In Berwickshire it was said that the Brownie was the appointed servant of mankind to ease the weight of Adam’s curse

(“Fairies and the Folklore of Disability: Changelings, Hybrids and the Solitary Fairy”).

We want to combine these three roles into a mischievous character who will help in controlling the audience. 
Black Annis / Girl with Telescope

Although partial to all human flesh she took particular delight in eating young children, whom she flayed alive. She then hung their skins like a grisly trophy upon the walls of a cave known as Black Annis's Bower.

(Mysterious Britain)

Black Annis (or ‘cat Anna’) is a lank haired widow who yearns for nothing more than a child.
Rawheadandbloodybones

A goblin, of small and horrible proportions, that when provoked can give the illusion of being a giant. Lives in caves and cupboards on a pile of bloody bones.
Fair Fairy / Deformed Girl / Dead Child

Dark Fairy / Old Woman / Hag

Black Dog

Theatre of Silence: the Passers By.
There are three parts in the play which we would like to cast differently every night. We aim to do this by advertising the roles on all our publicity, and as a back up plan using the pool of students from CAPITAL centre workshops and links, with an email being sent out to offer students the chance of participation in a live show without audition or rehearsal. Three people will be chosen each night, for Health and Safety reasons ‘workshopped’ once and led through the space before the performance. The audience will be forced to question their status within the drama, as this risky idea will in theory produce full organic possibility of performance and discovery. 

The Passer-by

At the start of the play the passer-by stops and begins dancing. S/he does not stop. 

Man with Cloth and Bucket
A man who spends a scene deliberating about the perfect place to set down his bucket, he appears to have been suddenly possessed by the compulsive desire to do so. 
The Kelpie’s Woman

Offering perhaps the only (if flawed) model of heterosexual love in the play, the Kelpie and his woman appear at several points of the play at different stages of their relationship, for example in the bar scene they meet and later they dance together as lovers. 
Set Aesthetics.
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The space of a disused market place is something we aim to create as a space rather than set. Accordingly, we want to keep as far as possible away from ‘dressing’ the set for aesthetic rather than practical purposes, something to be experienced and felt (by all the senses) than merely looked at from a distance. However, we also want an implied history and dilapidation in the space, in the sense of a place built by the Victorians having been misused and ignored and let to have gone bad – and an underlying poetic quality to the feel and ambience of being inside the studio. We wish to achieve this by placing rotten apples across the floor of the space and around the market stalls.
Set Plan.
The space will contain four market stalls constructed from scaffolding. The dimensions of these are shown in Diagram 1. These market stalls will placed on to standard rostra blocks 2ft by 4ft by 8ft, to improve sightlines. 

As shown on the ground plan (diagram 2) there will also be large structures made out of crates and palettes contained in a safety frame made by Luke (final design for this to presented at submission. One of the large structures, labled (a) will accommodate the bar scene, the other large structure, labled (b) will create a tunnel through which the audience enter to allow them time to adjust to the atmosphere. During the performance this will also accommodate an offstage area.
Placed at intervals around the edge of the balcony and fixed to the safety rails with ratchet straps will be large metal hooks, evocative of a Victorian market. All use of birdies and speakers will be so arranged as to avoid causing a tripping hazard around this promenade set.
Costume. 

Similarly we want costume to be a ‘real’ rather than ‘dressed’ element of the performance. Our emphasis is on finding and customizing clothes for free or very cheaply clothes. We believe that can and will be done within our budget of £10 per costume, and that Rose will rise to this challenge. As head of costume her brief is as much to synthesize the ideas of director and performer as to create herself. When we return in the Spring Term Rose’s job will be to step into the rehearsal process and work with each actor individually towards the realisation of individual characterisation. 

The fairy-tale creatures will be dressed in the colours of the Skriker, those of the city landscape at night: muted reds oranges and greens. The three audience members will be dressed in their own clothes that they wear on the night. 

Like the Skriker’s infected language, so the fairy tale creatures that inhabit and create the world of the play will look like the humans in the world around them. We want costume to be suggestive rather than playing end result, a theatrical convention to enhance, rather than govern, performance. Therefore, we want the costume to be as much a process as the rest of the production. 

The character of the Skriker is the exception to this rule, with her costume changes marking her transformations throughout the play. However, her clothing will always adhere to a colour scheme (the colours of a city at night: muted orange, green, yellow, blue and black). This marks her transformations as more than just costume changes; to Lily and Josie, her face and body shape completely. To the audience, they see this magic without its finishing surface, because they are looking at it from the Skriker’s perspective. 

· In the opening scene she will be dressed in a black Victorian–style dress with high collar and apron as she tells the audience her garbled story of Rumplestiltskin. 

· The second scene she becomes a mental patient and wear a pale yellow night–gown and cardigan

· The bar scene she wears a smart office suit of black or blue as she plays a drunken American tourist.

· The street scene: the Skriker will wear an oversized jumper and unfashionable trousers with layers of scarves and hats.

· The house scene: the Skriker wears a black leotard with child’s pink fairy wings and tiara

· The park scene: The Skriker wears a short pinafore and sandals

· The fairy Underworld: the Skriker wears a richly coloured and embroidered Medieval style dress, in greens, yellows and oranges

· The monster scene: the Skriker wears the shift from the dress before, with her hair scraped back.

Sound and Music.
There is one scene in the Skriker that is entirely sung. This is the Feast scene, in which Josie is taken into the underworld. A sudden glamour is cast over the market place. They sing chorally:

Welcome homesick

Drink drank drunk

Avocado and prawn cockfight cockup cocksuck

Red wine or white wash 

Champagne the pain is a sham pain the pain is a sham

Fillet steak fill it up stakes in your heart

Meringue utang

Black coffee fi fo fum
The cast will workshop this with our composer Sam Gayton. Liz will coach them on singing technique. Our current idea is to create a texture of voices and different sounds: humming, wailing, snatches of other songs, over the top of which these, the words of the text will be chanted. Banging market stalls, any instruments the cast can play. However, the input of our cast will affect the final product. There are three singing parts, the Hag, the Lost Child, and the Dead Girl, who will be given particular attention.
The role of Yallery Brown will be extended to control all other sound in the piece. When for example, we would like some atmospheric noise (created by Zac) to other underworld scenes, or in the hospital, he will raise his hands to one of our four speakers and ‘bring it forth.’In the text, Yallery Brown enchants a passerby through posing as a busker and playing music. We want him to be able to enchant our wider group of passsersby, the audience.
Technical Plan.
Set in promenade, The Skriker creates a very exciting environment in which to use many different techniques to enhance and support the action, as well as to define different acting areas and scenes.

As it is in promenade with the audience standing and able to move around, a dark blue wash will cover the space throughout, allowing a low level of visibility to ensure the safety and awareness of the audience. This will also create a basis on which to build various scenes in different places around the room. Primarily the acting spaces will be defined by very directional lighting, drawing the audiences' attention to different parts of the acting space and also creating a separation between them and the action.

The very directional nature of the lighting will also allow a range of 'feels' to be brought to each area', and subtle use of colour and backlight will give depth to the action and set. Different colours will allow the same areas to be reused as different locations, and 'birdies' positioned on parts of the set will add a new dimension to the set.
We also plan to lower a light bulb in to the living room scene, to support the later illusion where the Skriker becomes a light fitting. The mechanics of this will be gone over in submission,
The sound design will be relatively simple, using the standard studio setup and two powered speakers owned by Tech Crew. Speakers will be positioned around the edges of the floor to give a “surround sound” feel and to aid characters interactions with sounds played throughout the show. 

Toads, Pound Coins, Clean Shirts, Light Fittings, Dismemberment And Fountains.
When Churchill wants a special effect she writes it as thus:
As she speaks toads come out of her mouth. She speaks carefully, testing.

When I speak, do toads–?

They do.

(pg 26)

We feel the laconic absence of actual instruction leaves such moments open to interpretation. Here is how we plan to approach some of the more challenging stage direction

 COINS coming out of Lily’s mouth, TOADS coming out of Josie’s mouth:

In rehearsal we will experiment with two options: 1. Through slight of hand, coins appear in Lily’s palm, and a mixture of mud and slime appears in Josie’s palm and around her mouth. Alternatively, is this the Skriker causing Lily and Josie to feel as if this is happening, an illusion as she invades their minds? We can only discover this with the collaboration of the actors we cast.

CLEAN SHIRTS: 

Towards the end of the play, Josie stabs the Skriker leaving blood it’s shirt. The Skriker instantly removes the stained shirt to reveal an identical shirt beneath. The audience need to see this effect, it is key to the Skriker’s ability to shape shift. We will use a condom full of stage blood mixture sewn into a waterproof pocket on the inside of the first shirt. 

LIGHTFITTING: In the text the Skriker becomes part of the sofa in Lily’s living room. As we do not have a sofa, but a living room created with light, the Skriker will take the place of the light bulb. This will be done by the Skriker climbing on top of the market stall housing the living room scene and hanging, head downwards. In her mouth she will hold a magician’s light bulb, (which runs of a watch battery)

DISMEMBERMENT:

After the Kelpie has killed his lover (this being one of the audience/actors), the stage directions instruct him carry chop her up. This will not occur onstage, but the Kelpie will have a knife with him when he is with her before her death, and will later be seen holding a blood stained package.
FOUNTAINS:

After the feast, a scene takes place between the Skriker and Josie infront of a fountain. We want to use this to accentuate the frenzy in which the feast scene ends. During the feast scene the Bogle and Rawheadandbloodybones will carry on a large ornamental basin of water (sourced from home.) As the party breaks into chaos, the Kelpie briefly will thrust the head of the woman he takes to the feast (not the audience/actor but probably Black Annis) so her hair and dress will get wet. They will then climb to the top of the market stall on which the basin will be placed. The drips from Black Annis’s hair and clothing will form the fountain that Josie speaks of. This of course will be rehearsed carefully to ensure the safety of all involved and will take place on a market stall with no speakers or lamps in proximity.
Audition Process.
We aim to have two large workshop auditions on Wednesday (7-10) and Friday(6-9) of Week 7. We are looking for people with imagination and the ability to create imaginative worlds from source texts. We will aim to explore the creation of characters past boundaries of inhibition and normality. We will play games of hunting and being hunted, and conclude with distributing extracts of 'Goblin Market' and/or the Skriker's opening speech and looking at the different ways in which they can be performed. We want a maximum of 30 people per audition.

Two strands of recall: a text based audition for the Skriker, Lily and Josie for female actors who are chosen from the workshop. Alongside this there will be a recall workshop for the seven fairy tale characters. Non-speaking but physically demanding, these roles require actors to move in ways which they are not used to. We want to hold this recall in a Leamington playground (either Avenue Road or Jephson Gardens). First Years will be met and escorted on the U1 bus to the recall site, and we will explore storytelling, physical movement and group dynamics. From these recalls we aim to cast the ten roles, ready for the first rehearsal in the weekend of week 7.

Rehearsal Process.
Inevitably the process will bleed into one organic process, but the sections can be roughly divided up:
Ensemble.
We feel it is crucial that the actors playing the silent roles do not feel that they have walk on parts. Their interactions provide the texture of the play. We have heightened their roles through the demands of an immersive environment. Yes they are figures, but they must be figures with context. We aim during the first weeks of rehearsal to help them to invest in their characters. 

We will do this by individual work, where we will explore the folkloric roots of their characters. In this explorative stage of rehearsal, these characters will be given voices. We hope we will get to the stage when they can take us for a walk through the countryside around campus and tell us their story. This part of the rehearsal period may have a peformative qualtity, and members of the drama collective and CAPITAL Centre may be invited to witness these explorative performances.

The point in the rehearsal process when these characters lose their voices will be treated reverentially, and with great tact. We want the actors to come from a place of having a lot to say, but have been prevented by the humans from saying, putting a real motivation behind their actions on stage. 
Character Work. 
In the first week of the Christmas holidays, we will take some time to pay specific attention to Lily, Skriker and Josie. This period will almost operate like the preparation for a naturalistic play. We will focus on the triangle of love, want, need and attraction.

During the earlier ensemble work, we will give Lily and Josie alter personas, Laura and Lizzie - their fairytale equivalents from Goblin Market that haunt the text of the Skriker.

Movement.
The parts of the silent creatures were originally played by dancers. We, however, intend to treat these parts as physical only in the sense that anyone who can move can dance. We will work on movement that derives from character: an extended natural gesture.
Voice and Music. 
We would like to cast at least 3/4 cast members who can play musical instruments and/ or can sing. We will work very much with the pool of talent we decide on, and Liz will work with the cast on basic choral harmonies during the initial rehearsal period. Sam will write some music during the Christmas holidays ready to be taught to the cast in the Spring term.
Promenade.
The First Read Through will be done standing up: Throughout the rehearsal process of this play, there will be an emphasis on the audience’s experience. Promenade, the staging that we believe is so necessary to the Skriker, is a trying situation for the audience. If it is done badly, the audience gets tired and loses focus. At its best, promenade extends the immersion of theatre from visceral text to a bodily experience: this is what we are convinced we can achieve. 

A group of actors in promenade are most effective when they have a good complicity between them and a heightened awareness of the space they are in. Throughout the rehearsal process from games as simple as keeping a ball in the air, to more extended group exercises, we will focus on developing these necessary attributes. 

Due to our collaboration with the CAPITAL Centre and the Drama Collective, there exists a pool of people upon which we can draw to bring in as practice audiences. 

	
	REHEARSAL SCHEDULE
	PRODUCTION AND PUBLICITY SCHEDULE

	WEEK 7
	 Auditions– towards end of week.
	Book audition rooms.

Energetically publicize auditions. 

	WEEK 8
	1.Read Through

2.Large Group Rehearsal: Story Telling etc. Intro of Goblin Market.

3. Saturday: Movement In The Morning. Research Materials, finding out about the Characters
	Production Meeting

	WEEK 9
	1. Readthrough/Walkthrough getting a grip on the way the play flows

2. Cast workshop with Gordon Vallins. 

Individual Work with different Characters/ prepare stories.

3.Staturday: Movement in The Morning leading into exhaustion workshop.
	Publicity Meeting 

	WEEK 10
	1. Prepare a performance for the goblin market impro.

2. Small invited audience of to see it. Talk about challenges of immersion.

3. Make some music

4. Block feast

5. hospital, street. Bar. Street.
	Final Publicity Designs.
Tech Meeting.

Buy Scaffolding, store in Kim’s back garden.



	WEEK 11
	Skriker, Lily. Josie.
	

	Christmas Holidays
	
	Order Publicity 
Collate new timetables, work out rehearsal time table for term 2 and book rooms.

	WEEK 1
	Perform some character walks. 

1.Rehearse hospital, street bar, street.

2.Block house, park, 

Rehearse feast.

3.block park, house, house, dancing, house, bedsit.

4. Rehearse those scenes.


	

	WEEK 2
	1. Block end. Rehearse end.

2. Run Play.

3. Movement, passerby, bucket man,


	

	WEEK 3
	1. Run play with invited audience.
	Posters up.
Flyers Out.

Transfer set to arts centre.



	WEEK 4
	1. dress run in rehearsal room.
	Publicity Board in the arts centre with character descriptions etc.

	WEEK 5
	Production Week
Mon: Get In

Tues: Dress And Tech
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Marketing and Publicity.
Don’t you want to feel global warm and happy ever after? Warm the cackles of your heartless. Make you brave and rave. Look at the colourful, smell the tasty. Won’t you drink a toasty with me ?

The Skriker, a creature of incessant hunger for love and revenge, enters the city to hunt two young mothers. With her, she brings the altered fragments of British folklore. Join WUDS for a promenade production of Churchill’s greatest play of linguistic complexity and bodily sensation. Feast, dance and play court to the Skriker as she tells you the tale of a world which is consuming the future to feed the present. 

[108 words for the Arts Centre 100 word brochure entry]
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With this rousing blurb we hope to utilise the tried and tested methods of marketing at Warwick, whilst aiming to give our publicity materials a Skriker–esque twist: Flyers and posters will be on recycled card. Marketing images we are looking at at this stage involve images of transformation, Victorian women and children with apples and animal heads. 

We want to create an intriguing and blackly comic image which entices those who would perhaps not previously have attended student theatre at Warwick. 
Alongside this will be campaigns directed at RAW and the Student Newspapers on Campus to hopefully generate previews and interest. A Facebook event will be created and maintained by Sam, who has extensive experience in this field. 

Budget.
	Expenditure


	
	

	Studio Hire
	£660
	

	Set
	£340
	

	Rights
	£261 (Paid Directly by CAPITAL Centre)
	

	Publicity
	£200
	

	Costume
	£100
	

	Props
	£50
	

	Tech (Gels & Speaker Hire) 
	£60
	

	Misc. 
	£30
	

	Total (Minus Rights)
	
	£1440

	
	
	

	Income


	
	

	100% Ticket Sales, Total Capacity of 100
	100 x 5.50 x 4 = 2200
	

	Minus 10% Box Office Commission 
	2200 – 220 = 1980
	£1980

	Tangram Sponsorship 
	£200
	

	
	
	

	Break Even Output 


	
	

	
	(1440-  £200 sponsorship)

             1980                     x100
	63%

	
	
	


Appendix.
(a) The Team.

Co-Directors

Elizabeth Sands

Performer: To the End of the World (Codpiece)

Spring Awakening (WUDS)

Private Lives (WSAF)

Metamorphosis (WUDS, Edinburgh Fringe 2006)

Night Heron (WUDS, NSDF 07)

Clockheart Boy (Freshblood)

Elegies (MTW, One World Week 2007)

To the End of the World (Edinburgh Fringe 2007)

A Dream Play (Site Specific CAPITAL Centre, September 2007)

Production Teams:

Lonesome West (ASM/Props)

Intruder (Producer, WSAF 07)

Liz is a third year English Literature student. 

Kim Pearce
Performer: The Visit (Priory Theatre, Kenilworth)


To the End of the World (Codpiece)


Crave (Site Specific, performed in Leamington)


The Intruder (WSAF)


The Rocky Horror Show (MTW)


New Writing Showcase (Hull Truck Theatre, NSDF 07).


Grimoire (Edinburgh Fringe 2007)

A Dream Play (Site Specific in CAPITAL Centre, September 2007)

Production Teams:

I Love You You’re Perfect, Now Change (Set Designer, MTW, Cooler)


Happy Jack (Set Designer, WUDS, Studio)


Ghosts (Set Designer, WUDS, Chaplaincy)


Illustrations of Madness (Producer, Codpiece, Studio)


The Lonesome West (Marketing, WUDS, Studio)


Happy Hour (WSAF Short Piece, Director, Studio)

Productions Manager for Codpiece, 2006–07, 2007–08.

Warwick Arts Centre Steward since 2006 
Producer

Roisin Symes

Production Teams.

Illustrations of Madness (Stage Manager, Codpiece, Studio) 
Dream Play (Stage Manager, Site Specific Promenade)
Boy Number Five (Producer, WSAF 07)

The Lesson (Assistant Director, WSAF 06)

Ghosts (ASM, WUDS)

I Love You, You're Perfect Now Change (ASM, MTW)
Love of the Nightingale & Lonesome West (Lighting Operator, WUDS, Studio)
Set Designer and Publicity
Sam Chapman
Sam has been involved in a number of productions in his time at Warwick including performance in The ‘It’ Girls, Spring Awakening, The Merchant of Venice, Metamorphosis, No Man’s Land, Grimoire, Love Perfect Change, The Lonesome West, Rocky Horror Show and recently Dinner in the Studio. His love and commitment to Warwick Drama has translated to numerous Publicity positions, including Illustrations of Madness and Clockheart Boy. He wants to consolidate love and expertise by organising set design, a position he is new but resolute at competency of. 
Greg Wakelin (Scaffolder)
Marketing Co–ordinator
Esme Sparks

Esme has participated in performances in WSAF, and in the site specific pieces Crave and A Dream Play. She assisted in marketing for Copacabana (MTW, Main Theatre) and would like to translate her love of socialising into pulling people into the theatre.

Costume

Rose Abderabbani
Rose has performed in several productions at Warwick including Iphigenia at Aulis, Rebel, No Man’s Land, The Love of the Nightingale and Crave. She was on the costume design and making team for Clockheart Boy where she was able to craft zany costumes from a mere budget of £10.

Music Production

Zac Russell

Zac has an interest in ‘sound artists’ ranging from the early futuristic work of Fillipo Marinetti to the musical experiments of John Cage in the 60s and contemporary electronic music artists. He is well–versed in working on sound sampling and music sequencing software and has been experimenting with it for over two years. Zac is extremely excited at the possibility of getting his music heard in the theatre.

Composition

Sam Gayton
Sam has performed in numerous productions in his three years at Warwick, including Animal Farm, Lysistrata and Spring Awakening. He wrote the script and the music for To the End of the World which toured to Edinburgh this summer, and directed and made music for the Intruder in WSAF last year. Now a postgraduate, he would jump at the chance to compose more music for a Warwick show.
Sound Manager 

James Toyer
James sound operated Love Perfect Change and Elegies (MTW, Cooler) and in various venues around WSAF. Away from Warwick, James has Sound Operated at the Brighton Centre (in Brighton) and the Horse (in Crawley).
Lighting Design

Paul Brown
Experience while at Warwick includes operating lighting for Lysistrata, WSAF Edinburgh Preview and Bat Boy in the Arts Centre Studio, where he was also technical manager for Illustrations of Madness and The Love of the Nightingale, and he is currently Deputy President of Tech Crew. Main Theatre experience includes ASM for The Wild Party, and followspot operator for Copacabana and Pizzazz. Outside of the Warwick bubble he is a technician at the Royal International Pavilion arts centre in Llangollen, North Wales, and has just worked on the inaugural Llangollen Jazz Festival.
Technical Manager

Rhys Thomas

Rhys has a wide background in technical theatre, at Warwick including Joseph, The It Girls, Happy Jack and Chorus Line. His second year included shows such as The Love of the Nightingale, Illustrations of Madness, Pizzazz, Bat Boy and Copacabana. Outside of Warwick life he works at the Northcott Theatre, Exeter and was fortunate enough to spend a few days at the Minack Theatre, Porthcurno. He looks forward to the challenge that The Skriker brings, as well as the opportunity to purchase new gadgetry from the Tech Crew Budget.
Properties

Vassilli Christodoulou

Famed for productions of Faustus, Illustrations of Madness and an esteemed Codpiece Presidency, Vas will make an efficient and imaginatively minded props master. 
We are strongly aware that as a team we are all finalists, and that the experience we gain will probably only around to benefit for one term more. As the exec members on the team will testify, we are concerned with the future health of the drama collective. The benefits will be the openminded and humble approach of the directors. Whilst maintaining the control and buck stopping nessacary to make a production coherent and a effienecent we are very concerning in giving our actors, and people outside a stake in the production. Actors- ou devising background, devolve the creartive process away from authoritarian directorship. Workshops-open process better than the one person only, and subordinate role of shadowing.

(b) Budget Notes.

Our low audience capacity of 100 due to the promenade style has given us a fairly high percentage break point even with two sets of sponsorship. However it should be noted that our 63% break point represents far fewer actual ticket sales than with a higher capacity. The fact that the play is a set text for most of the English department and will be well publicised due to the CAPITAL Centre workshop program should provide a good turn out which will ensure we break even with ease. 

Costumes are mostly going to be supplied by the actors and production team and customised by our costume designer. This will be supplemented by charity shop purchases. Masks should the feast scene require will be made from found materials and should also be made very cheaply. Hopefully the costumes will thus cost far less than the £100 specified but this should cover any items which have to be bought new. 

Props should also be fairly cheap as we already have an old television and most of the other props will be simple and cheap to obtain.

Scaffolding has been sourced from a supplier in Birmingham where we can purchase scaffolding tubing of any length and various clamps. The main Market Stall which scenes are acted out on will have a wooden platform built by Luke. Break down of costs is as follows:

Basic Market Stall

4 x 6ft poles (50p per foot) = £12

4 x 4ft poles = £8

4 x 3ft poles = £6

4 x base (£2 each) = £8

8 x corners (£2 each) = £16




= £50

The main market stall will require an additional

Wooden platform = £25

3 x 3ft poles = £4.50

6 x small tee clamps = £12



Total cost = £89.5

All four Market stalls will then cost  £239.5

We have already obtained over 20 wooden pallets and crates from the dump for a couple of pounds and expect to acquire more during the next few months. This should cost us no more than £10. A further cost will be the construction of a wooden safety frame for the stack of pallets which should cost approximately £40. 

Apples and metal hooks have already been sourced for free. 

I have included a further £50 in the budget to allow for unexpected costs and to give us slightly more leeway if we decide to vary the design of the market stalls.

(c) Acceptance of Rights from Nick Hern.

Thank you, Kim

This is all fine.

Best

Tamara

************************

Tamara von Werthern

NICK HERN BOOKS

The Glasshouse

49a Goldhawk Rd

LONDON W12 8QP

T. 020 8749 4953

F. 020 8735 0250

www.nickhernbooks.co.uk

Please consider your environmental responsibility. Before printing  

this e-mail ask yourself: - "Do I need a hard copy?"

On 31 Oct 2007, at 13:52, K.L.Pearce@warwick.ac.uk wrote:

>
> Dear Tamara,
>                     The provisional dates for our production will be
> the 6th the 9th of February 2008. I hope this time period remains ok.
> The cast will provide their editions of the script as the Skriker is
> studied on both the English and Theatre courses and the production
> team already have five editions which will be given to those who do
> not have their own. I hope this meets the licensing conditions. No
> photocopies will be given out.
> All the best,
> Kim Pearce.
>
>
>
>> Yes, that should still be fine. Please let me have the new dates once
>> you've got them.
>> Best
>>
>> Tamara
>> ************************
>> Tamara von Werthern
>> NICK HERN BOOKS
>> The Glasshouse
>> 49a Goldhawk Rd
>> LONDON W12 8QP
>> T. 020 8749 4953
>> F. 020 8735 0250
>> www.nickhernbooks.co.uk
>>
>> Please consider your environmental responsibility. Before printing
>> this e-mail ask yourself: - "Do I need a hard copy?"
>>
>>
>>
>> On 30 Aug 2007, at 17:34, K.L.Pearce@warwick.ac.uk wrote:
>>
>>> Dear Tamara,
>>>                     As our production has been delayed untill early
>>> 2008,
>>> please could you confirm that the amateur performance
>>> rights are still availiable?
>>> Yours,
>>> Kim Pearce
>>>
>>>
>>>> Dear Kim Pearce
>>>>
>>>> Thank you for your enquiry regarding amateur performing rights for
>>>> THE SKRIKER by Caryl Churchill.
>>>>
>>>> I am writing to confirm that these rights are available at a  
>>>> cost of
>>>> £56 per performance, plus VAT.
>>>>
>>>> We will be able to issue your licence on receipt of the fee along
>>>> with the following information:
>>>>         Number and dates of performance
>>>>         Name and address of venue
>>>>         Name of Company
>>>>         Correspondence address
>>>>
>>>> Payment should be made at least a month in advance of your first
>>>> performance in order to give us plenty of time to process the
>>>> paperwork.
>>>>
>>>> Please note that it is a condition of the licence that a full cast
>>>> set of scripts is purchased prior to performance. You may order  
>>>> these
>>>> direct from us (from www.nickhernbooks.co.uk) at a cost of £7.99  
>>>> each
>>>> plus 15% post and packing, or, of course, from your normal outlets.
>>>> We are able to offer a 10% discount and free p&p on a full cast set
>>>> purchased through this office.
>>>>
>>>> Please let me know if you wish to be added to our mailing list for
>>>> our free Guide to Plays for Performance, with extracts from our
>>>> plays, storyline summaries and full cast and staging details, which
>>>> is now available. If so, please respond to this e-mail with your
>>>> postal address.
>>>>
>>>> In the meantime, please do not hesitate to get in touch if you have
>>>> any further queries.
>>>>
>>>> With best wishes
>>>> Tamara
>>>>
>>>> ************************
>>>> Tamara von Werthern
>>>> NICK HERN BOOKS
>>>> The Glasshouse
>>>> 49a Goldhawk Rd
>>>> LONDON W12 8QP
>>>> T. 020 8749 4953
>>>> F. 020 8735 0250
>>>> www.nickhernbooks.co.uk
>>>>
>>>>
>>>> On 23 Feb 2007, at 15:25, K.L.Pearce@warwick.ac.uk wrote:
>>>>
>>>>> Hello,
>>>>>         Please could you let me know if I can accquire the rights
>>>>> for an
>>>>> amateur production of The Skriker by Caryl Churchill, to be given
>>>>> by students from the University of Warwick in the studio of the
>>>>> Warwick Arts Centre. The production would be on for four nights,
>>>>> either at the beginning or the end of term, and all profits will
>>>>> go back to the Warwick University Drama Society, under the
>>>>> auspices of the Student's Union.
>>>>> Yours,
>>>>> Kim Pearce
>>>>
>>>>
>>>
>>
>>
>
(d) Email from Pete Kirwan, CAPITAL Centre

Dear Liz,

Many thanks for the Skriker proposal. We discussed the possibilities briefly

yesterday and we would provisionally like to offer to pay for the rights, which I

understand were about £260 (could you confirm this please?). We will pay this cost

in its entirety, and we would prefer to do it directly rather than by reimbursement.

This funding is conditional upon the projects outlined in your proposal, which are

well-considered, exciting and have the potential for real impact on the academic

curriculum. We will arrange meetings with the convenors of European Theatre,

Romantic and Victorian Poetry and Theatre and Ecologies to discuss the

practicalities, but fundamentally we are very impressed by your ideas and the

potential they show.

For the official record, we would like to let it be known that we are treating this

as an exceptional case. Normally we do not provide funding for productions happening

outside of CAPITAL, and we wouldn't want this to be seen as a precedent for future

groups applying for the Arts Centre or other venues. However, the direct relevance

of this production to several academic modules and the innovative extras you are

offering in this case justify an exception here, and we're very excited about

working with you.

Cheers,

Pete

(c) Email from director of Tangram

From: urhost@hotmail.comTo: wild_kat666@hotmail.comSubject: RE: sponsorship
Date:Wed, 7 Nov 2007 08:40:47 +0000

Hi Roisin,

Yes, still up for sponsoring your play. £200 is fine. Just let me know how & when

you want me to get it to you. 

Will forward you dates for MIP, can you still work the whole of Easter? Hope all is

well, good luck with your theatrical ventures.

Speak soon,

Peter







PAGE  
1

