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Introduction 
 

This pack has been designed to support your visit to The Watermill and on tour to watch The 
Wipers Times. 
 
Your feedback is most welcome, please email outreach@watermill.org.uk or call me on 
01635 570927. 
 
Don’t forget that we offer workshops on most aspects of drama, and visit many schools in 
the surrounding area to work with students and teachers. For an education brochure, please 
visit the Outreach pages on our website, or contact us. 
 
For our schools brochure please click here.  
 
 
We hope you find the pack useful. 
Heidi Bird 
Outreach Director 
 
Email: heidi@watermill.org.uk | Tel: 01635 570927 
The Watermill Theatre 
Bagnor, Newbury, Berks RG20 8AE 
www.watermill.org.uk 
 

    
 
 
This pack was written and designed by Heidi Bird with contributions from Megan Kerrigan, 
Beth Flintoff and Matt Ray. 
 
The Watermill’s core Education and Outreach programme is generously supported by The 
Dr. Mortimer and Theresa Sackler Foundation. 
 
Rehearsal and production photos by Philip Tull.  
 
 
 
 
 

 

https://www.watermill.org.uk/uploads/Wmill_PRIMARY4ppA5_2012.pdf
http://www.watermill.org.uk/
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The Wipers Times:  
From Page to Stage 

 

 ‘No one is interested in the First World 
War’.  That’s what we were told when we 
first pitched the idea of The Wipers Times 
to a film company nearly 15 years ago.  
Now that the play is on the stage, we 
hope that’s wrong. 
 
The story of The Wipers Times has been 
100 years in the telling. What has ended 
up as a stage play began as a TV film but 
originated in the spring of 1916, when a 
group of soldiers of the 24th Division of 
the Sherwood Foresters, led by Captain 
Fred Roberts, discovered a printing press 
in the bombed out ruins of Ypres, or, as it 
was known by the Tommies unable to 
pronounce it, Wipers. Aided by their civvy-
street printer Sergeant, Roberts and his 
Lieutenant Jack Pearson decided to use 
the press to print a newspaper. But not a 

journal of record – instead, they produced 
a journal of jokes. It was, by turns, 
subversive, mawkish, groaningly punny, 
and incredibly funny. It satirised the press, 
poked fun at the high command and 
saluted fallen comrades, using spoof 
advertisements, agony aunt columns and 
cod music-hall routines. 
 
Often edited under enemy fire, The 
Wipers Times became an instant hit with 
the troops on the Front Line. It ran from 
1916 until just after the end of the war – a 
remarkable 23 issues. 12 years after the 
end of the war a compilation edition was 
published, which included a foreword by 
the former editor, Fred Roberts.  After 
that, nothing. History had a very different 
view of the War from that of the editors 
of The Wipers Times, who celebrated the 
camaraderie, absurdity and tragedy of life 
in the trenches, often on the same page. 
There was no place for The Wipers Times 
in accounts of the Great War which 
focused on death, futility and 
incompetence, all of which the Wipers 
editors experienced, but which they 
recounted in their unique, satirical way. 
Contemporary poetry and literature too 
were predominantly heartbreaking 
accounts of loss. As books like All Quiet on 
the Western Front and plays like Journey’s 
End captured the public imagination, The 
Wipers Times was quietly forgotten. 
There’s a fleeting reference to the paper 
in Oh! What A Lovely War!, but otherwise 
public interest in the trench newspaper 
was limited to keen historians of the Great 
War. Roberts and Pearson died in 
obscurity, and neither received an 

http://www.google.co.uk/url?sa=i&rct=j&q=&esrc=s&source=images&cd=&cad=rja&uact=8&ved=0ahUKEwjTo_7-5KzPAhUGVhoKHc2YCfIQjRwIBw&url=http://www.nam.ac.uk/collection/collection-news/wipers-times-soldiers-paper&bvm=bv.133700528,d.ZGg&psig=AFQjCNFehd0OJVUty7t58hiauj5H_-nndw&ust=1474970902041179
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obituary anywhere, let alone The London 
Times. 
 
Then, 15 years ago, Ian came across The 
Wipers Times while working on a 
documentary for Radio 4. Through the 
paper, you could hear the clear voice of 
troops on the front line coming through. 
Here was an account of the Great War 
written not with hindsight, nor from the 
vantage point of History, but there at the 
time, and under enemy fire. And unlike all 
other accounts we had read, the story was 
told with immense wit and humanity. It 
didn’t matter that some of the jokes were 
terrible, the important thing was that they 
were making jokes at all. It portrayed the 
quintessential British characteristic of 
using humour as a coping mechanism. Not 
making fun of the war – far from it – but 
finding light in what was otherwise 
unremitting gloom.  
 
And so we began trying to work out what 
The Wipers Times story actually was, 
encouraged by our producer friend David 
Parfitt (who produced the TV film and this 
stage version). What emerged was a story 
of survival, endurance and indomitability, 
told with a gallows humour that sounded 
as fresh as it did a century before. We had 
never seen anything like it before. 
 
For ten years we were rejected 
continually, and despite (or perhaps 
because of) the success of shows like War 
Horse, we eventually abandoned all hope 
of ever seeing Wipers on the screen, and 
began writing it as a play. We instinctively 
believed it would work on stage – after all, 
The Wipers Times relentlessly spoofed 
music hall acts and was full of sketches 
(some of which were attributed to the 
Journey’s End author RC Sheriff). A third of 
the way into writing the stage play, 
however, a call came out of the blue from 
the head of History at the BBC. Our 10-

year-old-treatment had finally arrived on 
his desk. The BBC was preparing its 2014 
Great War anniversary programming, and 
realised the tone was all very similar. That 
of Wipers was decidedly different. 
Suddenly we were commissioned to write 
a 90-minute film. 
 
So began the challenge of bringing the 
words on the page to life on the screen. 
The jokes, we turned into sketches, while 
the Music Hall parodies became actual 
Music Hall routines, with poems becoming 
songs. We tried to imagine the joke 
writing process – of which we have some 
experience – though not with bombs 
falling on our heads. It required some 
judicious editing and re-writing to 
eliminate the more incomprehensible 
jargon, but wherever possible we tried to 
use the authors’ own words rather than 
our own, so that full credit could go to 
Fred Roberts and Jack Pearson.  
 
Research took us to Flanders, still a 
fractured landscape where farmers are 
regularly blown up by unexploded bombs, 
and to France where the river Somme 
glides through Amiens with a tranquility 
it’s hard to equate with events of a 
century ago. On the way we discovered 
fascinating new pieces of information, 
such as the Michelin Guides preparing 
guides to the battlefield while war was 
still waging. With the expert help of the 
BBC’s Who Do You Think You Are we 
discovered what had happened to 
Pearson after the war (hitherto a 
mystery). This put us in touch with his 
family and led to the unearthing of 
exciting new source material –  the 
unpublished memoirs of Roberts and 
Pearson, provided by their descendants. 
 
It was with some trepidation we read the 
personal accounts of our heroes, but were 
relieved to find their voices exactly 
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matched our image of them gleaned from 
The Wipers Times. Roberts was a larger-
than-life adventurer and gambler. He was 
immensely loyal to his friends and his 
memoir is full of wry humour. But 
infuriatingly, whilst recording his first 
meeting with ‘Long’ Jack Pearson, he 
makes no mention whatsoever of The 
Wipers Times. Perhaps he felt he had said 
all he wanted to on the matter. 
 
Jack Pearson’s brief memoir, on the other 
hand, wrote “One of my most pleasant 
recollections of that time is the birth of 
the ‘Wipers Times’, a publication which 
eventually attained a certain fame.” 
Pearson’s account is a masterclass in 
understatement and reinforced our 
impression of the importance of alcohol 
to the men at the front. Describing a visit 
to a friend who was encamped near the 
Menin Road – the scene of some of the 
most relentless shelling, and now the 
location of the Menin Gate Memorial at 
Ypres – he said, ‘I don’t mind walking up 
the Menin Road if I go with Johnny 
Walker.’  On returning to Ypres in 1917 for 
that year’s offensive, he wrote ‘It was 
never quite the same, though it 
maintained its reputation of being a very 
warm corner.’ This was his description of 
the most hellish war zone on the Front 
Line. 
 
And so, after years and years of plugging 
away, we found ourselves at Ballywalter 
Park near Belfast, which was turned into 
the HQ at Arras, the editorial den in Ypres 
and the trenches of the Somme. 
The whizz-bangs and gas-gongs whizzed, 
banged and chimed. ‘You’ve come to the 
right place,’ said one of our Belfast film 
crew, ‘We’re good at blowing things up!’ 
Thankfully the resulting film resonated 
with the viewers, and was applauded by 
the critics who kindly voted us Best Single 
Drama in the 2014 Broadcasting Press 

Guild Awards. A BAFTA nomination was 
further acknowledgement, at last, for Fred 
Roberts and Jack Pearson. 
 
But for us there was unfinished business. 
Having started to write Wipers as a play, 
we knew we wouldn’t settle until we had 
seen it on stage, and heard a 
contemporary audience react to the jokes 
and skits we loved from 100 years ago. 
The piece is inherently theatrical, and the 
emotional drive of the story is tailor-made 
for the intimacy of the theatre, reflecting 
the closeness of the writing and creative 
process (even in the context of a 
surrounding conflagration). The demands 
of the stage gave us the opportunity to 
include more songs, more jokes and more 
backstory, making full use of the newly 
found original sources at our disposal. The 
result, we hope, does justice to the 
remarkable story of some remarkable 
men.  
 
And the story has a coda. Immediately our 
film was broadcast a congratulatory email 
arrived from the Editor of the Times, John 
Witherow. Whilst thanking him, we 
cheekily replied that perhaps now was the 
time for the Times to set the record 
straight and give Roberts and Pearson the 
recognition they deserved.  Two weeks 
later another curt email pinged through: 
‘Look in tomorrow’s Times’. And there, on 
a full page, were huge obituaries of our 
heroes. Not only was it the highlight of 
our joint writing careers, but it was also a 
fitting tribute to the literary endeavours of 
an incredibly brave group of men, saluting 
the triumph of the human spirit in the 
face of overwhelming adversity.  
 

NICK NEWMAN & IAN HISLOP 
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The Men Behind The Wipers Times 
Though many of the men behind the satirical humour and war poetry of The Wipers Times 
will be lost to history some names do remain with us. 
 
Captain Frederick Roberts 

Born in 1882, Roberts had an adventurous side and spent his time 
before the war in South Africa as a mining engineer. When the war 
broke out he returned to England to enlist, meeting his future wife 
Kate on the boat home. He became captain of the 12th Battalion of 
the Sherwood Foresters. All of the men in the battalion had 
engineering skills of some kind; their unit’s main function was to carry 
out simple engineering tasks on the Front Line. When he and a group 
of men discovered the printing press in Ypres he soon became the 

editor of The Wipers Times. He survived many major battles including Loos and the Somme. 
He was awarded the Military Cross for gallantry. Surviving the war, he moved to Canada 
where he died in 1964.  
 
Lieutenant Jack Pearson 
Roberts’ second in command, Pearson also survived the Battles 
of Loos and the Somme. Just as he was Roberts’ second in 
command in war he was also second in command of the paper, 
becoming sub-editor. Later in the war Pearson became a captain 
where he caused some fuss by setting up a free pub on the front 
line called the Foresters’ Arms where he offered wounded 
soldiers refreshment. Many officials tried to have it closed but 
the pub was deemed good for moral. He was awarded the 
Military Cross and the Distinguished Service Order. Pearson also 
survived the war after which he travelled to Argentina. 
 
Gilbert Frankau 

Frankau’s name survives mainly due to his later writing and political 
activities after the war. He is possibly the most notable contributor of 
poetry to the paper and continued to write verse after the war as his 
families’ cigar business had collapsed and so he was left in search of 
work. His political activities and private life were scandalous for the 
time: he had been divorced three times and wrote in support of the 
rising political power, Adolf Hitler, though he later changed his view.  
 
There were many other contributors to the paper including E. J. 

Couzens who illustrated with engravings. However, many of the men used code names or 
witty pseudonyms such as the initials P.B.I, standing for ‘Poor Bloody Infantry’ and so we 
can never know exactly who contributed.  
 
MEGAN KERRIGAN 
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Ypres in 1914 
 

 
 
Ypres was a prosperous, rural, Belgian 
town with a population of about 17-
18,000. The main industry of the region 
was fabric manufacture and generally the 
local people of Ypres had a good lifestyle. 
 
The city itself was made up of very old 
buildings, narrow streets and the largest 
marketplace in Belgium, though it still had 
all of the modern additions (a theatre, 
schools, etc.) expected of a lively city. 
Ypres was also a popular tourist 
destination; it is even thought that before 
the war German visitors fed information 
about the local area and defences back to 
German authorities in preparation for 
future attacks. 
 
Local Area 
Surrounded by a network of villages, 
Ypres in 1914 was a busy focal point for 
trade routes in the area of south-west 
Flanders. There were several good routes 
of transportation to and from the town; 
the railway line from Ypres connected the 
town to the coast and other parts of 
Belgium as well as the French border. A 
network of tram lines also linked many of 

the larger villages in the town's outlying 
areas, and beyond.  
 
A Garrison Town 
In 1914 there was still an infantry barracks 
inside the town walls. The barracks had 
useful shell-proof cellars, which would act 
as shelters during the war. The military 
was part of the community, providing 
business for the cafés and shops as well as 
being seen parading. 
 
Military Riding Academy 
The town was also known for its riding 
academy (École d'Equitation) which 
attracted high-ranking officers, from 
Belgium and other parts of the world, to 
train as cavalrymen. The riders exercised 
the horses in the riding school and on the 
open ground near the infantry barracks. 
Cavalrymen would regularly be seen 
parading through Ypres, making a 
fashionably aristocratic show of training. 
 
Ramparts 
During the late 1800s there were major 
deconstructions carried out on the 
defensive fortifications. On the western 
and northern sides of the town the 
ramparts and bastions were demolished. 
It was considered that the ramparts and 
fortifications were preventing the 
expansion of the town. The remaining 
eastern and southern ramparts were well-
used by the local people as recreation 
areas until the war came to Ypres in the 
autumn of 1914.  
 
The moats and ditches around the 
northern and western sides of the town 
were filled in during the demolition works. 
The fortifications were seen as so 

http://www.google.co.uk/url?sa=i&rct=j&q=&esrc=s&source=images&cd=&cad=rja&uact=8&ved=0ahUKEwiqwKuchp7PAhVEXRoKHU44Ah8QjRwIBw&url=http://www.lahistoriaconmapas.com/atlas/country-map03/map-of-belgium-showing-ypres.htm&bvm=bv.133178914,d.ZGg&psig=AFQjCNGSdixI9cp0lMxELXyn0ijggiOf8Q&ust=1474464400303255
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unnecessary that an outdoor swimming 
pool was formed from one of the moats.  
 
Town Gates 
Once a main feature of the town, 
providing security and allowing trade 
goods to be monitored, by 1914 only one 
of the four main town gates, the Lille 
Gate, was surviving in the form of an 
actual gateway. 
 
Restoration Project from 1895-
1914 
A major project to restore and refurbish 
the historical buildings in Ypres was 
started in 1895. By the summer of 1914 
most of the project was complete but the 

work on the Cloth Hall and Belfry was not 
quite finished, and in the autumn of 1914, 
when German artillery shells started 
landing on the town there was wooden 
scaffolding on the Cloth Hall and Belfry. 
 
Antony d'Ypres Photographic 
Studio 
One of the well-known businesses in Ypres 
in 1914 was the photographic studio run 
by the photographer family Antony. The 
superb collections of photographs 
document Ypres before, during and after 
the First World War. 
 
MEGAN KERRIGAN 
  

Left: Jake Morgan (Barnes), Dan Tetsell (General Mitford) and the Arab printing press. Top right:  Peter Losasso and 
Eleanor Brown. Below right: the cast of The Wipers Times in the trench. 



10 
 

WWI and Ypres 

 
7 October 1914: The German Army 
arrives in Ypres 
Ypres first became part of the war on 7 
October 1914. About 8,000 German 
soldiers passed through Ypres ordering 
supplies and taking 62,000 Francs from 
the town funds. Apart from some 
accounts of stealing and damage, no 
fighting or killing is reported during this 
brief visit. 
 
14 October 1914: The British & 
French Arrive 
The first British soldiers to arrive in Ypres 
made contact with French troops who 
were already in the town. Ypres was a 
strategic point; the task was to block the 
route for the German Army through Ypres 
to the ports on the French and Belgian 
coast. Ypres was also seen as a crucial 
location because it protected the entire 
front and Belgian territories from 
advancing Germans. If the Germans did 
manage to capture Ypres many believed 
this would allow a large advance for much 
of the line and could mean an even more 
disastrous capture of ports.  
 
The tunnels, passageways, rooms and 
casemates in the remaining ramparts 
were used by French and British troops as 
shelters, accommodation, medical 
dressing stations and headquarters from 
October 1914.The deep cellars and thick 
walls offered good protection from 
artillery shelling. 
 
The First Fight for Ypres, 19 
October-22 November 1914 
Although outnumbered, the British 
soldiers held their line against the odds. 

The British defence east of Ypres, 
including a crucial, successful counter-
attack at Gheluvelt on 31 October 1914, 
prevented German access to the coast.  
 
German Attempts to Capture Ypres 
The German Army carried out major 
attacks in an attempt to gain possession 
of the town in the autumn of 1914, the 
spring of 1915 and the spring of 1918. The 
British carried out two major offensives to 
push the Germans back in 1917. 
 
During the massive operation of the 1918 
German Spring Offensive, the German 
Army advanced to within a few kilometres 
east of Ypres, but was still not successful 
in capturing it. In fact, the city never fell 
into German hands during the war. 
 

Daily Life in Ypres 
Ypres soon became a centre for the 
military forces. Thousands of British 
troops were either based in the town as 
part of a rear headquarters or they were 
billeted in the town while out of the Front 
Line. 
 
From late 1914 some 10 to 20 German 
shells were said to have landed on the 
town every minute.  
 
The increased shelling of 1915 not only 
caused destruction of buildings, seriously 
endangering civilians sheltering in them, 
but also destroyed the drainage and 
sewerage system making conditions 
unsanitary and causing disease to spread. 
 
The German trial of a chlorine gas cloud as 
a war weapon on 22 April was the last 
straw for many civilians. Witness accounts 
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tell of civilians taking shelter in their farms 
and developing symptoms of chlorine gas 
poisoning. This attack was the first of its 
kind and marked the beginning of the 
Second Battle of Ypres.  
 
In May 1915 it was decided to evacuate 
the remaining civilians from Ypres. 
In the early years of the war, 1915 and 
1916, accounts by soldiers describe how 
the town was busy in the day but that it 
became empty at night. “The Padre” in 
the first issue of The Wipers Times 
describes this: 
 
“The town is well-nigh deserted. All its 
inhabitants, like moles, have come out at 
dusk and have gone, pioneers and 
engineers, to their work in the line. Night 
after night they pass through dangerous 
ways to more dangerous work. Lightly 
singing some catchy chorus the move to 
and fro across the open road, in front of 
the firing line, or hovering like black 
ghosts, about the communication 
trenches, as if there were no such thing as 
war.”  
 
WWI Veterans also used to say that the 
winter months were preferable to the 
soldiers, in spite of the bad weather, 
because the long winter nights provided 
them with more hours of darkness and 
the protection from being seen by the 
enemy. 
 
Menin Gate 
Taking the route from Ypres towards 
Menin, the soldiers would pass through 
the gap in the old raised ramparts. For 
most of the four years this route would 
take them into the battlefield zone to the 
north-east. 
 
The route to Hooge along what the troops 
called “The Menin Road” became one of 
the most famous and dangerous places 

for the British to move about on the 
Western Front. A crossroads and railway 
crossing about 2 kilometres along the 
Menin Road became known as “Hellfire 
Corner”. This was due to the fact that the 
Germans had a view of it from higher 
ground and shelled it constantly.  
 
The Destruction of Ypres 
On 22nd November 1914 the first damage 
occurred when two of Ypres' most famous 
historic buildings were set on fire by 
incendiary shells.  
 
A few months later in mid-April 1915 an 
intensive German bombardment started 
up, using long range, heavy German guns 
including a howitzer hidden in the 
Houthulst Forest to the north of the town. 
This huge gun was nicknamed “Dicke 
Bertha” by the German Army which 
translates to “Big Bertha”. Accounts by 
soldiers say that the shell could be seen, it 
was so large, and that it sounded like a 
steam train rushing through the air. 
By the end of the Second Battle of Ypres 
(22 April- 8 May 1915) the British 
Engineers of Second Army were 
constructing strong-points on the Ypres 
ramparts as part of a Third Defensive Line. 
 
Not all the damage to buildings was 
caused by the German artillery, however.  
The British Engineers demolished the 
tower of St. Jacob's church because it was 
being used by German artillerymen to 
range their targets on Ypres. 
 
In the summer of 1915 an intensive 
German bombardment shattered the 
ceilings of the cathedral vaults and 22 
British soldiers could not be dug out alive 
and died in the rubble.  
 
In 1917 a gruelling advance was made 
from Ypres towards Passchendaele which 
would see 200,000-400,000 dead. The 
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land gained was regained by the Germans 
the following year. 
 
During 1917 and 1918 the city was 
continuously shelled by German artillery. 
By the end of the war there was no 
building left untouched. The historic 
buildings were all destroyed. 
 
 

Remembrance 
The people of Ypres still remember the 
victims of war with a daily ceremony of 
Remembrance at the Menin Gate 
Memorial in Ypres which has been carried 
out since 1929 without interruption 
except for the period of German 
occupation in World War Two. 
 
MEGAN KERRIGAN

 

From left to right: George Kemp (Lieutenant Pearson), Jake Morgan (Barnes), Kevin Brewer (Henderson), James 
Dutton (Captain Roberts), Peter Losasso (Dodd) and Dan Tetsell (General Mitford).  
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Life in the Trenches 
 
Three hours ago he blundered up the trench,   
Sliding and poising, groping with his boots;   
Sometimes he tripped and lurched against the walls   
With hands that pawed the sodden bags of chalk.   
He couldn't see the man who walked in front;   
Only he heard the drum and rattle of feet   
Stepping along barred trench boards, often splashing   
Wretchedly where the sludge was ankle-deep.   
From ‘A Working Party’ by Siegfried Sassoon 
 
 
Trenches were long narrow ditches dug into the ground, large enough for soldiers to live in and 
providing some level of protection from enemy fire. During the First World War there were lines of 
trenches containing Germans on one side and the Allied forces on the other. In between them was 
No Man’s Land, which was where the fighting mainly took place. 
 
The trench at Ypres was built on naturally boggy ground and the water table very high, so the 
trenches were very damp and used sandbags and wood to try and keep the water out.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Usually there would be several lines of trenches; of which the Front Line was the first trench to face 
the enemy. It wouldn’t have been straight, instead following contours of land and dug in sections so 
that if one section was attacked it wouldn’t compromise the others. Behind this was the Support 
Line, which had positions for telephones and space for a company headquarters. The lines were 
connected by communication trenches, along which men could carry supplies, equipment or 
messages.  
  

Most activity took place during the night, so soldiers tried to rest during the day. 
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Everyday Life 
Generally, men spent four days in the front line, four days nearby, and then four days resting, but 
the system of rotation varied according to the conditions and availability of soldiers.  
 
The military historian Chris Baker describes conditions in the trenches: 
 

‘Trench life was always one of considerable squalor, with so many men living in a very 
constrained space. Scraps of discarded food, empty tins and other waste, the nearby 
presence of the latrine, the general dirt of living half underground and being unable to 
wash or change for days or weeks at a time created conditions of severe health risk 
(and that is not counting the military risks). Vermin including rats and lice were very 
numerous; disease was spread both by them, and by the maggots and flies that 
thrived on the nearby remains of decomposing human and animal corpses.  
 
Troops in the trenches were also subjected to the weather .... the trenches flooded in 
the wet, sometimes to waist height, whenever it rained. Men suffered from exposure, 
frostbite, trench foot (a wasting disease of the flesh caused by the foot being wet and 
cold, constrained into boots and puttees, for days on end, that would cripple a man), 
and many diseases brought on or made worse by living in such a way.’  
(Chris Baker, The Long, Long Trail, www.1914-18.net) 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
A daily routine for a private might have looked like this: 

Dawn:  ‘Stand-to’ – short for ‘Stand-to-Arms,’ meaning be ready for enemy 
attack 

5.30am Rum Ration 
6.00am ‘Stand-to’ half an hour after daylight 
7.00am Breakfast (usually bacon and tea) 
After 8am Cleaning (themselves, weapons and the trench) 
Noon Dinner 
After dinner Sleep and down time (one man per ten on duty) 
5pm Tea 
6pm ‘Stand-to’ half an hour before dusk 
6.30pm ‘Stand-to’ half an hour after dusk 
After 6.30pm Work all night with some time for rest: patrols, digging trenches, 

putting up barbed wire, getting stores  (Source: BBC) 
  

Sheltering in dugouts: these ones are particularly small. 



British Art and Literature  

during WWI 
 
A Brief Introduction to WWI and its Representation 
 
When shots rang out in Sarajevo on June 28, 1914, 
Europe began hurtling towards one of the deadliest 
conflicts the world has ever seen. Gavrilo Princip’s 
assassination of Austro-Hungarian Archduke Franz 
Ferdinand and his wife, Sophie, brought long-brewing 
political tension to a head. By August 4, 1914, the 
Central Powers (Germany, Bulgaria, Austro-Hungary, 
and the Ottoman Empire) and the Entente or Allied 
Powers (France, Britain, Russia, Italy, and later the 
United States), were officially engaged in the First World 
War. 
 
The crisis would last until November 11, 1918 and claim 
millions of lives, with battlefronts in Europe, European 
waters, and in the Middle and Near East. World War I, 
also known as the Great War, was a distinctly modern 
conflict in many ways. However, like wars throughout 
history, it inspired a tremendous amount of creative 
output from artists and writers, civilians and 
combatants, men and women. 
 
 
 
 
 
 
 
  
 
 
 
 
 
 
 
 
 
 

Though we may read about dates and numbers when we study historic conflicts, the lived 
reality of a war becomes much more vivid when we look at the diverse creative 
expressions it inspires. The varied perspectives represented in the First World War art 
show us that there was not one single uniform war experience for Britons, whether on the 
battlefield or at home. In fact, we could say that British artists and writers witnessed and 
experienced different wars even though only one conflict is recorded in history. War-
related art also had many purposes, whether to document, commemorate, appeal, revise, 
expose, obscure, or protest. 

Photograph from the Imperial War Museum 

http://www.iwm.org.uk/collections/item/object/31309
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The Conflict Between Real and Ideal 
 
Propaganda posters often urged men to enlist in 
the British Army by appealing to ideals of 
masculinity, heroism, pride, and loyalty. These 
widely circulated posters relied on a viewer’s 
positive response to imagery of healthy, stalwart 
soldiers or emblems of the British nation. A 
propaganda poster asks its viewer to identify with 
what is depicted, which usually concerns political, 
gender, and/or social identity. As part of making 
such an appeal, propagandists often obscure more 
realistic aspects of combat or service. 
 
In contrast, many war artists offered harsh but 
realistic visual depictions of the death and 
destruction that resulted from combat. For 
example, when we look at C.R.W. Nevinson’s stark 
painting, Paths of Glory, irony comes to the 
forefront. Though the piece has an idealistic-
sounding title, we shudder at the sight of two dead 
soldiers lying in the battlefield mud. We cannot 
identify with, or even identify these soldiers at all. 
Their faces are obscured and their bodies merge 
with the murky earth, suggesting the loss of 
identity and the waste of young lives. The brownish 
grey mud almost threatens to rise up and swallow 
the entire scene. 
 
 
 
 
 
 
 
 
 
 
 
   
 
 
 
 
 

C.R.W. Nevinson, Paths of Glory, 1917, oil on canvas, 467 x 
609 mm (Imperial War Museum, London) 

Paul Nash, The Menin Road, 1919, oil on canvas, 1828 x 
3175 mm (Imperial War Museum, London) 

Paul Nash’s 1917 work, The Menin Road, depicts a ruined Belgian landscape. Before us, dead tree 
trunks rise in a wasteland of mud and standing water. This spooky, alienating, place includes 
strange clouds of smoke penetrated here and there by searchlights. Despite these beams of light, 
we cannot see anything past the immediate scene. Here is chaos, irrevocable change, and 
devastation. 
 
Carrying poetry to war  
 
First World War literature also presents a range of perspectives. Rupert Brooke’s patriotic ‘1914’ 
sonnet sequence became hugely popular in the early years of the war. At the outset of the war, 
many Britons were touched by the heroic sentiments of the poems, in particular, “The Soldier.” 
This poem’s combatant speaker assures the reader that his death in battle will mean that “there’s 
some corner of a foreign field/That is forever England.” Brooke’s poems pictured military service 
and death as purifying and noble. At the start of the war, when such nationalistic feeling was 
strong, many British soldiers departed for training with a copy of Brooke’s poems tucked into their 
kits. 
 

http://www.iwm.org.uk/collections/item/object/20211
http://www.iwm.org.uk/collections/item/object/20087
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Women Writers and Artists 
 
Women artists and writers played a significant role 
in documenting civilian and service experiences. 
Vera Brittain, who volunteered as a nurse, recorded 
her impressions of work and loss in her 
memoir, Testament of Youth, one of the war’s most 
recognized autobiographical works. Women artists 
documented other civilian realities such as female 
workers in factories—doing jobs vacated by men 
in the military— who had become crucial for war-
related production. 
 
 
 
 
 
 
 
 

Flora Lion, Women's Canteen at Phoenix Works, Bradford, 
1918, oil on canvas, 1066 x 1828 mm (Imperial War 
Museum) 

However, after years of devastating losses and with no clear resolution to the seemingly 
endless fighting, poets depicting the hard reality of the soldier’s experience gained more 
recognition. Wilfred Owen’s gloomy 1917 “Anthem for Doomed Youth” pictures the war’s 
fallen “d[ying] as cattle,” for example. Siegfried Sassoon’s 1918 piece, “Counter-Attack,” 
offers us the gruesome vision of a battlefield “place rotten with dead” where corpses “face 
downward, in the sucking mud,/Wallow…” Sassoon’s shocking verbal image recalls the 
horrible tableau of Nevinson’s dead soldiers lying facedown in the mud. 
 
A Note on WWI and Modernism 
 
During the years leading up to the war, many modernists began to turn their attention to 
their media; writers and authors broke free of traditional parameters of form and imagery 
and brought the very materials of their crafts to the forefront. They questioned the solidity 
of the bond between representation and meaning. Works like T.S. Eliot’s poem, "The 
Waste Land," Mark Gertler’s Merry-Go-Round (Tate Britain), or Virginia Woolf’s Mrs. 
Dalloway sought to shock, alienate, or provoke audiences and to thereby explore new 
sensory and intellectual effects in art and literature. 
 
While the modernist movement had begun prior to the war, the conflict’s vast scale, 
brutality, and costs fascinated many artists and writers. The war definitively ended many 
social and cultural traditions that survived the nineteenth century and made clear the 
modern, mechanized world we were entering, a world where the older expressive forms 
and techniques no longer seemed adequate, appropriate, or compelling. 
 

Flora Lion for example, shows us a canteen for women munitions (weapons) workers in her 
painting, Women’s Canteen at Phoenix Works, Bradford. We can see the exhaustion that the 
workers are feeling. The women here look somewhat relieved for their tea break. Their 
resigned expressions and slouching posture underscore the mental and physical fatigue of 
this critical but dangerous line of work, but they also make us recognize the more emotional 
weariness of the civilian war experience. 

http://www.iwm.org.uk/collections/item/object/16808
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WWI’s Aftermath: Public and Private 
Commemoration 
 
When the war concluded in November 1918, nearly a 
million Britons were dead. British soldiers killed in 
action were buried overseas, so that public officials 
and grieving families were challenged to represent 
both personal and national losses. To recognize 
individual sacrifices, the British government issued 
memorial bronze plaques and paper scrolls to the 
family of each serviceperson who died as a result of 
the war. And, on November 11, 1920, a solemn 
ceremony dedicated two of Britain’s most famous 
public war monuments, Edward Luytens’s Whitehall 
Cenotaph and the Unknown Soldier, buried in 
Westminster Abbey. 
 
The creative work of giving textual, visual, or plastic 
form to First World War experiences would go on 
into the 1930s and after. Even as Britain neared the 
fearful prospect of a second major international 
conflict, the Great War continued to haunt those 
who had lived through it.  
 
By Dr. Fiona Robinson 
 

 
 
 
 
 
 
 
 
 
 
 

 
This work is an open educational resource 
Licensed under a Creative Common Attribution-Non-commercial-Share Alike 3.0 license. 

  

Edward Luytens, Whitehall Cenotaph, unveiled 1920, 
portland stone, London 

Unveiling of the permanent Cenotaph in Whitehall by 
His Majesty King George V, 11 November 1920 © 
Imperial War Museum 

http://www.oercommons.org/
http://creativecommons.org/licenses/by-nc-sa/3.0/us/
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The Journey of a Production 
 
The Watermill Theatre is a producing 
house. This means the vast majority of our 
shows are created in-house, and we have 
a different cast and creative team for 
every new show we put on. Work on each 
show begins here several months before 
the actors take to the stage on opening 
night, and it’s a long road from choosing a 
show to perform, to the curtain call on 
first night. 
 
The first step of putting on any production 
starts with finding a good script. Of 
course, there are many to choose from, 
spanning hundreds of years and several 
continents, but selecting those plays that 
fit The Watermill’s intimate nature, have 
something compelling to say to a modern 
audience, and can be performed in new 
and interesting ways, often presents quite 
a challenge. You can always commission a 
writer to produce an entirely original 
script, one that suits the kind of 
production you’re looking for. Indeed, The 
Watermill often takes this route – in 2014 
we staged Sense and Sensibility, an 
adaptation of the classic Austen novel by 
Jessica Swale; A Bunch of Amateurs, a new 
play by Ian Hislop and Nick Newman, and 
Hardboiled, an entirely original piece 
written by Beth Flintoff in collaboration 
with Rhum and Clay Theatre Company.  
 
In tandem with finding the perfect script is 
the search for a director who can bring 
the show to life, who has their own 
personal take on the play, and can bring 
their unique vision to the table. Once the 
script has been married to a director, 
designers and lighting designers begin to 
come aboard, and the visual nature of the 
play starts to develop. A set design is 
created, first through sketches and 

drawings, and culminating in a model box, 
illustrating how the set will appear on the 
Watermill stage. 
 
The designer also creates costume designs 
for each character, in line with the overall 
design of the show. Once the actors are 
cast (and forced to hand over their 
measurements) our Wardrobe 
department gets to work sewing and 
stitching to create the costumes you’ll see 
on stage. 
 
The casting process can vary greatly 
depending on the size of the cast and the 
skills required from the actors in each 
role. For actor-musician productions one 
of the biggest challenges is forming a cast 
with the right balance of instruments. 
Other productions require actors to play 
several characters throughout the course 
of the show, often a tricky proposition! 
Actors will attend an initial audition and 
follow that up with one or more recalls, in 
order to demonstrate different talents, 
read for a different character, or audition 
with an actor already cast to test their 
chemistry together.  
 
Rehearsals begin three or four week 
before the show opens. The actors – 
recruited from all over the country – all 
live on site at The Watermill or in the 
surrounding area throughout the 
rehearsal and performance periods. On 
the first day of rehearsals the cast meet 
one another, and work begins on 
everything from costume fittings and 
dialect coaching, to instrument practice 
and fight choreography – along with 
learning all their lines of course! 
Throughout the rehearsal process all 
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aspects of the production begin to come 
together.  
 
Our Stage Management team assists the 
director in blocking the show – figuring 
out how the characters move around the 
stage and interact with one another in 
each scene. The Deputy Stage Manager 
keeps a record in the prompt book of all 
the notes taken down during rehearsals, 
and this is what the show will be called 
from. There are also many requests for 
props – from old-fashioned typewriters to 
stuffed animals – which we source from 
our own prop store, eBay, flea markets, 
and occasionally the homes of Watermill 
staff members.  
 
A lot of research takes place as the cast 
and creative team collaboratively create 
the world of the show. This involves 
reading around the history and setting of 
the play, societal norms and beliefs, facts 
about the characters or their real life 
counterparts, looking at photos or 
paintings from the period, and anything 
else that helps to delve further into the 
minds of the characters. In the days 
leading up to opening night, rehearsals 
move into the theatre itself.  
 

Often just a day or two after the previous 
show has finished, our dedicated 
Production team will have spent that brief 
window performing the ‘get-out’ of the 
last set, and the ‘get-in’ of the new one. 
The actors can now step onto the stage 
they’ll be performing on, interact with the 
scenery and props, and come to terms 
with just how close the audience in the 
front row will be. The dress rehearsal 
takes place on the afternoon of opening 
night, and it is the cast, crew and stage 
management’s final opportunity to make 
any changes, or correct any problems that 
have arisen throughout the rehearsal 
period.  
 
The actors are all in full costume, props 
are set, lighting and sound cues finalised, 
and hopefully everything goes off without 
a hitch. A few hours later the first 
audience members begin to arrive, and 
from then...the show must go on! 
 
By Matt Ray 
 
 

  

From left to right: Jake Morgan, Sam Ducane, Kevin Brewer and Peter Lassaso. 
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Rehearsal Blog 
 

Week One 
Assistant Director, Chloe France, gives us an insight into the rehearsal room.  
 

‘The war is not funny, Sir’, insists sourpuss 
Colonel Howfield in the face of his 
benevolent superior General Mitford. ‘I 
think the authors are aware of that. I’ve a 
feeling that may be the point.’ 
 
Both Wipers the paper and Wipers the 
play puncture the reverie surrounding the 
‘big questions of the war’ - death, 
destruction and futility - with humour. As 
such there’s been plenty of laughs in the 
rehearsal room this week as we begin to 
navigate our way through the 
combination of scenes, sketches and 
songs comprising The Wipers Times.  
 
We began the week with director Caroline 
Leslie and designer Dora Schweitzer 
presenting the model box. Within it had 
been created a veritable playground for 
the actors. One key question we’ve 
returned to this week is ‘how do we 
transition from one location and reality to 
another, in a matter of seconds?’. The 
options offered by Dora’s design have 
been one of many leads we have followed 
in the past few days.  

 
Once we had completed the read-through 
and blown the summer cobwebs away 
with a sing through of some of composer 
Nick Green’s score, led by musical director 
Paul Herbert, we got stuck into the 
research. Much like slipping into a post 
work-out ice bath, immersing oneself in 
the world of a historical script is best done 
head first, brusquely and .. erm .. 
communally. Caroline shared her findings 
about the Sherwood Foresters’ 
experiences and battle engagements in 
WWI, and the experience of trench 
warfare for soldiers on the Western Front. 
We also mapped the timeline of the play, 
in relation to the battles the Foresters 
fought and the publication dates of The 
Wipers Times: assigning each scene a 
date, location and time.  
 
Our immersion, however, was necessarily 
speedy. Much work had to be done to get 
the scenes on their feet. As well as 
blocking the action on stage we have been 
joined by Movement Director Emily Holt 
who has helped us crack open the 
fantastical sketch moments and 
occasional dance routines the script calls 
for.  
 
Having rested and refueled in our billets 
over the weekend, we are all looking 
forward to getting stuck into some front 
line action again in week two.  
 
CHLOE FRANCE 
  

Assistant Director, Chloe France. 



22 
 

Week Two 
As Autumn falls and the play starts to take shape, actor George Kemp energetically details 
the rehearsal process and discusses the emotional journey that accompanies tackling such a 
poignant, true story. 
 
Autumn is here. As week two of 
rehearsals for The Wipers Times comes to 
a close I think I can officially confirm that 
there’s a change in the wind.  As the 
temperature cools outside, it continues to 
rise in the rehearsal room. 
Having got the whole play on its feet and 
had a ‘stagger through’ (literally 
staggering around the room trying to 
locate desks, lamps and papers whilst 
singing Nick Green’s brilliant songs) on 
Friday afternoon, we now have a shape 
for the play. A sense of the thing as a 
whole. Up until this point in rehearsals, it 
often feels like a case of stumbling from 
one scene to the next, solving each 
problem as it comes along and then 
pushing forwards. As soon as you put it all 
together though, much becomes clear as 
various things come into focus. The 
brilliant timeline that Chloe France (our 
assistant director) and Caroline Leslie (our 
director) put together for us before 
rehearsals began gets slightly re-jigged 
but becomes imperative for tracking the 
mental and physical journey of the 
characters. 
 
What is very clear now is that we have a 
play. It finally feels, if a little shaky, like it 
has arrived. We’ve found the dog hiding 
upstairs, all we have to do now is wrestle 
it into its lead and then we can take it out 
for a walk (sorry, I’m spending so much 
time around the many dogs that come to 
work with their owners at The Watermill 
that dog metaphors are now the only 
ones I can think of). Much of the week 
was spent blocking the second half of the 
play but we continue to tirelessly drill 

Emily Holt’s brilliant choreography 
alongside Nick’s songs with our fantastic 
musical director Paul Herbert – who it 
must be said has a remarkable amount of 
patience. When told how bad I am my 
excuse continues to be, “But surely not all 
of the Tommies could sing?” It seems to 
fall on deaf ears, which is ironic. 
 
I love this discovery time in rehearsals. 
Discovering the play, the character, where 
the thoughts come from, how the jokes 
work. It’s actor and director as detective 
which is my favourite thing. Not least 
because particularly for this play the 
research is so fascinating. We’re all fast 
becoming much more informed about the 
conflict on the Western Front than we 
were two weeks ago, and to know that 
through our work some truth about that 
war can be revealed is very touching. 
Especially considering we’re dealing with a 
true story with two very real men at the 
heart of it. I was transcribing a short hand 
written memoir by Jack Pearson himself 
(the character I play) at the beginning of 
the week and I suddenly thought, I may be 
the first person to do this. The first to pick 
through and write up this man’s words in 
a long time and I suddenly felt very 
humbled to be giving some sort of voice 
once more to this incredibly brave and 
indelibly funny man. 
 
Next week’s work will bring detail and 
nuance to what we already have, tuning 
the engine that we’ve spent two weeks 
building. 
 
GEORGE KEMP 
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Week Three 
In the third instalment of The Wipers Times rehearsal diary, Jake Morgan provides an insight 
into the actors’ experiences as the play develops and opening night approaches. 
 

This week we pressed on with some 
intense finessing leading up to a run on 
Thursday that was attended by writers 
Nick Newman and Ian Hislop, and David 
Parfitt from Trademark Productions.  
Once the run was over we were able to 
look at what we felt needed shifting and 
adjusting. Since then we have been 
integrating notes, which are helping to up 
the poignancy of certain moments. It was 
a very friendly room to do a run in and I 
was really excited to find our moments of 

comedy invention around the written 
humour well received. We have a great 
supportive band of people behind this 
show and our work is coming together.  
As we move into our fourth week, we are 
continuing to build, adjust and shape. This 
week we pushed ourselves further and we 
are ready to enter our fourth week in 
which we will open the show. Damn it’s 
exciting! 
 
JAKE MORGAN

 

  

Left to right: Jake Morgan and Kevin Brewer. Left to right: James Dutton (Captain Roberts) 
and George Kemp (Lieutenant Pearson) 
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Meet the Cast  
 

 
 
 

 
 

 

 

  

Kevin Brewer 
Henderson  

Eleanor Brown  
Secretary / Kate / Madame 
Fifi / Lady Somersby 
 

Sam Ducane 
Lieutenant Colonel Howfield 
 

James Dutton 
Captain Roberts 
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George Kemp 
Lieutenant Pearson 
 

Peter Losasso  
Dodd 
 

Jake Morgan  
Barnes 
 

Dan Tetsell  
Deputy Editor / General 
Mitford / Sergeant Tyler 
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Interview with the Actors 
Outreach Director, Heidi Bird, caught up with George Kemp who plays Pearson and Sam 
Ducane who plays Howfield during a break in rehearsals.  
 
When did you know you wanted to be an 
actor and how did you become one? 
 
George: I used to go to drama classes with 
a group called Outbound Productions 
when I was very young and quickly knew it 
was what I wanted to do. I carried on 
performing with them and also in school 
plays, and then I got a place in the 
National Youth Theatre. I called up a 
company who I had done work experience 
with and asked whether they had any job 
opportunities. They offered me a 
Christmas Pantomime tour around schools 
when I was 16 and I loved it!  
 
I worked with them for a few years and 
also did some amateur dramatics. I kept in 
mind about going to drama school but 
waited until I felt ready. Later I went to 
LAMDA and did their three year acting 
course. 
 
Sam: I remember since being very young 
that I wanted to be an actor.  My older 
brother was into acting at school and, as 
you do, I followed everything that he did. I 
started with school plays, drama clubs and 
youth theatres. I then did National Youth 
Music Theatre, which was a great thing to 
do because they do large-scale 
productions, which are treated 
professionally. After that I joined the 
Young Pleasance, which is part of the 
Pleasance Theatre in London and we took 
a show to Edinburgh.  
 
I went to University of Nottingham to do 
Philosophy and Theology before going to 
the Royal Central School of Speech and 
Drama, which was great. 

 
I always knew I wanted to go into acting, 
so whilst at University I got involved with 
the student theatre, which was brilliant. I 
became very involved in the running of it, 
which was an amazing experience as I 
became quite interested in management 
and theatre production as well. These 
opportunities gave me a sense of the 
whole world of the industry rather than 
just the acting.  
 
How much preparation and research did 
you do before the rehearsals process 
began? 
 
George: I did a lot of research because I 
knew quite early on that I’d been offered 
the part. Over the summer I went to the 
Imperial War Museum and bought a 
couple of books about the conflict and life 
in the trenches. Because I’m playing a real 
man (Jack Pearson), I tried to find out as 
much as I could about him. Considering 
he’s not very famous, I managed to find 
quite a lot of information.  
 
It’s always useful to do research because 
you get a handle on the context of the 
play. There comes a point in rehearsals 
when it’s so embedded that you can just 
forget about it, but it’s good to have that 
bedrock of research.  
 
Sam: I was involved in the rehearsed 
reading back in October, so I had a sense 
of it early on. I didn’t watch the film of The 
Wipers Times because I prefer not to. 
Before I started rehearsals I read the 
script a few times. I’m always wary about 
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setting stuff down in my mind too early 
because that can restrict you in the room.  
 
What would you say is the hardest part 
of the rehearsal process? 
 
George: Once you have got everything up 
on its feet, and everyone’s still got their 
script in their hand, the hardest bit is the 
transitionary period to when you know it 
really well. There’s an awful week when 
everyone knows their lines but doesn’t 
quite know them well enough and 
problems start to arise.  
 
Sam: It’s a very busy play and the actors’ 
journeys around the stage are very 
complicated. Because it’s a small cast 
everyone’s always moving props or bits of 
set. Sometimes you find yourself getting 
so overwhelmed by that aspect that it 
feels like the acting gets neglected. When 
it’s up and running we can focus back on 
making sure the characters are believable.  
 
How do you bring out the comedy of the 
play? 
 
George: Most of the company are pretty 
comically tuned in and you can feel when 
the rhythm of something is wrong. The 
script is very filmic; the scenes are very 
short and the cuts are quite sharp so 

we’ve got to work out the intricacy of the 
language to make this work.  
 
Sam: It’s well written and very funny 
already so it’s an easy job! Howfield’s a 
great character because he takes himself 
very seriously, which is always great to 
play.  
 
I go as far as I can in rehearsal until I’m 
told it’s ridiculous. With any play or 
comedy, it really comes alive when it’s in 
front of an audience. That’s when you 
know what gets a laugh and what doesn’t.  
 
This is your first time at The Watermill, 
how are you finding it? 
 
George: It’s a real joy. It’s got a beautiful 
atmosphere to it; everyone who works 
here feel like a family. Most of the 
company live in London and although it’s 
a great place to be it is busy, polluted and 
fraught, whereas here the pace in much 
nicer.  
 
Sam: It’s amazing. It’s like living in a 
storybook. We’re living offsite at the 
moment and my commute to work is 
walking along a babbling brook, past a 
lake and through a field, which makes a 
difference to getting a bus to Brixton and 
getting on a tube to town. I cannot wait 
for the next few weeks! 

Left to right: George Kemp (Lieutenant Pearson), James 
Dutton (Captain Roberts) and Dan Tetsell (General 
Mitford). 

Left to right: Eleanor Brown (Kate) and James Dutton 
(Captain Roberts). 
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The Design Process  
 
The set is what we put onstage to help re-create the world of the play. The set designer 
makes a model box of the set to show the production department, director and actors what 
they want the set to look like. Designer, Dora Schweitzer, talked to the cast and production 
team about the design on the first day of rehearsals. There are many stages the designer 
goes through before they get to this point. 
 
Step 1. Research  
The first step is to research the time period and location of the piece. Often the designer will 
create a scrap book of images, materials and textures 
that may inspire their design. Initial ideas are 
discussed with the director to make sure they fit with 
the director’s overall vision. These can also be given to 
the production team to help them when bringing the 
design to life.  
 
Step 2. White Card  
The White Card is an unpainted model of the set 
which is sent to the production team who makes sure 
it fits the space and the budget that is available. 
 
Step 3. Model Box  
The designer then creates a model box. This is made on a 1:25 scale to give the creative 
team a clear picture of the set. The production team uses the model for the building 
process, ensuring that the final set replicates exactly the designer’s original model. 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Model box for The Wipers Times 
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Step 4. Scale Drawings  
The designer then draws a ground plan of 
the model box to the scale of the theatre. 
This gives the carpenter the exact 
dimensions to work from. 
 
 
 
 
 
 
 

Step 5. Building The Set  
The carpenter then starts to make the set. At The Watermill the set is built off-site in a large 
barn in Coventry and then brought to the theatre and constructed during the weekend 
before the show opens.  

 
Step 6. The Final Set  
The final set is fitted into the theatre. During the 
fit-up the designer will work with the production 
team to ensure that all the final details are 
perfected on the set before the show opens. 
 
 

 
 

Prop hunting… 
 

One of the challenges for our stage management is sourcing 
or making props.  Production Manager Lawrence’s quest to 
find a printing press that resembled the Arab hand-fed 
platen printing press that was used to print The Wipers Times 
was proving a challenge.  
 
Some last minute internet searching took him to the website 
of Senior Graphics, a Wakefield company specialising in 
printing equipment. Hoping for something that could be 
made to look like the Arab, Lawrence was delighted to 
discover that, tucked away in Senior Graphics’ warehouse 
was an original Arab printer and in working order! Thanks to 
Dean at Senior Graphics, the Arab will play a major part in 
the stage premiere of The Wipers Times. 

 

Sketch drawings of The Wipers Times set 
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Costume Designs 
The wardrobe department are in charge of finding or making the costumes and then 
adjusting them to fit each actor. They also have to make sure that the costumes are perfect 
for each performance, which means that they must repair rips or tears. 
 
Our wardrobe department will meet the designer a long time before the performance so 
that they have plenty of time to see the designs and get the costumes ready. 
 
Below are some pages from Dora’s sketch book for The Wipers Times. 
 

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  
Dora Schweitzer’s costume drawing for 

The Wipers Times. 
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Rehearsal Report 
Organisation is the chief element of any stage manager’s role. After each day of rehearsals, 
our Deputy Stage Manager, Charley Sargant, types up the notes she has made during the 
day and sends them to all the staff at The Watermill involved in making the show. Here is an 
example of her daily report from The Wipers Times:  
 

The Wipers Times 
Rehearsal Notes #11 

Monday 12th September 
 
General 
No notes today 
 
Design 
No notes today 
 
Wardrobe 

1. Please can Mr Dutton have a watch for Roberts in all scenes? 
 

Sound 
1. Please can we have a spot huge shell blast during the initial shelling that begins 

the show. 
2. Could there be a build of the office atmosphere on pg3 ‘relevant experience’? 

 
Lighting 

1. Caroline talked about the sketches being colour saturated lighting-wise, in order 
to show the bleaker world of the trenches. 
 

Production/Technical 
1. Please can the printer be fixed to the dolly? 
2. To confirm, the printer needs to have new wooden shelves to replace the broken 

ones currently attached. 
 

Stage Management/ Props 
1. Please can Howfield have a desk tidy, something very neat, that he can have on 

his desk. 
2. There will be a rubble drop in the initial sequence of the show. 
3. Please can the boxes set under the fixed tables have things to look through like 

papers, books, nails, etc. The men will not need something to break apart. 
4. Please can the print tray be in set in a box in which it is found. This need to be 

selected, as the ones we are currently using are too small. 
5. To confirm, the tarpaulin will need to be smaller so it is easier to handle when 

taking off the printer. 
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6. Please can the rifles have straps attached for rehearsals? 
7. The tin box of Pearson’s papers has been cut . 

8. Please could we have a ladder to lean against the trench wall which they would 
have to climb over the top? They will not climb up the ladder. 

Risk Assessment 
No notes today 

 

 

 

 
  

From left to right: Steve Mayo (Sound Designer), 
Paul Herbert (Musical Director), Caroline Leslie 
(Director). 
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Credits 
By Ian Hislop and Nick Newman 
Based on a true story 
 
A Trademark Touring and Watermill Theatre Production 
 
Creatives 
Director Caroline Leslie 
Designer Dora Schweitzer 
Lighting Designer James Smith 
Sound Designer Steve Mayo 
Composer Nick Green 
Musical Director Paul Herbert 
Assistant Director Chloe France  
Movement Director Emily Holt 
Dialect Coach Mary Howland 
 
 
Cast List in alphabetical order: 
 
Kevin Brewer Henderson 
Eleanor Brown Secretary/Kate/Madame Fifi/Lady Somersby  
Sam Ducane Lieutenant Colonel Howfield 
James Dutton Captain Roberts 
George Kemp Lieutenant Pearson 
Peter Losasso Dodd 
Jake Morgan Barnes 
Dan Tetsell Deputy Editor/General Mitford/Sergeant Tyler 
 
Production Manager Lawrence T. Doyle 
Company Stage Manager Kerrie Driscoll 
Assistant Production Manager Nelly Chauvet 
Deputy Stage Manager Charley Sargant 
Assistant Stage Manager Ruth Hills 
Wardrobe Supervisor Amanda Dooley 
Wardrobe Assistant Eloise Short 
Trainee Technician Ben O’Connell 
Trainee Stage Management and Production Assistant Holly Greader 
Set Construction Belgrade Production Services 
Production Photographer Philip Tull 
National Press and Publicity Jan Ferrer 
British Sign Language Interpreter Ann McAllister 
Audio Description William Clancy, Adrienne Pye 
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For Trademark Touring:  
 
Producers Bob Benton & David Parfitt 
General Manager Simon Friend  
Financial Controller Liz Barron 
Associate Producer Cleone Clarke  
Accountant Teresa Pratt 
Production Manager Kate Edwards 
Press Representatives David Bloom & Arabella Neville-Rolfe for Targer Live 
Poster Design Rebecca Pitt Creative 
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