











(The song finishes on the tape. The sound of rain and thunder is very loud
now, and getting louder — the storm is approaching its height. David and
Louise look either way along the empty street, then at each other, then they
close their umbrella and let the rain soak them. They step off the box and walk
around the street in circles, whooping and enjoying the heaviness of the rain.
Suddenly they stop still and grin at each other. They approach each other and
kiss... There is a blinding flash... and they are struck by lightning. They stand
apart and look at each other in mute astonishment. Then, without a word, they
kiss each other again. There is another blinding flash and they are struck by
lightning again. They stand apart and look at each other again. They go to each

other and kiss again.)

(Blackout. End.)
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THEATRE ALIBI’'S STYLE OF WORK

Why tell stories?

We think humans need to tell stories. More than that, we think this need to tell stories is part of
what makes us human, part of the unique intelligence that makes us different from other animals.
Telling stories, listening to them, watching them, talking about them, thinking about them...
without necessarily realising it, we're processing our experience in a very sophisticated way
when we’re doing these things. When watching an episode of Eastenders and wondering
whether Little Mo and Billy will ever get back together, we might be chewing over our own urges
and inclinations. When we reach such a moment in real life we might not immediately think of Mo
and Billy, but in some tiny way we might have used their story to expand what we think about
that aspect of reality.

If we’re constantly using stories to get an angle on a chaotic world, then as the world changes,
so must our angle. Theatre Alibi is always searching for the right stories to tell and the right way
to tell them to best question the world as it is.

The way we’ve chosen to tell stories is through theatre. Here’s why. In theatre the actor is right
there in the same room with the audience. As a result, and this is absolutely unique to theatre, a
split reality is presented to the audience in which the actor is both himself, here and now, and
someone else in another time and place, a character in a fictional world. When we approach our
work, we try to take advantage of this split reality. We often begin shows with the actors talking
directly to the audience, beginning to tell a story and then slipping from describing a character
into becoming them. So unlike many theatre companies we choose to reveal to our audience the
moment when the actor takes on their role.

“So what?” you might ask. But wait. This actor is here in the room with you, and then suddenly
they step through an invisible wall into a realm where anything, anything imaginable, can happen
and if they’re doing their job well, they’'ve taken you with them! It's like someone’s taken you by
the hand and led you through the back of the wardrobe, or through the looking-glass, or
whatever.... You're not watching it happen on telly, it's happening right there in front of you.

In keeping with these thoughts, here are some of the ways we choose to work:

We reveal transformations: actors leap from being themselves to being a character (or several) and back again
before the eyes of the audience. Simple props and set are taken up by the actors and used to suggest places and
things that weren’t there before (a duvet becomes a field of snow, a walking stick becomes the rail of an ocean
liner).

We develop our actors’ resources to help them suggest other characters, things and places: their voices, dance
skills, puppetry skills etc.

We enjoy working in unconventional theatre spaces, from shopping centres to warehouses, where audiences are
made especially aware of the “here and now”.

We incorporate other artforms into our theatre to make it more effective at whisking people from the “here and now”
to the realm of the imagination: music, sculpture, photography, film etc.

We work from stories rather than scripts. This helps us remember to ask certain questions such as why are we
telling these stories, and how should we be telling them? This lets us experiment in rehearsal with how the actors
can best bring the audience to the particular imaginary world in question.



IDEAS BEHIND ONE IN A MILLION

The inspiration for One in a Million came from watching people busking.
There’s something in their vulnerability that seems emblematic of the human
condition to me. Living sometimes feels a bit like busking. We sing our lives
with a sense that they have a shape — verses, a chorus — and a certain key, a
mood, an appropriate tempo. We try to articulate our song appropriately, to
sing our life sweetly. But we’re singing on the street — the context of our
existence is harsh. The noise and the aggro constantly threaten to overwhelm
our song.

This gave me the idea of making a busker the central character of One in a
Million. David is a busker whose only form of expression is a repertoire of
sentimental songs from the 1930’s, 40’s and 50’s. In exploring David’s
character and predicament, certain themes arose around the notion of human
vulnerability:

* The sense of the miracle of us being here at all. Every living person is
the ultimate link in a chain of life stretching back through millions of
generations to the most primitive life forms. And these chains that we
each hang from could have been broken at any moment over millions
of years by any careless bus driver or passing hungry dinosaur.

* The feeling of the fragility of our existence once we are alive. Fate
seems to have a terrifying arsenal of adversity to throw at us from
plagues and wars to badly cooked seafood and choking on boiled
sweets.

* The notion of the unlikeliness of love. Procreation relies on individuals
finding mates. But it seems so unlikely that the motley collection of
individuals we start out as ever get it together to forge the next
generation. And yet we do.

* The possibility of heroic action. When, by an act of extreme willpower,
someone overcomes a fate that seems pre-ordained for them.

At the beginning of the show, the watchers - the detached commentators who
observe the action - reflect that, “...life seems a rare orchid that blooms
unseen in the corner of a bog... before being trampled by a goat.” There’s a
fear expressed in the show that life might pass without its transient beauty
being fully savoured. David’s singing might be so crowded out by all the din
around him that no-one will ever truly hear it and appreciate it. Louise, stifled
in an unhappy relationship, expresses the fear that her true self will be forever
hidden like Christmas decorations forgotten in a box in the attic. But out of
that fear arises a determination to grasp what is precious in life while it can
be. As one of the watchers concludes, “Just enjoy the orchid before that goat
comes along.”

DANIEL JAMIESON (Writer)



effectively pretend to climb about on. If they looked downwards, it gave the
impression they were high up.

So, the final solution to depicting the tree and the climbing of it is a mixture of
successful elements from all the various things we tried out. The tree trunk is
made from the bodies of the storytellers standing side by side. They look up
into the imaginary branches of the tree to suggest its scale. David and Louise
climb along the frame of the set at ground level as if clambering about the
branches of the tree. They look downwards to suggest they are up high. At
the top of the tree the storytellers cloak David and Louise in mock foliage.
When they fall, the storytellers wave the branches in front of them to suggest
their downward movement. David and Louise mime falling and scream on the
way down. The storytellers make the noise of them hitting the branches as

they fall.



PRACTITIONER FACT FILE - THE ACTOR Name: Derek Frood

Why did you choose to be an actor?

| had an interest in literature when | was at junior school. That’s when | first
got involved with drama. | joined the drama group, which was an out-of-school
club. | suppose it was from that point that | got the bug. When | got into
secondary school, | joined a youth theatre.

How old were you?

| think | was about fourteen when | realised that theatre was what | wanted to
do with my life. That was when | joined the youth theatre. The first thing | did
with the company was a play called Dark of the Moon. | played the priest in
it.

Where did you train?

| didn’t train in theatre. When | left school | went to college and trained to be a
chef. | really wanted to be an actor but my family didn'’t like the idea very
much. It was a few years after | left school when | finally got round to it. |
joined an amateur company that used to write its own material. | was with
them for a year or two and we just churned out loads of shows, which was a
really good grounding. And | got a job with a props company making sets and
a guy came in one day who wanted a set making, and he said he was
auditioning for an actor. | said, “Oh, | can do that...!” He said come along and
audition, so | did, and he gave me the job as a stage manager and an actor. |
was with that company for about twelve months touring round the West
Country. | joined another company after that doing a similar sort of thing. It
was hard graft for no money, but really good training on the job. It must have
been similar to those small travelling companies from 400 years ago which
took Shakespeare round the country.

What'’s your role in the process of making One in a Million?

Initially it was to receive the story from the writer and go through it. The read-
throughs at the beginning of rehearsals are really useful, because that’s the
point at which a show first comes alive, when you hear everyone’s voice and
see how all the moments fit together, how the story works. | enjoy that initial
part of the process. | suppose it’s that journey of discovery that we all go
through together, pulling the thing apart, making sure that the story is driven
through. The exciting thing about devising is somebody having an initial idea
and that idea evolving as other people contribute to it. It allows other things to
happen that hadn’t initially been in that story. Ideas develop and also you
understand the material more as you become more familiar with it. The
devising process is about the whole team working together to create a picture,
whether with sound, movement or set — everyone’s ideas are working
together. It's exciting.

What particular challenges does this show present you as an actor?
The one thing that’s always a challenge for me is singing. I’'m never confident
with singing, because I've never had any formal training. Singing scares me.
Acting is one thing, but having to be out there in front of people singing,



especially if you’re doing it on your own - that’s a big challenge for me. But the
songs in this show are fun. Also, | get to play quite a few interesting
characters in this show, which is always a challenge. Because the company is
always producing work with a handful of actors, you have to create a whole
world and populate it with all these people using only two, three or four
performers. And each character has to be an individual. You have to create
them — how they walk, how they talk, what they are thinking. So that’s always
a challenge, but not a scary challenge for me, because that’s what | love.

What is particular about working for Alibi?

There’s a particular feeling about working for Alibi because the work’s always
new. People have never seen it before, so when you’re going out on stage,
whether it’s to schools or theatres, nobody’s seen this show before. Inevitably
you’ve got a group of people coming to see the show because it's an Alibi
show. But whatever interpretation you’ve given it, it's yours and the audience
have got nothing to compare it with. If you’re doing Shakespeare or Ibsen,
people come along with a fixed idea of what it should be. But at Alibi you can
create all this stuff that nobody’s ever seen before. It's a magical world that
we’re bringing them into, a place that no-one has explored before. | find that
exciting. It’s lively. It's physical.



PRACTITIONER FACT FILE - THE WRITER Name: Daniel Jamieson

Why did you choose to be a writer?

| got interested in drama when | was at primary school but | didn’t know |
wanted to be a writer for almost another twenty years... | went to a Saturday
drama club from the age of eight. We did speech exams and crappy plays.
The drama club was run by a glamorous ex-actress who still had contacts in
the business. One Saturday she took a group of us up to London to audition
for Oliver in the West End. Loads of us got parts in the show. | was nine,
going up to London three or four nights a week on my own and having a ball. |
was addicted to the excitement of theatre then.

How old were you?
| was nine when | got interested in theatre. | was eighteen when | chose to do
drama at university and about 26 when | wrote my first play.

Where did you train?

| did a drama degree at Exeter University. I'd applied to a mixture of English
and Drama courses, but when | did the interview weekend | was hooked, and
prayed I'd get into Exeter. The course was very practical and a lot about
making new work, not just interpreting existing plays. It made you think, “What
do | want to say?” | learnt a hell of a lot in my first job as an actor at Theatre
Alibi though. I'd been working for five years as an actor when three of us,
who’d all started out as actors, decided we’d had enough of being told what to
do and that we wanted to make some work of our own. | offered to write
something for us to work on, to see if | could do it, | suppose. | wrote a lot of
poetry at the time, love poems, the sort of thing that doesn’t rhyme and you
only show to one person. The first play | wrote was a sort of long love poem. It
was called Birthday, about the relationship between Marc and Bella Chagall.
It was the most difficult and rewarding thing I've ever done. So I've carried on
writing.

What'’s your role in the process of making One in a Million?

More than a year ago, Nikki (the director) and | talked about several ideas |
had for shows and we focussed in on the one that seemed most promising.
Then | wrote a short story based on this idea called One in a Million, and that
formed the basis of the show. Most of our shows start from prose stories like
this. It helps us think more clearly about the shape of the story and the tone.
Looking at what I'd written, | had another go at it, filling it out where | wanted
to know more about the characters. Nikki read it, made a few observations,
nothing major, and | made some tiny changes before the research and
development week. This is when we try things out with the actors. Our shows
are always full of these impossible-to-stage images like climbing a tree or
getting struck by lightning - the R&D week is a lot about how to do those bits,
but also it helps me know if I've got the tone of the dialogue right and if we
know enough about the characters. After the R&D week | converted the story
into a script, telling the actors exactly what they’ll be saying. In the past, we've
always left this until we're in the rehearsal room, but I've done it in advance
this time to make the director’s and actors’ lives easier, and the rehearsals
quicker. They can change what they like, but it gives them a head start.



What particular challenges does this show present to you as a writer?
Once the show is in rehearsal, | can’t re-write the whole thing, just tinker with
it and help with the devising. That’s a good thing about Alibi’s process though,
that the writer is in the rehearsal room throughout rehearsals. That isn’t the
case with every company. The difficulties with this show, | think, are making
the audience care about the characters and their situation when the central
character only speaks once, to say his name. There’s a lot of comedy, a lot of
singing, a lot of action, but the audience must connect with the characters to
get something worthwhile from the show. Also, the balance between humour
and seriousness feels finer than ever. In that sense, One in a Million is an
experiment. Can we be funnier and more resonant at the same time? | hope
SO.

What is particular about working for Alibi?

For me, as a writer, the artistic freedom is wonderful at Alibi. There is an
interest in staging extraordinary things. For example, a few years ago we did
a show called Shelf Life and it had a cow and a calf in it. They were
represented by ingenious puppets. The cow was worn by an actor, a very
minimal representation, the essence of a cow. The calf was built on a leather
doctor’s case so it could be carried around and operated just by holding the
handle, but it was also a poignant reminder that leather is actually the skin of
a cow. | love Alibi because they’re brave enough to have cows in a show
without batting an eyelid. I've sent my writing to some other theatre
companies and they’ve sent it back saying, “HOW THE HELL COULD WE DO
THIS? IT'S IMPOSSIBLE!” But nobody ever says that at Alibi. Also, there’s a
wonderful team of people working at Alibi, a lot of talent. It's exciting to be
involved when everybody is contributing from their own discipline to make a
show work.



PRACTITIONER FACT FILE — THE DIRECTOR Name: Nikki Sved

Why did you choose to be a director?

| was more interested initially in being a performer. But at university everyone got a chance to
direct and it was then that | discovered that | could do it and | liked it, and that my interest in
performing informed my directing. | carried on performing when | left university, but | think the
lifestyle of a director began to appeal to me more and more — having to sell yourself day to
day as a performer didn’t appeal to me very much. | would have found it difficult. Also, it's
easier as a director to follow your own path artistically. I'm now the artistic director of Theatre
Alibi.

How old were you?

| went to a drama group once a week from the age of seven to eighteen . | decided to be a
performer then! It was at university when | was about twenty that the question of directing
entered my head, although | was given a bit of Twelfth Night at school to direct when | was
fifteen and | really enjoyed that.

Where/how did you train?

As | said, | belonged to a drama group, which was run by an inspirational woman. | was in
school plays, did Drama O Level, Theatre Studies A level, and a degree in Drama at Exeter
University. My training as a performer continued at Alibi — we got the opportunity to work with
an inspirational Polish theatre company called Gardzienice, and | learnt on the job from
Alibi’s artistic directors at the time.

What'’s your role in the process of making One in a Million?

Right at the beginning, before he began to write, | talked to the writer about what the idea for
the show might be. Then | read initial versions of the script and commented on them. After
that, | started thinking about what means we would use to tell that story - what sort of music
we might draw on, what the set should be like, how we would people the show, what sort of
actors we ought to be using. Then | went and found the actors. You find actors in a mixture of
ways. Sometimes you’re lucky enough to have worked with people that you think will be just
right. Sometimes you see someone in a show who you think will be just right. The actor
playing David in One in a Million we saw at the Circomedia graduation show at the Bristol
Old Vic. So, | bring things together prior to rehearsal — people and resources.

Before we go into rehearsals, there’s a research and development process. It's a bit like a
playtime. We spend a week working on an early draft of the script with the actors, the writer
and the designer when we try out ideas to see if they will work. It’s a really nice time ahead of
rehearsals when we can try things out and if they fail miserably, it doesn’t matter at all. You
can take risks and try things that you’ve never tried before. It's a scary job making a piece of
theatre. That fear can be unhelpful creatively. So, a research and development week is a way
of freeing things up and allowing yourself to make more exciting and interesting decisions. As
a director, | select which bits we’re going to work on. | choose what seem to be key, defining
moments, for example, the moment we first see the character, David, because that sets the
tone for the whole show. Also we tackle moments that beg a theatrical solution, things that
you wouldn’t imagine could be put on stage, like the scene when David is chasing The Finger
around the bell tower.

Between the R&D and the rehearsal process | discuss things with the writer that came up in
the R&D. This time, we decided together that it would be really useful for Dan, the writer, to



move the show from story form to script before rehearsals began. Normally, we do it during
rehearsals. The other key bit of work that happens between the R&D and rehearsals is
working with the designer to develop the design. It's helpful to have the designer on board
from very early on in the process. Our particular style of work means that the action on stage
is very integrated with the set. This requires close collaboration between the director and the
designer. As a director, | have to think very practically about what has to happen on stage.
That’s a good input to the design process.

With the rehearsal process itself, a lot of the things | do are the same as in the R&D. I'm
selecting what to work on and when, making sure we get through the material in time. I'm co-
ordinating and bringing together all the elements, keeping my eye on the whole picture.
Although people are throwing in ideas all the time, it's me who gets to say yes or no to them,
because it's helpful to have one person doing that. In the end | would probably never say no
to an idea if lots of people were saying yes, because | trust the people that | work with. Also,
it's my job to put my own ideas in. The other thing that | do in the rehearsals is to develop
performances — | help the actors to access a performance, to find the ways that characters
show how they are feeling, and to discover who the characters are. My job is also to stage
the scenes, to work out how to show someone climbing a tree, but also basic things like how
to get a chair off stage at the end of a scene.

Toward the end of rehearsals you have the tech week when you add the technical elements
to the show. | make decisions with the lighting designer and the sound designer about how
sound and light will work from moment to moment. Because I've been in rehearsals with the
actors | know and understand the scenes. The lighting designer will have a very particular
skill in terms of, say, having a sense of colour on stage but he doesn’t know the show as well
as | do. So, in the tech, we marry the two things together - it's a very intense and hefty job.

Once the show’s opened, my job is a matter of looking at how it works with the whole
additional element of audience response. You learn a huge amount from having an audience
there. Often they respond in an entirely different way to how you expect. I'm in the luxurious
position of being able to watch the audience and the show. I'll watch and make notes over
several nights, then we give ourselves time to make some changes in response to those first
few performances. After that, I'll be a baby-sitter for the show — I'll go out and see it several
times on tour. Often shows get better and better as actors get to know it. It's also possible for
things to go off the boil. So | go out on the tour now and again and give notes to the actors,
which helps keep the show alive for them.

What particular challenges does this show present to you as a director?

| don’t think I've ever worked on a show that is so closely tied to songs and music, and that’s
lovely. But it also raises questions about how to synchronise action very closely with music.
That’s quite a particular way of working, which gives a particular shape and rhythm to the
show. But it's a matter of letting the story work together with all those songs, or, more
particularly, through those songs. You don’t want the audience to have the feeling that they’re
primarily listening to the songs and that the story is getting in the way!

Another challenge is having a central character who doesn’t say anything. I've never had that
before. It’s really exciting. But the audience won’t watch the play if they don’t empathise with,
and understand, the central character. You have to do a huge amount of communication
through the music, and visually, both in what happens around the central character and how



he responds to it. So, giving the audience a handle on that character is a particular challenge.
Obviously that’s a lot down to Tom, the actor.

One of the things that | find really interesting about this show, which isn’t untypical of our
work, is that it's funny. There’s quite broad humour in it. It's quite farcical, it's not naturalistic -
it doesn’t pretend to be real life. It relishes the ridiculousness of the situation that the central
character finds himself in. But against that, you have to access the real feelings that David
and Louise experience. It's a love story, and a story of survival on David’s part. The audience
have to relate to that in a real way. We mustn’t allow them to dismiss all the farcical stuff that
happens to him. So it's a question of getting a balance between the comedy and the delicate
feelings, and enjoying the shift between the two. It’s a fine line to tread.

What is particular about working for Alibi?

How the work is generated in the rehearsal room feels very particular. The storytelling is very
particular too, if not unique. We try to make shows where we enjoy what live theatre can offer
us. You often see images being constructed rather than it happening in secret. We never
switch off the lights to change the set (which often makes life difficult!). We really enjoy
revealing the transformations from actor to character and from location to location. We also
draw on a particularly wide breadth of forms — music, film, puppetry, our set designs are quite
sculptural.



PRACTITIONER FACT FILE - THE COMPOSER / MUSICAL DIRECTOR
Name: Tom Johnson

Why did you choose to be a composer/MD?

| studied English Literature at university. I'd specialised in Drama, but
completely from an academic point of view. And | hadn’t actually done any
theatre at all prior to that. But I've been a musician since | was six years old. |
came out of university thinking, “What the hell do | do now?” By pure chance
my cousin was working with a touring circus that summer and he said, “Do
you fancy just joining in for a laugh for the summer?” My cousin and | had
been playing music together since we were children so | thought yeah, why
not, it'll be a good craic to do that for a while after college. So | went and
toured the South West of England with the circus, with my cousin, playing
mad music. At the end of that summer it just came together in my mind that I'd
been really interested in Drama from an academic perspective at University
for three years and I'd been a musician since | was six, but doing music with
this circus just made something happen in my brain. | thought, this is what |
want to do - | want to do theatre in a practical sense but bring my musical
skills and experience to bear.

How old were you?
| was twenty-four, something like that.

Where did you train?

| did English at Oxford University, but | had no formal music training as a
composer. | started on the violin at the age of six. | went through the process
of a classical training. Then, when | was twelve, | bought a guitar and taught
myself how to play. Much later when | was 24 or so, | learnt the accordion for
a theatre show, and I've ended up playing the accordion quite a lot since then.
But fiddle is my first instrument still.

What’s your role in the process of making One in a Million?

My job is two jobs really. I'm a composer and a musical director. And | have to
juggle those two things all the time. The process begins for me by helping the
director cast the actors and employ the musicians. That’'s way before the
rehearsals start. That’s with my musical director’s hat on. The first thing | do
as a composer is read the script to get a general idea about the flavour of the
piece and then | read it again in a very detailed way, word by word almost. In
the film business it's called spotting. Basically | go through the script, targeting
exactly where | think music will be. Also, first impressions of what the music
might be. So | might write, “I want music to start on this word and | want it to
have a slightly cold, clammy feel.” | might write down a basic rhythm I'm after.
That process takes about two days and it’s quite hard, quite intense. But by
the end of that | feel like | know the script quite well. In a way that’s the most
important part of the process, because that’'s my blueprint and | work from that
for the rest of the rehearsals. | find that often my first impressions are the right
ones. Not always but often.

Then | go into rehearsals and | will sit and watch the actors and the director
working a scene, and then I'll go away and write the music for that scene



based on what I've seen, but also, on what I've already thought about
musically. Throughout rehearsals it's a process of watching something, going
away and writing some music, then coming back and putting it into the play.
And that’ll change the way things happen a bit. So it’s an organic, ongoing
process with the director and the actors. | generally hope to write the music
during rehearsals, in about two and a half weeks. Then that leaves the second
half of rehearsals for me to be in the room the entire time, twiddling with the
music, changing it, if it needs changing.

Then the other bit of my job, which is being a musical director, is coaching the
actors if there’s any singing, making sure they're singing in tune, with the right
intention. Also it's my job to direct the musicians. That’s quite a practical job.

What particular challenges does this show present to you as a
composer/MD?

For me, the biggest challenge is the recorded music in the show. Because of
the way I've developed over the years, I’'m generally a composer for live
instruments, real musicians, live on stage. | haven’'t made a soundtrack for
ten years. | feel a bit like a fish out of water because | haven’t got much of that
experience. But that’s great because it’'s a learning process and my aim is that
every job teaches me something. With this show, I’'m learning big time!

What is particular about working for Alibi?

I’'ve only done two shows with Alibi so in a way it's hard to say. It's a lovely
company to work with. Very friendly. Very organised. There’s a lot of technical
support, a lot of people around to help you. Sometimes I’'m working with a
company and | feel in a bit of a vacuum. There might not be anyone who can
go out and find me CDs or a piece of music | want to hear, for example.
There’s a lot of support at Alibi.

Stylistically, | suppose, Alibi is much more a storytelling company than most
companies I've worked with. Which is interesting for me, because it's subtly
different to what I’'m used to. | find that exciting.



PRACTITIONER FACT FILE — THE DESIGNER Name: Dominie Hooper

Why did you choose to be a theatre designer?

| got interested in art at school, which led in a natural progression to A Level
Art and then a Foundation Course at art school. On a Foundation Course you
have one year to choose a medium to specialise in. | was interested in
clothing bodies, sculpture and spatial design. The three together pointed to
theatre (I wasn’t particularly interested in doing fashion). Also the lighting of
spaces excites me. Theatre design combined all the things I’'m interested in.

How old were you?
| left school at 18 and did a year’s Foundation, so 18 or 19.

Where did you train?

| did a 3 year BA Hons degree course in Theatre Design at Nottingham Trent
University. You can do separate degree courses in costume, lighting etc. but |
wanted to do it all together. At Nottingham we even did sound design and
some directing.

What'’s your role in the process of making One in a Million?

| began by reading the story. | always make a mental list of strong images and
environments right from the start. Then | went into the week of research and
development, which gives us time to experiment with no pressure. With One
in a Million the R&D allowed us to look at the harder images like the tree and
explore what it could be without actually building a tree. Another thing that
came up in the R&D was that a lot of the show would be very physical, with
four actors and a musician, four bodies — the space would be very busy. The
show seemed very fluid, the action very constant, so that already gave me the
idea of designing a set with a very open framework for the actors to place
pictures within. Then | had time away between the R&D and rehearsals when
| could develop the design further in my own mind. During that time | had two
more meetings with Nikki (the Director). For the first | made a rough model of
the framework. But it did give us a sense visually of what an empty framework
would do. Then | made a more refined model for the second meeting. Then
when | went away at Christmas | made a very developed model. | made it all
work. It was on a scale of 1:25.

The next stage was to post (from Australia, which is where | live most of the
time) the model and technical drawings, also on a scale of 1:25, to Allan Veal
who makes the set here in Devon. That was just before New Year. He started
making it early in January, a week before rehearsals. We like to get the set in
relatively early to give the actors and directors as much time to work with it as
possible.

| arrived four days before rehearsals and started working with Allan
immediately, looking at what the problems with the set might be, and what we
had to solve. As soon as rehearsals start, it becomes more about the detail of
the show. | start concentrating on costumes, props and images that take place
within the framework. And talking to the lighting designer about creating other
images with light and shadow. As a designer, you’re responsible for co-



ordinating a team of people. | work with a production manager who organises
the budgets, materials, the practical side of things. | work with a construction
manager, the person who builds the set. | work with a costume maker, who
will make any costumes that | can’t buy. And a set-painter, although as a
designer, you often do a lot of that yourself. On this show I’'m very lucky to
have a design assistant/prop maker. She makes more specific props, puppets
etc.

After four weeks of rehearsal you’re into Tech Week when you start to
rehearse with all the technical bits of the show, lighting, sound, all the
costumes, all the props. Then you move into the theatre from the rehearsal
room. Everything comes together. You’re still rehearsing but with everything.
So the rehearsals are about getting everything together for that week as far as
I’'m concerned.

What particular challenges does this show present you as a designer?
It's to do with the key images that jump out at you from the script. Like being
struck by lightning at the end. Like climbing the tree and taking your clothes
off and not revealing yourself totally. Things like creating a bus on stage and
making it look interesting. Most of these problems seem to be being solved in
a physical way through what the actors are doing on stage. Some of the more
difficult ones we’re yet to come to in the rehearsals. If those images require
elaborate props it’s difficult for the design team and can involve long hours
towards the end of rehearsals. It’s a real, tangible, physical object that has to
be made, so you need time to make it. It isn’t just an idea.

| think a lot of the challenges within Alibi’s work are to do with the fluidity of
the images. It's not just because the show is a devised piece, it’s in the
essence of the stories and the way it's been translated into a script - there’s a
fluidity to how effortlessly it moves between scenes, and that’s a challenge as
a designer. But it's become less of a problem for me because it's the way I've
worked with this company for the last twelve years. So it's never a surprise,
but certainly in terms of costume and indicators of different characters, when
you’ve got four people playing all of them, you really have to take that into
account doing props and costume.

What is particular about working for Alibi?

The changeability of the process — it flutters between being a nightmare and
an exciting challenge. Devising happens so fast, so many ideas are coming at
you at once from everybody, and then sometimes not at all. You have to think
on your feet. Things can be changed or cut in a moment. You might have
spent a long time making something and it gets cut, but you just get used to it.
Everything could change tomorrow. It's exciting to be part of.



Solving a moment in ONE IN A MILLION :
Climbing a tree on stage

“She looks up into the tree and starts to climb out of sight into the leafy
heart of it... Its branches shiver and sway as David and Louise move
through it like fleas in cat fur...”

In one scene of One in a Million, Louise and David are sitting at the foot of a
tree in a park at night. Louise has just been telling David how she never feels
she has the opportunity to be her real self. In a fit of recklessness, she climbs
into the tree and starts to throw off her clothes. David follows suit, nervously at
first, then with matching enthusiasm. They find each other at the top of the
tree for a brief moment of tenderness before they lose their balance and fall
all the way back down to the bottom.

This seemed to be one of the more difficult moments in the show to stage.
Theatre Alibi tends away from literal depictions of images like this, and
anyway, bringing a life-sized tree onto the stage was obviously impossible.
However, the story demanded that the audience get the sense of a tree in
order to understand David and Louise’s brief, ecstatic feeling of escape when
they climb it. Here are some of the solutions we tried along the way.

First of all, we had David and Louise climbing up stepladders to get the sense
of the height of a tree. Also, the other two actors held leafy branches in front
of them to suggest the canopy of the tree. But strangely, climbing six feet off
the ground actually seemed to diminish the tree’s height rather than making it
feel higher.

So, rather than using ladders to depict the tree, we decided to use two actors.
This worked well when David and Louise sat on the ground with the two
actors behind them, side by side, forming the trunk of the tree for them to lean
against. At first these actors held canopies of fabric supported with sticks over
David and Louise to represent the lower branches of the tree. But again, a
more minimal approach seemed more effective — if the actors being the tree
trunk just looked up into the branches, this gave a clear sense of the tree.

But how to climb the tree? The actors spent hours struggling to mime tree-
climbing. This was moderately successful when the actors’ limbs became the
limbs of the tree, moving down at each step that David and Louise climbed
up. But the image felt rather crowded and messy, particularly when the
storytellers held coats as foliage for the tree. This was a shame because the
coats worked well as leaves at the top of the tree — there was something
protective and embracing about the coats being held around David and
Louise with just their heads sticking out. Also, it allowed the other two actors
to be present as storytellers with David and Louise at the top of the tree
without seeming to intrude on their intimacy. When the set arrived in the
rehearsal room it provided the solution to the climbing. It offered a framework
of horizontal and vertical bars at ground level, which David and Louise could



effectively pretend to climb about on. If they looked downwards, it gave the
impression they were high up.

So, the final solution to depicting the tree and the climbing of it is a mixture of
successful elements from all the various things we tried out. The tree trunk is
made from the bodies of the storytellers standing side by side. They look up
into the imaginary branches of the tree to suggest its scale. David and Louise
climb along the frame of the set at ground level as if clambering about the
branches of the tree. They look downwards to suggest they are up high. At
the top of the tree the storytellers cloak David and Louise in mock foliage.
When they fall, the storytellers wave the branches in front of them to suggest
their downward movement. David and Louise mime falling and scream on the
way down. The storytellers make the noise of them hitting the branches as

they fall.



STAGECRAFT: Making the Bells

In a climactic moment of One in a Million, David follows a terrorist called The Finger to
the bell-tower of a church to prevent him from remotely detonating a bomb on the street
below. Unexpectedly, the bells begin to ring as David and The Finger struggle for
control of the detonator. This scene obviously presented huge challenges from the
outset, the sheer feat of representing the bells being the foremost. But also, the action
of the scene had an inherent style to it, that of an action-thriller on film. How to translate
that flavour on to the stage was a big question.

Before the research and development week, various people had different ideas floating
in their heads about how we might solve this scene. There was the idea of having a
large, lightweight bell made out of foam or something similar that would be swung from
the set by the actors. Also, there was the thought of an actor actually wearing a bell
costume like a large, rigid dress, which they could swing to and fro on their body. Both
these ideas immediately seemed impractical however, because where on a small,
touring theatre set was one supposed to hide a large foam bell until it was needed on
stage?

During the research and development week, several more down-to-earth solutions were
tried. These involved actors as storytellers making the bells, which the characters
mimed reactions to. The storytellers sat up a stepladder, watching David and The
Finger creep into the bell tower below them. Then the storytellers used their voices to
make the noises of the bells creaking into motion and ringing. They also made the
sound of gunshots. The storytellers indicated the motion of a bell swinging to and fro
with their hands, and followed it with their eyes. David and The Finger edged around
this imaginary bell, pretending to avoid the arc of its movement and acting as if
deafened by its ringing. At one point in the action the remote detonator of the bomb
rolled under the bell. David and The Finger scrabbled under the bell to retrieve it,
snatching their arms out of the way on each downward swing to avoid being crushed.
These solutions were certainly simple and fairly evocative but there were problems. The
action of David and The Finger wriggling on the floor to retrieve the detonator was
rather unimpressive and possible hard for all the audience to see, because of sightlines.
The sound of bells made with the storytellers’ voices was rather thin, and gave no sense
of the scale of real bells.

When the set arrived in the rehearsal room, the actors and director discovered that it
offered a gift when it came to depicting bells. It featured two large, swinging metal
doors. Through playing with these doors, they discovered that while they swung
horizontally rather than vertically, they could be made to suggest the swinging of bells
very effectively. The movement certainly felt big and dangerous, and when David and
The Finger scuttled between the doors, it looked appropriately scary. The action in the
story was changed to accommodate these horizontally swinging bells. The action of
scrabbling under the bell was cut and the chasing between the bells was extended.

The musical director/composer provided the sound of the bells and the feel of a thriller
with his music. The pealing of bells is woven into the electronic soundtrack, which is
loud, rhythmic and very exciting.





