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This pack has been designed to support your visit to The Watermill to watch our production of A 

Midsummer Night’s Dream.  

 

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 schools to work with students 

and teachers. For an education brochure, please visit the Outreach pages on our website, or contact us.  

 

  For our School’s Brochure 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 www.watermill.org.uk/education_packs  

 

This pack was written and designed by Lixi Chivas and Kezia Buckland with contributions from Abigail 

Pickard Price, Beth Flintoff and Poppy Jermaine. 

The Principal Sponsor of A Midsummer Night’s Dream is Sheepdrove Organic Farm and Eco-Conference 

Centre. 

The Sackler Trust, Principal Supporter of The Watermill’s core Education and Outreach programme.  

Rehearsal photos by Eden Harrhy. Production photos by Scott Rylander.  

Introduction  

https://www.watermill.org.uk/uploads/Wmill_PRIMARY4ppA5_2012.pdf
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Section 1: An Introduction 

to Shakespeare 
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William Shakespeare 1564 – 1616 

William Shakespeare was born in Stratford-upon-
Avon to John Shakespeare, a glove maker and wool 
merchant, and Elizabeth Arden, the daughter of a 
wealthy farmer and landowner. It is believed that he 
was educated locally at King Edward VI Grammar 
School.  

During the 1550s there was a growing trend for 
nobles to patronise travelling companies who would 
visit Shakespeare’s hometown to perform at the 
Grammar School while on tour: there are records of 
more than 30 visits between 1568 and 1597. 
Shakespeare was four years old when these records 
started and his father is likely to have been 
responsible for his first exposure to theatre. John 
Shakespeare became a central figure in Stratford-
upon-Avon when he was appointed as the town 
Bailiff. One of his responsibilities was to license the 
performances of these travelling companies by 
watching previews to check they were appropriate 
for public viewing. It is likely that William would have 
attended these previews.  

The next surviving record is of his marriage to 26 year
-old Anne Hathaway at the age of 18 in 1582. Their 
daughter, Susannah, was born 6 months after their 
wedding. Two years later, Anne gave birth to twins, 
Judith and Hamnet, but Hamnet died at the age of 
11.  

Records of his movements are unclear in the eight 
years following, but during this time he left his 
family in Stratford to begin establishing himself in 
the world of theatre in London. The reason for 
these ‘lost years’ is uncertain; but playwriting was 
not a respected form of literature so authors chose 
not to put their names to plays, and it may be that 
Shakespeare was writing during this time but 
without putting a name to his work. In 1592 his 
name reappears in a sour judgement made by 
dramatist Robert Greene on his deathbed, calling 
him ‘an upstart crow, beautified with our feathers’ 
in reference to his lack of university education 
which made him an impostor among the more 

qualified playwrights of the time.  

The Queen’s Men, Queen Elizabeth I’s travelling 
company, had been set up in 1583 and caused a 
decline in other playing companies because it 
brought together the country’s leading actors. But an 
attempt was made to redress this in 1594 with a 
major reshuffle of actors, forming a duopoly of the 
Lord Admiral’s Men and the Lord Chamberlain’s Men, 
the latter of which Shakespeare became a member. 
The Chamberlain’s Men were the resident company 
at a venue simply called ‘The Theatre’ in Shoreditch, 
and by August 1597 Shakespeare had become a 
shareholder in the business together with Richard 
Burbage and others. This new role afforded him the 
second largest house in Stratford – New Place.  

In 1599 The Theatre’s lease ran out and the structure 
was dismantled and moved across the River Thames 
to Southwark, where it became The Globe Theatre. 
The Globe opened with one of Shakespeare’s plays, 
most likely Henry V or As You Like It, and 
Shakespeare’s works continued to bring success and 
profit to the theatre, enjoyed by thousands. The 
Globe was one of only three theatres granted the 
privilege of licensing its own plays and the company’s 
success awarded them a patent from James I 

Jamie Satterthwaite (Oberon), Emma McDonald (Titania) 
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He was buried at Holy Trinity Church in Stratford-on-

Avon on April 25 1616.  

Many people consider him the world’s greatest 

playwright, but he was also a skilled poet and actor. 

In 1623 his works were published as a collection, 

known as ‘The First Folio.’ Among them are a 

number of plays regarded as the greatest works in 

the English language. From histories, to comedies, to 

tragedies, the plays reflected the concerns and 

widespread social and cultural change in the period. 

Shakespeare played a key role in the rise of theatre-

going in Elizabethan and Jacobean England: and as a 

result shaped theatre and performance culture as we 

know it today.  

POPPY JERMAINE  

 

Sources  

The Shakespearean Stage 1574-1642 by Andrew Gurr  

Shakespeare Survey, Volume 60: Theatres for 
Shakespeare by J. R. Mulryne  

The Oxford Shakespeare: Romeo and Juliet Oxford 
World Classics  

Members of the ensemble 
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Elizabethan and Jacobean 
Theatre 
Beth Flintoff takes a look at the theatrical world in which Shakespeare was writing.  

At the beginning of the Sixteenth Century, ‘theatre’ 

consisted of ordinary people enjoying plays about the 

Bible, performed by actors who travelled across the 

country with their props and costumes in a wagon. 

Although the plays were enjoyed, travelling ‘players’ 

were generally treated with great suspicion – they 

were no better than ‘rogues and vagabonds.’  

At the time working men always had a master - if a 

poor man did not have a master it meant he was, 

effectively, a beggar. Actors would have seemed 

dangerously free of all masters. There was even an 

Act of Parliament called the ‘Act for the Punishment 

of Vagabonds’. But the perception of theatre was, 

gradually, changing. Rich and powerful people were 

beginning to enjoy the feeling of providing 

entertainment to their friends, and plays were a 

great way of doing this. They were basically showing 

off – when people visited, the host could impress 

them by having a play performed. For example, King 

Henry VII’s household of servants included twelve 

trumpeters and a small group of actors who were 

able to sing and dance as well as perform plays. This 

was a time of constant rivalry over who should be 

King, and who was the most influential. So 

professional actors, hired by these rich and powerful 

men, were paid to demonstrate to rivals just how 

important their family was. It must have been a bit of 

a relief for these actors to have some support and a 

more stable way of earning a living.  

Up until now, most drama in Britain had been 

performed in the open air, sometimes in courtyards 

in front of inns. But now, enterprising actors began to 

make theatre buildings and to set up companies of 

fellow actors to perform in them. The first person to 

do this was an actor who was also a carpenter, called 

James Burbage. His two sons, Richard and Cuthbert 

Burbage, took on the family tradition after he died. 

Theatre was becoming extremely popular by now, 

but some important people were still very suspicious 

of the whole thing. Religious men, upset that plays 

were so much more popular than going to Church, 

described them as ‘beastly’ and ‘filthy’. Plays were 

often banned or got into trouble for making 

comments that were seen as subversive. Writing in a 

negative way about the monarchy in the time of 

Queen Elizabeth I or James I was an extremely 

dangerous thing to do and it was common for artists 

to get into trouble or performances be shut down.  

The Burbage brothers were running a theatre in 

London when they had an argument with the 

authorities. In the end the argument got so bad that 

they took the whole theatre apart in the middle of 

the night and carried it, piece by piece, across a 

bridge to the other side of the Thames. Once over 

the river, they were safely outside the law of the 

London authorities, and could carry on without their 

permission. This theatre was the Globe, where the 

most famous playwright of them all worked: William 

Eva Feiler (Puck) 
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What makes Shakespeare and his work different to 

that of other playwrights? As a member of the acting 

company, Shakespeare would have been writing 

specifically for his fellow actors – they were probably 

his friends. He must have had great faith in their 

ability because his plays are not written for one 

starring actor with supporting cast, but for lots of 

actors who could all understand intense and 

complicated characterisation.  

There would have been no women in the cast – the 

female roles were all played by boys. This didn’t seem 

to bother Shakespeare in the slightest and he wrote 

plenty of great female parts – so he must have 

thought the boys were very good.  

If he had written in an obvious way about the politics 

of the time, he would have got into trouble, so he 

wrote about historical events or fictional characters in 

such a way that the audience could have easily 

guessed what he was talking about.  

They needed to make enough money at the theatre, 

making it important that his plays were popular, so he 

couldn’t just write tragedies or comedies – he wrote 

both.  

And he mostly wrote his plays in verse – not rhyming 

poetry, but a sequence of lines with a distinct rhythm, 

which helps the audience to follow what’s being said 

and adds an extra layer of magic, a feeling of 

specialness to what we are hearing. Like this, when 

Othello dies:  

I kissed thee ere I killed thee: no way but this,  

Killing myself, to die upon a kiss.  

Othello [V.ii.356-7]  

 

These are some of the things that made the plays of 

Shakespeare so remarkable. He created characters 

that we can still understand today, and he gave them 

things to say that still, when we hear them now, can 

seem astonishingly beautiful one moment, hilarious 

the next. He created characters that are warm, funny, 

complicated, cruel, romantic, obsessed - you name it, 

he wrote it ... For example, Romeo and Juliet has 

really  

 

changed the way we view romantic love today – the 

idea of people performing extravagant gestures, of 

sacrificing everything they have, and even dying for 

their love, these ideas had never been so clearly set 

down before, and probably haven’t since.  

 

Nowadays, Shakespeare is taught in schools not just in 

England but all around the world, and performed in 

hundreds of different languages. Many of the 

everyday words and phrases we use now, such as 

‘advertise’ and ‘lonely’ were invented by him.  

 

There were, of course, other plays and playwrights 

working at the same time as Shakespeare. In fact the 

playwright Christopher Marlowe, who wrote plays 

such as Doctor Faustus and Edward II, was much 

better known at the time. Faustus is a scholar who 

sells his soul to the devil in exchange for having 

whatever he wants for twenty five years. He says the 

famous line: ‘Was this the face that launched a 

thousand ships?’ when he meets the beautiful Helen 

of Troy for the first time. As the twenty five years 

comes to an end, of course, he begins to regret his 

pact and the play ends with him being tragically 

carried away to hell.  

 

Christopher Marlowe is thought to have been a spy 

for Francis Walsingham, the head of Queen 

Elizabeth’s secret service. He was killed in a fight in a 

pub, but many suspect that this was actually a cover-

up for an assassination. His room-mate was the 

unfortunate playwright Thomas Kyd, who was 

arrested and tortured by the authorities for 

information about Marlowe.  
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It was a dark time for these playwrights and their 

plays reflected that darkness. Thomas Kyd wrote the 

first ‘Revenge Tragedy’, called The Spanish Tragedy. 

Revenge Tragedies were dramas in which a terrible 

injustice happens at the start of the play, and the 

hero has to get revenge. In these plays, violent and 

frightening things happen to the characters and the 

events are often pretty gory. For example, The 

Revenger’s Tragedy, by Thomas Middleton, begins 

with the hero standing on stage holding the skull 

of his poisoned girlfriend. He revenges himself on the 

murderer, a Duke, by dressing up the skull in a coat, 

putting poison on the skull’s lips, and pretending that 

she is a woman the Duke would like to kiss. The Duke 

does indeed kiss the skull, and he dies.  

These stories seem extraordinarily gruesome until 

you realise that similar stories are still being written 

today and are extremely popular: films like Quentin 

Tarantino’s Kill Bill, or Mel Gibson’s Ransom, and 

many horror films are in the revenge style, first 

written over four hundred years ago. Difficult, 

turbulent and dangerous times they may have been 

for actors and writers, but that didn’t stop them 

from creating some extraordinary works of art.  

BETH FLINTOFF  

The Mechanicals: Joey Hickman (Flute), Jamie Satterthwaite (Starveling), Victoria Blunt (Bottom), Mike Slader (Quince), 

Offue Okegbe (Snout) 
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Section 2: The Watermill’s 

Production of A Midsummer 

Night’s Dream 
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A Brief Synopsis 
Theseus is in charge of an old theatre. He is engaged to 

Hippolyta but they are not sure they want to get 

married. Egeus wants his daughter, Hermia, to marry 

Demetrius. Hermia and Lysander want to marry. Hermia 

and Helena are best friends. Helena loves Demetrius. 

Theseus tells Hermia she must listen to her father and 

marry Demetrius or become a nun or die. Lysander and 

Hermia plan to run away into the forest together. They 

tell Helena their plan. 

The Mechanicals are the backstage crew of Theseus’ 

theatre. They have decided to rehearse a play, Pyramus 

and Thisbe, for Theseus’ wedding day. Peter Quince has 

written the play and will direct the group of Mechanicals. 

He gives out the parts to Bottom, Flute, Snout, Starveling 

and Snug. They plan to have their first rehearsal in the 

forest. 

In the Fairy World the King and Queen, Oberon and 

Titania are arguing. They can’t have children of their 

own. Titania’s friend was pregnant with an Indian Boy 

but died and Titania wants to raise the baby. Oberon also 

wants the baby. Oberon decides to play a trick on Titania, 

to make her give him the baby.  He sends his servant 

Puck to fetch a magical flower. This flower’s juice is 

placed in someone’s eye whilst they’re asleep and makes 

them fall in love with the first person they see when they 

wake up.  

In the forest, Demetrius looks for Hermia. Helena follows 

Demetrius who is rude and dismisses her. Oberon sees 

how sad she is and he feels sorry for her. He tells Puck to 

use the magical flower on Demetrius so he will love 

Helena. Titania falls asleep and Oberon uses the magic 

flower. Lysander and Hermia stop to rest, and both go to 

sleep. Puck sees Lysander and thinks he is Demetrius. 

Puck uses the magical flower on Lysander. Demetrius 

runs away from Helena. Helena sees Lysander and wakes 

him up. He falls in love with her. Helena doesn’t want 

Lysander to love her. She leaves and he follows. Hermia 

wakes up and doesn’t know where Lysander has gone. 

She goes to look for him. 

The Mechanicals meet for 

rehearsals in the forest. 

There are lots of suggestions 

for changes to be made to 

Quince’s script. Bottom, who 

plays Pyramus, thinks the 

audience will be too upset 

that Pyramus kills himself 

and dies in the end. Snout 

and Starveling think the 

audience will be too scared 

of the Lion. Quince needs an 

actor to play the Moonshine 

and another actor to play 

the Wall. Bottom comes up 

with solutions for all of 

these problems. During the 

rehearsal Puck uses magic to The Fairies: Tyrone Huntley, Sophie Stone, Victoria Blunt and Lillie Flynn. Emma 

McDonald (Titania) 
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make Bottom’s head into a donkey head. All the 

Mechanicals run away in fear leaving Bottom to think 

they are playing a joke on her.  

Titania wakes up and falls in love with Bottom looking 

like a donkey. Puck tells Oberon about this and about 

using the flower on the young man. They watch as the 

young man arrives.  

Demetrius has found Hermia. He says he loves her. She 

thinks he has hurt Lysander. Oberon realises that Puck 

has used the magic flower on the wrong young man! 

Oberon sends Puck to fetch Helena. Oberon uses the 

magic flower on Demetrius. Helena tries to get away 

from Lysander. She doesn’t believe that Lysander loves 

her. Demetrius wakes and falls in love with Helena. 

Hermia finds them and doesn’t understand why 

Lysander is so horrible to her. Helena thinks Hermia, 

Lysander and Demetrius are all trying to trick her. They 

all argue. 

Titania tells her fairies (Peaseblossom, Cobweb, Moth 

and Mustardseed) to look after Bottom. Oberon asks 

Titania for the Indian Boy. Titania gives the baby to 

Oberon. Puck is proud of all her magic. 

INTERVAL 

Oberon is cross with Puck for her mistakes. Puck is sorry 

and Oberon gives Puck another magic flower to fix the 

mistakes. 

Hermia, Helena, Lysander and Demetrius are all tired 

from arguing and chasing so they all go to sleep. Puck 

uses the second magic flower on Lysander to stop the 

first spell. Demetrius stays in love with Helena.  

Titania and Bottom are resting and eating in bed. They 

go to sleep. Oberon removes the magic spell from 

Titania. Puck takes the magic donkey head off Bottom. 

Titania wakes up and is confused about what she 

remembers and thinks her being in love with Bottom 

was a dream. 

Egeus and Theseus find all the lovers sleeping on the 

ground together. They wake the lovers up. Demetrius  

 

says he now wants to marry Helena. Theseus says there 

will be three weddings today: Theseus and Hippolyta, 

Demetrius and Helena, and Lysander and Hermia. 

Bottom wakes up, now with no donkey head. The others 

are waiting for Bottom to rehearse their play. Bottom 

arrives and tells everyone to get ready to perform. 

After the weddings, Theseus wants to watch a play. 

Philostrate tells Theseus the entertainment options for 

his court: a harp player or the Mechanicals’ play. 

Theseus chooses the Mechanicals. They perform their 

play for everyone. It goes badly. They give away the 

whole storyline during the prologue and constantly 

make mistakes throughout the performance. Snout 

plays the Wall. Bottom plays Pyramus. Flute plays 

Thisbe. Snug plays Lion. Starveling plays Moonshine. 

The story of Pyramus and Thisbe is as follows. Lovers, 

Pyramus and Thisbe plan to meet at Ninus’ tomb. Thisbe 

arrives first and is scared away by the Lion. The Lion 

chews her cloak. When Pyramus arrives he sees the 

chewed cloak and thinks Thisbe is dead. He is so sad he 

uses a dagger to kill himself. Thisbe comes back and sees 

Pyramus dead. She is so sad she uses the dagger to kill 

herself, too. After the play they also perform a dance. 

Members of the ensemble 
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Character Profiles 
The Mechanicals  

Bottom: Working backstage at Theseus’ theatre, Bottom has seen plenty of actors in her time but she knows that 

she is the best yet to come.  When Quince writes a play for Theseus’ wedding everyone knows Bottom is the only 

one who could play the lead, and help direct, and advise on costume. 

Quince: A writer and director in the making, Quince has penned the epic tragi-comedy the crew will perform for 

Theseus and Hippolyta.  He is in awe of Bottom and has some confidence wobbles but has particular views on how 

his masterpiece should be performed. 

Flute: Eager to please and very impressed by Bottom in particular, Flute is not a natural performer but does his best. 

Starveling: Troubled by a phobia of lions and some anger management issues, Starveling is a focused and thorough 

worker. 

Snout: Grouchy and pessimistic about how impossible everything is, Snout is very proud of his prop making abilities. 

Snug: An apprentice to Quince, Snug has the most 

dreadful stage fright, and a lisp that changes her own 

name to Thnug. 

 

The Lovers 

Hermia: A rebel in the cause of love, Hermia is in love 

with her childhood sweetheart Lysander, not her 

childhood play-fellow and father’s favourite, 

Demetrius.  She is feisty and brave.  She is deaf and 

has a secret love sign language with Lysander. 

Helena: Smitten with unrequited love for Demetrius, 

and struck down with the sniffles, Helena seems 

more helpless than she is.  Her best friend since 

childhood is Hermia and they have always stuck 

together through thick and thin, but then Helena 

spots an opportunity to get into Demetrius’ good 

books. 

Lysander: A romantic at heart Lysander has gained a 

reputation as a bit of a playboy, but it’s only because he’s searching for his one true love.  A confident young man 

from the same background and status as his childhood pals, Demetrius, Helena and Hermia, it’s Hermia he’s fallen 

for, deeply. 

Demetrius: Nerdy and uptight Demetrius enjoyed a young romance with Helena which he has put aside to do his 

duty and claim his rightful place as husband to Hermia.  He has never thought to try to learn to sign with Hermia, as 

her true love Lysander and her best friend Helena have done. 

Sophie Stone (Hermia), Tyrone Huntley (Lysander)  
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Athenians 

Theseus: Theseus is the actor-manager of a Victorian theatre that has seen better days.  Whilst not on its last legs, 

the theatre is only a short run of bad luck from collapsing financially.  Theseus has thinned down his theatre staff to 

the absolute minimum. 

Hippolyta: A famed actress who Theseus hopes will resurrect the fortunes of his struggling theatre, Hippolyta has 

misgivings about her forthcoming marriage with Theseus.  A woman of few words from an exotic far-flung land, she 

is independent, strong and passionate. 

Philostrate: One of the last of Theseus’ theatre staff, Philostrate is habitually buried in the depths of the theatre, 

beavering away unnoticed, with definite opinions on what is and is not worthy art. 

Egeus: Ordinarily a slightly irritating busy-body, Egeus for once has something interesting to complain about to 

Theseus: he insists that his errant daughter Hermia marry the young man he has chosen for her, Demetrius.  Marry 

him, or die.  Or become a nun. 

 

Fairies 

Oberon: The King of the Fairies is embroiled in a bitter argument with his Queen over the custody of their longed-

for child.  He is a commanding presence in the fairy world, doted on by his former protégé Puck who he is equally 

exasperated and enchanted by. 

Titania: As a mother to nature, as well as personally wounded by her discord with her King, Oberon, Titania feels 

deeply the damage and distress their supernatural feud is having on the natural world.  She rules her fairy 

entourage with an iron will. 

Puck: Previously beloved by Oberon, Puck’s novelty has worn off and she is left bereft of his attention but still 

craving it.  She seeks his approval and love in everything she does.  She uses her own powerful magic on the mortals 

around her, almost like they are toys. 
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Character Map 

Egeus 

Wants Theseus’ help to make 

his daughter Hermia marry 

Demetrius. 

Theseus  

King of Athens 

Hippolyta  

Former Queen of the Amazons 

engaged to be Queen of Athens. 

Hermia 

A rebel. In love with Lysander. 

Helena  

Childhood friend of 

Hermia’s and loves 

Demetrius. 

Demetrius 

Wants to marry 

Hermia. 

Lysander 

Hermia’s true love. 

Puck  

A mischievous fairy who 

serves Oberon 

Oberon 

King of the Fairies 

Peter Quince 

The writer and director of Pyramus and 

Thisbe, the play the Mechanicals 

rehearse and perform 

Nick Bottom  

Works at Theseus’ theatre. 

Thinks she is the most 

talented actress .  
Mechanicals 

Snug, Snout, Flute and Starveling 

Titania’s fairies 

Moth, Cobweb, 

Mustardseed and 

Peaseblossom 

Titania 

Queen of the Fairies 

Philostrate 

In charge of the entertainment 

performed at Theseus’ court. 

Love Potion  
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Themes of The Watermill’s  

A Midsummer Night’s Dream  
Theatre in the Victorian era was an extremely popular form of entertainment. Up until 1843 the Licensing 

Act had restricted plays to only be performed in two theatres: The Theatre Royal Drury Lane and Covent 

Garden. Once this Act was lifted, plays began to be performed nationwide and attracted a large base of 

working and middle-class audience members who were thriving off the back of the Industrial Revolution 

taking place at the time. Companies began to add more technology and spectacle to shows. Shakespeare’s 

plays continued to be widely performed throughout this era but also began to be challenged and adapted 

by using different thematic angles and character developments. During this time the position of the actor-

manager role emerged pioneered by the likes of Henry Irving, Charles Wyndham and Lucia Elizabeth 

Vestris. 

Paul Hart’s production of A Midsummer Night’s Dream at The Watermill Theatre is set in the Victorian era 

with the backdrop of a run down and crumbling theatre, owned by Theseus. We can clearly see this shabby 

location through the set with the fly system’s ropes, unfinished flooring, costume rail, prop box and paint 

tower as significant elements to this production’s design. All these elements combine to constantly affirm 

to the audience that they are watching a play, not real life, which widens the boundaries for magic to 

ensue.  

The actor who plays Theseus follows the example of being an actor manager by playing Theseus and Snout. 

The actors he employs for the other roles are seen playing the lovers: Hermia, Helena, Demetrius and 

Lysander. The Mechanicals characters are played by the stage hands and creatives who work in the 

theatre. For example, the actor who plays Bottom is the theatre’s costume maker.  

The format for The Watermill’s production does create another layer to the already established 

Metatheatre concept in Shakespeare’s A Midsummer Night’s Dream. In this production there is a play 

within a play with in a play structure. 

 

 

 

 

 

A company of ten young, vibrant and talented actors and actor- musicians form the cast of A Midsummer 

Night’s Dream. Between them they play twenty- one characters as well as musical instruments, sing, 

perform stylised movement routines and magic tricks. The unstoppable cast reflect the limitless 

possibilities of what emotions, magic and trickery can occur in dreams. The soundtrack performed live, is 

Theseus’ Company and Actors 

putting on a performance of 

Shakespeare’s A Midsummer 

Night’s Dream 

The Performance of 

Shakespeare’s A 

Midsummer Night’s 

Dream 

The Mechanical’s 

performance of Pyramus 

and Thisbe 

Play                          within a                           Play                                    within a                             Play 
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made up of arrangements of soul, folk and jazz spanning from the 1950s up until this decade with songs 

such as My Baby Just Cares for Me, Blue Moon, Cupid and Sing to the Moon. 

Soul music as a genre evolved throughout the 1950s to the 1970s, dominating the pop charts and 

representing African-American culture. The direct emotional delivery of this type of music is used in The 

Watermill’s production to display and transmit the emotions and moods felt by the characters towards 

the audience to evoke a further understanding of the plot.  

The actor Sophie Stone has been the production’s Creative Sign Consultant as Sophie is Deaf herself. In 

The Watermill’s production, Sophie plays Hermia who is Deaf and one of Titania’s fairies Mustardseed 

who is not. British Sign Language is integrated throughout the performance. Hermia and Lysander use a 

combination of BSL and speech to communicate to one another to show their true love and 

understanding for one another. Childhood friend Helena also signs with Hermia. Parts of the musical 

numbers and songs are accompanied with British Sign Language and often the signs are further 

developed and included in the stylised movement sequences.  
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 Victoria Blunt 

Bottom 

Watermill credits include: Twelfth Night (2017); Romeo and Juliet (2016/17).  

Other theatre includes: Dead Funny, Lady Windermere’s Fan (Vaudeville Theatre); Love’s 
Labour’s Lost (Oxford Shakespeare Company); Once Upon A Christmas (Unicorn Theatre).  

Television includes: Valerie Brayford in the improvised sitcom Borderline (Channel 5/ 
Netflix).  

 Eva Feiler 

Puck / Snug / Philostrate  

Watermill credits include: The Picture of Dorian Gray (2017).  

Other theatre includes: Othello, The Merchant of Venice (RSC); The Winter’s Tale (The 

Crucible, Sheffield); Eldorado (Arcola Theatre); The Dog Beneath the Skin (Jermyn Street 

Theatre); Northanger Abbey (UK Tour); See What I See (Burton Taylor Studio-Oxford 

Playhouse); Romeo and Juliet (Shakespeare 400 Royal Festival Hall).  

TV includes: Father Brown (BBC1); Parkinson: Masterclass with Simon Russell Beale (Sky 

Arts).  

Radio includes: Wild Honey, Believe it!; A Small Town Murder (BBC Radio 4).  

Whilst training: Guildhall School of Music & Drama - awarded the prestigious Gold Medal 

for Drama 2013. Winner of the Michael Bryant Award for verse speaking (performed at 

the National Theatre). Finalist in the Carleton Hobbs Radio Competition (2013).  

 Lillie Flynn  

Helena  

Theatre includes: Fantastic Mr Fox (Nuffield Southampton Theatre/Lyric Hammersmith); 

Sunny Afternoon (Harold Pinter Theatre); Sunny Afternoon (Hampstead Theatre); Wicked 

(Apollo London); Love Story (Duchess Theatre); Love Story (Chichester Festival Theatre); 

Quadrophenia (Q Theatre Productions); The Spirit Of Broadway (China Tour); The War of 

the Worlds (Live Nation)  

 Tyrone Huntley  

Lysander  

For his performance of Judas in Jesus Christ Superstar (Regent’s Park open Air Theatre) 

Tyrone won the Evening Standard Theatre Award for Best Actor. He was also nominated 

for an Olivier Award for Best Actor In A Musical and a WhatsOnStage Award for Best 

Supporting Actor In A Musical.  

Other theatre includes: The world premiere of Philip Ridley’s Angry (Southwark 
Playhouse, Offie Award nomination); C.C. White in Dreamgirls (Savoy Theatre); Gator in 
Memphis (Shaftesbury Theatre, BroadwayWorld Award nomination); Porgy & Bess 
(Regent’s Park Open Air Theatre); Hairspray (Leicester Curve); Doctor in Book of Mormon 
(Prince of Wales, BroadwayWorld Award nomination); Aladdin (King’s Lynn Corn 
Exchange); Angel City (Edinburgh Fringe) and Sister Act (National Tour).  

Meet the Cast  
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 Joey Hickman 

Demetrius / Flute and Musical Director  

Watermill credits include: Oliver! (as actor and Show Musical Director, 2015).  

Joey trained on the Actor Musicianship course at Rose Bruford.  

Acting credits include: A Christmas Carol (Stephen Joseph Theatre); Reasons To Be Cheerful 

(Graeae); Cinderella: A Fairytale (Tobacco Factory & Travelling Light); Made In Dagenham 

(Queens Theatre & New Wolsey); Thisbe (Door Ajar Theatre); Romeo & Juliet and The School 

for Scandal (Shakespeare at the Tobacco Factory); The BFG (Birmingham Rep); The 

Threepenny Opera (Graeae Theatre/UK Tour); The Snow Spider (Io Theatre Company); I Was A 

Rat! (Birmingham Rep/UK Tour); Dreamboats and Petticoats (BKL Playhouse Theatre, West 

End)  

Joey is also a Musical Director and Arranger. Credits include: Reasons To Be Cheerful 

(Graeae);The Comedy About A Bank Robbery (Mischief Theatre); Three Minute Heroes 

(Belgrade Theatre); The Threepenny Opera (Graeae Theatre/UK Tour); Our House (New 

Wolsey Theatre/UK Tour); Dreamboats and Petticoats (BKL Playhouse Theatre, West End)  

 Emma McDonald 

Hippolyta / Titania  

Watermill credits include: The Picture of Dorian Gray, Twelfth Night, Romeo and Juliet (2017).  

Other theatre includes: Much Ado About Nothing (Iris Theatre); Pride and Prejudice (The 

Crucible, Sheffield); Antigone, Tribes (Nottingham New Theatre); Lysistrata (Lakeside Arts 

Centre); Rosencrantz and Guildenstern are Dead, Gut Girls, Stags and Hens (Nottingham New 

Theatre); Jerusalem (Nottingham New Theatre and NSDF); The Comedy of Errors (Fine Frenzy 

Theatre Company with Nottingham New Theatre)  

 Offue Okegbe 

Theseus / Snout  

Watermill credits include: Twelfth Night, Romeo and Juliet (2017).  

Other theatre includes: Jekyll and Hyde (Trestle Theatre); Hamlet (Black Theatre Company); 

Henry V (The Unicorn); Alice in Wonderland (Octagon Theatre, Bolton); As You Like It (UK 

Tour/Shakespeare at The Tobacco Factory); Children of Fate (Inside Intelligence/Bussey 

Building); Hansel and Gretel (Queens Theatre Hornchurch); Antony and Cleopatra (Chichester 

Festival Theatre); For Jimmy (Intraverse Productions); Macbeth (Custom/Practice); Invasion! 

(Tooting Arts Club); Playlist: Christmas - The Riddler (Theatre 503); Antony and Cleopatra 

(Liverpool Playhouse); Big White Fog (Almeida Theatre).  

Other credits include: Six Degrees of Separation (Tower Theatre); The Crucible, The Man of 

Mode (Brighton Dome Youth Theatre/Inservice Productions). Short Film: Let Refugees Learn. 
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 Jamie Satterthwaite 

Oberon / Starveling  

Watermill credits include: Twelfth Night, Romeo and Juliet (2017).  

Other theatre includes: Edward II (National Theatre); Posh (Nottingham/Salisbury Playhouse); 
The Widowing Of Mrs Holroyd (Orange Tree Theatre); The Duchess Of Malfi (Nottingham 
Playhouse); The Spanish Tragedy (Old Red Lion Theatre).  

Theatre whilst training includes: The Laramie Project, Twelfth Night, Nicholas Nickleby Part 
Two, Toast, Measure for Measure, Company (Guildhall School of Music and Drama).  

Television includes: Casualty (BBC), Mr Selfridge (ITV).  

Film includes: Charismata (HydraFilmsRKM); Toy Men (Pinpoint Productions); Monsters in the 
Dark (Mordue Pictures); Shopping Channels (Pinpoint Productions).  

 Mike Slader 

Egeus / Quince  

Watermill credits include: Twelfth Night, Romeo and Juliet (2016/17).  

Other theatre includes: Robin Hood and the Babes in the Wood (Stafford Gatehouse Theatre); 
Dreamboats and Petticoats (UK tour); Aladdin (Stafford Gatehouse Theatre); Frankenstein 
(Salisbury Playhouse); Romeo and Juliet (Watermill Theatre); Robin Hood and the Babes in the 
Wood (City Varieties); Dreamboats and Miniskirts (UK tour); Dick Whittington (City Varieties); 
Delirium (St James Theatre); Carnaby Street in Concert (UK tour); Tiny Tempest (Brighton 
Dome); Carnaby Street (UK tour); Ovid’s Metamorphoses (Pleasance Dome); On the Third Day 
(Mill Theatre); Close (Cockpit Theatre); Four Boys (Old Red Lion); Grimethorpe Race (Arcola); 
Twelfth Night (UK tour); The Lion the Witch and the Wardrobe (Chichester Festival Theatre); 
Doctor Faustus (Minerva Theatre).  

Film includes: Six From Eight; Cruizer.  

As a musician Mike has performed with many bands over the years touring both the UK and 
internationally.  

 Sophie Stone 

Hermia  

Theatre includes: Jubilee (Lyric, Hammersmith/ Manchester Royal Exchange); The Government 

Inspector (Birmingham Rep/ UK Tour); Herons (Lyric, Hammersmith); Mother Courage and Her 

Children (National Theatre); Mine (Shared Experience); Frozen (Birmingham Rep); Two 

(Southwark Playhouse); The Bloody Great Border Ballad Project (Northern Stage); In Water I’m 

Weightless (National Theatre of Wales); Pandora (Arcola); Woman Of Flowers (Forest Forge/

UK Tour) and Multiplex, Fen and You Make Me Happy (When Skies are Grey) at The Watermill. 

 Television includes: Shetland, The Crown, Doctor Who, Mapp and Lucia, Moonstone, 

Marchlands, Midsomer Murders, Small World, Holby City, Casualty and FM.  

Film includes: Retreat (Sophie was awarded Best Actress Award, Clin d’Oeil Festival), My 

Christmas Angel, Confessions and Coming Home.  

Sophie Stone is Co-Founder of Deaf & Hearing Ensemble Theatre Company.  
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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, Katie Lias talks 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. For example, the designer sometimes 

draws sketches of how they would like the costume to look and this is given to the wardrobe department 

as a reference.    

 

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.  Below is the Model Box for A Midsummer Night’s 

Dream. 
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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 The 

Cotswolds and then brought to the theatre and constructed during the weekend before the show 

opens.   

 

Step 6. The Final Set  

The final set is fixed 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.    

 

 

Final set for A Midsummer Night’s Dream 
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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 costume designs 

for A Midsummer Night’s Dream.  
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Rehearsal Diary 
Associate Director, Robert Kirby, gives an insight into the rehearsal process. 

You can also see this diary on our blog here. 

Week One 

The first week of rehearsals for A Midsummer Night’s Dream was a well and truly jam packed one. The week was 
filled with our ensemble of ten company members throwing themselves into the read through. This was quickly 
followed by improvisations, music calls, movement, exploring character relationships and time spent getting 
our heads around the language, before starting to put the play up on its feet. 

After being welcomed to The Watermill by Artistic Director and Director of our production, Paul Hart, we kicked 
Monday off with Designer Katie Lias and Paul sharing the model box and costume designs with the cast, creative 
team and Watermill staff. Set in an abandoned Victorian theatre, the play begins initially ‘backstage’ until the full 
set design is revealed later on. 

After a read through of the play, the company then explored the ‘play within the play’ and in small groups came up 
with their versions of Pyramus and Thisbe. As laughter filled our joyous rehearsal room, this was a terrific way to 
playfully discover key ideas that we can revisit in the next few weeks when we begin to shape this part of the story 
in greater detail. This also enabled the company to quickly engage with the energy and improvisational nature of 
the ‘mechanical’ characters in the production. 

With a talented company of singers and actor-musicians, music calls took place with our Musical Director Joey 
Hickman (who is also playing Demetrius and Flute… the character, not the instrument). Joey led us through his ini‐
tial harmonies and arrangements for some of the songs that would be fused into our production. From the get go, 
the soulful sounds inspired by Simone, Lennox & Holiday sounded just beautiful as our ensemble got to grips with 
Joey’s magic. It’s pretty tricky to stop humming after rehearsals! 

We blinked and ‘twas the weekend. 

 

Week Two 

After a rehearsal free weekend, the company met back in Bagnor armed with a truckload of factor 50 to fend off 
the glorious sun that decided to hang out with us for week two. Movement director Tom Jackson Greaves gave the 
company the rare opportunity to dash out of the rehearsal room and do a session outside. When there wasn’t in‐
terference from ducks and dogs or actors making quick dashes through the grounds to make their next entrance 
for the matinee, Tom focused primarily on exploring the dynamic between Puck and the fairies. Whilst difficult to 
sum up in words the delicacy of Tom’s exercises and the way in which they led on seamlessly from one another, 
essentially we began to look at a grandeur vs animalistic nature of the chorus of fairies in relationship to Puck. 
There is arguably a push and pull type energy between them, and the space outside enabled the company to fully 
play around with and explore this idea in more depth, placing any discoveries they’d found back in to the rehearsal 
room in the context of the scene. 

I’ve been fascinated by the idea of The Watermill Ensemble and was really interested to see what the room and 
process would be like. With half of the cast having worked together on Twelfth Night and Romeo and Juliet last 
year, there seemed to be a playful, gently anarchic and crisp energy which makes the process a very special and 
exciting one. It encourages everyone in the company (which has a 50:50 gender split) to be daringly experimental 
and think outside the box. I’ve no doubt that, as a result of this process, the show will be fresh, dynamic and bold. 

 

https://www.watermill.org.uk/blog/
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Week Two also involved a visit from Susan Elkin, a freelance journalist and author who often writes for The Stage. 
She popped down to observe a rehearsal in order to learn more about the pioneering integrated signing, spear‐
headed by The Watermill’s Community Associate, Lixi Chivas. For two performances (13th & 16th June), Lixi along 
with interpreter Ana Becker, will be fully integrated into the show, making it dynamic and accessible. By being in 
costume alongside the company and through taking on the mannerisms and essence of the characters they are 
embodying, sign language is brought to the heart of the action, unlike traditional interpreting that takes place to 
the side of the stage, creating a split focus for audience members. 

Having been in the room for rehearsals to interpret for Sophie Stone (playing Hermia), they have a deep under‐
standing of the play and its story and during some rehearsals, have started the translation and integration process. 
Having Sophie in the company offers the production and the actors further choices to play with. For example, So‐
phie is able to sign without voice which empowers her, equally, the other three lovers can cut her out of the con‐
versation during the quarrel by turning away from her, meaning she is unable to lip read what is going on, all of 
which creates a different dynamic between them. Another choice available to us and being explored throughout 
the process is the extent to which the lovers communicate with each other using sign. There are moments be‐
tween Hermia and Lysander when they talk in BSL/theatre sign, deepening the intimacy between them and cutting 
out those characters who are unable to understand what is being said between them. This is in stark contrast to 
Demetrius, attempting to marry Hermia, who knows no sign language and doesn’t even bother to try, perhaps giv‐
ing us some further insight into him. It also means that Helena, having been childhood friends with Hermia, uses it 
at times to offend and to spite her. Throughout the process, Sophie has translated lyrics to our songs into BSL, and 
this is being fused into the choreography of the show by Tom and the company to support the physicality of the 
piece. It creates something quite special that I’ll leave to you as an audience member to experience when you 
book to come and see it! 

 
We had a Saturday call, filled up with roast dinners on Sunday and were raring to go for week three. 

https://www.watermill.org.uk/a_midsummer_nights_dream#dates-ttab
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Creating A Midsummer Night’s Dream—

Behind the Scenes Team 
Playwright:  The person who writes the script for 

the play that is performed. The process of writing a 

script can take anywhere between a few months to 

many years. One script may be redrafted lots of 

times before it is handed to a Director and it may 

have further changes made to it throughout the re‐

hearsal process. 

 

Performer:  A person who entertains an audience. 

At The Watermill the most common performers are 

actors, musicians and dancers. They have several 

weeks of rehearsals before the show begins its per‐

formances in a theatre or theatres. All of the per‐

formers in the production form a company.  

 

Understudy: A member of the company who learns 

another role or roles during rehearsals in case of a 

performer being unable to perform in a production. 

For example if a performer is ill, their understudy 

will step in to cover their role during that perfor‐

mance.  

 

Designer:  Responsible for the overall visual appear‐

ance of the performance. The director and all of the 

designers work together to make sure the produc‐

tion has the same themes and coherent design 

throughout. Designers are often a freelance posi‐

tion, instead of being employed full time by a thea‐

tre. This means they may have several different pro‐

jects that they are working on at the same time. The 

number of designers working on one production can 

vary, for example, a set designer may also design the 

costumes. 

• Lighting designer:  Once the lighting de‐

signer is aware of the overall creative vi‐

sion for the production they first create a 

lighting plot for the play. This involves 

drawing a rig plan which has instructions 

for where in the theatre each of the lights 

should be placed or hung. This plan is very 

important as the lighting designer may not 

rig the lights in the theatre themselves. 

Therefore, the plan needs to be clear to a 

technician so they can rig the theatre ex‐

actly how the designer wanted it.  

• Sound designer: a sound designer has to 

be very skilled and able to operate and in‐

stall different types of audio equipment 

and systems. They follow the creative vi‐

sion made by all the designers and direc‐

tors to research or create the sounds that 

would work the best for the production. 

Sound designers can also be the musical 

composers for the show.  

• Set designer: The first job of a set designer 

is to create a scale model of their vision. 

This is first made out of white card and 

then into a more sturdy material. The set 

designer uses this model to pitch their idea 
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to the director and design team (see 

page 16). The team building the set then 

use this model to know the measure‐

ments and details. The set designer also 

designs/chooses the props to be used on 

stage.  

- Costume designer: The costume designer 

initially draws their ideas for each charac‐

ter’s costume. These drawings can be 

shown to the director and design team. 

The costume designer then is responsible 

for either making the costumes, selecting 

the right fabrics or sourcing, buying and 

hiring costumes.   

Technician: Usually works for the theatre, not the 

theatre company. They are responsible for the 

day-to-day running of the technical aspects of the 

theatre. They work as part of the technical team 

to plan, ‘get in’ maintain and ‘get out’ all of the 

equipment used during a production.  

Director: Responsible for artistic control over the 

production to make sure the performance is pol‐

ished in all areas. They oversee the cast in re‐

hearsals as well as working closely with the design 

team to create a coherent vision across every as‐

pect of the play.  

Stage manager (SM): The leader of the stage 

management team. They are responsible for the 

organisation and communication between all of 

the departments working on the show.  During 

rehearsals the SM ensures production elements 

are in the right place at the right time.  During a 

performance they are responsible for the back‐

stage area and scene changes. If the director is 

not present for a performance then the SM has 

overall responsibility in making sure the show 

runs smoothly.  

 

Theatre manager:  Are responsible for personnel, 

financial and administrative control of the theatre. 

The manager is in charge of the theatre as a busi‐

ness. All heads of department report to the man‐

ager. Therefore, the manager oversees, for exam‐

ple staff, potential projects and performances, the 

budget and networks with the local community.  
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Rehearsal Reports 
Organisation is the chief element of any stage manager’s role. After each day of 

rehearsals, our Deputy Stage Manager, Alice Barber, 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 A Midsummer Night’s Dream.  

A MIDSUMMER NIGHTS DREAM 

Rehearsal Report #11 

Date: Saturday 21st April 2018 

 

General 

1. Paul would like to have more of a discussion about Starveling and Moonshine. We have re visited this 

character in rehearsals and would like to discuss some changes. 

2. We are using the song ‘Sing to the Moon’. Could we look into PRS for this please? 

Lighting 

1. We will be using the gallery slips, and the steps from the back of the auditorium for Helena’s action in 

2:1. 

Production/Technical 

Risk Assessment 

Set 

1. Would it be possible to shorten the scaf legs on the tower so that it can be stored under the balcony 

when we are not using it? There are moments where we are struggling for space US so this would help 

alleviate that.  

Sound 

Stage Management/Props 

1. Can we please have the love in idleness flower early next week if possible. 

2. We would like for Miss Blunt to have the buck teeth fitted on Monday so we can use them next week. 

Wardrobe 

1. Please see General Note 1.  

Many Thanks 

Alice Barber 

DSM 
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Section 3: Teaching & 

Rehearsal Exercises 
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Character Mapping 

The whole room becomes the ‘heart’ of the play. Put different characters (E.g. Hermia, Lysander, Ober‐

on), played by students, in the centre of the room. Add the other characters one by one into the space. 

They should stand near or far away from the central character and the other characters, depending on 

how they feel about them.  

Start off with the positions for the beginning of the play. Then move to key moments in the play and ask 

them if they want to move. There may be some conflicts, for example if one character likes the other but 

the feeling is not reciprocated.  

 

Points:  

1. You can hopefully use all the students if you use every character in the play.  

2. This exercise makes for a gentle way into hot seating. You can ask them individually why they’re 

standing where they are, and how they are feeling about other characters.  

3.  If they don’t know the plot of the play very well, this can be an interactive way into them finding out 

the story. Tell them the main points of the story and ask them how they’re feeling now that this new 

development has happened. They can move in response to what you tell them.  

4.  Alternatively, this can be a more advanced character exercise. ‘Cast’ the students in advance, and get 

them to write down quotes demonstrating how their character feels about other characters at key 

plot moments. Then, when they are moving around the character map, they can back up their new 

position with their quotations.  

 

FOLLOW UP EXERCISES  

1. DIARY: Imagine you’re the character you played in the mapping exercise, and write a diary, with entries 

for each key moment.  

2. FREEZE FRAMES: This is a natural way into ‘sculpting’ frozen pictures of key moments in the play.  
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Emotional Corridor  

The students line up in two rows, facing each other. Give each student about half a line to say, perhaps some 

insults, from the play. It’s fine to use each curse two or three times if you don’t have enough.  

 

Get them to repeat it a few times to the person opposite them, all at the same time, using lots of anger and 

venom.  

 

Then, one by one, each student walks down the line, with everyone repeatedly saying their curse at the person 

walking. Afterwards, discuss how it feels to be the object of such dislike. 

 

This exercise is particularly useful for invoking empathy in students.  

 

Although you might want to start with something straightforward like curses, you can also move into more 

complex emotions for the play (this exercise is very useful for encouraging students to empathise). 
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