





THEMES AND CONCEPTS

Climate change, family relationships and gender all emerged
as themes which interested me. The centre of the story is

the encounter between Red and Wolf — a human and an
animal. | was interested in how the story perhaps had roots

in competition between humans and animals for food. That
connected with the current climate crisis, which poses humans
important questions about how we share this world with other
species (and each other).

| first came to pantomime at Stratford East with my parents,
and later with my own son. The idea of family — particularly of
children’s relationships with parents — seemed a theme which
would connect for the varied ages of the people coming to
see the show. So, | created the character of Wolfie, whose
relationship with his Dad mirrors Red’s relationship with her

Writer Carl Miller

Mum. There is also a rich tradition in pantomime of exploring
gender as performance, with ‘cross-dressed’ characters like
the ‘Dame’ and 'Principal Boy'. From my experience as a gay
man, writing a range of characters who don't all conform to
narrow ideas of what gender identity 'should’ be was a fun and
important part of the writing.

WATCHING A SCRIPT COME TO LIFE IN THE
REHEARSAL ROOM

One of the great things about writing a play is that actors make
the words you have written on a page come alive. They can
make them funnier, or more moving, and often discover things
| did not consciously intend — which usually makes things
better! | really enjoy how the other creative people involved in
the production — Director, Set, Costume, Lighting and Sound
Designers, Composer, Choreographer and others — have
brilliant skills that can make things which start as words on a
page become magical moments.

THE WRITER'S ROLE IN THE REHEARSAL
ROOM

A lot of it is to be encouraging, particularly as once we are in
rehearsal the clock is ticking and everyone has a huge amount
to do in limited time. Sometimes it can be helpful to explain
elements that aren’t entirely clear from the script (although |
also need to try and make sure it makes sense before we start
rehearsall) | often see points where | feel | can make the writing
stronger by making things shorter, but | must be careful not to
interfere too much and give the actors too many changes to
learn.



AN INSIGHT FROM SET
& COSTUME DESIGNER

Jean Chan

THEMES

The themes of Red Riding Hood are loosely based on the climate emergency and the
world around us. Heavy stuff for a panto!

There are two worlds in this production, the first being the made-up fairyland world
where Red and her friends live. Things here are brightly coloured, fake but beautiful.
In contrast, as you enter the woods where Granny lives, we realise that the world
isnt all as it seems. This wooded wasteland of a world is littered with piles of rubbish
where mushrooms grow, and where the trees are losing their colour and turning
monochrome.

THE DESIGN PROCESS

There are many different aspects to designing a theatre show. | start my design process
by reading the script, from here | then work on image research to help inspire me
further. Depending on the show, | either start to draw certain scenes by hand or | go
straight into model making. Sometimes it's better to model up a loose idea so that you
can see how it works in 3D within the theatre model box.

The show is then developed further through White Card Model Design meetings, which
provide an opportunity for the production team to explain their three-dimensional
vision for the show. These meetings also allow the production team and wider
company to forecast initial costings of the show. From here, | then move onto finalising
my designs, which involves creating a coloured model, as well as technical drawings of
the model, costume drawings and mood boards.
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INSPIRATIONS

| was particularly inspired by Robert

Parke Harrison'’s sepia photography, and

| watched Jim Carey's The Truman Show
many times over. Both have the contrasting
worlds that this show needed to convey.
The Truman Show is based around Carey's
character, who lives in a brightly coloured
world, where the sun shines every day, and
everyone is extremely friendly. But it's only
when things fall apart that the protagonist
begins to realise that everything around him
is fake.

COLLABORATION

Collaboration is always key in my design
process. | hadn't worked with Director
Robert Shaw Cameron before Red Riding
Hood. So, it was important that we met
and chatted about the show before the first
lockdown came into effect and forced us
to work remotely via Zoom. At the
beginning of 2021, we had a new version of
the ever-changing script from Writer Carl
Miller, which had been developed further
from the previous year. Which meant a lot of
re-design of ideas to fit within the budget.

Above all, it's important to share ideas even
if you're not confident in sharing them -
they can often spark new ideas.

Red Riding Hood model box by Jean Chan



A NOTE ON MOVEMENT
DIRECTION

Ingrid Mackinnon

THE ROLE OF THE MOVEMENT DIRECTOR

The broad definition of movement, in theatre, is anything that most of these stories are based on human experiences, so
drives the play's narrative using physical storytelling. It creates physicality becomes essential to telling those narratives. So,
the potential for the actors’ physicality or gestures to bring the role of the Movement Director is to create the physical

focus to the text or even replace the text all together. As an language for the production, usually in collaboration with the
audience member, one of the things that we enjoy most about actors, ensemble and creative team.

theatre is the potential to get lost in a world of wonder, but
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TRANSLATING THEMES
AND CREATING MOVEMENT

| come from a dance background, but Movement Directors
come from a variety of backgrounds including theatre

and sports, so there are many ways to approach creating
physicality. As a starting point, it's useful to have a detailed
conversation with the creative team so that you understand
the major themes of the production. From there, you can
begin to translate those themes into movement - | tend

to use music as a way into moving. It's helpful to create a
playlist, which represents the themes of the production, and
to listen to the Composer’'s musical score for the play. Music
helps me get a sense of the pace and rhythm of the work, as
well as sparking ideas for how movement could support the
overall feeling of the production.

| also work closely with actors and find out how they

think their characters might move. Together, we can
create something that works for them. Equally, if there is a
movement sequence that everyone needs to learn, | find it
useful to come prepared with some choreography ideas to
begin the process of creating and learning choreography
with actors.

| also find still images (visual art and photography —
especially images that feature people or bodies) helpful in
creating movement themes and motifs. Lastly, if appropriate

for the production, | will use historical references as a helpful

starting point for movement simply because people move
differently in 2021 compared to how people moved in 1951,
for instance.

Movement Task

A useful group task for creating ensemble choreography for
a pantomime or musical is using the themes of good and evil
to create a range of gestures. You can divide actors into two
groups and assign ‘good’ to one group and ‘evil’ to the other.

Ask the actors to create 3 of their own gestures for good and
evil; consider what does good and evil look like and how would
good and evil forces and beings move? This could be abstract
or everyday movements. Let your imagination run free.

The actors can then teach their 3 gestures to the rest of their
group. Each group will now have a wide range of gestures to
help them create choreography.

W
L 5

Dick Whittington at Stratford East




INTERVIEW WITH
AN ACTOR

Stratford East’s Learning Project Manager, Maya Pindar, joins Actor
Jodie Jacobs in conversation about her role in Red Riding Hood.

WHAT SHAPE DID YOUR JOURNEY INTO ACTING TAKE?

| didn't really know or trust what | wanted to do until | was well into my twenties.
Even then | was tentative and not particularly brave about it. | was working a lovely
job with lovely friends, but | was desperately frustrated, and | didn't know why.

| did years of Amateur Dramatics and then took an uncharacteristic and courageous
leap. | ran headfirst into open auditions for shows and schools, which led me to study
for one year at London School of Musical Theatre, where | learned to love the whole
creative process.

HOW DO YOU USUALLY UNDERTAKE CHARACTER
RESEARCH?

It begins as soon as the audition is booked! It's different for every part but we have
access to so much material now. | often research past productions and portrayals
and investigate previous creative choices. But ultimately, you must be prepared for
characters and creative choices to change over the course of rehearsals and through
the development of relationships with other characters. And again over the course of
performance. It's important to be open to this change and not marry yourself to the
material that you initially take into the rehearsal room.
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CAN YOU GIVE US AN
INSIGHT INTO THE
REHEARSAL ROOM OF A
MAINSTAGE MUSICAL?

The feelings in a room on the first day are
chaotic but good. Rehearsals mould, hone,
tumble, stir and wrangle that energy into a
beautiful piece of art over the course of a
few weeks. It can be daunting, emotional
and difficult but being in a room where
you are made to feel necessary to a story

being told, changes and challenges you in
wonderful ways. The more of yourself —
your feelings, thoughts, words and ideas —
that you put in, the more you are gifted
back to take forward in your next journey.

WHAT EXCITES YOU
ABOUT TELLING STORIES
THROUGH SONG?

| used to just love the sound of my own
voice. Big and loud. All ego. Over the years
| have discovered the spell that a song

can cast. The alchemy of music and lyrics
is an extension of feelings and meanings
that words aren't enough to express. In a
theatre production, this can be quiet and

f | 'ﬁ f - . _. ‘ intimate moments, or sometimes, big and
| 5 | . e 2 loud is exactly what you need.

View from the stage at Stratford East
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Thanks to the Newham Cultural
Enrichment Programme, we are offering an
online Teachers' CPD and a sneak peek of
Red Riding Hood for a group of students at
the dress rehearsal. To find out more about
these opportunities, please contact Maya :
at mpindar@stratfordeast.com. Z

For more information on our schools
programmes, work experience,

youth theatres and to find out about
schools’ show tickets, please visit:
www.stratfordeast.com/get-involved

If you have any questions, please
contact Learning Projects Manager,
Maya at mpindar@stratfordeast.com.

Robert Shaw Cameron, Carl Miller, Jean Chan,
Ingrid Mackinnon, and Jodie Jacobs

With thanks to the Newham Cultural Enrichment
Programme. This project is generously funded by
Newham Council.
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