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COMPANY

LEO ANDREW 

Ensemble (Jenson) 

Theatre: The Phantom of the Opera, Kiss of the Spiderwoman, 

Chess, Underneath the Arches, Which Witch, On Your Toes (West 

End), Poppy (RSC), The Smallest Show on Earth, Evita, Jesus 

Christ Superstar, Joseph and the Amazing Technicolor Dreamcoat 

(UK tour), Curtains, Follies, Into the Woods (Landor), Anyone Can 

Whistle (Jermyn Street), Sweeney Todd (Library Theatre, Manchester), 

Company (Palace Theatre, Westcliffe), The Sound of Music 

(Cheltenham Everyman), As You Like It (Chichester Festival Theatre). 

Film: Beauty and the Beast (2017). TV: Victoria Wood Christmas 

Special, The Royal Variety Performance. Olivier Awards, BAFTA Tribute 

to Julie Andrews. 

DAVID BIRCH 

Ensemble (Chubby man) 

Theatre: Charlie and the Chocolate Factory, Singin’ in the Rain,  

The Wizard of Oz (West End), Barnum, Chitty Chitty Bang Bang,  

Mary Poppins, 42nd Street, Seven Brides for Seven Brothers (UK tour), 

Jungle Book, The Young Ones on Summer Holiday (Worthing Pavilion), 

Peter Pan (Hazlitt Theatre, Maidstone), Cinderella (Hexagon, Reading). 

Film: Sylvia, London Road.

STE CLOUGH 

Ensemble (Jeff) 

Theatre: Jersey Boys, Spamalot, Annie Get Your Gun, Oklahoma!, Evita 

(UK tour), Seussical (Arts Theatre, London), Shrek The Musical (Theatre 

Royal Drury Lane), Orpheus in the Underworld (Opera Holland Park).

ROGER DIPPER 

Ensemble (Deputy) 

Theatre: Gypsy (West End/Chichester Festival Theatre),  

The Cat in the Hat (Pleasance Theatre/Chichester Festival Theatre/UK 

& Middle East tour), Aladdin (Theatre Royal, Bury St Edmunds), Oil and 

Trouble (TREMers), Cinderella (Lighthouse Theatre). Whatsonstage 

Awards, BBC Friday Night is Music Night, Olivier Awards 2011/12. 

Roger graduated from ArtsEd in 2013.

GEORGINA HAGEN 

Ensemble (Nancy) 

Theatre: Chitty Chitty Bang Bang, Annie (West End),  

The Judy Garland Songbook, We Will Rock You (UK tour), Batboy 

The Musical (Southwark Playhouse), Evita (Ljubljana Festival), Starlight 

Express (Bochum, Germany). TV: Britannia High, The Story of Tracy 

Beaker, Magic Grandad. Radio: Charlotte’s Web, When Marnie Was 

There, The Dweller in High Places.

KIERAN JAE 

Ensemble (Fred) 

Theatre: Gypsy (West End/Chichester Festival Theatre), Charlie and the 

Chocolate Factory, Billy Elliot The Musical, All the Fun of the Fair, Jersey 

Boys, Mamma Mia!, The Witches of Eastwick (West End), Joseph and 

the Amazing Technicolor Dreamcoat, Fame The Musical (UK tour), 

Dick Whittington (Hull New Theatre), Cinderella (Liverpool Empire). 

TV: Teachers, The Four Parts of Johnny Vegas, The Royal Variety 

Performance. Kieran graduated from Doreen Bird College in 2001.

JULIE JUPP 

Ensemble (Mrs Lancaster) 

Theatre: Richard III, Urinetown, Merrily We Roll Along, Wonderful Town 

(West End), Bad Girls (West End/West Yorkshire Playhouse), Road 

Show (Menier Chocolate Factory), Turandot (Hampstead), Finding 

Neverland (Leicester Curve), The Secret Garden (Birmingham Rep), 

Boston Marriage, A Midsummer Night’s Dream, The Mikado (Stephen 

Joseph, Scarborough), The Good Soul of Szechuan, Company, 

Assassins (Library Theatre, Manchester), Sunshine on Leith (Dundee 

Rep), Abigail’s Party (Northcott, Exeter), Jamaica Inn, Sweeney Todd 

(New Vic, Newcastle-under-Lyme), A Midsummer Night’s Dream,  

The Card (Regent’s Park Open Air). Film: Topsy Turvy, Hello You, Tree  

of Hands, Serious and Organised. TV: Casualty, Doctors, EastEnders, 

The Bill.

ANDY KARL 

Phil Connors 

Theatre: Rocky, On the Twentieth Century (Outer Critics Circle Award), 

The Mystery of Edwin Drood, Jersey Boys, Wicked, 9–5 The Musical, 

Legally Blonde The Musical (ACCA Award), The Wedding Singer, 

Saturday Night Fever (Broadway), Annie Get Your Gun (Encores),  

Altar Boyz (Outer Critics Circle Award), Saturday Night (Off-Broadway), 

Cats, The Who’s Tommy (USA). Film: New York I Love You, And So It 

Goes, Joyful Noise. TV: Law & Order: SVU, Forever, Legally Blonde:  

The Search for Elle Woods.

ANDREW LANGTREE 

Ensemble (Ned Ryerson) 

Theatre: The Shoemaker’s Holiday (RSC), Oppenheimer  

(RSC/West End), The Rose Tattoo (National Theatre), Ghost The 

Musical (West End/China tour), A Stroke of Luck (Park Theatre), 

Sherlock: The Best Kept Secret (West Yorkshire Playhouse/UK tour), 

Cat on a Hot Tin Roof (Theatr Clwyd), Of Mice and Men (Octagon, 

Bolton), Come Blow Your Horn, London Assurance, A Conversation, 

Six Degrees of Separation (Manchester Royal Exchange), The Glass 

Menagerie (Manchester Royal Exchange/UK tour), The Resistable Rise 

of Arturo Ui (Citizens, Glasgow), Brighton Beach Memoirs (Oldham 

Coliseum). Film: De-lovely. TV: Emmerdale, Doctors, Coronation Street, 

Heartbeat, The Royal, Holby City, Cutting It.
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VICKI LEE TAYLOR 

Ensemble (Lady storm chaser) 

Theatre: A Chorus Line, Urinetown (West End), Mamma Mia! (West 

End/international tour), Carousel (Arcola, Offie Award for Best 

Supporting Female), Sunset Boulevard, Sweeney Todd (ENO), Betwixt! 

(Trafalgar Studios), Hairspray The Musical (Leicester Curve), On a Clear 

Day You Can See Forever (Union), Letters to Myself (Tristan Bates), 

Annie! (West Yorkshire Playhouse), A Christmas Carol (Birmingham 

Rep/West Yorkshire Playhouse), Stepping Out (Oldham Coliseum),  

The Young Ones (Ovation Productions), The Witches of Eastwick,  

Guys and Dolls, Seven Brides for Seven Brothers, The Famous Five 

(UK tour). TV: The Queen’s Nose, Sooty, Big Meg Little Meg, Star for  

a Night, Heartbeat, If..., Emmerdale.

EMMA LINDARS 

Ensemble (Doris) 

Theatre: The Prime of Miss Jean Brodie (National Theatre/UK tour), The 

Wind in the Willows (National Theatre/The Old Vic), Made in Dagenham, 

Shrek The Musical, Priscilla Queen of the Desert, The Sound of Music 

(West End), Singin’ in the Rain (Théâtre du Châtelet, Paris). TV: Sunday 

Night at the London Palladium, The Paul O’Grady Show, Children in 

Need, Comic Relief, The Alan Titchmarsh Show. 

ANTONIO MAGRO 

Ensemble (Sheriff) 

Theatre: Matilda The Musical (RSC/West End), A View  

from the Bridge (West End), The Game of Love and Chance  

(Salisbury Playhouse), Enron (Headlong). Film: Kingsman, Blood 

Orange. TV: Hooten and the Lady, Apocalypse Slough, Stath, Not Safe 

for Work, Line of Duty, The Bible, Doctors, Titanic, Little Dorrit. 

CAROLYN MAITLAND 

Ensemble (Joelle) 

Theatre: Kiss Me, Kate (The Old Vic/West End/Chichester Festival 

Theatre), Miss Saigon, From Here to Eternity, Legally Blonde The 

Musical (West End), Starting Here, Starting Now (St James Studio), The 

Memory Show (Drayton Arms), Cabaret (ACT, Aberdeen), Singin’ in the 

Rain (Kilworth House), Jekyll & Hyde, High School Musical 2, Fame The 

Musical (UK tour), Christmas Spectacular (Thursford), Seaside Special 

(Cromer), Mamma Mia! (international tour), Fingask Follies, Broadway 

Celebration (USA), Spirit of the Dance (China). TV: Mobo Awards with 

Chaka Khan, Reach for the Moon.

KIRSTY MALPASS 

Ensemble (Piano teacher) 

Theatre as Performer: Charlie and the Chocolate Factory, Chariots 

of Fire, The Lord of the Rings, Jerry Springer: The Opera (West End), 

Carmen, Die Fledermaus (New Vic), Fast Forward (National Theatre), 

Crush, The Sound of Music, It’s a Wonderful Life, Honk! (UK tour), 

Stroke of Luck (Park Theatre), Gutterpress (Riverside Studios),  

The Wizard of Oz (Birmingham Rep/West Yorkshire Playhouse),  

Spend Spend Spend (English Theatre Frankfurt). Theatre as Performer/

Musician: The 101 Dalmations (Castle Theatre, Wellingborough), 

Robin Hood and the Babes in the Wood (Theatr Clwyd), Jack and 

the Beanstalk (New Wolsey, Ipswich). TV: Jerry Springer: The Opera, 

Playing Shop.

LISA MATHIESON 

Swing 

Theatre: Dirty Rotten Scoundrels (West End/UK tour),  

Love Never Dies (West End), Spamalot, We Will Rock You (Germany), 

Gotta Sing Gotta Dance, Twist and Shout (UK tour), Anything Goes 

(Kilworth House), Ultimate Broadway (Shanghai), Dancing Queen (USA 

tour), Hold Tight It’s 60s Night (Holland tour), Santa Claus: The Musical 

(Singapore), Jack and the Beanstalk, Cinderella, Aladdin (Jordan 

Productions). 

EUGENE McCOY 

Ensemble (Larry) 

Theatre: American Psycho (Almeida), Jersey Boys, Mamma Mia! (West 

End), The Pajama Game (Chichester Festival Theatre/West End), Guys 

and Dolls (West End/Donmar), Oklahoma! (Chichester Festival Theatre), 

They’re Playing Our Song (Menier Chocolate Factory), Little Shop 

of Horrors (UK tour), West Side Story (Larnaca). TV: Little Crackers, 

Doctors.

JENNY O’LEARY 

Ensemble (Debbie) 

Theatre: Les Misérables (West End), Shrek The Musical (UK tour),  

Once Upon a Mattress (Union), Our House: 10th Anniversary  

(Savoy Theatre), Hairspray The Musical (Aberystwyth Arts Centre).  

Jenny graduated from ArtsEd in 2012.

CARLYSS PEER 

Rita Hanson 

Theatre: The Rivals (Theatre Royal Bath/West End), A Midsummer 

Night’s Dream, Hamlet (Shakespeare’s Globe), Jefferson’s Garden 

(Watford Palace), Les Liaisons Dangereuses (Salisbury Playhouse). 

TV: The Secret Agent, Peter Pan, Holby City, Silent Witness, Doctors, 

Missing, Eternal Law, Good Vibrations.

LEANNE PINDER 

Swing/Dance Captain 

Theatre: Bend It Like Beckham, Women on the Verge of a Nervous 

Breakdown, We Will Rock You (West End), Matilda The Musical (West 

End/Broadway), American Psycho (Almeida), Fame The Musical, 

Saturday Night Fever, Grease (UK tour). TV: Top of the Pops, CD:UK, 

Des and Mel, The Kumars, T4 Sunday, Popworld, Ulster TV, Fame 

for Musicool, Disco Mania 2. Glasgow 2014 Commonwealth Games 

Opening Ceremony. Emma Bunton’s ‘Maybe’ video, Girls Aloud (Kidz 

First Charity Ball).

MARK POLLARD 

Ensemble (Buster) 

Theatre as Performer: The Mousetrap, Starlight Express (West End), 

Joseph and the Amazing Technicolor Dreamcoat (West End/UK tour), 

Singin’ in the Rain (UK tour), The Rocky Horror Show (SFX Dublin), 

Gypsy (Gaiety, Dublin), A Slice of Saturday Night (Eblana, Dublin), First 

Love (Bridewell), Laters (Tristan Bates), The Wizard of Oz (Canterbury), 

Can’t Stop the Music (world tour), Rock Legends (New Zealand/

South Africa), The Bird Sanctuary (Project, Dublin). Theatre as Director: 

The Little Dog Laughed, New Boy (Irish premieres), A Dog Called 

Redemption (Library Theatre, Manchester/Edinburgh Festival), Day Like 

Today (Red Lion), Helen Lederer’s WTF (St James Theatre).
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DAMIEN POOLE 

Swing/Assistant Dance Captain 

Theatre: Gypsy, Charlie and the Chocolate Factory, Grease, Chess in 

Concert, Betwixt! (West End), Shrek The Musical (West End), Gypsy 

(Chichester Festival Theatre), Dick Whittington (Alhambra, Bradford). 

TV: GMTV, Britain’s Got Talent, This Morning, The Royal Variety 

Performance at the London Palladium, Emmerdale, Heartbeat, Wilmot.

JACK SHALLOO 

Ensemble (Ralph) 

Theatre: Charlie and the Chocolate Factory (West End), Dead Dog in a 

Suitcase (UK/international tour), A Clockwork Orange (Stratford East), 

Goodbye Barcelona (Arcola), Departure Lounge (Waterloo East),  

The Kissing Dance (Jermyn Street), Laters (Drill Hall), Kick Off (Riverside 

Studios), The Snow Queen (Nuffield Theatre), Hamlet the Musical  

(Royal & Derngate/Richmond), Our House (Birmingham Rep/UK  

tour), Fit (Manchester Contact). Film: Fit, Kick Off, Bashment. TV:  

The Suspicions of Mr Whicher, Dickensian, The Interceptor, Doctors, 

Miranda Hart’s New Year’s Eve Sketch Show, The Man Who Loved the 

Lakes, Out of Control. Jack is also a singer/songwriter and has released 

an album of original songs, London Soul.

ANDREW SPILLETT 

Ensemble (Gus) 

Theatre: Aladdin (The Old Vic), Rock of Ages, Flashdance, Spamalot, 

Our House, Kiss Me, Kate, The Beautiful Game, Whistle Down the 

Wind, Starlight Express (West End), La Bohème, Showboat (Royal 

Albert Hall), A Chorus Line (Sheffield Crucible), Just So, Out of This 

World (Chichester Festival Theatre). Film: London Road.

SPENCER STAFFORD 

Swing 

Theatre: Billy Elliot The Musical, Ghost The Musical, Oliver!, Spamalot, 

Guys and Dolls, Les Misérables, Chicago, Cats, Starlight Express,  

The Who’s Tommy, Tommy Steele’s What a Show! (West End), La Cage 

aux Folles (Menier Chocolate Factory), Singin’ in the Rain (National 

Theatre), Beautiful and Damned (Lyric), A Chorus Line (Sheffield 

Crucible), Chicago (Japan/Korea tour).

The Company

The Company
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CREATIVE TEAM

DANNY RUBIN 

Book 

After winning a one-act play competition at Chicago’s seminal Practical 

Theater Company, Rubin continued writing plays and performing as 

well as scripting industrial films and writing for children’s television. After 

selling his first screenplay, Silencer, to Hollywood he turned his attention 

to screenwriting. Groundhog Day won a BAFTA for Best Screenplay and 

the London Film Critics’ Circle Award for Screenwriter of the Year. Rubin 

is also a lecturer and teacher, recently completing a five-year stint as the 

first Briggs-Copeland Lecturer on Screenwriting at Harvard University. 

His e-book How to Write Groundhog Day was published in 2013.

TIM MINCHIN 

Music & Lyrics 

Tim is a musician, actor, comedian, writer and director.  

He’s toured extensively in the US, UK and Australia, performing solo, 

with bands and symphony orchestras. He’s released five DVDs, the 

most recent recorded with the Heritage Orchestra at the Royal Albert 

Hall in 2012. Screen acting credits include Californication: Season 

6 and Secret River. Stage acting credits include Rosencrantz and 

Guildenstern are Dead (Sydney Theatre Company) and Jesus Christ 

Superstar (UK/Australia tours). Tim has composed extensively for theatre, 

and is the composer-lyricist of Matilda The Musical (with Dennis Kelly). 

He’s writing, directing and composing for the forthcoming DreamWorks 

Animation feature film, Larrikins. 

MATTHEW WARCHUS 

Director  

Theatre: The Caretaker, The Master Builder, Future Conditional, 

Speed-the-Plow (The Old Vic), The Norman Conquests (The Old Vic/

Broadway), Life x 3 (National Theatre/The Old Vic/Broadway), Matilda 

The Musical (RSC/West End/Broadway/international tour), Ghost 

The Musical (West End/international tour), Boeing-Boeing, The Lord 

of the Rings, Endgame, Our House (West End), La Bête, Deathtrap, 

God of Carnage, Art (West End/Broadway), The Unexpected Man 

(West End/ RSC/Broadway), Buried Child, Volpone (National Theatre). 

Opera: Falstaff (ENO/Opera North), Così Fan Tutte (ENO), The Rake’s 

Progress (ROH/WNO), Troilus and Cressida (Opera North). Film: Pride, 

Simpatico. Matthew was appointed Artistic Director of The Old Vic in 

May 2014.

PETER DARLING 

Choreographer 

Charlie and the Chocolate Factory, Our House (West End), Matilda The 

Musical (RSC/West End/Broadway/Australia – Best Choreographer 

Olivier Award), Billy Elliot The Musical (West End/Broadway/US tour/

Australia – Best Choreographer Olivier & Tony Awards), The Lord of the 

Rings (West End/Toronto), Candide, Oh! What a Lovely War, Power 

(National Theatre), Merrily We Roll Along (Donmar), Closer to Heaven 

(Arts Theatre – Best Choreographer Theatregoer’s Choice Award),  

A Midsummer Night’s Dream (Bristol Old Vic), Sunset Boulevard (UK 

tour), The Tempest (RSC), Edward II, The Country Wife, As You Like 

It, Twelfth Night (Sheffield Crucible Theatres). Film: The Phantom of the 

Opera, Billy Elliot, Plots With a View, Trauma.

ELLEN KANE 

Co-Choreographer 

Theatre as Choreographer: Women on the Verge of a Nervous 

Breakdown (West End). Theatre as Associate Choreographer:  

Charlie and the Chocolate Factory, Sister Act, The Lord of the Rings 

(West End), Matilda The Musical (RSC/West End/Broadway/US 

tour/Australia), Billy Elliot The Musical (West End/Australia/Chicago/

Holland), The Three Musketeers (Germany).

ROB HOWELL 

Set & Costume Designer 

Theatre: The Caretaker,  

The Master Builder, Future Conditional, A Flea in Her Ear, Inherit 

the Wind, Speed-the-Plow, Complicit (The Old Vic), The Norman 

Conquests (The Old Vic/Broadway). Rob has also worked at the 

National Theatre, RSC, Royal Court, Almeida, Donmar Warehouse, 

Young Vic, Chichester Festival Theatre, West Yorkshire Playhouse, 

Manchester Royal Exchange, Royal Opera House, Metropolitan Opera 

in New York and on Broadway. He’s won three Olivier Awards for Set 

Design, including for Matilda The Musical in 2012 for which he also  

won Drama Desk, Outer Critics Circle and Tony awards.

CHRISTOPHER NIGHTINGALE  

Orchestration, Additional Music & Musical Supervisor 

Theatre as Composer: Music: Future Conditional (The Old Vic). Musical 

Supervisor, Orchestrator & Additional Music: Matilda The Musical (RSC/

West End/Broadway/international tour). Musical Supervisor, Arranger 

& Orchestrator: Ghost The Musical (West End/international tour). Co-

Composer & Orchestrator: The Lord of the Rings. Musical Supervisor 

& Additional Arrangements: Bombay Dreams. Arrangements & Musical 

Director: Closer to Heaven. Musical Director: Whistle Down the Wind, 

Oliver!. Assistant Musical Director: Miss Saigon (West End). Musical 

Director/keyboards: The Plantagenets, The Tempest, Comedy of Errors, 

A Clockwork Orange, The Plain Dealer, Pericles, Much Ado About 

Nothing, Henry IV Part I, Singer, Some Americans Abroad, Playing with 

Trains (RSC). Film: Composer: Pride. Conductor/Vocal Coach: Evita. 

HUGH VANSTONE 

Lighting 

Hugh has designed the lighting for nearly 200 productions  

and worked for most of the UK’s national companies and extensively 

on Broadway. He’s received many awards for his work including three 

Olivier Awards, a Tony and a Molière. Theatre: The Caretaker, The Master 

Builder, Future Conditional (The Old Vic), The Red Lion (National 

Theatre), Welcome Home, Captain Fox!, Closer (Donmar), Matilda The 

Musical (RSC/international), Shrek The Musical (New York/West End/

UK tour), Ghost The Musical (West End/international), An Act of God 

(New York/tour), Strictly Ballroom (Australian tour), Tanz Der Vampire 

(Paris/Germany), Don Quixote (Royal Ballet).
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SIMON BAKER 

Sound 

Theatre: The Caretaker, The Master Builder, Future Conditional, High 

Society, Electra, The Norman Conquests, Hedda Gabler, The Real 

Thing (The Old Vic), A Midsummer Night’s Dream (Shakespeare’s 

Globe), Shakespeare in Love, Mojo (West End), Matilda The Musical 

(Worldwide – Olivier Award for Best Sound), Rebecca (UK tour), My Fair 

Lady, Anything Goes (Sheffield Theatres), The Light Princess, The Amen 

Corner (National Theatre). For Kneehigh: Brief Encounter (worldwide), 

The Red Shoes, Wild Bride, Don John, Steptoe & Son, 946, The Flying 

Lovers of Vitebsk. Simon is an Associate Artist of The Old Vic, Kneehigh 

Theatre and Shakespeare’s Globe, and a fellow of the Guildhall School.

PAUL KIEVE 

Illusions 

Theatre: Matilda The Musical, Ghost The Musical (West End/Broadway 

– Drama Desk Award), The Lord of the Rings, Our House, The Invisible 

Man (West End), An Act of God, Finding Neverland, Pippin, Side Show 

(Broadway), Macbeth (Armory NYC), The Phantom of the Opera (UK/

USA tour), Kate Bush’s Before the Dawn (Hammersmith Apollo). Film: 

Hugo, Harry Potter and the Prisoner of Azkaban. TV: Cranford. Paul  

has been a consultant to David Copperfield, Penn & Teller, Derren 

Brown and Dynamo. He received The Magic Castle, Hollywood Creative 

Fellowship and The Magic Circle Maskelyne Award. Paul is an Associate 

Artist at The Old Vic.

FINN CALDWELL 

Additional Movement 

Finn is Co-Artistic Director of Gyre & Gimble, a company specialising in 

puppetry. As Director: Lardo (Old Red Lion), The Elephantom (National 

Theatre/West End). As Director/Designer of Puppetry: Dr Seuss’s The 

Lorax (The Old Vic), The Bear (Pins & Needles), Running Wild (Regent’s 

Park Open Air/Chichester), The Tempest (Birmingham Royal Ballet), 

Alice’s Adventures Underground (Les Enfants Terrible), Ariodante 

(Festival Aix), The Light Princess (National Theatre), The Grinning Man 

(Bristol Old Vic). As Associate Puppetry Director: War Horse (West End/

international), Shrek The Musical (West End), Tom Thumb (Edinburgh, 

Fringe First winner).

ANDRZEJ GOULDING 

Video 

Theatre: Speed-the-Plow (The Old Vic), People, Places and Things, 

Relative Values, Sane New World also Set Design (West End), The Last 

Mermaid (WMC), From Morning to Midnight, The Suicide (National 

Theatre), Coriolanus (Donmar), The Machine (Manchester International 

Festival), Into the Hoods: Remixed (Peacock Theatre), 1984 (Sadler’s 

Wells/Northern Ballet), Man to Man (Edinburgh Festival/WMC), The Boy 

in the Striped Pyjamas (Chichester Festival Theatre), Pitcairn, Pressure 

(Minerva, Chichester), Union also Set Design (Lyceum, Edinburgh), 

Carousel, La Fancuilla del West (Opera North), The Machine 

(Broadway), Silent Night (Philadelphia Opera/US tour), Hansel and 

Gretel (Vienna Opera), The Impresario/Le Rossignol (Santa Fe Opera).

DAVID GRINDROD CDG  

Casting Director 

Theatre: Jekyll & Hyde (The Old Vic), Our House, The Lord of  

the Rings, Ghost The Musical, Matilda The Musical – adult casting, 

School of Rock – adult casting, Bat Out of Hell (West End), Sweeney 

Todd, Sunset Boulevard (ENO), Jesus Christ Superstar, Hello, Dolly!, 

Crazy for You (Regent’s Park Open Air), Mamma Mia! (worldwide), 

Chicago, Cats, Million Dollar Quartet, The Commitments, Hairspray The 

Musical (UK/international tour), 42nd Street, Singin’ in the Rain, On the 

Town (Théâtre du Châtelet, Paris). Film: Beauty and the Beast, Nine, 

Mamma Mia!, The Phantom of the Opera. TV: The Sound of Music Live!, 

all Andrew Lloyd Webber talent searches.

ALAN BERRY 

Musical Director 

Theatre as Musical Director:  

The Commitments, Matilda The Musical, Avenue Q (West End), Little 

Shop of Horrors (Menier Chocolate Factory/West End). As Assistant 

Musical Director: Aladdin (The Old Vic), Shrek The Musical, Hairspray 

The Musical, Spamalot (West End), Matilda The Musical (RSC), Kiss 

Me, Kate (UK tour). TV: The Royal Variety Performance, Olivier Awards 

Nomination Ceremony, 4 Poofs and a Piano. Radio: Friday Night is 

Music Night. Cast recording: Matilda The Musical.

KATY RUDD 

Associate Director  

Theatre as Director: Curious Night at the Theatre (West End),  

I’m Really Glad We Had That Chat (Arcola), Henna Night (Edinburgh), 

The Butterfly (Salisbury Playhouse), Narcissus (The Edge), Hippolytus 

(Stage@Leeds), Shafted (NCM). Theatre as Associate Director: The 

Master Builder (The Old Vic), Husbands & Sons (National Theatre), 

The Curious Incident of the Dog in the Night-Time (National Theatre/

West End/Broadway/UK tour), Mojo (West End), Linda, The Twits 

(Royal Court). Theatre as Assistant Director: The 24 Hour Plays 

Celebrity Gala, The Playboy of the Western World (The Old Vic), 

Into the Woods (Regent’s Park Open Air), Mathematics of the Heart 

(Theatre503), The Constant Wife (Salisbury Playhouse).

PAUL WARWICK GRIFFIN 

Associate Director  

Theatre as Assistant Director: Aladdin (The Old Vic).  

Theatre as Associate Director: Waiting for Godot (West End), Ghost 

The Musical (West End/UK & international tour), Xanadu (Southwark 

Playhouse), Little Women (Royal College of Music), Dreaming Too Loud 

(Australia), High School Musical (Asia/South Africa), Sunset Boulevard, 

Evita, Chess, Hair, Stepping Out, Joseph and the Amazing Technicolor 

Dreamcoat, Beautiful Creatures (South Africa), Jesus Christ Superstar 

(Asia/Greece/South Africa), Tick...Tick...Bang!, Me and My Friend 

(Element Theatre South Africa). Theatre as Resident Director:  

Cats (international tour). TV: High School Musical (Spotlight South 

Africa Live Finale/series).

JANE McMURTRIE 

Resident Choreographer 

Theatre as Resident Choreographer/Children’s Director: Gypsy (West 

End). Theatre as Dance Captain/Performer: Charlie and the Chocolate 

Factory, Legally Blonde The Musical, Carousel, On the Town, Tonight’s 

the Night (West End), The Wedding Singer (UK tour). Theatre as 

Performer: Mary Poppins, Footloose (West End), Annie Get Your 

Gun, Grease, Oh! What a Night (UK tour). Theatre as Choreographer: 

Violet (Mountview Theatre School), Snow White and the Seven Dwarfs 

(Leicester), Sleeping Beauty (Southport). Regional casting: Chitty Chitty 

Bang Bang (UK tour). Theatre as Associate Choreographer: Legally 

Blonde The Musical (Australia). TV as Associate Choreographer:  

The Tracey Ullman Show.
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BEC CHIPPENDALE 

Associate Set Designer 

Theatre: Dr Seuss’s The Lorax, The Master Builder (The Old Vic),  

The Wizard of Oz (West End), Matilda The Musical (West End/

Broadway/Australia), Rock ‘n’ Roll (Royal Court/West End), Calendar 

Girls (Chichester Festival Theatre/West End), The Sound of Music 

(West End/UK tour/Toronto), Three Sisters, Jumpers (National Theatre), 

The King and I (Royal Albert Hall), Ghost The Musical (UK tour), On 

the Town (ENO), Guilio Cesare (Glyndebourne), Le Nozze di Figaro, 

Werther (Metropolitan Opera), Manon Lescaut (Baden Baden/

Metropolitan Opera). Film: Hamlet, Die Another Day. TV: Can’t Buy  

Me Love, The Last Chancers.

CLAIRE MURPHY 

Associate Costume Designer 

Theatre: Billy Elliot The Musical (London/New York/Chicago/Australia/

UK tour), Stephen Ward The Musical (West End), The Trial, An 

Enemy of the People, The Government Inspector, Annie Get Your 

Gun, The Good Soul of Szechuan (Young Vic), Everyman (National 

Theatre), Boris Godunov, Parsifal, Gianni Schicchi, Il tabarro, Suor 

Angelica, The Minotaur (Royal Opera House), Nabucco (Royal Opera 

House/La Scala), Anna Nicole The Opera (Royal Opera House/

BAM), Rosenkavalier, L’enfant et les sortilèges, L’heure espagnole 

(Glyndebourne).

CAMPBELL YOUNG ASSOCIATES 

Hair, Wigs & Make-up 

Theatre: The Master Builder, Dr Seuss’s The Lorax, Electra, Clarence 

Darrow, Richard III (The Old Vic), Funny Girl, The Young Chekhov 

Trilogy, Bend It Like Beckham, City of Angels, Made in Dagenham, 

Gypsy, Guys & Dolls, Charlie and the Chocolate Factory (West End), 

American Psycho, The Crucible, A Fish in the Dark, Misery, One 

Man, Two Guvnors (Broadway), The Cripple of Inishmaan, Matilda 

The Musical, Ghost The Musical, Billy Elliot The Musical (West End/

Broadway), Don Carlos, L’enfant et les sortilèges (Bolshoi Opera), Anna 

Nicole The Opera (BAM). TV (featured wigs): The Americans, House of 

Cards, Orange is the New Black.

MARCUS HALL PROPS 

Props Supervisor 

Theatre: Jekyll & Hyde, Clarence Darrow, The Crucible, Other Desert 

Cities, The Duchess of Malfi (The Old Vic), The Comedy About a Bank 

Robbery, Charlie and the Chocolate Factory, Kinky Boots, Motown, 

American Buffalo, Bend It Like Beckham, Memphis, I Can’t Sing, Death 

of a Salesman, The Railway Children (West End), Hamlet (Barbican), 

Welcome Home, Captain Fox!, City of Angels, Roots (Donmar), Half 

a Sixpence, First Light, Young Chekhov (Chichester Festival Theatre), 

Annie, After Miss Julie (UK tour), Macbeth (Broadway), The Judas Kiss 

(Toronto/BAM), Mary Poppins, Dirty Dancing, The Last Confession, 

Batman Live! (worldwide), The Phantom of the Opera (US tour).

JOEL SHIER 

Associate Lighting Designer 

Theatre: Matilda The Musical, Ghost The Musical, American Psycho, 

If/Then, The Elephant Man, Finding Neverland, Soul Doctor, Godspell 

(Broadway), Wicked, Sister Act, Sweeney Todd (US tour), and 

productions in Argentina, China and various American regional theatres. 

TONY GAYLE 

Associate Sound Designer 

Theatre as Sound Designer: Lazarus (King’s Cross), First Lady Suite 

(Karamel Club), American Idiot, Legally Blonde The Musical, Into the 

Woods (Bridewell), Godspell (Lyric/UK tour). Theatre as Associate 

Sound Designer: Disney’s Aladdin (West End/Hamburg), Beautiful, 

The Book of Mormon, Spring Awakening (West End), Here Lies Love 

(National Theatre), Saturday Night Fever (UK tour), The Glasgow Girls 

(Citizens, Glasgow), American Idiot (world tour). Theatre as Production 

Sound Engineer: The Caretaker, Future Conditional, High Society (The 

Old Vic), Spamalot (West End), Jersey Boys, Our House, Noises Off 

(UK tour), Ghost The Musical (West End/Seoul/UK tour), Loserville 

(West Yorkshire Playhouse/West End), Mamma Mia! (worldwide).

DAVID GALLAGHER 

Orchestral Management 

Orchestral manager: Cinderella (The Old Vic), Matilda The Musical, 

From Here to Eternity (West End), Jackie The Musical, Bernadette 

Peters (UK tour), Crush The Musical (Coventry/Brighton/Richmond), 

Wolf Hall recordings (Broadway). Musicians’ contractor: Dr Seuss’s 

The Lorax, Future Conditional, Richard III, The Tempest, As You Like 

It, The Cherry Orchard, The Winter’s Tale (The Old Vic), Play Without 

Words (Sadler’s Wells/tour), amfAR Cinema Against Aids Gala 

(Cannes Film Festival), Robin Hood (film). Music Manager:  

RSC 2010–11 and National Theatre 2000–10.

PENNY DYER  

Company Dialect Work 

Theatre: The Caretaker, Other Desert Cities, Sweet Bird of Youth,  

Kiss Me, Kate, Speed-the-Plow, The Philadelphia Story (The Old Vic), 

Husbands and Sons, This House (National Theatre), The Maids, Gypsy, 

The Ruling Class, The Book of Mormon, The Michael Grandage season 

(West End), The Cripple of Inishmaan, How to Succeed in Business 

(Broadway), Linda (Royal Court), Teddy Ferrara (Donmar), Reasons 

to be Pretty (Almeida). Film: The Danish Girl, Florence Foster Jenkins, 

Testament of Youth, Blue Jasmine, Pride, Philomena, The Queen, 

Elizabeth. TV: The Rack Pack, The Last Kingdom, Marvellous, Cilla, 

Tommy Cooper, The Girl, Mrs Biggs, Downton Abbey.

CHARLIE HUGHES-D’AETH 

Company Voice Work 

Charlie is Consultant Text and Voice Coach for the RSC’s Matilda 

The Musical, (Resident 2010–14). Currently Resident Voice Coach 

for Charlie and the Chocolate Factory (West End). Other theatre: 

The Caretaker, The Master Builder, Future Conditional (The Old 

Vic), The Gods Weep (RSC/Hampstead), The Tempest, Much Ado 

About Nothing (RSC/Shakespeare in a Suitcase tour), Adrian Mole 

The Musical (Leicester Curve), Jerusalem (Northcott, Exeter). Before 

working in theatre full-time, Charlie was a director and playwright, and 

taught MA and undergraduate levels in London drama schools.
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CHARACTER 
BREAKDOWN

Phil Connors is a weather man. He begins the play egotistical, self important and rude to everyone.  
He doesn’t want to cover the 2 February Groundhog Day celebrations in Punxsutawney, he thinks it’s beneath 
him, as he considers himself to be a big shot celebrity. He gets trapped in Groundhog Day, which repeats 
itself over and over and we follow his experiences as he repeatedly re-lives this day. 

Director. At the start of the play we hear a director trying to work with Phil as he is being difficult recording in 
the studio on 1 February, before he sets off to cover Groundhog Day.

Larry is the long suffering camera man who works with Phil, he is treated badly and doesn’t really like  
Phil very much at the start. Phil shows disregard for him, making his life difficult and being unkind.

DJ One and DJ Two are local radio DJs whose show we hear on the radio in Phil’s bed and breakfast room 
on Groundhog Day morning. Their show is unsophisticated but full of good natured joy.

Lady in hat and her husband are interviewed on the radio show, she has made a special hat  
to celebrate Groundhog Day.

Frat boy gives an excited cheer for his team on the Groundhog day radio show.

Chubby Man, whom we eventually learn is called Jonathan, is staying in the same bed and breakfast.  
He meets Phil on the landing, asking if he’s joining the Groundhog Day festivities.

Mrs Lancaster runs the bed and breakfast, she is eager to please her guest Phil, whom she is a little in awe 
of, and is easily confused when he is mean to her about the coffee and about staying longer.

Mr and Mrs Cleveland are friendly guests at the bed and breakfast, they engage in the conversation about 
the impending blizzard, saying they’ll be turned into popsicles (ice lollies) and Phil is initially dismissive.

Debbie Johnson and Fred Kleiser are engaged, they met on Groundhog Day in Punxsutawney four years 
before and come back every year. They are Phil Connors fans and want a picture with him.

Old Mr Jenson is a homeless man who asks Phil for money.

Ned Ryerson is an insurance salesman who went to school with Phil and bounds up to greet him and 
reconnect, and try to sell him life insurance policies. We learn he has a lot of children and is a widow, having 
lost his beautiful wife. 

Rita is the producer working on the Punxsutawney broadcast. She has worked with Phil once before, 
covering a flood. She is romantic and practical and sees the joy in life, she is charmed by the Groundhog Day 
celebrations. She rejects Phil’s cynical attempts to seduce her. Phil begins to fall in love with her and tries to 
create the perfect day, which never quite works out. Eventually Phil is honest with her and she inspires him to 
use his repeating day in more fulfilling ways. As Phil changes by living more fully she grows attracted to him, 
and their blossoming relationship seems to be part of the reason that Phil escapes the cycle of repeated days.

Buster is the master of ceremonies on Groundhog Day and looks after Phil the Groundhog, translating  
for the crowd whether or not he saw his shadow. He is a jovial and kind member of the community.

Phil the groundhog and weather predictor. There is a tradition that says if Phil comes out of his  
burrow and sees his shadow there will be 6 more weeks of winter, if he doesn’t there will be an early Spring. 
On this occasion he emerges and Buster informs us that Phil saw his shadow, so there is more winter. 
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Bartender keeps the bar where Rita writes her journal and Buster is chatting to the groundhog before  
the banquet.

Sheriff and Deputy announce that the blizzard has closed all the roads out of Punxsutawney. They also 
arrest Phil when he crashes a car drunk.

Jeff is the Sheriff’s son and works at the Diner. He drops a tray, part of the repeating pattern that makes  
Phil realise he is trapped in the same day. 

Doris works in the Diner, and would love to be a singer.

The Healer, Naturopath, Psychiatric Pharmacologist, AA practitioner, Scientologist and Priest  
are all characters that Phil consults early on in his repeating experience to try and find answers to why he  
is stuck in a repeating day, and a way out. They all have strong but quite ridiculous opinions about what  
Phil should do to resolve his situation.

Gus and Ralph are drinkers in the Bowling Alley Bar, they are not living life to the full and are gently critical of 
everything. They befriend Phil and through talking to them he realises that being stuck in the same day means 
that he can live without any consequences to his actions.

Nancy is an attractive woman who Phil seduces, using his ability to get knowledge of her on one day to 
pretend to know her from school the next time the day repeats. He pretends he has loved her since school.

Alice is from the diner and is trying to give the deputy a large bag of money, the diner takings,  
that Phil steals on one of his repeating days.

Piano Teacher is someone who Phil goes to when he learns that Rita would use a day that repeated to learn 
to play piano. His piano playing is the beginning of him using his time in a fulfilling and meaningful way.

Nurse conveys the news to Phil that Mr Jenson is dead, because his time had come. This event triggers an 
ever-increasing number of occasions on which Phil tries to, unsuccessfully, save Mr Jenson.

There is a chorus of elders and townspeople who create the world of Punxsutawney and play the roles  
of Someone and Someone Else who ask questions in the diner about routes out of the town.

The Company
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SYNOPSIS

ACT ONE

The play begins in the TV studio, with Phil in front of his weather map. We hear the voice of the Director, 
and Phil miscounts to make life difficult for Larry because he doesn’t want to go to Punxsutawney to cover 
the Groundhog Day celebrations. We see Phil’s journey to Punxsutawney and get a brief introduction to  
the town. 

Phil wakes up in his bed and breakfast (B&B) in Punxsutawney and listens to the local morning radio and 
mocks the hosts and guests. He leaves his room and meets a friendly chubby man on the landing then goes 
down to Mrs Lancaster and criticizes her coffee, then criticizes Mr and Mrs Cleveland’s weather concerns. 
Phil leaves the B&B to walk to the Groundhog Day celebrations, meeting Debbie and Fred on the street, 
they are fans who want a photograph. He passes by and ignores, Mr Jenson who asks for money before 
being accosted by Ned Ryerson, who as part of their exchange sings his company’s jingle ‘Gotta love life’. 
He leaves Ned and arrives to meet Rita and Larry to do his broadcast, leering after Nancy when Rita is 
talking to him. 

The Groundhog Day ceremony happens, Buster translates what Phil, the Punxsutawney groundhog saw 
and Phil completes his broadcast, clearly bored. Phil arranges to meet Rita at the Diner after telling her to 
have the van ready to leave.

In the diner Rita arrives, she’d like a sticky bun but Phil says it’s time to leave. The Sheriff arrives and tells 
everyone the highway is closed because of the blizzard and the cell (mobile) phone signal is down. Phil is 
furious, and asks if there is a fast lane to get celebrities out, people in the diner gently tease him for sharing 
a name with the groundhog. Phil makes Larry and Rita try to leave in the van, they fail because of the snow 
and return.

The Company
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In the bar Buster has Phil the groundhog on the bar while Rita is writing in her journal, Buster invites her to 
the banquet. Phil gets Rita’s name wrong when he tries to seduce her, suggesting she won’t get another 
offer as good. She tells him to keep it professional and rejects his advances and Phil storms off, asking 
them to make sure that the van is ready at 7am the next morning so they can leave.

The clock radio wakes up Phil in his room at the B&B exactly as it had the day before, Phil is openly critical 
thinking the radio station has put yesterdays tape on to play by accident. He leaves his room and meets the 
chubby man who asks exactly the same question as the day before. He asks the man to confirm the date, 
2 February and goes downstairs. As the scene plays out with everyone asking him the same questions Phil 
becomes more confused, unsure of whether or not he is dreaming. He joins Rita and Larry and asks Rita to 
slap him, she does. He starts the broadcast but then runs away. In the diner Phil is shaken as he realises he 
knows what is going to happen next. Throughout the rest of the play we see scenes repeat, reflecting the 
number of days that Phil spends trapped in the repeating Groundhog Day.

Back in the bed and breakfast and the 2 February begins again, for the third time, and Phil races past 
everyone. He consults a healer, Naturopath, Psychiatric Pharmacologist, Priest, AA practitioner and 
Scientologist to try to work out what is going on and how to stop it, without any success.

Drinking in the bar of the bowling alley with Gus and Ralph, Phil demands to know how they would behave 
if they were stuck in the same day. Gus and Ralph suggest they would eat and drink whatever they wanted. 
Phil realises his actions have no consequences and they drunkenly drive off before Phil plays chicken with a 
train, then crashes and gets arrested and put in jail.

The day starts again with Phil waking in the B&B, he finds Nancy at the Groundhog Day celebration 
and asks her some questions. We jump to the next time the day starts and Phil uses the answers to the 
questions he asked Nancy to ‘recognise’ her and seduce her. He’s very pleased with himself. Phil steals 
a bag of money, while Rita stands in for him on the broadcast. Rita finds Phil in the diner where he has 
eaten lots of food and is wearing an outlandish fur coat. He tries again to seduce her, suggesting that them 
getting marooned in Punxsutawney is romantic. Phil asks Rita about her life.

We are back in the bar and Rita is writing her journal next to Buster and the groundhog, she really likes 
Punxsutawney. Phil appears and tries to buy her a drink and get close to her. We see this moment three 
times as we see Phil use his repeating days to learn more about Rita. Each time he uses his knowledge to 
get closer to her it ends in disaster so he has to wait for the next day to progress. 

Phil and Rita are in a restaurant, as he is getting closer to her until he annoys her by being crude. We see 
the scene again on the next day and he doesn’t make the same mistake. After dinner they end up outside 
in a snowball fight as Phil asks Rita what she likes in a guy. The snowball fight day replays as Phil keeps 
messing up and we see a succession of a failures as Rita walks away, slaps him, knees him in the groin  
and so on, on different days.

We hear about a magical day that Phil had with a woman called Joelle and he wonders why he couldn’t  
be stuck in that day instead. All of the days seem to blur into one as characters crash into the scenes  
and Act One ends with the alarm clock going off on yet another Groundhog Day and Phil smashing it.

ACT TWO

Nancy sings about being someone’s one-night stand and we get a moments insight into her life. Then we 
are at the Groundhog Day morning and Phil gives his report but is depressed and says goodbye to Rita 
before shooting the groundhog and then himself. The day begins again and Phil is losing hope. A series  
of Groundhog Days go by and Phil kills himself in gruesome ways, anything to escape the day. 

Another Groundhog Day and Phil is in the diner with Rita, he tells Rita he thinks he’s immortal, a God.  
He predicts the things that are going to happen and we discover how much Phil has learned about the 
people in the town and their lives and hopes. He also tells Rita all that he has learned about her. Rita offers 
to spend the day with him to help him.

Phil and Rita walk through Punxsutawney and we learn what Rita would do if she had time, and some of 
what Phil has done with his repeated Groundhog Days. Rita goes back to Phil’s room and they have made  
a genuine connection, she falls asleep and Phil wakes up on another Groundhog Day.
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Phil begins another Groundhog Day but starts to be nice to everyone he meets, including Rita and Larry 
who are amazed. We see Phil learning to play the piano, and the piano teacher telling him that repetition  
is the key to being a good player. 

At the hospital a nurse approaches Phil to say that Mr Jenson, who he bought in, has died. The nurse 
explains that it was just his time but Phil is determined not to let it happen. We see Phil continue to learn to 
play the piano and try to find ways to save Mr Jenson, each day his piano playing improves, Mr Jenson dies 
and Phil is upset.

We start the day again with Phil giving a profound introduction to the Groundhog Day report, he’s been 
working on it and Rita and Larry are impressed. Rita asks Phil to grab some coffee but Phil declines saying 
he has some errands to run, before saying a line of French poetry to her, something he discovered she has 
studied, and we also learn that Larry knows French poetry.

Phil races around Punxsutawney all morning performing acts of kindness until finally he is on a bench  
with Mr Jenson and Rita approaches. He asks her to join them, saying they are two of his favourite people 
before dashing off to complete his afternoon acts of kindness – a routine he has clearly developed. 

Rita is writing her diary in the bar and hearing about Phil’s acts of kindness from different people.  
Mrs Lancaster brings Rita a pair of big fur lined boots from Phil (she had said on the very first Groundhog 
Day she couldn’t go to the banquet until her toes warmed up) and takes her to the Groundhog Day banquet.

At the banquet Phil is playing piano brilliantly and everyone is enjoying it. Buster starts the Bachelor auction 
with Phil who everyone bids for, before Rita bids all her money. She and Phil begin to dance together and 
we also see Larry and Nancy start to dance. Phil and Rita step onto the balcony and Rita impulsively kisses 
Phil, he kisses her back but gently teases her, suggests she should slow down. He says he just has to nip 
back in to do something and Rita sees him surrounded by all his friends in Punxsutawney and is amazed 
and attracted to his kindness. 

In the B&B and Phil wakes up, it is silent. He notices Rita’s boot on the floor and then she enters from the 
bathroom.  Larry beeps the horn of the van, he’s outside ready to go. Rita says she’d like to stay for the day, 
Phil grabs her hand and they head out into the Punxsutawney sunrise.

The Company
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THEMES

LIVING A MEANINGFUL LIFE

Groundhog Day follows Phil Connor’s journey from being an arrogant, 
rude and selfish man to being a compassionate, generous, content man. 
Through being constantly forced to relive a single day, one that he starts out 
despising, we see him mature as a human being. He starts out completely 
self-centred and petulant when he can’t get what he wants, with little regard 
for others. As the days repeat he commits actions because he knows he 
won’t have to face their consequences and allows himself to be driven by 
impulse. Finally, he experiences despair but emerges as a mature member 
of the community and a contented man. Phil builds a life of happiness by 
pursuing things that interest him, like piano playing, and through building 
meaningful relationships based on kindness and gratitude. Phil’s journey is 
on many levels an exploration of what it takes to lead a good life outside of 
a religious framework. This seems to be a humanist story, a secular parable, 
about how to live a meaningful and fulfilled life.

STATUS AND CELEBRITY

Phil starts out as a minor celebrity because he’s a TV weatherman,  
people in Punxsutawney recognise him. He thinks he is above reporting on 
Groundhog Day and criticises the town for it’s poor amenities and lack of 
good coffee. He places value on his status and perceived power. Early on 
in the experience of his repeating Groundhog Day Phil values money, sexual 
conquests and power over other people. Slowly we see these things do 
not bring him happiness and his despair leads him to try repeatedly end his 
own life. In repeatedly facing mortality through the death of Mr Jenson, and 
through an honest conversation with Rita, he is inspired to explore alternative 
ways of being. Rita values the warmth, simplicity and joy of Punxsutawney 
from the very start. We slowly see that Phil begins to value things unrelated 
to wealth and status, like friendship, music, poetry and generosity.  
He becomes loved and recognised for these qualities, which are more 
enduring and enriching for him and his community.

MORALITY

Despite his shortcomings Phil Connors is essentially quite a moral character. 
When he realises that his actions have no consequences he does not 
commit extreme acts, and while he does indulge his impulses for some time 
we see that ultimately he despairs and is open to changing his behaviour.  
If Phil is ‘everyman’ in this modern morality play, he begins the story afflicted 
by cynicism, obsessed with status and selfishness. Letting go of these  
things enables him to develop a new moral code based on compassion for 
his fellow human beings. Along the way he has many guides, with kindness 
as a virtue being modeled by many of the residents in Punxsutawney. We 
see that kindness doesn’t have to be pathetic as Rita stands up for herself 
repeatedly throughout the story. Morality is not an easy option, it requires 
dedication and energy, neither is it an idea but rather a way of doing and 
being, as we see at the end of the play when Phil spends all day completing 
acts of kindness.

CONVERSATION 
STARTER

How would you define a  
meaningful life? 

How have you reached that  
definition, what has influenced it?

CONVERSATION 
STARTER

What are the things that you 
most value in your life? 

What would you like for your 
future? 

Do you think society today values 
the right things? What evidence 
do you have for this?

CONVERSATION 
STARTER

Why do you think time repeats 
in the first place, is there an 
external presence that is trying  
to teach Phil how to live a  
good life? 

Do you think people can behave 
morally without a religious 
framework? 

Is it easier or harder to live a 
moral life without a religious 
structure?
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TIMELINE
A SELECTION OF MUSICALS ADAPTED FROM AMERICAN  
AND EUROPEAN FILMS (AND SOMETIMES BACK AGAIN!)

Carousel, 1945  
Possibly the earliest film to musical adaptation, a Rogers and Hammerstein musical based on the 1909 
Hungarian stage play Liliom, but probably influenced by the 1934 French film of the play. In 1956 the  
musical Carousel was also turned into a film. 

Hazel Flagg, 1953 
Another contender for the earliest film to musical adaptation, based on the 1937 screwball comedy film 
Nothing Sacred.

Carnival!, 1961  
Based on the 1953 MGM Academy Award winning film Lili. A production in 2002 featured Anne Hathaway  
as Lili and puppets from the Jim Henson Muppet workshop.

Sweet Charity, 1966  
Choreographed by musical legend Bob Fosse and based on Fellini’s 1957 film Nights of Cabiria, in 1969 the 
musical was adapted back into a film of the same name.

Promises, Promises, 1968  
An adaption of the 1960 US comedy film The Apartment, with music from Burt Bacharach.

A Little Night Music, 1973  
Based on the 1955 Swedish comedy Smiles of a Summer Night, directed by Ingmar Bergman. With music 
and lyrics by Stephen Sondheim, the musical was also turned into a film in 1977.

42nd Street, 1980 
A musical version of the 1933 film of the same name, which is best remembered for Busby Berkeley’s 
extravagant choreography. The song, ‘The Lullaby of Broadway’ all about the showbiz dream, which came true 
for one understudy in 1987 when Catherine Zeta-Jones went on one night and launched a successful career.

Seven Brides for Seven Brothers, 1982  
Based on the hugely successful 1954 musical film the stage show only managed five Broadway performances 
before closing. While not a commercial success it is still frequently performed by amateur theatre groups.

Little Shop of Horrors, 1982  
A hugely successful horror comedy rock musical based on a 1960s B-movie of the same name,  
the musical was turned into a film in 1986.

Sunset Boulevard, 1993  
Based on the multi-award-winning 1950 black comedy of the same name, with book and lyrics by Don Black 
and Christopher Hampton and music by Andrew Lloyd Webber, the original starred Patti LuPone as Norma 
Desmond in one of the great performances of musical theatre.

Beauty and Beast, 1994  
The first Disney musical based on the 1991 animated musical film of the same name, with additional songs.  
Hugely successful it ran for 13 years, and many more Disney musicals followed.

Victor/Victoria, 1995  
Drawing on the avant-garde 1933 German film, Viktor und Viktoria and the 1982 film of the same name about 
a woman pretending to be a man, pretending to be a woman. It has a score by Henry Mancini, completed by 
Frank Wildhorn after Mancini’s death left the score unfinished. The UK premiere was at Southwark Playhouse 
in 2012. 
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Brief Encounter, 1996 
Based on the 1945 film of the same name and Noël Coward’s 1936 stage play Still Life. The 2008  
Kneehigh production blended film, theatre and musical, transforming the Haymarket Cinema, London into an 
immersive experience of an old film theatre.

The Lion King, 1997  
Based on the Disney animated film of the same name, the director Julie Taymor was bought on board.  
She made some changes, including changing the gender balance of characters and realised the production 
with puppetry and mask. A big gamble at the time this paid off as in 2014 it became the top-earning title in 
box-office history. 

The Producers, 2001  
Mel Brooks musical version of his cult 1968 film about sleazy theatre producers, this musical has won a 
record breaking 12 Tony awards, more than any other show in history. 

Hairspray, 2002  
Based on the 1988 John Waters cult film the songs include 1960s-style dance music and ‘downtown’ rhythm 
and blues. The successful stage production was made back into a film in 2007.

Spamalot, 2005  
Created by an original ‘Python’, Eric Idle, and based on the 1975 British film, Monty Python and the Holy Grail 
this irreverent version of the Arthurian legend also included songs from the 1979 film Life of Brian.

Billy Elliot the Musical, 2005 
Adapted from the 2000 film of the same name with original music by Elton John, and a wide range of music 
from 1970s pop to Tchaikovsky. Old Vic Productions plc was one of the three producers of this Laurence 
Olivier Best Musical award winning show.

Grey Gardens, 2006 
Based on 1975 American documentary film of the same name, telling the true story of two reclusive upper 
class women living in poverty in a crumbling house called Grey Gardens.

The Lord of The Rings, 2006  
Musical adaptation of the Tolkien books and the 2001–2003 film trilogy. The book and lyrics were written  
by Shaun McKenna and The Old Vic Artistic Director, Matthew Warchus, who also directed.

Legally Blonde, 2007 
Based on the 2001 film of the same name, Sheridan Smith took the lead role of Elle in the UK run, winning  
an Olivier Award for Best Actress in a Musical. She went on to play Hedda Gabbler at The Old Vic in 2012.

A Matter of Life and Death, 2007 
A Tom Morris and Emma Rice stage adaptation of the 1946 film of the same name. The production by 
Kneehigh, had its first run at the National Theatre, London, showcasing their inventive, highly visual style.

Once, 2011  
Based on the 2007 indie film set in a scruffy Irish pub, with a book by Enda Walsh and a minimalist set,  
the cast are also the orchestra and the set is a working bar, used before the show and at the interval for  
the audience.

Kinky Boots, 2013  
Based on the 2005 film of the same name, which in turn was inspired by a 1999 episode of the BBC  
documentary Trouble at the Top, following the true story of Steve Pateman trying to save his family shoe 
factory. With lyrics and music by Tony, Emmy and Grammy-winner Cyndi Lauper.

Groundhog Day, 2016 
A new musical by the writer of the original screenplay, Danny Rubin, with lyrics and music by Tim Minchin  
and directed by Matthew Warchus premiered at The Old Vic in July 2016.
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INTERVIEW
WITH ILLUSIONIST AND OLD VIC ASSOCIATE, PAUL KIEVE

What does an illusionist working on a theatre 
project do?

My role is to do something out of the ordinary.  
It could be something that’s overtly magical.  
For example in Matilda the Musical, at a certain point 
the chalk has to float up and write a message on a 
chalk-board. Or, it might be like the first show I ever 
worked on in theatre, The Invisible Man at Stratford 
East in 1991. The story’s got nothing to do with 
magic, it’s a science fiction story and at a certain 
point the character has to be invisible. In one scene 
that meant that the actor took the bandages off his 
head and he didn’t have a head underneath. He’s 
sitting there without a head, smoking a cigarette. 
You also have scenes where he is running around 
invisibly and he picks objects up, so they float 
around. That’s one example of how you might  
need to use illusion in a story that isn’t about magic. 

Then there’s a show like Ghost, which is another  
sort of supernatural but not magic thing. In Ghost, 
Sam, the leading character, has to walk through a 
solid door. Also, when someone is killed or dies in 
the story their spirit splits from their physical body. 
You have one person and in one moment they split 
into two, one of them is the ethereal form and one  
is the physical body. Obviously doing that on stage 
is quite a challenge. 

The most straightforward way I get involved in a 
production is when an actor is playing the part of 
magician in a show. The Cherry Orchard has a 
scene where Charlotta is doing card tricks, and 
then she has to produce two people from behind a 
blanket. I’ve worked on many versions of that play.

I work on all these different types of production:  
a play which has got a magic theme, a science fiction 
or supernatural theme, or a play with a character who 
does magic. Then you’ve got these more quirky things 
where using illusions creates something that appears 
to be real that you can’t really do on stage, which is 
where Groundhog Day fits in. 

In Groundhog Day time is complicated. Something 
that in a film would be totally unremarkable and not 
a thing to think about, which is how do you cut from 
one scene to the next, becomes a real challenge on 
stage. Obviously Groundhog Day  

has this remarkable storyline of Phil constantly 
cutting back to the beginning of the same day. When 
Danny Rubin wrote the film, it wouldn’t even have 
been a consideration about how complex it would 
be to stage. I suspect that kind of thing becomes a 
temptation or fascination for a director, because it’s 
a thrilling prospect. How do you do this on stage, 
but not only how do you do it on stage but how do 
you do it and have at least a few moments that are 
thrillingly or ambitiously accomplished? 

One of the challenges of Groundhog Day generally, 
not just for me, is this strange thing of how do you 
tackle this inevitable slight glitch in the time thing. 
The first day he gets up you follow his getting 
dressed quite closely. As you go on, you don’t want 
to spend two minutes watching him getting dressed. 
Even in the film, there’s a little bit of artistic license 
about that. Lots of the stuff is very detailed. I’ve 
spent a very, very long time over things like how you 
get trousers over the back of a chair? Someone’s 
wearing them one second and then they have to be 
over the back of a chair. It’s surprising how long a 
detail like that can take to work out. It’s still not fully 
resolved. 

I suppose it’s at those points that the director, 
Matthew Warchus, comes to me. I have this sort of 
exciting but slightly stressful job. I can’t really just do 
something half-baked. It has to be something that 
will look special or something out of the ordinary.  
I’m very competitive with myself. When I do a 
new project I don’t want to just do what I’ve done 
before, even though it might not put me in a most 
comfortable place. There are lots of questions that  
I get asked that I really don’t know the answer to  
and I have to find the answer. 

How do you work with creative teams on the 
development of a show?

I have a long term working relationship with Matthew 
and so the type of work I’m doing in Groundhog 
Day is not typical of the way that somebody with an 
unusual role like mine, might work. It’s partly due to 
having done a lot of projects together, where we’ve 
learned how to work with each other. Not every 
show has an illusionist but in shows where there is 
an illusionist, it’s not always as integrated into the 
whole production process. 
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The first show Matthew and I worked on was 
Volpone at the National Theatre in 1995, quickly 
followed by Peter Pan at the West Yorkshire 
Playhouse. Matthew always remembers that I said 
to him if you’re going to do magic you need to get 
the illusionist involved really early on in the process 
because you have to make it a seamless thing. 

It’s finding a method by piecing everything together, 
taking it from every element of theatre production. 
Maybe it’s a bit of the choreography there, a slightly 
different bar of music here. The light works with 
key events really closely for many, many projects. 
Lighting is like my right arm really on these things. 
It’s also getting very involved with design and 
props. We’ve had to manufacture props that look 
completely regular but there’s something surprising 
going on with it. Even if you saw it back stage,  
you wouldn’t know how it worked or what it was for. 

I was having a conversation earlier about a detail 
of something on the set, which is difficult. It will 
affect design. A solution will be something that no 
one knows is there, which is what I want and what 
design wants. The actual process of trying to find 
that solution is quite difficult. You go through a cycle 
of not knowing what that it is and sort of trusting the 
collaborative process as well as your own instincts 
on finding a solution. There’s always an element of 
hardware, a physical thing that has to be discovered 
and then built. 

On Groundhog Day a big element is wardrobe. 
I work very closely with costume design. In one 
second Phil’s in a suit, and the next second he’s 
in boxer shorts and a t-shirt. It’s very specific. One 
of the difficult things about Groundhog Day is that 
every time he wakes up he’s waking up at exactly the 
same moment in time. From that moment onwards, 
his day can be different. But the moment he wakes 
up, where his coat is on the back of the door or 
where his trousers are over the chair and where his 
shoes are at the end of the bed always have to be 
identical. 

I might need to get involved in the writing, as I 
might need a few extra lines somewhere. I’ve also 
worked closely on the staging with Peter Darling, 
the choreographer. There are whole moments that 
are actually in partly operated by the choreography, 
where the choreography seems to be completely 
dispensable but it’s actually one of the cogs that 
is making the illusion work. I think magic is such a 
wonderful thing for an audience, it creates surprise 
or wonder. What I suppose I’m trying to do is give 
people a little moment of astonishment within the 
context of the story. 

What’s your process for working on a piece  
of theatre? Does it change show to show?

I always get nervous with questions like that. I think 
oh no, should I have a process? Am I messing up my 
process? I think everything is very different. I’ve just 
been working at Disneyland on a show that runs five 
times a day in a 1000 seat theatre. It’s called Mickey 
and the Magician. It’s Mickey Mouse meeting all his 
magical heroes and it’s the first time that Disneyland 
has ever had a magic show with costume, with 
characters. It’s still a theatre piece, set in a magical 
attic. The magician leaves Mickey, a bit like in The 
Sorcerer’s Apprentice. That was a more direct thing 
because there was a script and they very much 
wanted a magical theme. That process was quite 
specific. I was developing specific solutions to 
things in the script. 

Groundhog Day is a little bit more nebulous.  
I started with some workshops, and initially it’s not 
that clear what I need. I go well it’s a guy that’s 
going to wake up in bed every morning so let’s have 
a guy in a bed. Then we’ll start looking at what this 
might be and the parameters of it. It also depends 
on how Matthew wants to do it. It could be that from 
the end of one scene to the beginning of the next it’s 
a split second, or there could be a whole song. I’m in 
contact with Matthew a lot, we have a lot of dialogue 
and I’ll feed things in. It’s lovely to have a relationship 
with a director who is open to suggestions, as well 
as suggesting things to me. As long as you don’t get 
too fresh about your ideas, an idea may or may not 
get used. 

Matthew Warchus and Sharon Hobden
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In terms of a process, it’s great having the 
workshops, knowing basically what I’m doing before 
I go into rehearsals is useful. It’s not always like that. 
Sometimes I’m really thrashing around the dark.  
Very often I’m called in quite late on projects. 

It’s interesting having just done this thing in Paris 
that is in a theatre but it’s in a theatre in Disneyland, 
in a theme park. You realize how brilliant certain 
things in the UK are, like stage management. How 
we train properly in theatre, even things like marking 
up the floor (with tape to represent the stage).  
You take for granted that you’re going to have a 
rehearsal and the floor’s going to be marked out. 
When you don’t have this it makes you realise how 
all of those things make the production work. 

On Groundhog Day we’ve got some amazing stage 
management in Natalie Wood and Sharon Hobden 
and the team. I think illusion really does touch on 
every other department, it can sometimes be that 
you’re dependent on a pre-set and or a mechanical 
thing on the set, or needing stage management to 
be exact with cues. It’s fascinating really. 

What are some of the most unusual things you 
do in your job?

I’ve realised I’ve become something of an expert in 
the subject of stage vomiting. Because if you’ve got 
a play where someone has to throw up, how do you 
do that? It’s actually an illusion, you have deception 
involved. You have to create the effect somehow. 
You have to look at the staging, at the set and work 
with the actors. I once had a fairly disastrous but 
hilarious encounter with stage vomiting that made 
its way into the Evening Standard. It was a play 

based on an Agatha Christie story, called And Then 
There Were None. It was six or seven people in 
an old country house and one of them murders all 
the others. The first murder is by arsenic and the 
guy had to fall to the floor and throw up over this 
beautiful white table, it was an all white set designed 
by Mark Thompson. 

The director wanted to be able to sort of puppeteer 
the vomit, he wanted the actor to project the vomit 
violently. I was getting these very particular notes 
about vomit. I was like well if it’s got to be like that, 
then you’re going to have to control it. You start 
thinking, well it can’t be like an electronic pump so 
let’s get a foot pump because then a little press will 
make a little bit come, and then you can press it 
more violently for more. The way we made the actor 
look like he was vomiting is a bit difficult to describe. 
It was a tube, almost like a hose pipe, attached to a 
foot pump, the sort that you use to pump out water 
on a boat. This whole thing was under the table. The 
actor kind of fell behind the table and came up and 
he lifted the hose-pipe behind his fingers. He put it 
to his face and then, angled correctly, the vomit went 
over the table. 

The guy who was actually secretly pushing the foot 
pedal was one of the other actors. He was, as it 
were, the vomit puppeteer. In the first preview he 
was, ironically, off sick. Someone was thrown on in 
the first preview who’d never done it before. All he 
did was slam his foot down on this pedal. It resulted 
in chunky vegetable soup going out over the first 
two rows of the audience with the headline of the 
Evening Standard following day “And Then There 
Was...A Dry Cleaning Bill.” You wouldn’t think of 
such a subject. Tasteful, isn’t it? It’s an interesting 

Production team
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example of how there can be something in a play 
you’d never imagine was anything to do with an 
illusionist.

There was also another similar thing. At the National 
Theatre we did a play called Her Naked Skin, which 
was about suffragettes. Suffragettes were force 
fed by a tube down their nose in prison, it’s really 
disgusting. There was a scene where we had to 
appear to do this force-feeding. Rob Howell was the 
designer on that too and we created the illusion that 
that was happening. People were really distressed 
and disturbed by it. Apparently one or two people 
would either pass out or leave in that scene. 

What has been your journey to this point? 
How did you get into illusion and magic? 

I started out as a lot of kids probably do, with a 
magic set. My mum was an actress and as a child  
I was brought to The Old Vic to see Hamlet.  
I remember being taken to Marcel Marceau, I saw 
Nureyev in Romeo and Juliet. My mum introduced 
me to the arts and my dad was an artist turned 
lecturer and historian. 

I was interested in magic. I started doing 
competitions when I was in my teens and I was a 
runner up in the Magician of the Year competition in 
1985. I was like, I’m going to do it full time, not really 
knowing what that was all about. 

I had a couple of lucky breaks. Strangely, one of the 
oddest ones was when my mum was in a pop video 
for The Kinks. I had just had some terrible business 
cards printed with this really cheesy photo of me 
with a big bow tie. It said ‘for magic that’s fun and 
exciting’. Being a good Jewish mother, my mum 
handed these cards out to everyone on the pop 
video. Somebody got confused and thought she was 
a magician and phoned up and said there’s this pop 
video that’s going on and can you do card tricks for 
it? She said I’m not a magician my son is and they 
put me on the phone. I was 16. It was for Sade.  
She was unknown at that point, and it was for a 
video for her first single. They said do you know a 
female magician. I tried to put them on to someone 
but they came back to me. I was like well I’ve got  
small hands, maybe I could do it in gloves? So,  
I went up and they ended up shaving my arms.  
So my hands appeared in Sade’s first video,  
for Your Love is King. I had such a great day with 
her and the band, I thought this is what I want to 
do. They used to phone me up and tell me when the 
video was going to be on. I remember Sade phoning 
up and saying I’m very excited because Diamond 
Life is at number 74 in the charts. Of course it went 
to number one and they became the biggest thing  
in that 84-85 era. 

I got to go on Blue Peter and those kinds of kids TV 
shows. I was in a double act with another magician. 
We used to do a lot of visual magic and always used 
to do variety night at Theatre Royal Stratford East. 
I was in that act for about four years. We did cruise 
ships, we went to Japan and all over the world.  
I decided I wanted to get out of it, handed in my 
notice and my last job was on the QE2 cruise ship. 
The next day I got off and didn’t really know what I 
was going to do next. Then I got a phone call from 
Kate Williams at Theatre Royal Stratford East. They 
said we’re doing a production of The Invisible Man, 
would you help us with it? I thought it was a little 
show at Stratford and no one would notice it.  
I remember the day it opened a friend of mine phoned 
me at midnight and said have you seen The Times? 
He said, half the review is all about your work. One 
review after another was all about these effects, that 
I’d just done out of complete ignorance. Ken Hill, who 
was the writer and director, and a really brilliant guy,  
a really clever man. He basically was rewriting scenes 
to make these illusions work. I didn’t realise that you 
didn’t do things like that in theatre. Ken was daft 
enough to actually accommodate them. In a way,  
I feel like I trained with Ken and with Stratford East. 

Quite soon after I did a production of Jekyll and 
Hyde at the RSC, which was with Simon Russell 
Beale. Then I was at the National Theatre working  
on the La Grande Magia with Richard Eyre and  
I bumped into Simon Russell Beale in a corridor.  
He said you must meet our director Matthew 
Warchus, he’d love to meet you because he wants  
to do some stuff in Volpone.

So yeah, that’s kind of my path into it. I guess I’ve 
just been very fortunate, I had a lot of different 
opportunities that have just come up. London is 
obviously a remarkable place to be for the creation 
of theatre. 

When things haven’t gone right for you 
professionally, when something’s gone wrong, 
how have you dealt with that?

I feel very, very fortunate to have found this kind of 
niche. One of the hard things about it is I’m never  
in a position of 100% knowing what I’m doing.  
I suppose that’s probably true of a lot of people in 
theatre, especially if you ask directors. There are 
certain things where people actually really do know 
what they’re doing, like lighting designers. They can 
actually plan where their lights are. Some of my best 
friends are lighting designers. I’m sometimes quite 
envious that they can put a plan out, I think whatever 
happens you’re going to be able to switch on those 
lights, unless the power goes down. Then, it’s not 
your fault. One of my closest friends is Tim Lutkin, 
it’s so extraordinary watching him work with light. 
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Another close friend of mine is Jules Fisher who’s an 
American lighting designer. It’s just amazing how he 
uses light to help tell stories. It’s such an intangible 
thing, it’s an extraordinary skill. 

It can sometimes be quite isolating, what I do. There 
is an element of knowing that if you’re going to take 
a challenge on, that you have to be in a reasonably 
decent place to be able to solve it. Some of the 
worst times I’ve had is when I’ve taken something 
on and not been supported. I’m mostly a one-
person department that is working with all the other 
departments. That puts you in quite a vulnerable 
position. Especially if it’s a very difficult project and 
everyone else is under stress and all of those kinds 
of things. You have to be resilient. It depends on if 
you’re around people that are supporting you.  
If you’re not, it’s very hard if you’re also trying to  
work something out. 

One of the hardest jobs was Ghost because it was 
so ambitious. I really only enjoyed Ghost in its latter 
incarnations. I found it extremely stressful, even 
though a lot of people would probably say it was the 
best work I’ve done. It’s certainly not the most fun 
I’ve had on anything. There was a lot of pressure on 
it because of the nature of what was in that show. 

What advice would you have for a young 
person starting out, someone who’s interested 
in magic?

I hate to say it, but your mother’s right. I remember 
my mum always saying to me if you want to go into 
magic you should learn all about theatre and you 
should do dance and stage craft and do acting 
classes. Of course I thought, what’s she talking 
about?  Now I realise it’s absolutely right. You need 
all those skills and you need presentation skills.  
Over time I did do all those things, I wasn’t forced to.

Having said that, I worked for five months last year 
with Dynamo. He did none of those things. That’s 
what makes him unique, he’s not presentational and 
he’s not polished in that respect. He has a sort of 
roughness, a naturalness to him that you could never 
learn. It’s quite hard to do that. 

I would say that I think that one of the things that’s 
been really forgotten about, is the history of magic 
and the history of popular entertainment. So much 
now is about the Dynamo style of magic, close 
up and extreme. People now think extreme is 
everything and doing extreme magic is cool, which 
it is. Actually, when it comes to doing a show like 
Groundhog Day you need to know elements of 
stage-craft and different things about design and 
have technical knowledge. 

Look at the stuff that other people aren’t doing.  
I think that one of the things that’s happening at 
the moment is that the fundamental elements of the 
craft, or some details of stage illusions and how 
they work are not being looked at by magicians very 
much at all. If you look at national competitions now, 
the stage magic side of the competition has really 
diminished. 

When I was 17, there was The Paul Daniels Magic 
Show. I didn’t like Paul Daniels so much as the acts 
he brought in. You’d see all these fabulous acts 
coming from Vegas. Now I think people don’t see 
that. I remember my inspirations were the stage 
magicians. It feels like it’s quickly dying away, that 
knowledge. In one sense I don’t mind because it 
means there are very few people that know what I 
know. It’s such a fantastic, rich world and it’s so full 
of amazing characters and ideas, it’s a bit of shame. 

I think it’s quite interesting that someone like 
Matthew has chosen to make me an associate artist, 
it’s really wonderful.  I think I’m quite possibly the 
only illusionist associate artist of any major theatre.  
Yet, on the other hand you go, theatre is so much 
about magic and illusion. It’s great that a director like 
Matthew who is so brilliant at things like comedy and 
musicals, that he also realises the power of magic 
in the right context. I think Matthew is probably also 
someone who is very competitive with himself, he’s 
not someone who goes for an easy ride. That’s what 
I think is extraordinary about his productions. 
 I’m not just talking about ones I’ve had the pleasure 
to work with him on. What you get, 100%, is this 
extraordinary work. I think I’m very fortunate to be 
part of this family, over the years I think we’ve built 
up quite a unique trust. It doesn’t mean to say it’s 
always easy. 

The Company
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Is there an illusion you’d like to create? Maybe 
thinking of something from a book or a film 
that you think I’d love to have a go at making 
that?

It’s funny, I have been asked that before. The weird 
thing is I sort of haven’t because I tend to get excited 
about the story. The best thing I can do in my work 
is to move people through the story. That’s not an 
easy thing to do. I suppose maybe finding a vehicle 
for using magic in another way, in a way that is 
representational. Or coming up with a project that 
would use magic as a metaphor for an extraordinary 
piece of theatre, rather than going I’ve always 
wanted to make the Eiffel Tower disappear.  
In a way, those things are quite easy. 

Going back to the very first show that I ever did,  
The Invisible Man. There was a thing at the end 
where the villagers kill the invisible man. The villagers 
in the H.G. Wells story are horrible, they’re kind of 
racist and nasty. There’s really a feeling that he’s an 
outsider, and they end up killing him. In our version 
as he’s lifted off the floor into a chair, all invisibly, 
the chair sort of moves and then you hear his dying 
words. They bring a blanket to cover him with, and 
you see the shape of him appear under the blanket. 
The army nurse arrives and the villagers say, prepare 
yourself for a strange sight, he’s completely invisible. 
There’s a single sustained note of music and she 
lifts the blanket. Of course he’s materialized in death. 
Technically it was quite a difficult illusion to achieve. 
I remember the first time when that was done on 

stage. You heard this sort of intake of breath,  
people were very moved by it. 

With all the things in that show; bicycles cycling 
around by themselves, unwinding the bandage 
off the head and smoking a cigarette which really 
amazed people. The end moment to me was one of 
the most satisfying things. Because it was a moment 
of magic that was slightly unexpected as well.  
It was the only time you ever saw Jon Finch,  
the actor’s face. How amazing to have a play  
where you only see the lead actor’s face at the end.  
It was a beautiful idea, but to deliver it was hard.  
It’s taking the impact of the story and then finding an 
elegant method to make that happen, that’s going to 
be achievable by the actors, that you can then light 
and make part of the story. You add music and it 
becomes this extraordinary thing. 

Like, a cake isn’t just made from what you mix in it. 
It goes in the oven and this amazing thing happens 
which doesn’t look like the thing you mixed in the 
bowl. I think with theatre that’s always the most 
exciting thing is when you put the cake mixture, all 
the different production elements in, and it comes 
out this new thing. Of course that magic ingredient, 
the oven I suppose, is the audience isn’t it? And all 
these weeks we’ve been here on Groundhog Day 
when it goes in front of the audience. That is when 
we’ll know. 

You can find out more about Paul’s work here 
stageillusion.com

The Company

http://stageillusion.com
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INTERVIEW
WITH DAVID BIRCH AND CAROLYN MAITLAND,  
GROUNDHOG DAY CAST MEMBERS

You are both part of the ensemble,  
what does that involve?

David Birch: With lots of shows there’s a real 
distinction between the ensemble and principals, 
sub principals etc. With this show, apart from Andy 
and Carlyss (playing Phil and Rita) it’s a real mesh of 
people. The ensemble are chameleons, with people 
playing at least two or three of different roles. 

Carolyn Maitland: It’s an ensemble of mini featured 
roles, who all have their own little quirk.

DB: I play Jonathan, the chubby man. He’s the first 
guy Phil meets when he wakes up each day, the first 
man that he bumps into. He’s that annoying guy who 
is always really happy, even though he’s extremely 
obese. He seems to be really happy with life and  
that irritates Phil more than anything. What’s fun 
is that I then change my costume and I become a 
crowd member.

CM: I play Joelle at one point, she’s the only  
person not in Punxsutawney. She’s a memory,  
a past fling that Phil had on a beach somewhere, 
and he remembers her when things aren’t going 
well. Everyone else is in winter clothes and I turn  
up in sandals, shorts and sunglasses.

DB: What’s fun though is because everyone 
has so many different roles it kind of creates the 

Punxsutawney feel. In rehearsals we talked about 
this small town, very community based feeling we 
wanted to create. And what’s fun is that because 
everyone plays lots of roles it creates this community 
inside the ensemble, which Phil is just dropped  
into the middle of, and that sort of feels right. It is 
manic quick change wise as we are all playing lots  
of characters. For me it’s fine but some people have 
seven second quick changes!

CM: It feels like a lot more people on stage than 
there actually is. We’ve talked about doing a slow-
mo video of the quick changes. There’s one in 
particular, we have a marching band and there’s an 
8 second change out if it. Our amazing wardrobe 
department have put poppers all down the side of 
out trousers and so we run off and its like, pop pop 
pop pop, whip your trousers off. There’s something 
underneath, new coat and hat and you’re back on! 
It’s brilliant. It’s manic in the wings, even if there’s 
not space to do it there we’ll make a video of the 
quick changes because people just don’t see that, 
and it’s magic!

DB: It’s taken a few times to get it right. We’ve been 
doing lots of technical rehearsal on that. There’s 
definitely a real pace, its such an ensemble driven 
piece. There isn’t any division between roles in this 
show. Which is really rare, Andy and Carlyss just  
get stuck in, they’re great.

The Company
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CM: Andy almost never leaves the stage, he’s like 
the thread that goes all the way through and we are 
all around him, providing flavour and colour.  
Creating the hubbub of Punxsutawney.

DB: By Day 3 of the repeating day he’s supposed  
to be having a nervous breakdown so it’s funny,  
the manic-ness to put the show on adds to that. 
When everyone’s on stage – heart racing.  
It becomes snippets, echoes of the day.  
The ensemble drive that for him to receive. 

CM: Lots of energy is needed. We are cold acting 
when it s really, really hot. It’s the middle of winter 
in Punxsutawney but were in the middle of a theatre 
under stage lights wearing coats and hats and 
furry gloves - sweating like nobody’s business - 
pretending to be really cold! 

You each play distinct characters as well as 
general towns people, how do you go about 
developing those characters? Do you have a 
process or does it change with each show?

CM: It’s been so intense so that we haven’t had 
loads of opportunity to sit down and do loads of 
character work. I’ve been developing character  
from reading the initial plot and just using the words. 
The words in the songs are brilliant. And just trusting 
the script – it’s more a of a feeling to create the 
character, finding our way together.

DM: It’s weird, you are confined in some ways 
because you have to repeat the day so it’s 
interesting that you are exploring but within a 
parameter. And it’s quite a strict parameter. We’re 
blessed with Tim and Danny’s writing. Tim’s very 
imaginative with his words and Danny’s beautiful – 
he knows it the best. He’s the guy who did it!  
His sort of very essence helps. The challenges  
are the parameters – and also that the scenes  
are split second moments. There’s not many  
thick long scenes.

CM: You have to create something that’s really 
memorable but isn’t stealing away from Phil.  
That’s really important, like you are creating little 
flecks or flashes of characters.

DB: With Jonathan I try to pick on one thing.  
He’s always really happy, which is why he likes to 
eat, he loves food. I’ve decided he’s a web designer 
and so he sits down all day. The main thing I think 
is the interaction. The characters come from the 
interaction. More so than in some other plays. 
Because it’s so quick, it has to come from that,  
the moments when we meet

CM: A couple of the characters do rely on the 
audience not knowing what’s happened to that 
character yet, but the actor playing it does know. 
So the character of Ned, played by Andy Langtree, 
he has a beautiful back story. A sad but happy 
backstory that you do learn about in the end, so 
all of his irritating quirks and the things that come 
out between him and Phil have a lot of intention 
behind them. To start with you don’t put two and two 
together but later on as the story unfolds you realise 
why it was like that. It’s touched on in the film but 
we explore it more. Other characters are much more 
spontaneous. 

DB: We had a day when we sat and talked through 
all our backgrounds and stuff – we got quite deep. 
We did delve in to the characters. Jensen was an old 
war veteran, got unhinged and became homeless. 
Gus and Ralph, why are they alcoholics, are they 
emotionally troubled? But a lot of the time the 
characters reflect on Phil – they are used as mirrors 
for him to learn from as a character.

CM: We’ve had a lot of exploration on our character 
through our work with Penny Dyer, our accent coach. 
You’ll start to work on an accent and she’ll ask why 
would you talk like this and you’re like, oh, erm, this 
has happened to my character. You start to explore 
questions like where is she from? Is your character 
originally from Punxsutawney? So you start to work 
on things that you haven’t actually been told but you 
start making decisions. In some ways that’s been the 
most time we’ve focused on a character. Exploring 
the sound we are making, and why. You need a 
reason for that sound, for speaking.

DB: Working with Penny, it’s a safe haven of 
moments. Groundhog Day is a monster of a show, 
there’s lots of exciting challenges – you are trying  
to put the same day on in many different ways,  
from a slightly different point of view every day. 
Having time with Penny to sit down and do your 
dialect was a real moment just to breathe and go 
what is my character thinking here?

What are the biggest challenges for you 
working on Groundhog Day?

CM: Holding the consistency and the continuity.  
That day to day is the same until the one important 
thing changes. The way the choreography is, it does 
actually change. There’s also slight changes of the 
music to express how Phil’s character is changing.  
So for that reason our moves may become slower or 
quicker, or slightly sinister or sexy – it’s where Phil 
is in the journey. It’s clocking the pieces are quite 
visually memorable, that the audience will sit there 
and go Ooh, that’s different, but that’s the same,  
I’ve already seen that.
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DB: As an actor your natural instinct is to explore, 
but it’s a bit like filming. You have to honour 
continuity. In some ways it’s like acting for screen  
on stage. Carolyn understudies for Rita and we were 
talking about how a lot of the scenes demand a 
naturalism that’s quite rare. It can’t be too big.  
It’s the attention to detail with where you place  
your cup, do you put this seat here, what angle is 
your arm, what part of the stage do you move on.  
It almost has to be exact – to then create the illusion.  
That’s a challenge.

CM: Generally in theatre you have a little bit more 
freedom than that. And to keep it fresh, if you are 
doing a show for a whole year you do want to be 
able to tweak and develop it. You can still do that but 
there has to be an internal continuity for each show. 
If you are going to change something you have to 
clock it all the way through before you do it.

DB: There are moments that you grab because 
the one person that can do it is Andy, who plays 
Phil. When he delivers a different line you grasp 
those moments with great enthusiasm because you 
think great – I can react differently because I’ve 
been given that. You almost start thinking parallel 
universes and physics. This show has made me think 
about this a lot – really deep, ‘what if’ thoughts.

What are you currently doing in rehearsals?

CM: We are working on one of the characters  
long songs. We just finished working through one 
of the darker sequences in the whole show that this 
song follows and we see a whole journey in this song, 
incorporating many of the towns people and their life.

DB: Back in 3 Mills rehearsal space we were all still 
learning the information and to some extent it was still 
a workshop. Because it’s a new musical, and we all 
really want to get it right, we went through everything 
with a fine tooth comb. Trying things then changing 
or developing them, and then doing that again. There 
were days when your brain started to fry – especially 
with all the repeats. There was real perseverance to 
try to realise the vision.

CM: Last week we ran Act One and that was great – 
to get a through line, to feel the story. All the changes 
that we’ve made through the process, you’d start 
thinking, is that now day three or day four? Then you’d 
remember that was a change and you’d scrapped 
something during the rehearsal process. 

DB: Matthew was really sweet letting us re-run  
Act One again straight after we’d done it – that just 
really solidified it.

CM: The first run through was very hectic!

DB: It would have been fun to put a camera 
backstage then! Set everywhere, things sticking  
out. It was like an assault course over the stage.

CM: You might have need a few beeps over some of 
the language!

DB: Funnily enough at one point I actually 
manhandled Carolyn out of the way because I  
was going to barge into her as I raced on stage –  
I’m so sorry, so sorry!

CM: No it’s fine! There’s a whole backstage show  
to learn as well as what the audience see.

DB: The rehearsal today, we are in tech now we’ve 
got a frame we are going through chronologically. 
Now we do have to knuckle down and push through.  
It does take a long time and you repeat a lot but  
it’s worth it, so worth it. The set is really complex,  
it’s massive so you can’t bypass anything you 
have to rehearse every little moment, there are no 
shortcuts. You just have to do it. And it pays off, 
people feel confident.

What’s it like working on a new musical?  
What are the differences to rehearsing an 
existing work?

CM: It’s very exciting – you get a much stronger 
bond with the cast and the creatives. Generally,  
if it’s an established piece you always bond as a 
cast but especially when it comes to tech it can feel 
you and them. The technical and creative team are 
all out front really looking at the show and tweaking  
it. With a new piece you get to be in much more of 
that process – you connect with it so much more.  
It’s not so external – you are all in it together.

The Company, David Birch (right)
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DB: When you’re doing a show that’s been done 
there’s a sense of a shadow of someone who did it 
originally. It’s like you have to hit this mark, certain 
shows are like that – it was said this way, you say 
it that way. With a new work you get some more 
ownership because its created from you, from your 
intention. In an original show it’s encouraged.  
The creative team say just play with it, have a go. 
And it’s so much fun. I think it’s definitely the most 
creative place in musical theatre. It’s the most 
creative I’ve been. 

CM: It’s exciting. And scary. Because you want the 
best from it.

DB:  The stakes are high!

CM: I suppose it shows how well people 
communicate as a big group – you need to know 
you are on the same page as the director and the 
choreographer and the musicians and everyone  
else in this huge team.  

What were your routes to where you are 
today? What first got you interested in 
performance?

DB: My sister got me into it, she said you should 
try dancing. I was about 12, which is young for a 
boy. I started doing it once a week and by the end 
of GCSE I was doing ten hours every week. I was 
dancing all the time and I just loved it. I started with 
ballet and then I just got hooked, I did jazz, tap, 
contemporary and street dance (as it was called 
back then). It came to my A-level interview and  
my mum came with me, I thought I’ll give it a shot. 
My mum walked with me off the college premises 
and as soon as left I just said, please don’t make  
me do that Mum, I’ll be miserable. I just knew that  
I wouldn’t be happy doing A-levels. So at 16  
I started training at Bodywork in Cambridge, then in 
2005 I graduated and I’ve been blessed. I’ve had a 
consistent career in musical theatre since.

CM: My story is really similar, starting in dance.  
I was never going to do any sort of performing.  
I never really got that involved in drama at school,  
I was always very athletic. I did every sports club or 
team I could be in – trampolining, basketball, running 
– everything. I always loved music but I didn’t really 
sing or play any instruments. I got to the age of 16 
and I just thought I might go and dance. I’d done 
a few dance lessons from the age of 12, tap and 
modern, then eventually a bit of ballet. I ended up 
going to a ballet school, Elmhurst School for Dance, 
which was at Camberley in Surrey at the time.  
In that, very loosely woven in, was some acting and 
singing but nothing to spark my enthusiasm. I just 
loved the music and song and movement. I think I 

like adrenalin, I’m an adrenalin junkie. Pushing myself 
so hard in a dance class that I feel sick but then feel 
amazing later. Sounds really messed up! 

DB: No – I totally get that.

CM: When I graduated I did four or five years of 
dance shows and then I met a singing teacher who 
sparked something in me about acting. Rather than 
just saying you should try singing like this, it was like 
this character does this because this is what has 
happened to them. And I was like, how have I never 
even thought of a back story of character? It’s never 
even crossed my mind. That was about ten years 
ago and I’ve been musical theatre ever since,  
with odd bits of film and TV but mainly musicals. 

What advice would you give to a young 
performer starting out?

Both: Enjoy it!

CM: Always enjoy it, look for the positive and the 
opportunity to develop your skills. Things will knock 
you back but remember why you want to do it. 
Whether it’s the way you feel or where you want to 
head. I’m nearly 33 now and I feel like I’m just getting 
started, I’m totally excited.

DB: I think exactly the same. I want to blame reality 
TV for giving us this feeling of quick fame, quick fix. 
Actually people forget that this line of work is art. 
And an artist never gives up on their work because 
of circumstance. An artist has a drive to create 
something beautiful again and again and again. 
I think that as soon as you put all of yourself into 
something creative it will always work.

Lisa Mathieson, Vicki Lee Taylor, Carolyn Maitland (right)
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FROM STAGE  
TO SCREEN
CONSIDERATIONS WHEN ADAPTING FILMS TO STAGE MUSICALS

At first glance many films can seem quite similar  
to stage plays. Both films and stage plays use  
actors who speak and take actions to tell a story;  
the vast majority of mainstream, commercial films 
have conventional narrative structures, normally 
focusing on one main protagonist, like a lot of 
theatre. But there are lots of technical differences 
that require skilful work to turn a film script,  
and often a well-loved film, into a stage musical.  
The following highlights some of the technical areas 
where film and stage differ, and things that need to 
be considered when adapting a film to a different 
medium, a stage musical.

Scripts, scores and books 
A film has a screenplay, with lots of descriptions 
of the action in it. It might also have a storyboard, 
pictures of the scenes the director plans to be film. 
A theatre script is normally just the spoken dialogue, 
with some stage directions. A musical that contains 
spoken word scenes as well as songs has a book 
or libretto – which contains the script as well as the 
song lyrics, and a score, the musical notation and 
lyrics. An entirely-sung musical will probably only 
have a score, containing the lyrics and the musical 
notation.

Film is able to use images in a more specific way 
to inform the audience about location, time or 
emotional state of a character (or changes in these) 
than a live theatre performance. A two-hour film will 
therefore – normally – contain a lot less dialogue 
than a two-hour play. When adapting a screenplay 
to a musical, the writer needs to be sensitive to 
ensuring that the dialogue contains sufficient 
exposition, or descriptive explanation, without 
drowning the actors and the audience in words.  
This is where decisions about location, and the use 
of music and song, can support the development  
of a musical adaption of a film. Music and song  
often tell the audience about the emotional state  
of a character, replacing some of the story that 
would have been told through image with sound.  
For example in a film a character might be sitting  
in the rain and we understand that they are sad.  
In a musical, a slow song, sung in the minor key,  

will add that emotional dimension to our 
understanding of the character’s state of mind, 
without it needing to be explained in words. It is very 
likely that when adapting a screenplay, the writing 
team will have to add dialogue or song to tell the 
story effectively.

Focus and framing 
Films can select what the audience look at through 
the type of shot used, a close up on a character’s 
face when they are having a revelation or a wide shot 
of a landscape, in ways that musicals on stage can’t. 
In addition a film is created for a more personal 
relationship with the audience – the character can 
look straight into your eyes from the screen. In a 
theatre the audience can chose to look at any part 
of the stage picture so the role of the director in 
realising the book, and focusing the audiences’ 
attention, becomes vitally important. The theatre 
writer, in selecting which elements of the story to 
focus on when adapting the film, also shapes the 
audiences experience by giving the piece focus.

Space and location 
Films can change locations very quickly and one 
film can contain a huge number of locations within 
it. Characters can also move through a range of 
locations in one scene, from bed to car, to street. 
This is much harder to realise on stage where there 
are physical constraints. During the process of 
adaptation the writers and creative team will need 

Danny Rubin
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to select which locations are most important to tell 
the story, or if the location needs to be changed 
entirely. When the musical is being produced,  
the creative team may make further decisions about 
location, affected by practical constraints like the 
space the performance will be happening in and 
the design budget available.

Pacing, continuity and editing 
Most musicals have two acts and an interval, and 
much longer scenes than films – which is made to 
be viewed in one sitting and may have very short 
scenes containing no dialogue, which advance the 
story through images. Transitions between scenes 
are very different in film or on stage, films have 
a range of editing techniques that can help the 
storytelling when moving from scene to scene –  
the director and editor can use the pace and types 
of edits to create a specific atmosphere. In a theatre 
performance there are more practical concerns 
when scenes change – does set need to move? 
Do actors need to change costume? This impacts 
how scenes would begin and end, the same scene 
played in almost the same way would need to start 
and finish differently if played on stage as opposed 
to in a film. Films can also move around in time much 
more fluidly than it is often possible to in a theatrical 
performance. As such, when adapting a film to be 
performed on stage as a musical, the writer may 
need to cut parts of the story, change the timeframe 
or ordering of events to enable the story to be told 
more effectively and cohesively to a live audience.

Music and song 
If the film being adapted is a musical, how many of 
the songs does the writer want to retain? There may 
be issues with rights to popular songs that have 
been used in a film that the team are not able to get 
for a stage performance. Are more songs required, 
or new and different music, to enable the story to be 
told effectively? If the film is not already a musical, 
there is the exciting challenge of creating a sound 
world for the piece, identifying the moments where 
song can progress the storytelling, working out 
which characters might sing and why. The style of 
the music will need to suit the style of the musical 
and decisions about characters and the story’s tone.

Style – book vs concept musical 
There are, loosely, two sorts of musicals; book and 
concept musicals. Book musicals integrate song, 
dialogue, music and dance so that everything is 
part of the narrative and drives the story forward.
Guys and Dolls is an example of book musical. 
By contrast, in a concept musical the plot might 
be secondary or very simple - it is more about the 
experience than telling a particular story. A lot of 
this work tends to arise from a more experimental 
background, for example Hair, which explores 

themes of drugs and sexual freedom and what 
a musical can be. Another example is the short 
musical, The Last Five Years, in which we follow 
the story of a relationship. Jamie’s story is told 
chronologically and Cathy, his wife, told backwards. 
The only point at which they are in the same time is 
at the point of the wedding proposal.

Whilst the majority of film adaptations are book 
musicals, because the majority of films have a clear 
narrative arc, selecting the style of musical is an 
important consideration. It may be informed by the 
source material, the film and the screenplay – is it 
realistic? Is it already a musical? Is it fiction or a 
documentary? What is the tone of the film? Other 
factors might include the reasons why the creative 
team want to make the adaption, and the personal 
taste and style of the team. How close do they 
want to stay to the original film, or are they creating 
a musical more loosely inspired by a film or even 
particular elements of that film, like one particular 
character?

While there are many things to consider when 
adapting a film to a stage musical at the adaptation 
stage, there are also many production factors that 
need to be considered. For example, screen and 
stage acting are quite different ways of working 
requiring different skills – often actors are skilled  
in both areas but not always.

Laurie Perkins, Tim Minchin

CONVERSATION STARTER

When watching Groundhog Day the film, and 
then the musical, what choices do you think the 
team in adapting the film to the musical? 

Why do you think that they made these choices? 

Would you have made different choices? Why?
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A CONVERSATION 
WITH HARRY BLAKE
COMPOSER, SONGWRITER AND SOUND DESIGNER,  
ABOUT CREATING MUSICALS AND PLAYS WITH SONGS  
AND THE DIFFERENCES BETWEEN THEM. 

What would you say the difference between 
how song and music work in a piece of 
musical theatre or a play with songs and 
music in is?

The main difference is that, usually, when a song is 
in a play, we know it’s a song. The song exists in the 
world of the play as a song, we call that diegetic. 
It’s a song that all the characters on stage hear, as 
well as the audience. For example, in Shakespeare’s 
Twelfth Night, there is a song ‘Oh Mistress Mine’. 
One of the characters says, sing a song and they 
discuss what kind of song, and agree on a love  
song and the character sings.

It’s my job as the composer to read the script, 
look at the scene and work with the director to 
understand the world of the play and make the song 
inhabit that, just like a bit of set or a prop. It doesn’t 
sound very romantic or creative but it’s like when a 
designer is choosing a suitcase for a character. They 
will go through a process, what period is the play 
set in, how rich is the character? How old would the 
suitcase be, how fashionable would it be? It’s kind 
of a bit like that with a song in a play. You are making 
those kind of decisions in collaboration with the 
director. Who is the character that sings the song, 
where did they learn the song? You have to give 
everything a back-story in that sense. Then it’s up  
to the actor to perform the song as their character. 
So you’re not really representing the emotions of  
the character. 

In a musical, usually when characters go into song, 
they are experiencing some kind of heightened 
emotion. Like falling in love, experiencing a 
bereavement, something like that. That kicks 
them into song. So you are trying to express that 
particular emotion that the character is feeling at 
that point in time. There are lots of exceptions to 
this, Cabaret for example, but generally characters 
in musicals sing to express an emotional experience. 
When you are writing songs for a musical you’ll go 
through a different process, having to understand 
the character, where they are on their journey 
and making sure that the music and lyrics suit the 
character as well as the whole show.

What is your experience of adapting existing 
stories to create musicals? 

I’ve done adaptations of books, turning Wind in 
the Willows into a musical. The main challenge is 
working with the writer to translate the medium. 
Every medium has a different expectation of the 
form. For example, a musical will usually have an 
interval whereas a film won’t. You also have to 
try and manage to include everyone’s favourite 
set pieces and lines from the original whilst also 
transforming it, and justifying making it into a 
musical.

We cut lots of bits of Wind in the Willows that 
wouldn’t work as well on stage, or we found less 
exciting. We gave it an overarching theme, friendship 
and home, and what home means to each of the 
characters. It’s all there in the original story, we just 
decided to draw those ideas out. The original, the 
book Wind in the Willows, is actually very episodic, 
it’s a collection of short stories with some characters 
that appear again and again. That was a challenge. 
We all know and love those characters so much, 
their voices are so vivid. So writing as Toad was a 
joy, he’s such a wonderful character, and musical 
theatre song is just so natural to him. It’s also a 
nostalgic piece about out pre-industrial past so 
we could tap into that English nostalgic thing, in 
creating the world of the play and the style of the 
songs and the music.

Is there a film that you would like to make into 
a musical?

Miss Congeniality! It’s got the drama of the FBI 
case, and a classic story of someone feeling like a 
misfit, and then learning and growing. You also have 
two worlds colliding and learning from one another. 
There’s the potential of two musical worlds, the FBI 
and the pageant world, which gives lots of potential.
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What do you think is important to consider 
when adapting a book or film into a musical?

You need to justify why you are making it into 
a musical. For example, I really love the Disney 
animated musicals but if you just remake the 
animated film with real people, and put it on stage, 
I don’t think it really justifies the idea. That’s why 
I think The Lion King is the most exciting of the 
Disney musicals; it really embraces the medium  
of live performance and makes the most of it.

Similarly, Billy Elliot The Musical is more political, 
more left wing than the film. It’s much less 
sentimental than the film; it suggests that not 
everyone can be a dancer. What’s to say that being 
a miner is better than being a dancer? It questions 
the Cinderella story, what about all the people that 
don’t or can’t do it, or just want to do what they’ve 
always done? It questions that individualism and 
this is supported by the way it uses the ensemble, 
the musical chorus, in different ways, ways that 
only theatre can. It’s also how Matilda The Musical 
draws out the civil disobedience theme, which is 
really interesting as you read the book alone but 
watch the play with other people. The focus of the 
musical suits the medium of a collective experience 
of watching a show with other people.

What do you think makes a good protagonist 
in a musical? 

Characters in musicals express themselves through 
song, and often they go from speech into song,  
so they have to have some kind of drive. Something 
that makes them other, that makes them have 
to sing. It also has to be something that people 
can relate to and tap into. The lead character in 
Miss Congeniality, she’s been rejected for being 
a tomboy, she’s strong but she’s insecure in this 
particular world, that of the beauty pageant.  
It’s really that people want to see part of themselves 
in a musical. Musicals can be quite brassy 
and glossy so it’s really important to have that 
vulnerability in the main character. Otherwise it just 
becomes very slick and removed from the lives of 
the audience. That’s why I love the opening of Little 
Shop of Horrors – it’s amazing singing and dancing 
and brilliant music. But they are singing about the 
misery of living in a little tiny flat and going to work 
everyday when you don’t really like it. So you can 
enjoy the spectacle but understand the experience.

When you write musicals do you have a 
process? Do you start with songs or song 
ideas? 

I used to start from songs. One of the long hard 
things I’ve learned is that you should always start 
from story and character. You might have a song that 
you think is really great. You might love the chorus 
or love the melody, but if it’s not relevant to the 
character or the situation at the time, or if you are 
using words that the character would not use, if it’s 
not telling the story the way it needs to be told –  
it has to go. You need to be ruthless. It’s really hard!

What’s your favourite musical?

I love Guys and Dolls, I really love the old musicals, 
I love tap dancing! My absolute favourite musicals 
are the 1990s animated Disney musicals by lyricist 
Howard Ashman and composer Alan Menken. 
The Little Mermaid and Beauty and the Beast in 
particular. What Ashman and Menken do in a film like 
Beauty and the Beast is that they manage to speak 
to everyone, the way they use songs is really clever. 
They can say things that are really quite profound 
but without telling the audience they are doing that. 
So it’s something that a five year old or 50 year old 
can tap into, maybe on different levels. I think that 
maybe because these films, like many musicals, have 
this broad appeal there is this snobbish attitude that 
maybe they aren’t difficult enough. That something 
being very accessible or simple is somehow inferior 
to something that is complicated or difficult. Or that 
a tragedy is somehow more worthy than a comedy. 

Carlyss Peer
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Even though there’s no reason why you can’t be just as clever, or just as 
moving or say anything just as important in that medium. I always think that 
the best pieces of theatre have elements of both. 

How did you become a composer working in theatre?

I’d always thought I was going to be a musician. I started training as a 
classical musician at Royal Academy of Music, where I was learning to be  
an oboist. One of the things you have to do as an oboe player is learn how  
to make your own reeds, and it’s fiddly and not the most fun. So I wrote  
this funny song about reed making, which was quite the hit among the oboe 
reed making community! So I started doing more of that in my own time.  
I saw an email looking for someone to write songs for a community musical. 
I did that, met a really good friend who encouraged me to carry on and then 
I wrote another musical while I was still studying. It was called A Karaoke 
Wedding. It was written at the end of the 2000s, in the early days of the TV 
programme Don’t Tell the Bride and was a satire on the wedding industry. 
It wasn’t sung all the way through, it had scenes and I collaborated with a 
writer. Though not as much as I should have done! If we’d listened to one 
another it would have been a better show, that’s one of the things I learned 
on it. Gradually I started working, exploring more styles. I had started writing 
songs and comedy songs but I progresses to exploring electronic music,  
the classical style I’d been bought up with and then more poppy stuff as well. 

You can find out more about Harry Blake and listen to some of his music  
at harryblake.net

You can find out more about The Old Vic 12 programme at 
oldvictheatre.com/oldvicnewvoices/talent

CONVERSATION 
STArTER

What musicals, on stage or 
screen do you like and why? 

Who is your favourite musical 
protagonist and why?

Can you think of particular songs 
that musical characters sing 
when they are experiencing an 
emotional change, what change 
is that? 

The Company

http://harryblake.net
http://oldvictheatre.com/oldvicnewvoices/talent
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PRACTICAL EXERCISES
SCREEN TO STAGE

The following is a one-hour to 90-minute session exploring some of the challenges of adapting a film to 
the stage, suitable for participants 13+, the timings are a guide based on a group size of 20 participants. 
This session could be run before or after participants have seen the musical, though they will need some 
understanding of the story.

1.  TIME FOR YOUR CLOSE UP  (Five mins)

1.1 Ask the group to stand in a circle – ask if anyone has heard the term ‘close up’ and if they could 
define what it means. Then briefly define a close up and ask why it is used in film (it takes you 
closer to the experience of the character). Do the same with long shot and mid shot.

1.2 Definitions of shots

 —  Close up  A shot that keeps only the face full in the frame, one of the most important 
shots in cinematic storytelling.

 —  Mid shot  The shot that utilises the most common framing in films, shows less than a 
long shot, more than a close up.

 — Long shot  A shot that depicts an entire character or object from head to foot.
 —  Other shots of interest that you may wish to discuss in the final plenary include the 

Point of View shot, where we see though a characters eyes, or an establishing shot 
where we see a location at the start of a scene.

1.3 Ask the group to start walking around the space with a little energy using all the available space, 
not walking with friends or walking in circles. Explain that in a moment you are going to call out a 
number and an object and you want the group to as quickly as possible get into a group of that 
number and create that object (if there are uneven numbers reassure that group that’s ok and to 
be bold in their larger/smaller group). Model with three volunteer students, asking them to create 
a dog in a dog kennel. Ask the group to start moving then ask them to quickly get into groups of 
three and create a working toaster, countdown backwards form five so participants are aware of 
how quickly you want them to work. Review a couple asking the other participants where they 
think the best view of each of the objects is – where is the audience? 

1.4 Explain that you are going to repeat this exercise but as well as object or scenario you are going 
to give the participants a type of shot. Ask the participants to start walking and call out groups of 
four, long shot, a horse. Again, countdown from five so participants are aware of how quickly you 
want them to work. Review a couple and ask participants how easy or hard it was and ask others 
how successfully they have realised the image within the shot. 
 

RESOURCES REQUIRED

— Two objects – suggest an 
umbrella, an alarm clock

— A synopsis of Groundhog Day
— A copy of Groundhog Day
  

— TV/Projector with sound to 
show an extract

— Paper and pens (at least one 
between two)

— Chairs, one per participant
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1.5 Play the game a couple more times with the following configurations, each time doing a brief 
plenary with comments from participants:

 — Groups of two, close up, you’ve been caught playing truant by your mum
 — Groups of three, mid shot, somebody farted in a lift
 —  Groups of one, extreme close up on the face, you have just woken up late for the most 

important event of your life (countdown from three for this)

1.6 As a brief final plenary, if you haven’t already covered this ask participants about the differences 
between film and live performance – can theatre create the equivalent of these different shots? 
You will explore this in more detail later on in the workshop.

2.  STORY OBJECT WARM UP  (20 mins)

2.1  Sit the group in a circle and explain that each object contains an infinite number of stories, and 
that collectively you will try to unpick some of these. Explain that you will pass around an object, 
start with the umbrella, and everyone will need to say one thing about that object – starting simply 
with a description of the object then using simple questions to encourage the group to develop 
stories and ideas about the object. Some prompts are offered below.

 — Who might own it?
 — What would they do with it? 
 — What would happen if they lost it? 
 — What important event was the object a part of?
 — How did this object save someone’s life?
 — Why might someone else want the object? 
 — How would they get it? 
 — What other secret powers does this object have?

2.2   Congratulate the group, ask them what they noticed and quickly repeat the game with the alarm 
clock, encouraging participants to become more inventive in their storytelling and move quickly 
– they can add sounds and songs if they wish – you should model this first, e.g. this alarm clock 
makes this noise/plays this song.

2.3   In a short plenary introduce the idea of source material and inspiration as a starting point that 
is only limited by the imagination, which knows no limits. So if you are adapting a book or film to 
the stage, or even starting to make a play with an object, there really is no limit to the stories you 
can tell. This means that you need to make decisions and select ideas – ask for feedback about 
what might help you make those ideas – the interests of the creative team, the intended audience, 
practical constraints like space, number of performers.

2.4   Finally ask the participants why the umbrella and alarm clock might be relevant objects, and 
briefly introduce the Groundhog Day story. Phil Connors is a weather man sent to report on 
Groundhog Day and gets stuck in the same day which constantly repeats.
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3.  I AM A GOD!  
 SCREEN TO STAGE SCENE  (45 mins)

3.1   Making sure the participants understand the context of the scene you are sharing and have had 
a brief synopsis of the film, or ideally watched the whole film and/or the musical. Play the scene 
in the diner towards the end of the film where Phil Connors tells Rita he thinks he is ‘a God’. 
Starting from Phil’s line, ‘I’m a God’ and playing until Rita makes him sit down in a booth,  
after the waiter has dropped the tray (a little under three minutes duration).

3.2   After you have watched it through once ask the participants what they noticed, which characters 
were involved, where was the scene, what time of day etc. Also ask them what is different 
between film and theatre – think about where you watch it, what things can film do that theatre 
can’t and vice versa.

3.3  Then explain that you are going to play the extract again and ask the participants to pay particular 
attention to how the types and changes of shot (you may need to refresh the ideas of close up,  
mid shot and long shot) and their impact on the storytelling. Play the clip and ask the participants 
what they noticed, try to draw out some of the following.

 — There’s lots of cross-cutting and changes of shot between different characters
 —  The director breaks the intimacy of Phil and Rita’s discussion (all close ups) by cutting 

to the mid-shot when Doris the waitress arrives
 —  The director builds Doris’ reaction into the scene, as she gets a close up too – we’re 

amused by her, as her incredulity is realistic – but we know she’s wrong. That contrast 
builds humour - cutting from the exhausted, honest Phil ‘I am an immortal’ to her line 
‘Special today is blueberry waffle’ – is made funnier because of the use of close ups  
to build Doris into the scene, making her part of the action

3.4   Ask the group to think about ways in which we can draw the audience’s attention in theatre, we 
can’t use shots to direct the audiences attention – what can we do? Lighting to determine space, 
blocking (including other actors falling silent, changing speed) what we chose to put on stage.

3.5  You are going to split the group so that they will work in groups of five, with one of each of the 
following characters in it; Phil, Rita, Doris, Debbie and Fred. If you have a group that isn’t divisible 
by five you can have one or more groups of three, or add in the Gus character. To begin, allocate 
students a character and explain that you are going to watch the scene once more, asking them 
to focus on observing the character they have been allocated. Finish watching just after Phil 
introduces Debbie and Fred (or after Gus if you have a group with a Gus in it)

3.6   Ask the groups of characters, all the Phil’s, all the Rita’s etc to get into a group and share 
everything that they noticed about their character in a short three minute conversation. You may 
need to support the Fred and Debbie characters who may initially feel they have less – introduce 
their backstory, question them about the tension that exists, does Debbie have a crush on Phil?

3.7   Ask the group to get up and move around the space with a bit of energy then freeze. Ask them 
to get into groups featuring one of each of the characters with the people closest to them then 
all put their hands in the air when they are in that group, countdown from five to do this. Give 
each group a few sheets of paper and a couple of pens. Explain to each group that they are now 
being challenged to re-imagine the scene for the stage. To start with they need to think about the 
space, ask the group to very quickly draw a rough sketch of the diner as it featured in the film. 
Give them 30 seconds to do this. 

3.8  Next ask the groups to feedback about why that would or wouldn’t work about the space as it is 
in the film and to come up with some solutions. 
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3.9   You are then going to ask each group to use chairs to re-imagine the diner for an ‘end on’ theatre.  
You can use tables but this may take more time, especially with larger or younger groups of 
students. 

 —  As an extension activity you could give different groups different stages to work on,  
eg. in the round, thrust, traverse, proscenium arch. 

 — Give the groups three minutes to create their spaces. 
 — Encourage them to think about where the servers station is, where the counter and 

door is, where Gus and the other young waiter would be in the space.

3.10   Stop the group and ask for some feedback – was that easy, hard? What challenges did you 
encounter – at this point you may have the opportunity to discuss how sometimes your choices  
are about what you leave out and this can help tell the story by creating clarity for the audience.

3.11   Next, give the group three minutes to try to improvise the scene, tell them not to get too worried 
about getting all the dialogue right, just try to re-create the scene as best they can.

3.12   Stop the group and ask for feedback about what was easy or more challenging. You could at  
this point get the whole group to contribute to writing a summary of the what happens, with  
plot points through the scene. The group tell you the story of the scene and you write it up on  
a whiteboard or flipchart. 

3.13   Give the group a final few minutes to polish their scene, asking them to select one element of the 
scene that they think is most important, interesting or funny and encouraging them to emphasise 
this. An extension activity could include the group adding song or music, participants could sing  
or use a song on a mobile phone etc to the scene. 

3.14   Share the scenes back asking the audience to comment on two things they liked about each 
scene and what they would ask the participants to work on if they had more time.

4.   EXTENSION ACTIVITY – PITCHING   
(25 mins)

4.1   Begin with asking the group why films might get turned into musicals, talk about the budget 
implications of making a big musical, you want to know that people will come to see it and  
re-making a film will be a big draw. 

4.2   Ask the students to talk about why this is also maybe not such a good idea (maybe harder to get 
original stories and new musicals off the ground). Explain that in their groups of five participants 
have to pitch which film they would like to turn into a musical, to the rest of the group who will 
chose which musical to invest in and stage. Encourage the group to chose quickly, it doesn’t 
matter if not everyone has seen the film but at least three people need to have seen it from the 
group. Encourage them to think about films from when they were children if they get stuck. 
Everyone in the group must speak and the pitch must address all of the following:

 — Why this film would make a great musical
 — Who the target audience would be and why they would want to watch it
 — A brief outline of any changes or additions that might be made
 — A dramatised moment from the musical, possibly including a moment of song 
 — What sort of staging the musical would use and why (in the round, thrust etc)

4.3   Share all the pitches back and give each group feedback, two things that you liked, one thing 
you’d ask them to work on if they had more time. Keep the group sitting in their pitch teams and 
take a vote with a show of hands (groups aren’t allowed to vote for their own idea) to find out 
which pitch they think is the best investment – this is based on both creative ideas and a clear 
understanding of who the audience might be, and if you think they’d want to come. Ask one or 
two people each time to justify their vote. It’s ok if students pitch the same film to musical idea, 
encourage them to make their own decisions about how they would make it unique.
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A DAY IN THE LIFE OF
DANNY KROHM, FRONT-OF-HOUSE MANAGER

What does your job involve?

I am part of the theatre management team and we 
work very closely together to run front of house at  
The Old Vic. My job involves;

 —  Making sure the building is up to health and 
 safety executive regulations front-of-house 
for staff and all of our patrons – this includes 
running regular fire drills with the front of 
house team, and maintaining up to date risk 
assessments, whilst also being a member of  
the health and safety committee;

 —  Ensuring the safety of our patrons every day,  
and also in evacuation situations;

 —  Recruiting new members of the front-of- 
house team, to work across ushering, bars, 
supervising and duty managing;

 — Managing the Front-of-House staff;

 —  Creating and updating Front-of-House 
handbooks, including updates to reflect any 
special requirements for each show;

 — Duty managing up to three shows per week;

 —  Working closely with the rest of the theatre 
management team to ensure the smooth running 
of important events which run outside of our 
main schedule of productions; like our Variety 
Nights, press nights and the Evening  
Standard Awards;

 —  Overseeing the stock control of the merchandise 
sold front-of-house like programmes, and 
keeping our accounts up to date. This involves 
maintaining a high level of accuracy and attention 
to detail;

 —  Training the Front-of-House team on a regular 
basis to maintain high levels of customer service 
and safety.

What do you do on an average day?

My days are incredibly varied; some days I am  
mainly desk-based and am able to work 10am–6pm,  
at times I need to come in early to greet contractors 
and so will be in from 8am. Other days I am duty 
managing a double shift and therefore work from 
12pm–11.30pm solely on the shows. When we 
have a press night, or similar event, I can be in work 
preparing our front-of-house space and team from 
9am–midnight. As such, I’m afraid there isn’t really  
an ‘average day’ for a Front-of-House manager!

Have you always worked in a theatre?

I’ve been working in the theatre business for the last 
20 years, since I moved to the UK from Germany. 
Before this I trained in hotel & catering management, 
which gave me a good grounding for the skills needed 
to ensure a high standard of customer service. 
During my first year of working in the UK I worked 
in the restaurant at the RSC Theatre in Stratford-
Upon-Avon, and saw my first show onstage. This is 
when I developed a passion for theatre, and initially 
acting, when I decided to complete a BA in Drama at 
Richmond Drama School. After a year of this course,  
I tried working for a few years as an actress, 
alongside working bar and ushering shifts at 
Richmond Theatre. At this point I decided to take 
the path of theatre management, as I had discovered 
that I enjoyed the logistical and organisational side of 
theatre. Since then I have worked behind bars and as 
an usher in a couple of different theatres (Waterman’s 
Arts Centre, Richmond Theatre, Wimbledon Theatre, 
The Old Vic and the Almeida Theatre); progressing  
to becoming a supervisor, assistant manager,  
bar manager and now the front of house manager.

Which part of your job do you most enjoy?

I enjoy every aspect of my job as it is so versatile 
but the part I enjoy the most is duty managing 
the performances and being part of customers 
experience when they see a show at The Old Vic.  
It makes me feel extremely proud being part of such  
a fantastic organisation standing in the auditorium  
at the curtain call and seeing standing ovations from 
the audience. 
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What is your best memory of working at  
The Old Vic so far?

I have many great memories of working at The 
Old Vic; but my favourite is meeting Tom Cruise 
(particularly as Top Gun is one of my favourite films)

If you were to offer a young person wanting to 
get into the industry some advice, what would 
you tell them?

Firstly, I would say that if you want to work in theatre 
you should be certain that it is an industry you would 
like to work in, as it is an incredibly competitive 
environment. As a result of this, it is important to 
commit yourself to your role and be willing to show 
this commitment by going the extra mile. Employers 
will want to know, from working with you, that you 
are eager and keen to learn new skills, which can be 
applied in your job. In my case, being persistent about 
job opportunities certainly helped!

What is the biggest misconception about 
working in a theatre?

Most people think that working in the theatre is 
glamorous; they see the famous actors and the 
parties. In reality, most members of a theatre’s staff 
have to work unsociable and sometimes long hours. 
Our work is to make the patron’s evening a fun and 
exciting one, which basically means we are working  
at the time most people get to have fun.

Did you have any theatre heroes when you were 
growing up?

I didn’t really have any theatre heroes when I was 
growing up, more movie heroes like Tom Cruise.  
My favourite theatre hero over the last 20 years has 
been Antony Sher.

The Company
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