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Introduction 

 
 
 

 

This pack has been designed to support your visit to The Watermill to watch our production of 
The Wicker Husband.  

 
 

 

This is a digital pack; where you see this arrow there is a link that you can 
click on to view other material online. 

 
 

 

Your feedback is most welcome, please email outreach@watermill.org.uk or call us 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. 
 

The Watermill Outreach Team 

 

Email: heidi@watermill.org.uk | Tel: 01635 570927 
 

The Watermill Theatre Bagnor, 
 

Newbury, Berks RG20 8AE  
 
 

 

Click here to view our Education Pack archive 
 
 
 

 

This pack was written and designed by Louise Best, Heidi Bird and Emma Bradbury with 
contributions from Kezia Buckland. 

 

The Sackler Trust, Principal supporter of The Watermill’s Programme. 
 
 

 

Rehearsal and Production Photos by Pamela Raith and Johan Persson. 

https://www.watermill.org.uk/uploads/Wmill_Schools4ppA5.indd.pdf
http://www.watermill.org.uk/education_packs
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Synopsis 

 

Act One 

 

The story opens at nighttime, when all the townspeople 

are asleep. The Old Basketmaker sings Once Upon a 

Withy, describing how he weaves inspirational creations; 

this then goes into Diddley I-Ten Day as he sets the 

scene of the pretty town and our story begins. 
 

The sun rises and the town comes to life, with everyone 

setting up the market for the day. We are introduced to 

The Cobbler, The Tailor, The Innkeeper and their Wives. 

Through these introductions, we get the impression that 

the couple’s relationships are playful and successful, 

and they all feel their lives are going well. 
 

Ugly Girl enters selling fish, and it is clear she doesn’t fit 

in this pretty town – everyone avoids her. We learn that 

she looks odd, smells odd and lives alone on the 

outskirts of society – the other townspeople say cruel 

things about her and between themselves they steal her 

creel (basket) of fish and throw it above her head, 

taunting and teasing her. The fish ends up exploding on 

Tailor’s Wife’s dress and she blames Ugly Girl. This fuels 

their bullying and the characters comment how she will 

never find love – that the closest she will ever find to a 

husband is the basket of fish she carries. Her creel gets 

broken and Ugly Girl runs away to The Willow Tree. 
 

Ugly Girl is breathless, she throws down her basket and 

prepares to fish. The Basketmaker is an unseen 

storyteller and sings a reprise of Diddley I-Ten Day. Left 

alone, Ugly Girl starts talking to The Willow Tree, 

describing how hard she works and how difficult it is to 

not have a husband – she agrees that the closest she will 

ever come to having a husband is her Wicker Creel. This 

inspires her to sing My Wicker Man, as she fantasises 

about a perfect man made for her out of wicker – she 

imagines their love would be pure and they would keep 

each other company. 
 

As she finishes, Basket, a little dog made of wicker, 

appears beside her and barks. This scares Ugly Girl, but 

Basket just barks again and wees up against the tree! It 

becomes clear that the dog is friendly and Ugly Girl gives 

him a scratch. Basket cheekily takes the creel of fish and 

runs off with it, followed by Ugly Girl. 
 

There is an instrumental of the song Into The Swamp as 

 
 

Basket leads Ugly Girl deep into the muddy swamp, 

before she slips and slides down a muddy slope, lost and 

alone. Basket reappears and runs over to a mysterious 

door, half hidden in the mud. Together, they enter. 
 

She has been led to The Old Basketmaker’s Workshop 

and initially he is annoyed that she has broken in, but 

when it becomes clear that the dog showed her the way, 

he softens. He also notices her broken creel and sets 

about fixing it. Ugly Girl had heard that The Basketmaker 

died and asks him many questions. When he finds out 

her name is Ugly Girl, he is shocked and tells her 

‘ugliness ‘aint something you can see’. He hands the 

fixed creel back to her. 
 

Ugly Girl is curious how The Old Basketmaker made a 

living dog out of wicker and together they sing The 

Heart of The Weave, during which she asks if he will 

make her a Wicker Husband. He agrees do it in 

exchange for three coins but warns that she must look 

after him properly. They agree to meet at church on 

the first of the month, for the wedding. 
 

The Wicker Husband is created and on the morning of 

his wedding goes around the townspeople collecting 

things he will need – a suit from the tailor, boots from 

the cobbler and a drink from the innkeeper. This all 

happens during the song Will Yer Lend Me A Suit. 

Everyone is shocked that he is marrying Ugly Girl and 

initially scared by his appearance – they have never 

seen anything like this in the town before. 
 

After their marriage, The Wicker Husband and Ugly Girl 

go to her run-down shack. Ugly Girl finds it hard to 

accept The Wicker Husband’s compliments. He notices 

all of the things that need fixing and gets to work 

transforming the house – this happens throughout the 

song Fix It, but the only thing he won’t do is stoke the 

fire, as he is afraid of burning. 
 

Together they go and sit under Ugly Girl’s favourite tree. 

They hear music for the summer dance and even though 

Ugly Girl is worried she can’t dance, inspired by her new 

love, she leads him down to join in. They go down to 

find all the townspeople in good spirits and dancing, as 

the song The Summer Dance is performed. 
 

They all stare at Ugly Girl and The Wicker Husband, but 
 

 



6 

 

he dances beautifully with her and whispers loving 

things into her ear. The townspeople overhear this, 

and it makes the women jealous and the men angry. 

When The Wicker Husband goes to cool off his feet in 

the stream, The Cobbler follows him. 
 

At the stream, The Cobbler suggests that many other 

women in the village would be interested in him, but 

The Wicker Husband doesn’t understand. The 

Innkeeper’s Wife appears and flirts with The Wicker 

Husband, but he insists that he was made especially 

for his wife. Ugly Girl appears and they go home to 

spend the night together, as Fix It (Reprise) is sung. 
 

The next day the couples in the town are hungover and 

discussing The Wicker Husband and Ugly Girl. During 

their conversations we also learn that The Cobbler’s 

Wife is pregnant, and that the Innkeeper and his Wife 

are unable to have a child. The Cobbler doesn’t want 

to accept the responsibility of parenthood, which leads 

to a big argument. Ugly Girl and The Wicker Husband 

enter the market and once again their loving behavior 

towards each other spreads jealousy and suspicion 

around the town, singing the song T’aint Right, T’isn’t 

Natural. 
 

Time passes and The Cobbler’s Wife’s bump has grown, 

and she feels the baby kicking – she shares this 

moment with The Wicker Husband who is passing by 

and finds this magical. This makes Ugly Girl suspicious 

and The Tailor and his Wife look on, hatching a plan. 
 

Tailor and Tailor’s Wife cross the swamp to visit The 

Old Basketmaker and tell him how impressive his 

Wicker Husband creation is. They have come to ask for 

The Old Basketmaker to create them a baby – initially 

he refuses, but after he hears The Tailor’s Wife sing 

about the loss of a previous pregnancy in The 

Sparrow’s Tale, he agrees to make them a baby, as long 

as they love it dearly. 
 

Back in the town, Cobbler’s Wife goes in to labour and 

they burst into Ugly Girl’s house, asking her to fetch ice. 

As Cobbler’s Wife prepares to give birth, she sings He 

Had His Wicker Way, in which she describes a fictitious 

romantic affair between herself and The Wicker 

Husband. Ugly Girl is distraught and as she cries on The 

Innkeeper’s Wife’s shoulder, they replace the real baby 

with the Wicker Baby, so Ugly Girl will believe this lie. 

The Wicker Husband enters and 

 
although he is confused by the situation, he is 

mesmerized by the Wicker Baby and protects it 

from being thrown into the fire by The Cobbler. 
 

Overcome with heartbreak, Ugly Girl throws a 

lantern at her husband and he goes up in flames and 

runs out of the house. The Innkeeper and his Wife 

take the Wicker Baby and Ugly Girl is left alone. 
 

Act Two 

 

Once upon a Withy (reprise) plays as the second act 

opens and we see Ugly Girl, wide eyed and sad, 

searching for her husband, singing Have you seen 

my husband? It begins to storm, and she disappears 

into the swamp. 
 

Meanwhile The Tailor and Tailor’s Wife are awake 

because of the storm – The Tailor is comforting the 

baby, who he considers to be their child, but his wife 

doesn’t agree and wants the Wicker Baby to be burnt. 

The Tailor cannot burn it, but takes it to the river, puts 

it in a cradle and leaves it to drift away downstream. 
 

Ugly Girl is still searching for her husband and stops at 

her favourite willow tree by the river, haunted by 

memories of the ‘affair’. She hears a cry and finds the 

Baby in the water. 
 

The Old Basketmaker pays a visit to The Innkeeper 

and Innkeeper’s Wife to enquire about the Baby 

and The Wife tells him the Baby died and blames it 

on The Old Basketmaker’s lack of skill. He blames 

himself for causing so much pain and sings The 

Heart of The Weave (reprise). 
 

Basket the dog barks to get his attention and leads 

him into the darkness of the swamp back to the 

workshop. With a knock at the door, The Wicker 

Husband – half destroyed – turns up and collapses 

into The Old Basketmaker’s arms. 
 
 

Back at the tree, Ugly Girl tries to soothe the crying 

baby, but she feels ill equipped and unlovable. She 

notices the baby is burnt and realises they have 

similarities – they both have no one – but she tells the 

baby ‘you have me’ and sings it to sleep with The Song 

of The Willow. 
 

In his workshop, The Old Basketmaker is fixing The 

Wicker Husband, who has been badly damaged. Ugly Girl 

turns 
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up in the hope of getting the Baby repaired, when she 

notices her injured husband in the workshop. She can’t 

believe what she is seeing. The Old Basketmaker is 

angry at Ugly Girl for not keeping her promise to take 

care of him. He notices the baby and asks where she 

got it: when Ugly Girl explains the story, The Old 

Basketmaker realises they have both been betrayed by 

the townspeople and explains he made the baby for 

the Tailor and his Wife. He gets to work mending and 

sings of his sorrows in What Have They Done to My 

Children and as the song goes on, he gets angry and 

vows to repay the hurt the townspeople caused. 
 

In the market there is already unrest amidst the 

townspeople, as they argue amongst themselves. The 

Old Basketmaker tells them that he is going to make a 

Wicker Woman and explains that she will be the 

solution to so many of their problems, as he sings The 

Wicker Maid. He offers her out as a prize to whichever 

person gives him the finest gift for his retirement. When 

he leaves, they discuss the various gifts they will give 

The Old Basketmaker and between themselves they 

fight as they compete for The Wicker Maid singing Will 

Yer Lend me a Suit (Reprise). 
 

Time passes and they all go to The Glade to meet The 

Old Basketmaker, who has The Wicker Maid covered by 

a veil. The townspeople squabble about who should 

present their gift first. The Innkeeper and Cobbler have 

tampered with each other’s gifs, so they break out in a 

fight. Meanwhile the Tailor’s Wife presents a beautiful 

suit and she is chosen as the winner and her prize is The 

Wicker Wife, who she dreams of using as a slave. 

 
Once Upon a Withy (reprise) is sung and the veil is lifted 

off The Wicker Wife to reveal Lady Blackthorn, hideous 

and twisted from thorns. The Old Basketmaker says 

that his creation was inspired by the heart of The 

Tailor’s Wife. Lady Blackthorn reaches to kiss Tailor’s 

Wife, and her face is torn and bloody from the thorns. 
 

The Old Basketmaker reprimands all members of the 

village for how they have behaved, and Ugly Girl enters, 

carrying her damaged husband, singing My Wicker Man 

(reprise). As Tailor’s Wife continues to show no 

sympathy or remorse, Lady Blackthorn, controlled by 

Ugly Girl, grows bigger, singing Lady Blackthorn. The 

Villagers try to run away but Lady Blackthorn stops 

them, and she seizes Tailor’s Wife, squeezing her hard 

and causing her pain. 
 

The sound of the willow tree beginning to sing I’ll Supply 

the Withy fills the air and Lady Blackthorn shrinks 

lifeless to the ground. The voice of The Willow Tree 

come to life brings The Wicker Man back from his 

collapsed state. Ugly Girl is reunited with her husband 

and realises ugliness is a state that comes from within 

and is not external. Ugly Girl, her Wicker Husband and 

The Old Basketmaker leave the town to start a new life. 
 

The townsfolk are left, and Tailor’s Wife runs off 

towards the swamp with Tailor following. The remaining 

villagers begin fighting and this stirs Lady Blackthorn 

who rises and chases them away. 
 

The final thing we see is The Old Basketmaker singing a 

lullaby to the Baby Once Upon a Withy (final reprise) and 

Ugly Girl chooses to rename herself Willow. 
 

The End 
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Character Profiles 

 

The Old Basketmaker 
 
Many years ago, The Old Basketmaker fell out with the townspeople and left town to live alone in 

a hut on the edge of a swamp, deep in the woods. He has cut himself off so much from other 

humans that the townspeople think he has been dead for years. His hut is also his workshop, 

where he makes things out of wicker – not just baskets. Over the years, to keep him company, he 

has made animals: a dog, a cat, birds, mice and other creatures, and because he has magic 

powers, those creatures come to life. His best friend is his dog, the first animal he ever made, 

whom he calls Basket. Until now, The Old Basketmaker has never tried to make a human being 

out of wicker. But then Basket the dog leads a girl through the swamp to his hut, which is how 

the whole story of The Wicker Husband comes about. 

 

Ugly Girl 
 
Ugly Girl lives alone on the edge of the town in a shack. The rest of the townspeople mock and 

bully her for being different. She has a special relationship with the Magical Willow Tree, where 

she will go to sit and talk when she is in distress. She asks The Old Basketmaker to make her a 

husband, which he does. Ugly Girl learns some harsh realities about how cruel the people 

around her can be, but through her relationship with The Old Basketmaker and The Wicker 

Husband she comes to realise that beauty and love are found from within. 
 

The Wicker Husband 
 
The Wicker Husband is a special creation made by The Old Basketmaker, especially for Ugly Girl. 
He is kind, handsome and helpful: he is always fixing things around the house for Ugly Girl and 

telling her how much he loves her, which Ugly Girl finds hard to hear. The Wicker Husband is so 
good that the rest of the townspeople become full of jealousy and devise a nasty a plan to get 

rid of him. The Wicker Husband is incredibly trusting and doesn’t realise that other people are 

not as good natured as he is. 
 

Basket 
 
Basket is The Old Basketmaker’s dog. He lives with him in his workshop deep in the swamp 
and is a loyal, very lovable but smelly companion. He is the first of The Old Basketmaker’s 
creations... he’s made of wicker. 
 

Lady Blackthorn 
 
Lady Blackthorn is created as a Wicker Maid, by The Old Basketmaker, so that he can teach the 
townspeople an important lesson. They think she is going to be kind and good like The Wicker 
Husband, but she is hard and full of dangerous thorns. 
 

The Tailor  
He is a great craftsman as demonstrated by the beautiful dresses his Wife wears. He loves his 
wife dearly, but their relationship is troubled by an event in their past which they have not 
discussed.  
He is controlled by his wife and easily persuaded to join in with the mob in bullying Ugly Girl as 
he has a desire to fit in. However, he does have a softer heart than the other townsfolk which is 
revealed as the story unfolds. He is scared of The Wicker Husband at first but then grows to 
marvel at the craftsmanship and the magic of him being alive. 
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Tailor’s Wife 
 
She is the wife of The Tailor and has lived in this town for her whole life. Everyone knows their 
place and their status in the town and the Tailor’s Wife is admired by many for her 
 
beauty. When things change in the town, we see her real side come out, which is very 
unpleasant. She has a lot to learn and the challenges within the play about inward and 
outward beauty lead to her realising what matters in life. 
 

The Innkeeper 
 
The Innkeeper is a key townsperson and joins in with the relentless mocking of Ugly Girl. He has a 
bad work ethic and is often lazy and messing around. He frequently gets in to fights with other 
people, including The Cobber. 
 

Innkeeper’s Wife  
The Innkeeper’s Wife runs the local pub with her husband The Innkeeper. She believes in hard 
work and is extremely organised and uptight, quite the opposite to her husband. She is 
continuously embarrassed by her husband and his idiocy, however she very much cares what 
people think of her and so doesn’t like anyone else from the town knowing there is anything at 
fault with their relationship. 
 

The Cobbler  
The Cobbler and his Wife are instrumental in creating a plan to get rid of The Wicker Husband 
and destroying Ugly Girl’s life. He does not come across as a good father or husband. He tries to 
get The Wicker Husband to stray from his wife, but The Wicker Husband won't listen.
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A note from The Writer 

 

ONCE UPON A WITHY… 
 
“Dear Ursula,” said my email. “I recently stumbled 
across your short story, The Wicker Husband, and I 
had this wonderful feeling… like walking into an 
unmarked room and finding just what you’re looking 
for”. This was in September 2011 but I still 
remember that raw thrill of discovery. Here was a 
story which felt both old and fresh, epic and 
intimate. For such a short piece of fiction, it spoke 
volumes about how we treat one another. I knew 
that somehow I had to bring The Wicker Husband to 

the stage. Luckily, Ursula’s reply to my request was 
emphatic: “It’s an idea. Use it, abuse it, beat it up, 
see what comes out of it.” Almost nine years later 
here I am writing the programme notes for the world 
premiere at one of the country’s most prestigious 
musical theatre venues. What an adventure it’s 
been… 

 

OUR WICKER MAN 
 
Like all good ideas, it sat on the back burner for a 

while. Every now and then I’d dip in a toe - sketch a 

clunky scene or flesh out a backstory or two - but my 

inexperience held me back. This felt bigger than me. I 

needed help. I shared the story with Charlotte 

Westenra, a director I admired greatly. Her response: 

“I’d be much more interested in working on that than 

some crusty old Greek nonsense. But don’t you think it 

should be a musical?” A musi-cal? Interesting. But 

what did I know about writing a musical? The Wicker 

Husband spent two more years gathering dust on a 

shelf at the back of my mind, until I found myself 

touring in a quirky little children’s show with a 

devilishly witty score by some bloke called Darren 

Clark. Over a few too many pints at the Rusty Bicycle 

in Oxford, we unearthed a mutual love of folk stories. 

I teased him with one in particular something I quite 

fancied adapting but couldn’t fathom how. It needs 

music though, don’t you think? A few weeks later, I 

get a message from Darren :“Yo dude, haven’t been 

able to help myself and have been writing songs for 

this already”. Would I fancy a listen? And so, hunched 

over a battered guitar in his dingy little studio in 

Waterloo on 25 November 2013, Darren began to 

strum. I sat in awe for a good 45 minutes while Dar-

ren played a handful of songs; sketches really, half-

formed things, but full of such joy and love and wit 

and hu-mour. Having lived with this story for two 

whole years, it was an emotional experience. Don’t 

get me wrong, I still hadn’t the foggiest idea what I 

was doing, or how to even begin to write a musical. 

But that didn’t really matter anymore. Because in 

Charlie and Darren I had two wonderful humans by 

my side, both excit-ed and delighted by this story we 

had to tell. 

 

INTO THE SWAMP 
 
Charlie secured us one week in a studio at the 
Unicorn Theatre to explore some of our early 
material. We put in an Arts Council application to 
fund the hiring of actors and materials. It was 
unsuccessful. Determined to make the most of the 

situation and the free space we’d been given, we put 
out a call amongst our friends: Could anyone spare us 
a week, a day, an hour of their time? The response 
was incredible. Over the course of that one week, 
over 40 peo-ple of all disciplines, actors, musicians, 
puppeteers, rocked up to help out with whatever 
time they could muster. As momentum grew, we 
secured a place on the Little Angel’s Incubate Scheme 
to explore early puppetry ideas, got down to the 
finals for the KSF Artists of Choice Award, ran an 
enthusiastically received crowdfund and, of course, 
had our fair share of rejection along the way. The 
Wicker Husband took shape through a handful of 
incredibly valuable workshops at some of the 
country’s leading drama schools including Royal 
Welsh College of Music and Drama, Guildhall and 
Trinity Laban for which we will always be incredibly 
grateful. Then in 2016 we applied for - and won - the 
inaugural Stiles and Drewe Men-torship Award. That 
changed everything. 
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THE HEART OF THE WEAVE 
 
As Darren and I shook hands with our new mentors on 

stage at the Novello Theatre, I don’t believe either of us 

could’ve predicted how transformational this moment 

would prove. (To think we almost missed the application 

deadline by minutes!) Our mentorship year began with a 

focused writing retreat in France, with mentors George 

and Anthony on hand to lend a friendly ear: “Don’t you 

think there should be a song here, chaps”. A few hours 

later Darren would serenade us on the sun-kissed patio 

with the first draft of Heart of the Weave. Each day held 

a little discovery, a carefully reassembled plot point or 

an exciting new number to play with. 

 

The prize included two developmental “labs” spread out 

across the year, offering us and Charlie a chance to 

explore key moments with a professional cast in front of 

a small audience and industry panel. The constructive 

feedback from those sessions, and the lessons we learnt 

from working with actors of that calibre proved 

invaluable. It all culminated in a full industry showcase at 

The Other Palace. The anticipation leading up to it was 

unlike anything we’d experienced before and the 

glorious satisfaction of taking an audience on the 

complete narrative journey of The Wicker Husband for 

the first time was really quite something!  

 

AUTUMN HEADS FOR WINTER 
 
The showcase was well attended and greatly received. In 

the aftermath, there was a flurry of excitement 

surrounding the show and we met several producers 

potentially interested in a full production. But Darren, 

Charlie and myself were united in our stubbornness. By this 

stage, we’d come to accept our duty of care to this story, 

this child of ours. It had the potential to be something truly 

breathtaking and, for us, it was all or nothing. Cutting the 

cast size, reducing the band, circumventing the puppetry - 

these simply weren’t compromises we were willing to 

make. Added to this, we were still unknown writers with an 

unknown story. Any producer who wanted to take on The 

Wicker Husband would have to be incredibly brave. After 

the thrill of the previous year, it felt as though we’d 

reached an impasse. Many a gloomy evening was spent 

feeling sorry for ourselves, sighing into our empty pint 

glasses and wishing that new British musicals weren’t such 

a risky business. Meanwhile, on a whim, Darren and I 

entered  The Wicker Husband into a musical theatre 

festival in the US the NAMT Festival of New Musicals. As a 

British writing team, we knew we only had a slim chance, 

but it was worth a shot. When I got the call from New 

York offering us one of the eight coveted slots at the 

festival, I did the first cartwheel of my adult life. 

 

A FINER PIECE OF WICKERWORK HAS NEVER SEEN THE 
LIGHT 
 
The National Alliance for Musical Theatre is a not-for-profit 

organisation in the US devoted to the nurturing and 

furthering of musical theatre. For the three of us, flying to 

New York in the autumn of 2018, it was like stepping into 

the unknown. Thankfully, we were blessed with an 

exceptionally talented cast, who we rehearsed in and 

around their busy Broadway schedules. It was encouraging 

to see how well our cast, and the audiences of both our 45-

minute presentations, responded to the material. Despite 

its uniquely British flavour it proved just how universal the 

story of The Wicker Husband really is. Our experience at 

NAMT also shone a light on just how cautious, 

Londoncentric and overly-reliant on commercial musicals 

we are in the UK. We were inspired to hear of the 

countless awards, writing retreats, investment 

opportunities and developmental schemes they have over 

there, each dedicated to nurturing innovative new ideas 

and fresh young writing talent. They take the business of 

new musicals very seriously over there; it’s part of their 

cultural DNA. We could certainly learn a thing or two 

from their attitude to new work. The aftermath of the 

festival presentation was overwhelming. We forged so 

many brilliant contacts which may yet prove beneficial 

for the future of the show. But amongst all the 

producers and theatre companies in attendance from 

across North America and the world, there was one 

festival attendee who excited us more than any other: 

Paul Hart, Artistic Director of The Watermill. 

 

I’LL SUPPLY THE WITHY 
 
Paul had been on our radar for years. He was on the panel 

for both labs during our mentorship year, and we’d long 

discussed how wonderful it would be to bring The Wicker 

Husband to life in such a bucolic setting as The Watermill—

with its willow trees and winding river. How wonderfully 

meta! Over the years, we’d all flirted with the idea of a 

production here, Paul included. But despite being a perfect 

fit, The Wicker Husband is also a big and demanding show; 

it would require plenty of careful strategic planning. To be 

honest, we’d almost put the idea to bed. But when Paul 

flew out to New York to attend our NAMT presentation, it 

felt like that moment in a Richard Curtis film when the  
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romantic lead arrives at the airport just in time. We 

don’t know exactly which strings Paul had to pull – 

what magic spells he cast – but somehow, 

miraculously, it all fell into place at last. And now here 

we are today; on the cusp of our final run before 

entering tech week. I’ve been dipping in and out of 

rehearsals in various rooms across the site for the past 

few weeks; sneaking in to watch puppets being built, 

passing actors in corridors running lines, peeking through 

windows while dances are being blocked. Look, there 

goes a stage manager whizzing past with the newly 

printed rewrites I just emailed! 

 

This is the beautiful machine right here. It takes a 
village to raise a child. And, to be fair, this one’s pretty 
perfect. 

 
This is the beautiful machine right here. It 

takes a village to raise a child. And, to be 

fair, this one’s pretty perfect. 
 
THANKS 

 

 

companies in attendance from across 
 
North is film 
 
when the romantic lead arrives at the 
 
airport just in time. We don’t know exactly 
 
which strings Paul had to pull - what 
 
magic spells he cast – but somehow, 
 
miraculously, it all fell into place at last. 
 
And now here we are today; on the cusp 
 
of our final run before entering tech week. 
 
I’ve been dipping in and out of rehearsals 
 
in various rooms across the site for the 
 
past few weeks; sneaking in to watch 
 
puppets being built, passing actors in 
 
corridors running lines, peeking through 
 
windows while dances are being blocked. 
 
Look, there goes a stage manager 
 
whizzing past with the newly printed 
 
rewrites I just emailed! 
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An Interview with the Director      
We talked to Charlotte Westenra, director and Finn Caldwell, Puppetry Director and Designer: 
 

During the creative process of this brand-new musical, 

how was the idea formed that the character The 

Wicker Husband would be played by a puppet? 

 

Charlotte: Rhys Jennings, the book writer, first 

discovered Ursula Wills-Jones’ short folk story. He 

thought it would be magical to tell it onstage, with 

puppets. As the idea evolved and Darren Clark 

joined the team, music became essential in bringing 

the character to life and The Wicker Husband 

became a musical. 
 

Finn: I came on board much later on into the process 

and it really made sense to me that puppetry would 

work within this story, rather than having an actor in 

a wicker suit playing the title role. The puppetry has 

evolved to become The Old Basketmaker’s magic: 

everything that comes to life through his creation of 

these wicker creatures is operated by puppeteers 

who have a real place in the show as the embodiment 

of his magical ability. 
 

Charlotte: The Wicker Husband and The Old 

Basketmaker are full of magic and ‘otherness’. The 

Old Basketmaker magically breathes life into wicker 

and we are reminded of how wonderful nature is and 

how we shouldn’t shut ourselves off from it. Seeing 

this creature made from the earth be brought to life 

and fall in love is pretty exciting. 

 

Could you tell us about the process of designing and 

creating the puppets? 

 

Finn: This has been quite a short process. We have 

had six weeks prior to rehearsals to design and begin 

to build these puppets. For this type of project, we 

would normally have had a few research and 

development sessions, but instead we decided to 

jump in the deep end and build the puppets without 

testing them first. In terms of the making process, 

there have been two parts. First, I worked with Ivan 

Thorley and Matt Rudkin, who specialise in the 

structural mechanical side of puppetry. We then took 

the armatures and internal  

 

skeletons they created to our wicker team (Charlotte 

Tymms, Billy Achilleos, Caroline Bowman and Arna 

Kristjánsdóttir). This team aren’t specialists in wicker 

weaving; they are puppet-makers and fabrication 

specialists. We made that choice as opposed to going to 

wicker crafters because even with the exterior of the 

puppets being wicker, we still need to know how they 

move and how each joint relates to one another. Our 

fabrication specialists have become experts in wicker-

weaving very fast. We have had amazing advice and 

guidance from Erica Adams, who is a wicker specialist 

and lives locally to The Watermill. Quite rapidly over a 

period of a month, this team have made the shapes and 

exteriors of the puppets. During the rehearsal process, 

you build the puppets to a level where they are 

functional, but, inevitably, they get well-worn whilst we 

are choreographing and rehearsing, so they then need 

sprucing back up for the performances. During the last 

week of rehearsals, Charlotte Tymms will be coming 

back to finish off the final details on the puppets. In the 

musical, The Wicker Husband is built by The Old 

Basketmaker, in a swamp, so the final details of moss 

and leaves will be added as well as shading the face, so 

it has more definition under the theatre’s lights. 

 

In The Wicker Husband, you have the romantic lead as 

a 6ft bunraku puppet; what effect do you think that 

has on the dynamic of the production as a whole 

compared to if he were played by an actor? 

 

Finn: How much a puppet can add to the narrative is    

one of the reasons I am so excited about being a part 

of this show. For me, there are two types of puppetry: 

puppetry as special effects, for example if a ghost is 

needed onstage, or puppetry that contributes to the 

story by the puppet being a fully formed character. I 

am really interested in puppet characters that are 

driving or strongly affecting the narrative. By having 

the Wicker Husband at the heart of this story, it is 

really exciting to see a puppet taking on that lead 

acting role, to sing and dance. 
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Charlotte: I think one of the biggest themes of this 
show is how we treat outsiders. When you see a woman 
falling in love with a man who is woven, you don’t have 
to explain that story; it’s present onstage. You see Ugly 
Girl falling in love with him for his unconventionality, for 
his heart and for who he is as a person. When you 
compare that with the reaction from the townsfolk who 
see The Wicker Husband and the Ugly Girl as outsiders, 
it becomes a metaphor for the whole piece: how we 
accept people who are different. 
 

 

How do your two roles of director and puppetry 

director work together in staging The Wicker 

Husband? Are there separate responsibilities or is 

it more collaborative? 

 

Charlotte: I think the way we have worked has been 

very collaborative. The creative team start by working 

through the show scene by scene as a group, working 

with the actor-musicians and puppeteers to ask what 

the scene is about and what story we want to tell. Then 

when it comes to staging it, we create an overall shape 

to the scene by pinpointing moments that stand out as 

being poignant moments in the narrative. 
 

Finn: I am here to facilitate Charlie’s direction in regards 

to treating the puppets as if they were human actors. In 

that first rehearsal of finding the shape of the scene, the 

puppetry does look quite crude. I then go into a 

separate rehearsal with the puppeteers to finesse those 

moments. With puppetry, especially of a human being, 

you are deconstructing natural movement. 
 

For example, as humans we move our hands to show 

emotion or intent, move our head to adjust where we 

are looking and shift our body weight when we move. 
 
All of those details that come naturally to us need to be 

choreographed and programmed into the puppets. So I 

think the process is that Charlie, as Director, is making a 

narrative structure, and I am concentrating on the 

technical side of making sure the puppet fulfils that. 
 

Charlotte: Within our team, we also have a wonderful 

choreographer, Steven Harris. The movement of the 

puppet is incredibly graceful, and Steven has created 

some beautiful moments when the puppet dances. As a 

  
three, we have to work together on how to create this 

emotive moment, but also to make it look real and 

naturalistic, which is where Finn comes in. All three of 

us chip in to really nail those moments. 
 

How has the rehearsal process for The Wicker Husband 
been different when compared to your previous work? 

 

Charlotte: The most important job I have as the director 

is to bring together a brilliant company. To make sure 

we have a cast who can deliver, who will be creative in 

the rehearsal room and who are going to enjoy the 

intensive work process. I also need to make sure that 

the creative team feel they have ownership over the 

story. This project is joyously collaborative and has so 

many elements to it that another really important part 

of my job is the scheduling of rehearsals. I need to make 

sure each element has enough time given to it to make 

sure the actors have all of the music, choreography, 

puppetry and direction in their bodies so that they feel 

safe onstage. What has been great in this process is 

how hands-on the cast have been and how excited and 

involved they are to add to their skill sets and bring this 

story to life. 
 

Finn: From my point of view, I love working on shows 

where the central characters are the puppets. I think 

what is extraordinary about this show is how 

ambitious it is. The amount of time that The Wicker 

Husband puppet spends onstage as the leading 

character, demanding our attention, is extraordinary. 

We also need to have puppeteers that can dance and 

sing to a high level; because of that, the casting 

process to find the right people, who could play 

instruments, dance, sing, act, have puppetry 

experience and are physically strong and fit enough to 

deal with all of these elements, was difficult. However, 

the cast members who have had little or no puppetry 

experience have responded remarkably well to 

training, and it has great to see their skills excel 

throughout this process. 
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Meet the Cast 

 

 

Jack Beale 
 
 

TAILOR 

 
Jack trained at LAMDA after being awarded the Genesis Foundation Scholarship and is 
an accomplished actor and musician. 

 
Previous Watermill credits include: Wind in the Willows (2011) and Spend Spend Spend! 
(2009) 

 
Theatre credits include: As You Like It (Regents Park Theatre); The Lorax (Old Vic Theatre); 
Henry I of England (RBL); ONCE (Pheonix Theatre); Troilus and Cressida (RSC); Winter (Soho 
Theatre); 25 Down (White Light-Royal Court); Alice (Sheffield Crucible); Brief Encounter 
(Kneehigh Theatre); Titanic (MAC Belfast); Lady Clancarty / Wages of Sin (Cheltenham 
Everyman Theatre); Tom's Midnight Garden (Nottingham Playhouse); Grimm Tales (Library 
Theatre Manchester); Rebel Harbour / Smugglers (Shanty Theatre Company); and most 
recently The Easter Rising and Thereafter (Jermyn Street Theatre). 

 
Film credits include: Sir Thomas More (CAVIAR); Tick Tock Trick (Deleted Scenes Ltd); 
Narcopolis (A T Squared). 

 

Angela Caeser 
 
 

COBLER’S WIFE 

 

Theatre Credits Include: Moon in Caroline or Change (Playhouse Theatre/Chichester Festival 
Theatre/National Theatre); Amanda in Astronaut (The Other Palace); Annie/Church Elder in 
King (Hackney Empire); Grace in Orlando and The Three Graces (Theatre Peckham); Head 
Teacher in Clown (Theatre Peckham); Mrs. Sander in Seven Brides For Seven Brothers 
(Regents Park Open Air Theatre); Grandmother in Into the Forest (Theatre Peckham); U/S 
Serena/Ensemble in Porgy and the Bess (Regents Park Open Air Theatre); Mama Li in The 
Magic Paintbrush (Theatre Peckham); Carlotta Giudicelli in Phantom of the Opera (UK 
Tour); Ensemble/Soloist in Showboat (Raymond Gubby Productions). 

 
Opera Credits Include: Butterfly in Shaw Goes Wilde (Pegasus Opera Company); Water 
Nymph and u/s Foreign Princess in Rusalka (English Touring Opera); Kathryn in Dream 
Lovers (Syncopation); Gianetta in L’Elisir D’Amore (Pegasus Opera); Chorus in Lucia Di 
Lammermoor (Baltimore Opera); Titania in A Midsummer Nights Dream (Peabody Opera 
Theatre); Emily in Edgar and Emily (Peabody Opera Theatre); Gertrude in Hansel and Gretal 
(Peabody Opera Theatre); Donna Elvira in Don Giovanni (Peabody Opera Theatre); Chorus in 
Samson Et Dalila (Royal Opera House); Alice Ford in Falstaff (Pegasus Opera); Girl of 
Mahagonny in The Rise and Fall of the City of Mahagonny (English National Opera).  

 
 

Jonathan Charles 
 

INNKEEPER 

 

Jonathan trained at Bristol Old Vic Theatre School. 

 

Theatre credits include: A Christmas Carol and Butterfly Lion (Barn Theatre); Warhorse 
(National Theatre and No 1 Tour); Cinderella (Queen's Theatre, Hornchurch); Peter Pan In 
Scarlet (Oxford Playhouse/New Vic Theatre, Stoke); Robin Hood & Marian, The Borrowers 
and Dracula (New Vic Theatre, Stoke); Sunset Five (Edinburgh Festival, Pleasance Theatre & 
Greenwich, DugOut Theatre Co); Juno & The Paycock (Bristol Old Vic and Liverpool 
Playhouse); The Revenger’s Tragedy (Gentleman Jack Theatre); London Road (Bristol Old Vic 
Studio, BOVTS); The Merry Wives Of Windsor, The Lion, The Witch and The Wardrobe 
(Redgrave Theatre, BOVTS). 
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Julian Forsyth 

 

OLD BASKETMAKER 

 

Theatre credits include: Local Hero (Royal Lyceum Edinburgh); An American in Paris, The Go 
Between, Sunset Boulevard, The Woman in Black, Stephen Ward, Wicked, Gone With The Wind, 
A Midsummer Night's Dream, St Joan, Les Miserables, Martin Guerre (all West End); Cyrano de 
Bergerac, The Miser (Chichester); Down By The Greenwood Side (Royal Opera House); Tangier 
Tattoo (Glyndebourne); The Wizard of Oz (Royal Festival Hall); Rosencrantz and Guildenstern are 
Dead (National Theatre); Measure for Measure, The Blue Angel (RSC); Follies (Northampton); 
Pacific Overtures (Leicester); Blue/Orange (New Vic); The Silver Tassie, Lulu, Scenes from an 
Execution (Almeida); Salieri in Amadeus (Derby); Fagin in Oliver! (Sadler's Wells, Leicester, 
Sheffield Crucible). 

 
Television and film credits include: The Children Act (Film); Father Brown, Casualty, A Touch of 

Frost, The Curse of Steptoe, Dalziell and Pascoe, Diamond Geezer, Footballers’ Wives, Holby City, 
Doctors, EastEnders, Poirot (TV), Through Lotte’s Lens, Adolf Hitler in 5 series of Nazi 
Megastructures (Docudrama).  

 

Claire-Marie 

 

INNKEEPER’S WIFE 
 

Claire-Marie trained at Mountview Academy of Theatre Arts. 
 

Theatre includes: Operation Mincemeat (Southwark Playhouse); The Colours (Soho Theatre); 
Mites (Tristan Bates Theatre); The Grinning Man (Trafalgar Studios, West End); The King and I 
(Leicester Curve and National Tour); High School Musical (Hammersmith Apollo and National 
Tour); Les Miserables (Queen's Theatre, West End); The Sorrows Of Satan (Tristan Bates Theatre); 
Between Empires (St James’ Theatre & Edinburgh Festival); Aladdin (New Wimbledon Theatre, 
Manchester Opera House and Hackney Empire). 

 

Workshops include: Terror At The Sweet Shop (The Other Palace); Vanya’s (Barlow and Smith); In 
Versions (Zara Nunn); Lost Boys (Liverpool Playhouse); Flashdance (David Ian Productions). 

 
Film and Television credits include: Just Up Your Street (BBC Wales); Aladdin (BBC Wales); 
Temptation (Last Gunshot Productions). 

 

Radio credits include: When the Dog Dies, My Brilliant Divorce (both CPL Productions for 
BBC Radio 4)  

 
 

Laura Johnson 

 

THE UGLY GIRL 

 
Laura trained at Mountview Academy of Theatre Arts where she graduated with a Masters in 
Musical Theatre in 2015. She also has a BA in Theatre and Performance from the University of 
Leeds (2012). 

 
Theatre credits include: HAIR 50th Anniversary Production (The Vaults and Hope Mill Theatre);  
Madagascar (UK TOUR); Myth: The Musical (The Other Palace); Grease (Gary Lloyd); Vanara: 
The Musical (Jonathan O’Boyle). 

 
Workshop credits include: Guy Fawkes: The Musical (Charlotte Westenra/Chris Guard); Princess 
Phyllida’s Fortnight (Tristan Bates Theatre for Page2Stage); The Prince (The Arts Theatre); DARE 
(The Polka Theatre). 
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Stephen Leask 

 

COBBLER 

 
Stephen trained at LAMDA. He recently finished playing Cal in Waitress (Adelphi Theatre) 
and prior to that was Dewey Finn in School of Rock (Gillian Lynne Theatre). 

 
Theatre credits include: Being Groucho (Workshop); Robin Hood (The Egg Theatre, Bath); The 
Canterbury Tales (UK Tour); Rumpelstiltskin (The Egg Theatre Bath); I Killed Rasputin 
(Edinburgh Festival); One Man, Two Guv’nors (Theatre Royal Haymarket); A Little Hotel on 
the Side (Theatre Royal Bath); Staunch (Theatre 503); Potted Panto (Vaudeville Theatre); The 
Secret Garden (Birmingham Rep); Troilus & Cressida (RSC). 

 
Film and Television credits include: County Lines, True Horror: The Witches Prison (Channel 
Four); The Intern (Boundless/Channel 4); Doctors, Our World War, EastEnders (BBC). 

 
Stephen recently appeared in a new musical being developed by Andrew Lloyd Webber 
and Richard Curtis called Unmasked.  

 

Eilon Morris 

 

WICKER HUSBAND (PUPPETEER) 

 

Eilon Morris is an actor, percussionist, composer and writer. Having grown up and trained 
in Melbourne, Australia, working with the Quiddity Ensemble and the Butterfly Club 
Pocket Theatre, he came to the UK in 2004 and undertook a Masters in Ensemble Physical 
Theatre in 2008 at the University of Huddersfield. In 2013, Eilon completed a PhD 
investigating the role of rhythm in actor training. In 2017, he published his first book, 
Rhythm in Acting and Performance: Embodied Approaches and Understandings, published 
by Bloomsbury Methuen Drama. 

 
Eilon is currently a member and performs regularly with Duende, ICEBERG and OBRA 
Theatre Co. He recently performed and composed music for IBIDEM (OBRA, Théâtre de la 
Cité Toulouse, CIRCA) and Separated in Birth (Zoe Katsilerou). 

 
Further performance credits include: Day of the Living (Royal Shakespeare Company); Lord 
of the Flies (BBC Radio Drama); These Trees are Made of Blood (Arcola, Southwark 
Playhouse); Gaudete (OBRA Theatre Co, Lowery); Shattering Man (Duende); Electric Field 
(IOU Theatre); It’s Like He’s Knocking (Unfinished Business); Woman Scorned (Dirty 
Laundry); Rhein (Royal Festival Hall).  

 

 

Yazdan Qafouri 

 

THE WICKER HUSBAND (VOICE) 
 

Theatre credits include: The Band (The Royal Haymarket & UK Tour); Aladdin 
(Churchill Theatre, Bromley). 

 
TV credits include: Let It Shine (BBC) 
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Zoe Rainey 

 

TAILOR’S WIFE 

 
Theatre credits include: Lois Lane in Kiss Me Kate (London Colliseum); An American in 
Paris (Dominion); The Winter’s Tale, Harlequinade, Romeo and Juliet, all directed by  
Kenneth Branagh (Garrick); Duchess Noel (Wexford); Anything Goes (Sheffield Theatres/UK Tour); 
John Ferguson (Finborough); Oh! What A Lovely War (Theatre Royal Stratford East); The Return of 
the Soldier (Jermyn Street); Dancing at Lughnasa (Royal & Derngate Northampton); The School for 
Scandal (Theatre Royal Bath); She Stoops to Conquer (National Theatre); Finding Neverland 
(Leicester Curve); Wicked (Apollo Victoria); Sunshine on Leith (Dundee Rep); Hairspray 
(Shaftesbury); Gigi (Open Air Theatre, Regent’s Park); The Sound of Music (Larnaca); Parade 
(Donmar); Guys and Dolls (Donmar/ATG); The Woman in White (Palace Theatre); Jekyll and Hyde 
(UK Productions); Warcrime Tribunal (Pleasance); Little Women (Theatre Royal Drury Lane). 

 

Recent film includes: Mr Holmes and Walt Disney’s live action remakes of Beauty and the Beast 
(as Belle’s Mother) and Cinderella.  

 

 

Scarlet Wilderick 

 

WICKER HUSBAND AND BASKET THE DOG (PUPPETEER) 
 

Scarlet trained at Guildford School of Acting. 
 

For The Watermill: Watership Down (2016), Newbury Yarns (2017) 
 

Other theatre includes: Treasure Island (Stephen Joseph, Scarborough); Die Zauberflöte 
(Glyndebourne Opera House); Pinocchio (National Theatre); Running Wild (UK Tour); War Horse 
(New London Theatre); Earthquakes in London (Broadway Theatre Catford); Cabaret (MAC 

 

Pat Moran - ON STAGE MUSICAL DIRECTOR AND GUITARS 

 
Pat trained at California Institute of the Arts (USA), earning a Performer/Composer dual focus MFA. He relocated to 
the UK in 2015 and has worked extensively as a theatre multi-instrumentalist and music director. 

 

Recent credits include The Lion The Witch and The Wardrobe (Bridge Theatre); Brief Encounter (Kneehigh); Hireth 
(O Region); Tristan & Yseult (Kneehigh); 946: The Amazing Story Of Adolphus Tips (Kneehigh); A Midsummer Night’s 
Dream (Shakespeare’s Globe); Sleeping Beauty (Bristol Old Vic); and An Audience With Meow Meow (Berkeley 
Repertory Theatre). 

 

Pat served as resident composer / lyricist / musical director / multi-instrumentalist for the San Francisco Mime Troupe from 

2007- 2013. 

 

He is an active composer currently working as a solo artist and with the projects; PM Syndicate; Yesterday’s Camel and 

Unreliable Winess.  
 

Jon Whitten - HAMMERED DULCIMER 
 
(The hammered dulcimer is a percussion-stringed instrument which consists of strings typically stretched over a 
trapezoidal resonant sound board). 
 
As musician Jon has performed, written and recorded for artists including Alt-J (Mercury Album of the Year, three-time 
Brit Award Nominee, Ivor Novello Award Winner), Sam Lee (Mercury Award Winner, BBC Folk Award Winner), Charles 
Castronovo and City of London Sinfonia, and companies including the Royal Opera House, Blind Summit, Little Bulb 
and Shakespeare’s Globe. 
 
His TV appearances include Later… with Jools Holland and NPRs Tiny Desk Concerts, and live performance credits 
include the Glastonbury Acoustic Stage, Barbican Theatre, festivals across Europe and the Americas and an unlit 
crypt beneath Paris. In his personal time he is writing a life changing drag cabaret called Deeply Personal, Sweetly 
Soulful, Searing and Brave. 
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Interview with the Musical 
Director 

 

During a break from rehearsals, Heidi Bird talked to The Wicker Husband’s Musical 
Director, Pat Moran. 

 

What is your specific role on the production and 

what does that involve both in the rehearsal 

room and once the production has opened? 

 

My role is music director and a performer as a 

musician in the show. This show has been in 

development for about eight years, the composer 

has written lots of songs that are no longer in the 

piece and songs that have been rearranged and 

songs that are still changing in the rehearsal 

room. My first job is to interpret the composer’s 

ideas and come up with ideas for arrangements 

for the actor-musicians we have in the room and 

to work with the director to make any necessary 

changes to the music. I work with the actor-

musicians to know what they are doing musically 

and make sure the overall sound balances well 

throughout the production. 
 

During performances I work with the sound 

designer and director to make sure the sound is 

translating well into the audience. I make sure 

that everything is in tune and that no one is 

forgetting anything and that our tempo stays 

consistent as it’s very easy to get faster! 

 

 

point! Also, naturally actor-musicians are going 

to have more of a split focus than someone who 

is just a musician – they have their role to think 

about, their choreography, their puppetry to 

think about and their music to think about. 
 

The main benefits are that you can get a larger 

sound onstage and that people like to watch 

actor-musicians. 
 
 

 

How important is the music in the storytelling of 
this piece? 

 

There are different ideas about what is a musical 

and what is a play with music. People would 

usually agree that for something to be a musical 

it’s not just that it has more songs but that the 

songs chart out the emotional arch of the piece. 

In a sense, you could take away the scripts and 

just go from song to song and get the whole 

story. Most of this production has music involved 

in some way and as a result, the music is 

essential to the storytelling. 
 
 
 

Could you tell us about the genre of music in this 
 

 

This is an actor-musician show. What are the 

challenges and benefits of working with actor-

musicians on a production? 

 

The challenge is that you don’t have everyone when 

you want them. In this show when people are not 

being their characters they are sometimes needed 

as ensemble or to puppeteer so there’s a bit of a 

battle about who gets to use who at any 

 

production and how that is being achieved? 

 

This piece is set in a fictionized small town in 

Yorkshire. The music is mostly folk influenced. 

There are acoustic guitars, violins and 

Dulcimer, which are more ancient instruments, 

reflecting the time period of the piece. 
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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, 

Anna Kelsey 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. 
 
 
 
 
 
 
 

 

White Card for The Wicker Husband 

 

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 Wicker Husband 
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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. 
 
 
 
 
 
 

 
Creating The Wicker Husband Puppet 

 

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. 
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The Wicker Husband 

 

Costume Design 

 

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 The 
 

Wicker Husband. 

The Old Basketmaker 
 
 
 
 
 
 

 

The Old Basketmaker’s costume 

is representative of The Wicker 

Husband. His coat is a very 

important feature of his costume 

as the designer wants it to feel 

like the coat is alive. 
 
 
 
 
 
 

 

Ugly Girl 
 
 
 
 
 
 
 

 

Ugly Girl has several costumes 

for different moments in the 

play. All the costumes have the 

same colour pallet. These 

drawings show the different 

stages of costume. 
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The Tailor’s Wife 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

Anna has designed the townspeople’s costumes to represent their trade. Above you can see the 

design for The Tailor’s Wife dress, which contains detailing made from tape measures. Below The 

Innkeeper’s apron has the logo for The Green Man, which is the name of the pub he runs. 

 

The Innkeeper 
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Be a Costume Designer 

 

There are lots of ways you could design Ugly Girl, townspeople and The Old Basketmaker. See if 

you can come up with some of your own ideas and concepts for the characters in The Wicker 

Husband. To help develop the design you can stick pieces of material or textures for reference. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

Once you have a drawing for your design, see if you can create of template for your deign out 
of newspaper. You will need a willing friend or adult to model your costume! 
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The Behind the Scenes Team 

 
One production involves lots of people working together as one team. There are many different jobs with-

in that team. Below are the descriptions of the jobs of the people that you don’t see on stage during a per-

formance but are still equally important in the making of a production and ensure it runs smoothly. 
 
 
 

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 

rehearsal 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 performances in a theatre or theatres. 

All of the performers 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 performance. 

 

Designer: Responsible for the overall visual 

appearance of the performance. The director 

and all of the designers work together to make 

sure the production has the same themes and 

coherent design throughout. Designers are often 

a freelance position, instead of being employed 

full time by a theatre. This means they may have 

several different projects 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 designer is 

aware of the overall creative vision 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 

exactly how the designer wanted it. 

 

Sound designer: A sound designer has to be 

very skilled and able to operate and install 

different types of audio equipment and 

systems. They follow the creative vision made 

by all the designers and directors 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 from white card and then into a 

sturdier material. The set designer uses this 

model to pitch their idea to the director and 

design team (see page 22). The team building 

the set then use this model to know the 

measurements and details. The set designer 

also designs/chooses the props to be used on 

stage. 
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Costume designer: The costume designer 

initially draws their ideas for each character’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’, maintenance and ‘get out’ 

all of the equipment used during a production. 

 

Theatre Manager: Are responsible for personnel, 

financial and administrative control of the 

theatre. The manager is in charge of the theatre 

as a business. All heads of department report to 

the manager. Therefore, the manager oversees, 

for example staff, potential projects and 

performances, the budget and networks with the 

local community. 

 

Director: Responsible for artistic control over the 

production to make sure the performance is 

polished in all areas. They oversee the cast in 

rehearsals as well as working closely with the 

design team to create a coherent vision across 

every aspect of the play. 

 

Assistant Director: The director’s second in 

command. Their responsibilities vary day-to-day 

and at each stage of the production process. 

Their main roles are research, being in 

rehearsals, giving notes, press and publicity and 

watching the shows throughout the production’s 

run to make sure it stays at the same standard. 

 

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 

backstage 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. 

 

Deputy Stage Manager (DSM): The DSM is 

present in every rehearsal and keeps the Prompt 

Copy of the script. This copy has all of the 

information for actor’s movements, props, lighting 

changes, sound effects and special effects. The 

DSM uses this script to cue the show every night, 

co-ordinating each department to make sure that 

all the effects are actioned at the right time. A 

prompt copy should be so detailed that a DSM that 

has never seen the show should be able to read it a 

run the production. 

 

Assistant Stage Manager (ASM): An ASM has a 

varied role. They are in charge of sourcing, 

making and maintaining props. During the 

performance the ASM operates the backstage 

by doing set changes, assisting with quick 

changes and moving props the right places. The 

amount of ASMs varies per production 

depending on its size, budget and amount of 

props or set changes. 
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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, Alex Berridge-Schuter, 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 Wicker 

Husband. 
 

The Wicker Husband 
 

Rehearsal Report #1 
 

General 
 

• The gold stand was tried for the dulcimer but the legs aren’t wide enough to support 
the instrument without the stand tipping. Please could this be looked at.  

Stage Management/ Props 
 

• Please can we have a rehearsal espresso cup & saucer, a tankard and toast with marmite for 
rehearsals tomorrow. 

 

• Please can we have something, like a fish, to act out descaling a fish and some fly-tying bits for 
Act1 Scene 2. 

 

• Please can all three pieces of rehearsal bedding have a pocket large enough for a goblet on the 
back. 

 

• Please can Mr Caldwell have scraps of leather for Baskets paws, twine (wax thread), contact 

adhesive (Impact), super glue (Zap), gaffs tape and cardboard for smaller rehearsal puppets. 
 

• Please could we get a small kick drum/ bass drum for rehearsals. 
 

Music 
 

• Please can #22 Will Ye Lend Me a Suit Reprise be rescored with the changes from rehearsals. 
 

Puppetry 
 

• Mr Caldwell will be working on The Wicker Maid 10am-12pm tomorrow. Please could Norm’s 
shed be fitted with some hooks for the puppets. Please could we also have a heater. 

 

• The puppets will be looked at under lights tomorrow afternoon at 4.30pm. 
 

Production/Technical 
 

• Please see general note 1, puppetry notes 1 & 2 and set note 1. 
 

Lighting 
 

• Please see puppetry note 2. 
 

Set 
 

• Please could the Sky Lark puppet and its nest live on the DSL of the balcony. It will need to be 

hidden before it’s required in Act 1 Scene 3. This is the same for the owl puppet which would 

ideally be placed on the USR of the balcony. 
 

Wardrobe 
 

• Ms Wilderink’s character Basket will be male. Please could her puppetry costume reflect this. 
Perhaps more like the male puppetry costume. This is to be discussed with Ms Kelsey. 

 

Sound 
 

• No notes today 
 

Risk Assessment 
 

• No notes today 
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Section 3: Teaching & 

Rehearsal Exercises 
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The Wicker Husband 
 

The Wicker Husband is a new musical inspired by the short story of the same name by Ursula Wills-Jones. The musical 

incorporates the use of puppetry throughout and the below lesson is based upon the techniques that have been utilised in 

the rehearsal room by the company themselves. 
 
N.B. For these lesson activities you will require a few rolls of both wrapping paper and masking tape. 
 

Classroom exercises to explore Puppetry. 
 

Developing a Character 
 
Before moving on to creating and manipulating puppets, it is worthwhile exploring the techniques used by the cast to 
develop theirs and other characters. 
 

For the first rehearsal, each cast member was asked to bring in an object which inspired or reflected how they viewed their 

character. In a similar fashion you can provide your students with objects through which they have to create and develop 

their characters. A huge box of keys to be a great way to start off this exercise but you could use a jar of buttons, a pot of pens 

or other stationery or simply a box of clothing. 
 

Distribute these items, one per student, and orchestrate a period of time for the students to reflect on what character their 

object might create in their mind. You can run this exercise by asking each person to sit in a space on their own and asking 

them to reflect on a series of questions. You may ask students; 
 

Are you male or female?  
Old or young?  
Rich or poor?  
Where are you from?  
What do you want? 

 
What will you do if you don’t get what you want? 

 
What do you do for a living?  
Where do you reside? 

 

You may then wish to expand your students understanding of their character’s by asking them how they may respond to 
specific situations such as; 
 

You are about to sit down on the bus and some sits in your seat.  
You have just been told that you have won the lottery.  
You have just found out that you have a secret twin.  
You have just found half a worm in the apple you are eating. 

 

You may wish to physicalise these moments to allow the students to physically realise their characters thinking about 
posture, movement and physical characterisation. 
 

At this point, it would be useful to see how their characters would interact with each other. Ask students to move around the 

room in character and introduce themselves to everyone else in the room, thinking about how they respond to specific 

individuals. 
 
You may wish to finish up this activity with a discussion around the characters which stood out to us the most. Students may have 

recognised certain elements of characters which struck a chord or made them want to know more about this person. 
 

As we move into the next exercise, remind students to hold on to their ideas for their character as we will be utilising 
them later on. 
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Building a Puppet 

 

The techniques described and explored in these exercises come from the book Puppetry: How To Do It by Mervyn Millar, 

however, The National Theatre YouTube channel has a wonderful archive of videos developed with Gyre and Gimble 

Theatre Company which give a visual guide to how these exercises may run. 
 
 
https://www.youtube.com/watch?v=pFEnZfS5IXQ&t=11s 
 
 

Working in groups of three, students can create their own paper puppet following the instructions in the above video or 
by following the instructions on the printable resource. 
 
Hints and Tips 
 
I find that using two lengths of paper which are roughly 1.6 metres long works best for creating a full-size adult paper puppet. 
It is extremely important to flex the joints of your paper puppet to allow the joints to move correctly. It is important that 
students try not to hyper extend any joints as this will make the puppet more challenging to work with. 
 
Once built, your groups of three will need to position themselves so as; 
 

Puppeteer 1 
 

• Has hold of the puppet’s neck and one 
arm Puppeteer 2 

 
• Is in control of the puppet’s waist and other 

arm Puppeteer 3 
 

• Is in control of the puppet’s feet 
 
In these positions, students should be able to bring their puppet into a standing position.  
 
 
 
 
 
 
 
 
 
 
 
 

 

Bringing Your Puppets to Life 
 
Still working in their groups of three students can now begin to focus on the three keystones of breathing life into 
puppets, breathe, focus and weight. 
 
The following explorations should be done individually but built upon one another with each exercise supporting the next. 
 
Breathe 
 
When you ask the puppet to breathe, hopefully the first thing that will happen is that the head puppeteer breathes. They 

may try to find some way to express it in the body. Frequently, all of the puppeteers try to join in. The paper puppet breathes 

best when the head puppeteer is subtly (or not so subtly) flexing the ‘body loop’ by raising and lowering their neck hand. The 
waist puppeteer needs to keep the waist solid and in position so that this movement can happen relative to a fixed point. So, 

only the chest breathes. 
 
 
 
 

 

 

https://www.youtube.com/watch?v=pFEnZfS5IXQ&t=11s
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These movements should be extremely slight, but you may wish to explore how the breath may change in different situations 
such as panic or relaxation. 
 
Focus 
 

The principle of focus is twofold. Not only does it refer to the focus of the puppet (as in where it is looking) but also where 
the puppeteers are focusing as well. 
 

In the first instance, suggest points around the room for the puppeteers to manipulate the puppet to look at. Try these, first 

of all, with the puppet turning and facing these points and then with the puppet facing a single direction and giving the 

puppeteers the challenge of directing the puppets focus without moving its feet. 
 

You may perhaps suggest that one puppeteer moves away from the puppet and attempts to maintain ‘eye contact’ whilst 
challenging the remaining puppeteers to maintain it. 
 
The puppeteers’ focus should be either on the puppet itself or on the same point that the puppet is looking at. 
 
Weight 
 

Finally we can look at weight. Weight refers to the way that weight is distributed throughout the body as it moves. Students 

should spend time manipulating the puppet to walk across the space. They should imagine that the puppet is standing on 

its own without support, thinking about how the puppet’s body would move to counteract imbalance. 
 

One task that may be useful to explore with the puppets they have created is for students to make the puppet stand on 
one leg. This is a great way to get them using all three key principles at the same time. 
 

Everyday Activities 
 
Students now have the tools to bring their puppets to life. Give students the challenge of recreating an everyday task with their 
puppet taking the central role. This could be making a cup of tea, getting ready for school or making a tennis serve. 
 

Instruct students to physically explore the tasks before manipulating the puppet to do so. This way they can watch each 
other carry out the task and pick up on the physical movements which give the audience clues as to what they are doing. 
 
Share these short snippets of action with one another. 
 
 

Character Puppets 
 
Finally, in their groups students should discuss the characters they created at the start of the workshop. As part of their 

discussion they should decide which character has the most potential to be brought to life by the puppet. Students can then 

begin to explore the idea of their puppet embodying the character they created at the beginning of the workshop. They can 

create individual scenarios relating to their character based on the information they decided at the beginning. 
 
These performances are ideal to show back and analyse using the three keystones of breathe, focus and weight to lead 
your analyses.  

 
 
 

Following this exploration of the world of puppetry, you may wish to build a scheme of work around: 
 

Puppetry  
Handspring Theatre Company  
Gyre and Gimble  
Kneehigh Theatre Company  
Musical Theatre 
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Making a Paper Puppet 

 
 

1. Tear off two lengths of paper from your 
roll. You want a rough edge, so tear 
rather than using scissors. 

 
 
2. Both pieces should be roughly 1.6 

metres so you are using just over 3 
metres of paper. 

 
 

 

 
3. Crumple the paper lengthways so that 

both lengths are a loose sausage. The 
intention of the crumpling is to make a 
rough-shaped line. 

 
 
 

 
 
 

4. Take on piece and find the middle (by 
folding it in half). You are going to divide 
this piece into two sections using the tape: 
arms and head. The tape for the neck goes 
quite near the top of the folded end 
(roughly 30cm). 

 
 
 

 
 

5. Your second piece of paper is going to be 
the body and legs. Lay both lengths side by 
side and tape the shoulders of your puppet 
on either side of your neck tape. Fold your 
body piece together and tape a waist 
roughly 60cm below the neck. 
 

 
6. You may wish to rotate the paper at its 

joints to help define the puppets 
movements. Just remember that a wrist 
will flex differently to a knee or elbow.  
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