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To Teachers
It’s a privilege to offer such a captivating program of world-class arts events designed to
thrill, excite and inspire the hearts and minds of your students. The impact of these
experiences is enhanced by quality support resources such as this one. This resource has
been designed to complement your class’s visit to see Propeller’s production of The Winter’s
Tale for the 2012 Perth Festival.
Most of the pack is aimed at senior school students of Drama, English and English
Literature, but some of the sections and suggestions for classroom activities may be of use
to those of you teaching middle school.
While there are some images, the pack has been deliberately kept simple from a graphic
point of view so that most pages can easily be photocopied for use in the classroom.
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Links to the Curriculum Framework
Arts Outcomes
Arts Ideas
Students generate art works that communicate ideas
Arts Skills and processes
Students use the skills, techniques, processes, conventions and technologies of the arts
Arts in Society
Students understand the role of the arts in society
Arts Responses
Students use their aesthetic understanding to respond to, reflect on and evaluate the arts
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Perth International Arts Festival
Jonathan Holloway, Artistic Director 2012–15
10 FEBRUARY–3 MARCH 2012
Founded in 1953 by The University of Western Australia, the Perth International Arts Festival
is the longest running international arts festival in Australia and Western Australia’s premier
cultural event. The Festival has developed a worldwide reputation for excellence in its
international program, the presentation of new works and the highest quality artistic
experiences for its audience. For 60 Festivals we have welcomed to Perth some of the
world’s greatest living artists and now connect with over 300,000 people each year.
Using only the freshest ingredients, the 2012 Perth Festival serves up a feast of culture for
arts lovers of all ages and persuasions, spilling across the unique venues and spaces of one
of the most beautiful cities in Australia.
On any given day from 10 February–3 March audiences can see expect to see up to 17
events, with more than 1000 Western Australian performers joining hundreds more from
around the world in more than 1100 performances. Of his inaugural Perth program, Holloway
said: “For many years I’ve admired the big Australian festivals which have inspired the world,
and the chance to direct one is fantastic. Many of the artists I’ve admired for years have said
‘yes’ to the invitation to perform in Perth. This has made me aware of the sheer joy of
directing a festival in one of the most beautiful places on Earth.”
The 2012 Festival kicks off with Lotterywest Festival Opening: Dawn:Dusk, the most stirring
and quintessentially West Australian opening ever. As light glimmers off the ocean at
Cottesloe Beach, Indigenous Elders and performers greet audiences and artists from around
the world with a Welcome to Country. Hundreds of local vocalists and musicians awaken the
dawn with a joyous celebration of the people, natural wonder and artistic life of WA.
The Festival brings magic, illusion and whimsy to the streets of Perth with the Australian
premiere of Lotterywest Festival Celebration: Place des Anges from Les Studios de Cirque
(France), a once-in-a-lifetime event that sees angels glide, float and careen through the air,
leaving a burst of feathers in their wake before landing on St Georges Terrace in a
breathtaking display that must be seen to be believed.
The 2012 theatre program traverses the spectrum from the intimate to the spectacular with a
diverse selection of performances from Australia and across the globe, pushing the
boundaries of theatre in all directions. From France, James Thiérrée’s La Compagnie du
Hanneton combines humour, incredible physical feats and spectacular visuals in Raoul, a
production of startling illusion that is operatic in scale; while in an Australian exclusive,
legendary director Peter Brook turns his hand to Mozart’s comedic and adventurous A Magic
Flute, in a grand culmination of his four decades at the helm of the famed Théâtre des
Bouffes du Nord (France). UK Company Propeller does Shakespeare with swagger and
surprise, guts and gusto, in two exemplary productions, Henry V and The Winter’s Tale; and
The National Theatre of Scotland returns to Perth with a knock-out production from the
explosive world of boxing, Beautiful Burnout. At the intimate end of the spectrum, the
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Festival presents the Australian exclusive premiere of Oráculos, from legendary Barcelona
company Teatro de los Sentidos, where one audience member at a time is led through a
labyrinth of sound, smell, taste, touch and feel, a journey of perception from childhood to the
present and onwards into the future, providing startling glimpses of possibility.
For children and families, Barking Gecko (Australia) bring to life Perth’s very own Academy
Award winning Shaun Tan’s acclaimed book The Red Tree, drawing kids and adults alike
into a vibrant world of bold imagery and live music. Atishoo (UK) uses amazing puppetry, live
performance, music and loads of paper, in the elusive search for the cure to the common
cold.
The dance program presents an Australian exclusive, as choreographer Lucinda Childs
(USA) revisits her rarely seen signature piece from 1979, when three creative titans, Childs,
composer Philip Glass, and visual artist Sol LeWitt, mixed movement, music and film in a
way that would change the world of dance forever. Brazil’s Grupo Corpo bring two strikingly
visual and spirited performances Onqotô and Parabelo, combining the grace and technique
of ballet with the raw vitality of swaying limbs, sexy swagger and pulsating rhythms.
Perth will rock throughout the Festival to an eclectic selection of sounds from some of the
most idiosyncratic performers from around the globe. Bon Iver enjoyed Perth so much on his
last visit he penned a song called ‘Perth’ which features on his latest, self-titled album. His
tender, beautiful and moving music at one of the country’s newest and most spectacular
outdoor concert venues will provide a perfect end to this year’s festival. Staff Benda Bilili’s
life-affirming music from the streets of Kinshasa combines Congolese rumba blended with
70s funk, Cuban son and mambo; Brooklyn musical maverick Jeremiah Lockwood’s eclectic
supergroup Sway Machinery (USA) create a sound you aren’t going to hear anywhere else;
and turntablist extraordinaire Cut Chemist brings his envelope-pushing live show to the
Festival Gardens for a cut ‘n’ scratch audio-visual blowout.
The 2012 Visual Arts program welcomes two celebrated Korean artists: Choi Jeong Hwa will
bring his exuberant and poignant vision to Perth with two temporary sculptures, one on the
Perth foreshore and one in the grounds of UWA, along with an immersive exhibition in
Gallery Central all commissioned especially for the Festival; while in his first solo exhibition
in Australia U-Ram Choe presents his extraordinary kinetic sculptures, charting a path
between art, science and cybernetics, inviting the audience to imagine the evolution of life
forms into the future through his commanding art.
The Perth Writers Festival is the hub of Festival discussion and discourse. Save the third
weekend in February (23–26 Feb) to join readers and writers in this much loved celebration
of the written word. The Writers precinct at the University of WA includes extended café
facilities, areas for picnicking, a Festival bookshop and exhibition spaces. Just a handful of
this year’s stars include: Chetan Bhagat (the biggest selling English language novelist in
India’s history and one of Time Magazine’s ‘100 Most Influential People in the World’), Kate
Grenville, Dave Graney, Tom Keneally, Barbara Trapido, Janette Turner Hospital, Frank
Moorhouse, Alice Pung, and Kim Scott. Check the Perth Festival website for more authors
and the full program of Perth Writers Festival events.
To get you in the festival mood, the Lotterywest Festival Films kick off from 28 November,
with a handpicked selection of the best of World and Australian cinema. Highlights include
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the Australian premiere of Beloved, a very French musical following Madeleine and Vera,
played by real-life mother and daughter Catherine Deneuve and Chiara Mastroianni, which
closed the 2011 Cannes Film Festival. In Retrospect: 60 Years of Festival Films will look
back over the 6 decades of the Festival and screen a stand-out Festival film from each
decade every night for a week, starting with a 1950’s gem.
4 World premieres: Elektra, Driving Into Walls, White Divers of Broome, How Like an
Angel
23 Australian premieres: Raoul, A Magic Flute, Oráculos, Lotterywest Festival
Celebration: Place des Anges, Home Sweet Home, Henry V and The Winter’s Tale,
Atishoo!, Dance, Onqotô and Parabelo, Ennio Morricone, Faustian Pact, Little Roy,
Sway Machinery, Staff Benda Bilili, The 14th Tale, Beloved, The Source, Late
Bloomers, Romantics Anonymous, Headhunters
1 commission: Choi Jeong Hwa
1 co-commission: Elektra
1 First Exhibition in Australia: U-Ram Choe
Fine Music events : 10
Dance events : 3 – From USA, Brazil & Australia
Theatre events : 10 – From Spain, UK, Germany, Scotland, France & Australia
Writers : Over 100 authors presenting at Perth Writers Festival events.
Visual Arts Exhibitions : 7
23 bands, over 22 nights at Festival Gardens
27 Lotterywest Festival Films screening at two open-air cinemas over 20 weeks
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Theatre Etiquette
We respectfully ask that you discuss theatre etiquette with your students prior to coming to
the performance. By following standard theatre etiquette you will ensure you and your guests
have an enjoyable experience at the theatre.
Coming and Going
Make sure you arrive with enough time, 20 minutes prior to the show beginning is always a
good idea. Be aware that for many shows if you arrive late you will not be admitted until a
scene change or not admitted at all.
Lock Out
Please do not leave your seat and plan to re-enter the auditorium during the performance,
you may not be allowed back in!
Mobile Phones and Electronic Devices
Please ensure these are turned off. If they do ring or beep in a performance it can be very
embarrassing for you and distracting to cast and audience members. Please be aware that it
is inappropriate to text message during any live performance.
Noises
Lolly wrappers and packets make a lot of noise. If you absolutely have to have lollies when
attending a show, ensure that they are out of the packet and unwrapped.
Talking
Please show consideration for everyone else in the auditorium and do not talk during the
performance. Save something to chat about during the intermission and after the show.
Photographs and Videos
Taking photographs and video during a performance is not permitted. Please be advised that
it is also not permissible to take photographs of the set without the permission of the
producer.
Running Late for a Matinee Performance?
Late comers may only be admitted at the discretion of venue management.
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About the Venue
His Majesty’s Theatre
Since opening on Christmas Eve in 1904, His Majesty's Theatre has become one of Western
Australia's most-loved heritage icons.
A stunning example of Edwardian era architecture, the building is the design masterpiece of
architect William Wolfe and contractor Gustav Liebe, who constructed the theatre for Perth
businessman and one-time Lord Mayor of Perth, Thomas G Molloy.
Built during the Gold Rush boom of the early 20th Century at a cost of 42,000 pounds, His
Majesty's Theatre and its adjoining hotel took around two years to complete.
Borrowing architectural elements from the 19th Century theatres of England and Europe, this
magnificent creation was described in the theatre's opening night programme as "among the
finest of its kind in the Commonwealth".
One of the theatre's most impressive features at the time was the dome roof, which was
designed to improve ventilation in the auditorium. The dome slid open sideways so that on a
typically warm summer evening, the audience could benefit from the cooling effects of the
open roof.
His Majesty's Theatre was named after the reigning British monarch of 1904, King Edward
VII. It is believed to be the only remaining working Edwardian theatre in Australia, and is one
of only two remaining His Majesty's Theatre's in the world.
Refurbishment of His Majesty's Theatre 1978-1980
From 1904 to the late 1970's, His Majesty's
Theatre in Perth was privately owned by a
succession of entrepreneurs.
When the Western Australian government
purchased the building in 1977, the Theatre
was in much need of major structural
improvements. It took two years and over $11
million to refurbish and restore the building to
the modern, yet aesthetically traditional facility
it is today.
During the refurbishment, the magnificent
marble staircase was carefully relocated from
the stalls entrance to the western end of the
stalls foyer, and the dome roof, which once opened to improve ventilation within the
auditorium, was permanently sealed.
The hotel that once shared the site was physically separated from the Theatre during the
refurbishment and now provides backstage facilities for touring companies, and most
importantly, is the administrative and rehearsal home to both the West Australian Opera and
West Australian Ballet.

8

About Propeller
Propeller is an all-male Shakespeare company which seeks to find a more engaging way of
expressing Shakespeare and to more completely explore the relationship between text and
performance. Mixing a rigorous approach to the text with a modern physical aesthetic, they
have been influenced by mask work, animation and classic and modern film and music from
all ages. Productions are directed by Edward Hall and designed by Michael Pavelka.
Lighting is designed by Ben Ormerod. Propeller has toured internationally to Australia,
China, Spain, Mexico, The Philippines, Sri Lanka, Bangladesh, Malaysia, Cyprus, Ireland,
Tokyo, Gdansk, Germany, Italy, Malta, Hong Kong and the U.S.A.

Edward Hall, Artistic Director
As our times have changed, so our responses to
Shakespeare’s work have changed too and I believe we have
become an ensemble in the true sense of the word: We break and
reform our relationships using the spirit of the particular play we
are working on.
We have grown together, eaten together, argued and loved
together. We have toured all over the world from Huddersfield to
Bangladesh. We have played in National theatres, ancient
amphitheatres, farmyards and globe theatres. We have been
applauded, shot at and challenged by different audiences
wherever we have gone.
We want to rediscover Shakespeare simply by doing the plays as we believe they should be
done: with great clarity, speed and full of as much imagination in the staging as possible. We
don’t want to make the plays ‘accessible’, as this implies that they need ‘dumbing down’ in
order to be understood, which they don’t. We want to continue to take our work to as many
different kinds of audiences as possible and so to grow as artists and people. We are hungry
for more opportunity to explore the richness of Shakespeare’s plays and if we keep doing
this with rigour and invention, then I believe the company, and I hope our audiences too, will
continue to grow.
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Cast and Creatives
Directed by EDWARD HALL
Text adaptation by EDWARD HALL & ROGER WARREN
Designed by MICHAEL PAVELKA
Lighting by BEN ORMEROD
Music by PROPELLER
Sound by DAVID GREGORY
Cast
Ben Allen
Nicholas
Tony Bell
Dugald Bruce-Lockart
Gunnar Cauthery
Karl Davies
Richard Dempsey
John Dougall
Robert Hands
Finn Hanlon
Vince Leigh
Chris Myles
Gary Shelford
Dominic Thorburn

Mamillius / Time / Perdita
Asbury Polixenes
Autolycus / Officer / Lord of Sicilia
Antigonus
Emilia / Mopsa
Young Shepherd
Hermione / Dorcas
Dion / Old Shepherd
Leontes
Florizel / Mariner
Paulina
Camillo
1st Lady / Hermione’s Attendant
1st Lord of Sicilia / Cleomenes
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The Winter’s Tale Synopsis
Leontes, the King of Sicilia, asks his dearest friend from childhood, Polixenes, the King of
Bohemia, to extend his visit. Polixenes has not been home to his wife and young son for
more than nine months but Leontes’ wife, Hermione, who is heavily pregnant, finally
convinces her husband's friend to stay a bit longer. As they talk apart, Leontes thinks that he
observes Hermione’s behaviour becoming too intimate with his friend, for as soon as they
leave his sight he is imagining them "leaning cheek to cheek, meeting noses, kissing with
inside lip." He orders one of his courtiers, Camillo, to stand as cupbearer to Polixenes and
poison him as soon as he can. Camillo cannot believe that Hermione is unfaithful and
informs Polixenes of the plot. He escapes with Polixenes to Bohemia.
Leontes, discovering that they have fled, now believes that Camillo knew of the imagined
affair and was plotting against him with Polixenes. He accuses Hermione of adultery, takes
Mamillius, their son, from her and throws her in jail. He sends Cleomines and Dion to
Apollo’s Oracle at Delphi, for an answer to his charges. While Hermione is in jail her
daughter is born, and Paulina, her friend, takes the baby girl to Leontes in the hope that the
sight of his infant daughter will soften his heart. By this time Leontes has decided that
Polixenes, Hermione and Camillo were all conspiring to murder him. He orders Antigonus,
Paulina’s husband to throw the baby into the fire, but Antigonus will not. Leontes relents but
commands that the baby be abandoned in a desolate place.
Leontes puts Hermione on trial, and the Oracle at Delphi confirms that she is chaste, the
child is not a bastard, Camillo is honest and Leontes is a tyrant. The oracle also says that
“The king shall live without an heir if that which is lost be not found”. Leontes refuses the
truth and immediately the news arrives that Mamillius, pining for his mother, has died.
Hermione faints, Leontes realizes his terrible errors, and Paulina enters with the horrible
news that Hermione, too, has died.
Antigonus arrives on the sea coast of Bohemia having dreamt that Hermione is dead and
has been found guilty. He leaves the baby, named Perdita, to her fate. He is killed by a bear
and the baby is found by an Old Shepherd and his son, who decide to raise her as their own.
With the help of Time, we skip forward 16 years. Perdita is now a young lady, in love with the
young man Doricles. He is actually Florizel, son of Bohemia's King Polixenes. Perdita is the
queen of the local sheep-shearing festival and entertains everyone with her winning
personality, good looks and natural charm. We meet a whole new cast of characters,
including the rogue, vagabond and pickpocket Autolycus. Polixenes and Camillo are looking
for Florizel. They finally catch up with him at the festival and observe his love of Perdita.
Florizel asks the Old Shepherd to bless his betrothal to Perdita. Polixenes, whose
permission has not been asked, removes his disguise and declares that the marriage will not
happen and that the Old Shepherd will be executed for allowing a prince to court his
daughter. In addition, Perdita will be "scratched with briers" and Florizel disinherited if he
ever sees her again.
We return to Sicilia, where Leontes is still mourning the death of his family. Paulina gets him
to agree never to marry again unless she gives the go ahead. Florizel and Perdita show up
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pretending to be on a diplomatic mission from Bohemia and both charm Leontes. Leontes
vows to help the young couple and they go off, to reunite with Polixenes and Camillo, after
all these years. We then hear from three lords that the lovely young shepherdess is actually
the long-lost heir of Sicilia, and that Paulina has revealed an amazing statue of the longdead Hermione, They all go to see this wonder and Paulina reveals the living Hermione. Her
reward is to be given Camillo as a husband.
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William Shakespeare
The person we call William Shakespeare wrote some 37 plays, as well as sonnets and fulllength poems; but very little is actually known about him. That there was someone called
William Shakespeare is certain, and what we know about his life comes from registrar
records, court records, wills, marriage certificates and his tombstone. There are also
contemporary anecdotes and criticisms made by his rivals which speak of the famous
playwright and suggest that he was indeed a playwright, poet and an actor.
The earliest record we have of his life is of his baptism,
which took place on Wednesday 26 April 1564.
Traditionally it is supposed that he was, as was common
practice, baptised three days after his birth, making his
birthday the 23 April 1564 – St George’s Day. There is,
however, no proof of this at all.
William's father was a John Shakespeare, a local
businessman who was involved in tanning and
leatherwork. John also dealt in grain and sometimes was
described as a glover by trade. John was also a
prominent man in Stratford. By 1560, he was one of the
fourteen burgesses who made up the town council.
William's mother was Mary Arden who married John Shakespeare in 1557. They had eight
children, of whom William was the third. It is assumed that William grew up with them in
Stratford, one hundred miles from London.
Very little is known about Shakespeare’s education. We know that the King’s New Grammar
School taught boys basic reading and writing. We assume William attended this school since
it existed to educate the sons of Stratford but we have no definite proof. There is also no
evidence to suggest that William attended university.
On 28 November 1582 an eighteen-year-old William married the twenty-six-year-old Anne
Hathaway. Seven months later, they had their first daughter, Susanna. Anne never left
Stratford, living there her entire life. Baptism records reveal that twins Hamnet and Judith
were born in February 1592. Hamnet, the only son died in 1596, just eleven years old.
At some point, Shakespeare joined the Burbage company in London as an actor, and was
their principal writer. He wrote for them at the Theatre in Shoreditch where Richard III may
first have been performed, and by 1594 he was a sharer, or shareholder in the company. It
was through being a sharer in the profits of the company that William made his money and in
1597 he was able to purchase a large house in Stratford. The company moved to the newlybuilt Globe Theatre in 1599. In 1613, the Globe Theatre caught fire during a performance of
Henry VIII, one of Shakespeare’s last plays, written with John Fletcher, and William retired to
Stratford where he died on 23 April 1616.
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An Interview with Artistic Director Edward Hall
How did Propeller start?
Edward Hall: I always call Propeller the accidental theatre company. It started simply
because of a desire of mine to explore Shakespeare in a slightly different way to the one I
felt I was expected to.
I directed a production of Othello about 15 years ago at the Watermill [Theatre, Newbury],
produced by Jill Fraser, who was then the Artistic Director. When I reflected on the work it
felt slightly like I’d tried to deliver somehow what was ‘expected’ of me.
I felt constricted by the indoor theatre, unable to properly explore and release the energy of
the writing. So I thought I would try it again, but this time be a little bit more extreme. I would
use an all-male cast because that was the traditional way of approaching the play. I’d ask
the actors to make the music and do the scene changes and give as much of the ‘creation’
of the production to the performers as I possibly could.
So everything we did was essentially in the actors’ hands. If you like, I was taking away a
few of the modern gifts of the theatre and stripping things back a bit. I was hoping to be more
imaginative in a metaphorical sense, and therefore hoping to engage the audience’s
imagination in sometimes surprising ways.
I wanted to turn our productions into an event, so we played music in the interval as well. We
tried to make the performance experience begin for the audience as soon as they walked
into the theatre.
It was a big success, and I did it with a fairly random group of actors who I chose because I
thought they would be good [for that show].
And because it was a success, we decided to do it again on another play, and then that was
a success so we did it a third time, by which point I said to Jill Fraser “We should have a
name, shouldn’t we?”. So we came up with the name ‘Propeller’, which one of the actors
coined in a coffee break. I said “It has to be something that has a good feel – it’s about feel.
It’s not about meaning, it’s just about feel.” And the word felt right to all of us.
I can picture exactly the moment it happened – it was Johnny McGuinness who said it over a
cup of coffee and I could tell you, if we were back in that little room, where we were sitting
when he said it. And we felt ‘That’s it. That’s the word. That’s the word that describes what
we’re trying to do’. So ‘Propeller’ stuck. It became the word that we used to describe what
we were doing.
After that, it seemed to me important that the actors, because of the way they were working
and making the performances, owned a little bit more of the company than they might
normally do in any other job.
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It felt like something special. I wanted to keep it special and I wanted to keep it an actors’
company. I suppose partly, subconsciously, in the tradition of Shakespeare’s actors’
companies. They didn’t even have directors in those days. Directors are a modern
affectation. So I said to the actors, if you’re in an original production with Propeller then
you’ll get an offer on the next production.
I gave myself a slight headache in casting, because I’d have a group of people I’d have to go
to first. But it also meant that, if they did well, and we had a success and we created another
opportunity, it wasn’t something I was taking away from them. They, theoretically, would
benefit from that, having the offer of another job, and more doors opening et cetera.
That’s how it’s worked. It hasn’t really changed much over fifteen years. We’ve got bigger, in
terms of infrastructure, and now we’re sending sets all over the world, but the basic core
idea of what we do and how we do it has remained the same.
And over fifteen years, fewer than 50 actors have worked with the company. Although that
may sound like quite a high number, it’s not when you think that there are fourteen actors in
each show, and that we produce two shows each year to eighteen months. It’s just evolved
over the years with the various things we’ve done.

Did you always want an all-male cast doing Shakespeare?
EH: I often get asked ‘Why do you do all-male Shakespeare’. It’s simply because that’s how
they used to be produced. People have rightly pointed out that the experience for the
audience of the actors would be completely different now to then and of course, it would be,
but there are still sometimes some interesting moments created by the single gender
casting. When Viola [in Twelfth Night] says “I am not what I am” and it’s a man playing a girl
disguised as a boy, you are made suddenly aware of the sexual confusion that is at the heart
of the play.
When an actor plays Hamlet or an actress Ophelia, the actress playing Ophelia is no more
like Ophelia than the [male] actor would be playing Hamlet. With cross gender casting you
just become more aware of the action of acting because there’s a gender jump.

How do you go about cross-casting the two groups of actors in Propeller
shows?
EH: Cross-casting Propeller shows is always quite complicated, because one has one group
of actors and two plays and you’re trying to do two things.
[Firstly,] you’re trying to make a community that is credible within the play. All the actors
relative to each other will make the story work. You won’t cast someone six foot three as
Hermia, because Hermia is short, so you have to get the relativity of everyone correct in a
group.
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Secondly, you also have to give the actors different experiences in the two plays they’re
doing. That’s one of the reasons I think the work stays fresh when we go on a ten month
tour, because people play very different parts in the two plays.
Because of the semi permanent nature of the company, casting is often as creative as the
performances themselves. Would you ever cast the man who played Richard III [Richard
Clothier] as Titania? No. But it works incredibly well because of the relative dynamics in the
group and it’s perfectly possible because the actor concerned made that transforming jump
between those two parts. That becomes a very interesting part sometimes of watching the
actors perform two plays.

Is there a way in which you pick the two plays that you do? Do they
deliberately contrast or match?
EH: The decision-making process for picking both plays is always different actually.
I will usually pick the plays individually and then I will look at how they relate to each other
and decide if that will work. I imagine somebody coming in to see the matinee and the
evening - what will that experience be?
Invariably it’s not the sameness that is interesting or the similarities, it’s the difference that is
always so startling and surprising within Shakespeare’s work.
We did Comedy of Errors and Richard III, and you wouldn’t imagine the same person had
written both those two plays. For me that particular pairing was about diametrically opposed
styles of writing - one a comedy, one a tragedy. The great tragedy having a lot of comedy in
it, and the great comedy actually having a very soulful, tragic tone running underneath it;
albeit we buried it rather deeply at times with some of our antics, but nonetheless it is there.
Henry V is a very direct piece of writing, it was written in 1599 at the end of a decade when
England was full of patriotism and xenophobia; the country was feeling very good about
itself. We’d kicked the Spanish back home in 1588 in the Armada and we were all feeling…
sort of the equivalent of winning the World Cup fifty times every year. People felt really good
about being English, and Shakespeare wrote this huge patriotic play about one of the great
heroes of English history. It’s a very direct, very bold piece of writing; very uncomplicated in
many respects.
The Winter’s Tale, which was written some years later is very different. It’s written for an
indoor theatre for a start and therefore has a very different style being designed as it was, to
be played in a quieter more intimate space in front of a wealthier audience. The language
creates the psychology of the characters in a more delicate way and the play also uses
special effects. I always wonder what really happened on stage at the moment I read the
famous famous stage direction ‘Exeunt pursued by a bear’?
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Specifically on Henry V and this idea of Englishness, was there a sense of
modern day Englishness you want to appeal to in this play?
I like Henry V because it’s about nationalism, about coming together as a community. It’s
about coming together as a group of people in adversity and overcoming against enormous
odds – and it’s war that brings us together. This remains true today but it is always a hard
thing to rationalize. That is the great contradiction of the play. In some senses one of the
great strengths of our country is its cultural diversity and the play celebrates this.
Shakespeare examines several very interesting topics in Henry V, the nature of war, how
war starts and the stresses of leadership. Not only Henry in the case of Henry V, but also in
the French King who is portrayed as a man who remembers the past, and remembers the
wars of the past and is very reticent to get involved in this war. It’s his son the Dauphin who
is a young hot-head, who keeps sending tennis balls and jibes to Henry and wants a fight.
But the man who actually has his finger on the button takes the responsibility completely
differently.
What starts as a very passionate, very jingoistic story about a battle where we know the
outcome, evolves into something much deeper. It’s intensely moving when you hear how
many of the French are dead.
Henry himself is cast as a man full of doubt, full of fear, full of conflict, who doesn’t know how
to relate to God, but who is supposedly carrying out God’s will. He’s a confused jihadist if
you like, who doesn’t quite know how to execute his responsibility whilst keeping a moral
centre. I wonder how our contemporary leaders take the responsibility of blood on their
hands?

The opening scene has obvious contemporary resonances, was this on your
mind when you were directing it?
EH: The politics of Henry V are very interesting. Henry’s concerned at the beginning about
whether he has a right, or indeed an obligation, to take France, and he asks the Archbishop
of Canterbury as his chief spiritual voice to advise him.
Canterbury launches into a huge explanation about something called the Salic Law, and
blinds Henry with as much science as he possibly can, in order to get him to say “Yes, we
will go to war”; and to accept, effectively, a bribe from the Church which will prevent Henry
from taxing the Church in order to pay for the campaign. In effect, they are arguing about the
need for a war and who is going to pay for it. Sound familiar..?

And you’ve had the Army in, training you?
EH: Yes. I thought with Henry V we ought to get a little bit of experience of what it might be
like to train. So we engaged the services of the British Army who’ve been training us three
times a week, taking us up to Clapham Common and doing fitness training, doing team
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building exercises, teaching us how to run forward under fire, crawl, rescuing injured people
from the field.
It’s been really good just to get a sense of how focused you have to be when you’re in that
situation. Sometimes we had two or three of them screaming at us in one go and they’ve
been great. It’s been a good, visceral, unintellectual way of bonding.

The Winter’s Tale is not a play you often see performed; do you think there is a
reason for that or is there a reason that you wanted to re-visit your production
of it?
EH: At the moment, The Winter’s Tale is not one of the most popular of Shakespeare’s
plays. I think it’s fashion rather than anything else.
If you look back over the last hundred years, you can see that in the Nineteenth Century, the
history plays were performed very rarely. Once we got to the First and Second World Wars,
they became very popular again.
I came to the play circuitously through Othello which is partly about jealously but it’s quite
confused and doesn’t find its centre until Act Four.
What fascinated me about The Winter’s Tale is that it deals with pure, unadulterated,
unmotivated jealousy, that could strike anybody, out of the blue; and jealousy in itself should
be something completely inexplicable, by its very definition.
You have a handful of lines before Leontes says ‘too hot, too hot’ and no sub current of
anxiety. In the very opening of the play you see two great friends, two Kings. One is trying to
persuade the other to stay a little longer. His wife is pregnant, and it feels very relaxed and
domestic and easy; and suddenly one of them turns around and says “my heart ‘s dancing a
bit, I just saw the way he took my wife’s hand and I’m jealous”.
It’s an exploration of what can happen to somebody when they fall foul of inexplicable
jealously and when that person happens to be in a very powerful position. Because Leontes
is in such a powerful position, his jealously destroys an entire country. Not just him and his
family, but it destroys everybody and everything around him. I found the purity of that
fascinating; very uncomplicated, one idea that then gave birth to this extraordinarily powerful
first half of a fairy-tale.
The title The Winter’s Tale I always think is the Elizabethan way of saying, ‘this is the
ultimate fire-side story’. People used to call a story that they would tell each other in the
depths of Winter ‘a winter’s tale’: “Let’s have a winter’s tale’, ‘shall we sit down and have a
Winter’s tale’? And I think The Winter’s Tale is the ultimate version of this.
Then in the middle you switch beautifully to another country called Bohemia which was
famous for magic, and for fairy stories. It doesn’t have a sea coast in real life - it’s landlocked
- but Shakespeare gave it a sea coast.
Shakespeare switches the action and starts a whole separate story completely. It’s a bravura
piece of writing; any script editor would not let you do that now, they’d say “No, no this isn’t
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quite right, you can’t suddenly move sixteen years on to another country, with a whole set of
new characters.
There’s a mixture of great tragedy comedies, The play then finishes with one of the most
extraordinary endings in drama which leaves you with a lasting memory.

How are you planning to stage it? Where are you setting it?
EH: I’m setting the first half of The Winter’s Tale in Sicilia in an idea of a modern Italy, so
very beautiful clothes, very elegant. Most of it happens at night actually, apart from the trial.
It will be contemporary in feel, but lots of candle light. It won’t be mobile phones and
electricity, it’ll be candle light and people playing pianos to each other in the evening. We’ll
be in modern day to do that, and candlelight and romance and loveliness, and when we go
to Bohemia, the centre of Bohemia is a pastoral scene.
When I say pastoral, I mean it’s the annual sheep-shearing country fair of a community of
people who celebrate the harvest, and we’ve imagined that this is a little community that you
would discover somewhere in the West Country if you walked through the right hedge at the
right moment. Rather like walking through that wall on that platform to discover the train to
Hogwarts, they’ll go through that little gate and there they’ll be. Like a very naive, guileless,
mini-Glastonbury, this group of people coming together, camping and making their own little
enclave for a few days while they celebrate their year’s end; and play music and eat and
drink, and just detach themselves from the world for a little bit. All those festivals have that
feel, but there’s a wonderful innocence to it which is very important, and that’s where we’ll be
taking Bohemia.
Into that walks a character called Autolycus who is like the snake in the Garden of Eden. He
just exploits everyone, like a sort of dreadful, slightly weathered, ageing lothario pop star
who only wants to steal and exploit people’s stupidity. It’s not enough for him just to steal
something from you, he wants to do it so you almost help it to happen, just to illustrate what
a stupid idiot you are, and also to make himself feel good when underneath it he knows he’s
a coward and a liar.
Then at the end of the play the two worlds collide, back in Sicilia which in the interim has
become I think a cold, desolate place, snowbound; and you finish in a magical gallery full of
stars with a statue.

Is touring your plays a key part of Propeller? Why do you tour so much?
EH: Touring has always been a thing that we love doing - it’s been how the company began.
We used to put our sets into flight cases and push them through airport terminals as excess
baggage, the sets were that small and that light.
The experience of putting these plays and any play in front of a different audience every
week is extraordinarily invigorating. Sometimes not because of the difference in the
reactions, but because you find you get the same laugh in Jakarta that you got in Swindon,
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and you wonder how that could be possible. You become aware of something we all share,
regardless of where and who we are.
It’s fascinating to do that - to take the work we’re doing to as many different corners of the
world as possible in front of as many different groups of people. It keeps informing what we
do. It keeps us fresh, if you like.
It’s always been at the centre of the activity and I think will always be at the centre of
Propeller.
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Write a review of the performance
Use the following guideline to help structure your review. Each point represents a paragraph.
Write an Introduction. Include the name of the work you are reviewing, background on
company, the name of the playwright or theatre company, the name of the theatre or venue
where the performance was held and the date of the performance.
Summarise the plot or series of events in the performance. You should keep this brief.
There is no need to retell the whole plot or describe the entire performance. It should be
more of a ‘snapshot’ of the production. In this section of your review also see if you can
identify the style of the performance and the use of any techniques like narration, acrobatics,
mime, mask, slapstick comedy, transformation etc.
Identify any themes and issues. Consider the following questions:
What was the message of play? Was there a common concern for the characters? Did the
play pose any problem or dilemma that needed to be solved?
Evaluate one or two performers. Answer the following questions to evaluate the
performer/s you have seen:
How well did the performer/s use movement and body language? Did they show energy,
control, and precision? Were the movements suitable for the role/characters?
How well did the performer/s use voice? Could they be heard and understood?
Did they use emphasis, accent, inflection, volume, pace etc. effectively?
How convincing or believable was the performer/s as their role/character?
Evaluate the Elements of Production. This will include a discussion of set, sound, lighting,
costume and overall direction. Consider the following questions:
Did the elements of production look unified?
What sort of mood was established? Did the mood change? Was this done effectively?
Were the costumes appropriate for the characters? Why?
How did sound enhance the performance?
How did lighting enhance the performance?
Sum up the overall success of the performance. In your final paragraph draw a
conclusion about the overall success of the play. What sort of audience impact did it make?
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Schools Review Competition
FOR STUDENTS IN YEARS 10–12
Young critics seeking a wider audience for their personal observations are invited to put
fingers to keyboard this Feb/March for the Perth International Arts Festival Schools Review
Competition.
Attend a Festival show and then let us know what you think and why. Was it surprising? Did
it change the way you think about something? Did it pull at heart strings you didn’t even
know were there? Or was it a complete and utter flop?
After attending any one of the shows in this years Festival, write a review of no more than
400 words, based on your experience. Give us your opinion, tell us about the show from
your perspective and include an analysis of the performance – why is it you think or feel the
way you do about the show? What did the cast, crew and directors do to make you respond
in the way you did? You can use your understanding of dramatic techniques, conventions,
technologies and elements as your guide. Above all, treat your reader with respect –
entertain them, offer them new and novel ideas and write fluently
ENTER NOW!
To enter, get your teacher to email your review with your name, year level and school to
schools@perthfestival.com.au. Your review will be posted on the Student Reviews webpage
of our website.
WHAT CAN YOU WIN
A panel of Perth International Arts Festival judges will select the best review and the winning
critic will receive $500 voucher for Perth International Arts Festival 2013

Journal or Class Discussion Questions
Which character do you find yourself sympathising with? Why?
Which scene stood out to you as most powerful and why? What was it that affected you?
What are the themes that are explored in the work? Discuss examples which demonstrate
and explore the themes?
Why might these themes and this story be relevant to a younger audience?
After the Performance – discuss the style and form.
In what way is this show relevant to the world and your own personal experiences?
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Cue Script Activities
When Shakespeare wrote The Winter’s Tale in 1611, the actors would not have been given
the whole script. Instead, they would have been given their part (or ‘role’, literally a ‘roll’ on
which their part was written). Printing or copying the whole play for each actor would have
been far too expensive and time-consuming, and a playwright would not have wanted a
disloyal actor to be able to give the whole play to a rival company. As well as their lines, the
actors would have been given their cues – just three or four words from the person who
spoke just before them. Thus they would have their cues to enter, to speak and to exit. They
would not be told how long the gap was between one of their speeches and the next. They
simply had to listen for their cue and be ready to speak, trusting, of course that their fellow
actors had learned their lines properly – if their cue wasn’t given then they wouldn’t speak!
Rehearsals were short – at busy times they would only have three or four mornings to
rehearse a new play – so learning the script accurately and very quickly was crucial to the
actor’s craft.

The following pages are cue scripts (neatly word processed!) for a scene from The Winter’s
Tale. You will need to cast Leontes, Hermione, Paulina, Officer, Servant and photocopy as
many Lords’ scripts as you need (you’ll need at least two).
Once you have tried to run the scene, come back to these notes.
What happened in your scene when Hermione fainted? How did the other characters react?
What clues are there in the script that tell you how to speak your lines? How much does
listening become important?
To whom are you speaking on each line? How do you know? Why do you think
Shakespeare is helping you?
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Cue Script – Leontes
Break up the seals, and read.
(Cue) …Praised!
Hast thou read truth?
…here set down.
There is no truth at all i’th’ oracle.
The sessions shall proceed. This is mere falsehood.
…the King, the King!
What is the business?
…Queen’s speed, is gone.
How, ‘gone’?
…Is dead.
Apollo’s angry, and the heavens
themselves
Do strike at my injustice. How now there?

Leontes is expecting a different
verdict in this scene. How has he
changed from the beginning to
the end? How are you behaving
to let the audience know that you
have changed? At which points
in the scene does the situation
change for you?
Make sure that you are always
speaking to someone (even if it
is the god Apollo). Sometimes
the person you are speaking to
might have to change in the
middle of a line.

…death is doing.
Take her hence.
Her heart is but o’ercharged, she will recover.
I have too much believed mine own suspicion.
Beseech you, tenderly apply to her
Some remedies for life. Apollo, pardon
My profaneness ’gainst thine oracle.
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Cue script – Officer
….(Cue) the seals, and read.
Hermione is chaste, Polixenes blameless,
Camillo a true subject, Leontes a jealous tyrant, his
innocent babe truly begotten, and the King shall live
without an heir if that which is lost be not found.
…Hast thou read truth?
Ay, my lord, even so as it is here set down.

You are holding the verdict from
the oracle and it is your duty to
deliver it. A great deal depends
on what you say. How is the
officer feeling as he breaks the
seals? Is the occasion formal or
relaxed, and how does that affect
the way you give your lines.

After you have spoken the scene
continues. What is the officer
doing? What does he hear and
see, and how does it affect him?
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Cue Script – Hermione
…(Cue) be the great Apollo!
Praised!
…Is dead.
[Faints]

Hermione has been let out of her
cell for this occasion. She has now
been accused publicly of adultery
and high treason. She, of course, is
innocent. How does she feel
mentally and physically? What are
her biggest fears? How does she
feel when she hears the verdict of
the oracle? Why does she faint?
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Cue Script – Servant
…(Cue) This is mere falsehood.
[Enter]
My lord the King, the King!
What is the business?
O sir, I shall be hated to report it.
The prince your son, with mere conceit and fear
Of the Queen’s speed, is gone.
How, ‘gone’?
Is dead.

How does the news the servant has to tell affect
his/her entry onto the stage?
Why does the servant say ‘the King’ twice?
Why doesn’t the servant say ‘dead’ the first time?
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Cue Script – Paulina
…(Cue) How now there?
This news is mortal to the Queen. Look down
And see what death is doing.
…remedies for life.
[Exit]

Paulina spends the first half of this extract sayingnothing. What is
she doing? How is she feeling? Howdo those feelings change
throughout the scene?
What is her attitude towards Leontes?
What is she doing as she exits?
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Cue Script – Lords
…(Cue) be not found.
Now blessèd be the great Apollo!
…remedies for life.
[Exit]

You have been called to witness the verdict of the oracle. Have
any of you brought Hermione here from her cell?
For whom do you feel the most sympathy?
What is your reaction to the servant’s news?
What must you be doing when you exit?
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The Winter’s Tale – Source of the Story
The main source of The Winter's Tale is from Robert Greene's popular romance Pandosto:
The Triumph of Time, published in 1588. Shakespeare changed all the characters' names
and created two new ones, the Clown/Young Shepherd and Autolycus. He also swaps Sicilai
for Bohemia.
Pandosto, King of Bohemia, becomes Leontes, King of
Sicilia.
Bellaria,Queen of Bohemia, becomes Hermione, Queen of
Sicilia.
Egistus, King of Sicilia corresponds to Polixenes, King of
Bohemia.
Garrinter corresponds to Mamillius.
Fawnia is Perdita.
Dorastus becomes Florizel, Polixenes’ son.Franion turns
into Camillo.
Porrus, an old shepherd, corresponds to Shakespeare’s Old
Shepherd
The stories that Shakespeare uses in all 37 odd of
his plays are almost entirely drawn from stories
that already existed. He and his contemporaries
were constantly ‘stealing’ and retelling stories to
produce new works. The economic pressure on
companies to churn out new works would have
been immense; it wouldn’t even have been
financially viable to run a play like The Winter’s
Tale for two weeks at a London playhouse. In
order to keep the audiences (who, of course had
no television or cinema) coming in, theatres had to
promise a stream of new plays to be heard. Over a
two-month period a company might rotate a dozen
plays, playing the most popular one only ten times.
Compare that with many West End theatres in
London today who have been showing the same
production for years.

Robert Greene
1558–1592 one of the
most popular English
prose writers of the later
16th century and
Shakespeare's most
successful predecessor
in blank-verse romantic
comedy. Greene gives
us our first printed
reference to
Shakespeare, and
clearly hadn’t taken to
the new kid on the
block. Shakespeare is
described
as “an upstart Crow,
beautified with our
feathers, that with his
Tygers heart wrapt in a
Players hide, supposes
he is as well able to
bumbast out a blanke
verse as the best of
you.”

The plots of the plays are remarkably similar but in Greene’s version Bellaria (Hermione)
does actually die after her trial and Pandosto commits suicide at the end of the story. Greene
has Bellaria ask that the oracle be consulted but in The Winter’s Tale this is Leontes' idea.
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Doubling Decisions
When Shakespeare was writing plays he was always writing with a specific company of
about sixteen actors in mind. So, when he wrote a story like The Winter’s Tale, with more
than twenty named characters and directions for further lords, servants, and shepherds, he
would have been expecting some of the actors to be playing more than one part.
In the eighteenth and nineteenth century there was a fashion for large casts, so it was likely
that each actor would play one part, and there would be a number of non-speaking actors,
paid to be servants or lords to make up the picture of a scene.
Today, fashion and economic restraints means that it is common to play Shakespeare with
fewer actors than characters (Propeller’s production has only twelve actors), so actors will
often find themselves ‘doubling’. Every production can make different choices about which
characters are played by the same actor - with interesting results, forcing the audience
to draw comparisons between the two characters.
In Propeller’s production the following parts are doubled:
Mamillius (Leontes’ son)
Hermione
Emila

and
and
and

Perdita (Leontes’ daughter)
Dorcas (shepherdess)
Mopsa

the production. Or consider the effect of the pairings below:

In 1969, Judi Dench famously played both Hermione and Perdita for the RSC.
In Théâtre de Complicité’s 1992 production, Leontes and the Clown/Young
Shepherd were both played by Simon McBurney, and Katherine Hunter played
Paulina, Mamillius and the Old Shepherd!
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Links and Further resources
Edward Hall talks about Propeller and The Winter's Tale
http://www.youtube.com/watch?v=s4we6jhAHAM
Jonathan Holloway talks about Propeller's Henry V and The Winter's Tale
http://www.youtube.com/watch?v=5S2FUHLPvJQ&feature=related
Ed Hall on How Propeller Creates Music
http://www.youtube.com/watch?v=Yd2hztE8JS0&feature=related
JUST FOR FUN!
Propeller perform a Eurythmics medley at King's Theatre
Edinburghhttp://www.youtube.com/watch?v=f_OGuwR1uwE&feature=related
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