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Richard Jones
Director
Theatre: A Flea in Her Ear, The Illusion, Too Clever 
by Half (The Old Vic), The Government Inspector, 
Public Enemy, The Trial (recently at the Young Vic) 
and productions at the National Theatre, RSC, West 
End, Public Theatre New York and on Broadway. 
Opera: productions at English National Opera, 
Royal Opera House, Glyndebourne, Berlin, Munich, 
Amsterdam, Paris, La Scala Milan, Metropolitan New 
York. Awards include two Oliviers for theatre and 
three for opera, Evening Standard Award for Into the 
Woods (West End) and The Ring (ROH). Richard was 
awarded a CBE in the 2015 New Year’s Honours List.

Stewart Laing
Designer
Theatre: J G Ballard Project, blind_sight, An Argument 
About Sex, The Salon Project, Paul Bright’s Confessions 
of a Justified Sinner, Slope (Untitled Projects), The 
Homosexual (Tramway), Brainy (CCA), Happy Days 
(Tramway/Traverse), The Father, The She Wolf,  
Long Days Journey into Night, Medea, The Pleasure 
Man, Dance of Death, The Maids (Citizens), Home: 
Stornoway (National Theatre of Scotland);  
Les Parents terrible, Titus Andronicus (Dundee Rep),  
10 Plagues (Traverse), Ophelia (Oran Mor). Opera: 
La bohème (Scottish Opera), L’heure espagnole, 
The Breasts of Tiresias (Grange Park Opera), Tosca 
(Norrlandsoperan), Faust, Dead Man Walking, La 
fanciulla del West, La vie parisienne (Malmo Opera),  
La fedeltà premiata (Bavarian State Opera’s Studio).

Aletta Collins
Choreography
Aletta is a former Associate Artist at the Royal Opera 
House (ROH), where work included choreographing 
and directing The Red Balloon, Cocteau Voices and 
Magical Night in the Linbury Studio. Theatre/opera 
as choreographer: The Effect and His Dark Materials 
(National Theatre), Bend it Like Beckham and Made in 
Dagenham (West End), La Traviata (Glyndebourne/
UK tour), The Tempest (ROH), Anna Nicole (ROH/
Brooklyn Academy of Music), Awakenings and Bloom 
(Rambert), Drifting and Tilting: The Songs of Scott 
Walker (Barbican). Theatre/opera as director: La 
Fanciulla del West, Dido and Aeneas, La Voix humaine 
and Les Noces (Opera North), Carmen (Salzburg 
Festival). Philip Pullman’s Aladdin (Bristol Old Vic). 

Mimi Jordan Sherin 
Lighting
London theatre: productions at the Young Vic, 
Royal Court, National Theatre, RSC and West End. 
US theatre: New York designs have won Mimi an 
American Theatre Wing award, two Obies and 
an Eddy. Opera: productions at the Royal Opera 
House, Glyndebourne, ENO, The MET, La Scala, 
La Fenice, Bayerische Staatsoper, Wien Staatsoper, 
Tokyo Opera, Chicago Lyric, Houston Grand, WNO, 
Royal Danish, Bregenz Festival, Opera Australia, 
Opera North, Glimmerglass Opera and companies 
in Frankfurt, Lisbon, Brussels, Toronto, Strasbourg, 
Zurich, Hamburg, Washington, Colorado, Boston, 
San Diego, Seattle and Santa Fe. 

Sarah Angliss
Sound 
Theatre: composer for The Effect (National 
Theatre). Film: composer for BFI’s Gothic and 
Sci-Fi seasons, performed live at BFI Southbank 
and Duke of York’s Brighton (recipient of PRS for 
Music Foundation award). Radio: performances 
on BBC national radio and the World Service. 
Festivals: Harmonic Series (Southbank), Cinecity, 
Bring to Light, Flatpack, Supernormal, Prima 
Vista (Estonia). Reanimated WWII-era submarine 
HMS Alliance with a generative, 50-channel 
sound piece. Historian of music, technology and 
modernity, with work published by the Science 
Museum, Smithsonian and The Wire magazine, 
and a Visiting Research Fellow at SPR Goldsmiths, 
London.

Jessica Ronane CDG
Casting
Theatre: Future Conditional (The Old Vic), Angus 
Thongs and Even More Snogging (West Yorkshire 
Playhouse). Theatre (childrens casting): The Audience, 
Charlie and the Chocolate Factory, Made in Dagenham, 
I Can’t Sing, Singing in the Rain, Billy Elliot the Musical 
(West End), Matilda the Musical (RSC/West End), 
Bugsy Malone (Lyric), To Kill a Mockingbird (Regent’s 
Park/Barbican/UK tour), The Sound of Music 
(Regent’s Park), Caroline or Change, Baby Girl,  
Mrs Affleck, Burnt by the Sun (National Theatre),  
A Member of the Wedding, Far Away (Young Vic).  
Film: Guinea Pigs, Hunky Dory, Extremely Loud 
and Incredibly Close. TV: Evermoor, Little Cracker: 
Nutcracker, Eric & Ernie.

CREATIVE TEAM
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Joe Hancock
Assistant Director
Theatre (as director): The 24 Hour Plays, Time Warner 
Ignite 4 (The Old Vic), Laika: A Space Dogyssey 
(Gilded Balloon), Three Christmases (Old Red Lion), 
Three Steps to Heaven (Central Youth Theatre/
Cultural Olympiad). Artistic Director of Last Fancies 
(2010-13) including Situation (Arena Theatre) and The 
Whitehouse Institute (Sunday Times Award for Best 
Comedy Performance). Director-in-Residence Eton 
College (2013-14). Theatre (as assistant director): 
The 24 Hour Plays Celebrity Gala (The Old Vic), The 
Gruffalo (Tall Stories/UK & international tour), Fast 
Moving Consumables (The Working Party), It Felt 
Like a Kiss (Punchdrunk/Adam Curtis/Manchester 
International Festival), Watership Down (Watford 
Palace), The Supreme Sunbeam (Wolverhampton 
Grand). 

Rick Lipton
Voice & Dialect Coach
Theatre: High Society, The Prisoner of 2nd Avenue (The 
Old Vic), Speed the Plow, Daytona, Three Days of Rain, 
Fat Pig, Dirty Rotten Scoundrels, Top Hat (West End), 
Death of a Salesman (RSC/West End), Bad Jews (St 
James/UK tour), A Streetcar Named Desire (Young 
Vic), Broken Glass (Tricycle/West End), The Merchant 
of Venice, Our Town (Almeida), The Lyons, The Color 
Purple (Menier Chocolate Factory), Cat on a Hot  
Tin Roof (Royal and Derngate/UK tour), Glengarry 
Glen Ross (Clwyd Theatr Cymru). Film: The Forest, 
Beauty and the Beast,Tarzan, Unbroken, Interstellar,  
The Hunger Games: Mockingjay, Edge of Tomorrow.  
TV: Containment, Versailles, Intruders, Elementary.

Bret Yount 
Fight Director
Theatre: Romeo & Juliet (Sheffield Crucible),  
Hamlet (Barbican), Richard II (Globe), Splendour,  
City of Angels (Donmar), The Trial, A Streetcar Named 
Desire (Young Vic), Violence & Sons (Royal Court), 
American Buffalo (West End), Bad Jews, Hay Fever 
(Theatre Royal, Bath/West End), The Broken Heart, 
Tis Pity She’s a Whore (Sam Wanamaker Playhouse),  
The Wasp (Hampstead), The Nether (Royal Court/
West End), Treasure Island (National Theatre), Wolf 
Hall, Bring Up the Bodies (RSC/West End/Broadway), 
Arden of Faversham, The Roaring Girl (RSC). Opera: 
Pirates of Penzance, Sweeney Todd, The Mastersingers  
of Nuremberg (ENO).
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Yank  Yank is the central figure of the play, at the start Eugene O’Neill describes him as ‘Broad, fierce, 
truculent, more powerful than the other men in the ship and more sure of himself. Superior strength, a highly 
developed individual’. As a child, Yank’s parents fought each other and also took their anger out on him. 
When his mother died he decided to run away from home and eventually found himself a job as one of 
the “firemen” that powers the ocean liners. He sees himself as a figure of power in this role, fueling and 
driving the ships from the bottom up, without him the ship will not move. He is a natural leader and 
shuns authority.

As he meets more people from outside his world he is frequently described in animal terms such as, 
‘a filthy beast’, ‘a hairy ape’ and ‘a filthy ape’. He is aggressive and quickly prone to violence as he has 
grown up around it. As he goes on his journey of discovery outside the ocean liner, he becomes less 
and less sure of himself as he starts to realise that he isn’t clear what his place in this world truly is.

Long  Another of the firemen on the ship, Long is the most political of the men on board. He sees  
it as his mission to spread understanding of workers’ rights and change their working conditions and 
social standing. He is constantly reminding his colleagues about the disparity between the rich and 
people like them. Long is often not listened to or told to be quiet, but he never gives up in his fight. 
Unlike Yank, Long is never physically violent and chooses words over action. 

Paddy  The oldest member of the firemen team, a keen and perceptive observer. Described by 
O’Neill as, ‘An old, wizened Irishman... His face is extremely monkey-like with all the sad, patient pathos of 
that animal in his small eyes’. Paddy has worked on the ships for most of his life and has travelled the 
world with his work. He regularly harks back to the old days where he says that, the workers used to 
have more rights and were allowed to roam on deck rather than being locked below. Paddy is tired and 
fed up with the work but doesn’t feel able to leave. 

CHARACTER BREAKDOWN
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Mildred Douglas  Described by O’Neill as, ‘a girl of twenty, slender, delicate, with a pale, pretty face marred 
by a self-conscious expression of disdainful superiority. She looks fretful, nervous and discontented, bored by her own 
anemia’. Mildred is the daughter of a millionaire steel magnate and so lives a privileged and comfortable lifestyle. 
She decides she wants to experience how others live, citing that her grandfather was a working class worker 
and those are her roots. She is confident and manages to manipulate situations to get what she desires, but is 
ultimately shocked by what confronts her. 

Aunt  Mildred’s Aunt is described by O’Neill as, ‘pompous and proud-and fat-old lady. She is a type even to the point 
of a double chin and lorgnettes. She is dressed pretentiously, as if afraid her face alone would never indicate her position 
in life.’ She despairs of Mildred’s plans and insists that what she is planning is wrong and regrettable. Upholding 
her family’s reputation is important to her, and she has an old-fashioned attitude. 

Secretary  The Secretary of the I.W.W, a political action group that are accused by the press of being a violent, 
socialist group who want to destroy capitalist America. The Secretary is very in control of himself, and keeps 
calm in confrontational circumstances. He is very clear with Yank that the organisation he works for is a non-
violent lobby group.

Gorilla  A large ape being held in a New York zoo for the amusement of humans. A large and terrifying 
creature that Yank liberates at the end and is then killed and imprisoned by.

Ensemble  O’Neill’s play is highly theatrical and inventive and calls for an ensemble that slip into a host of 
different characters that reflect different societies of people. These include the ship workers, the affluent rich 
New Yorkers and the prison inmates and guards. 
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Scene I 
Setting: Fireman’s forecastle of an ocean liner. An hour after sailing from New York. 
We are in the furnace room where the firemen who fuel the ship live and work. They are on a break 
from work, bottles lie everywhere and they are all drunk. They are big, strong men who can’t stand  
up straight as the walls of the room are very low bearing and they have to stoop to stand. 

Yank, a particularly formidable man, sets himself apart from the others. As they drink the men sing 
songs about back home including the eldest member of the team, Paddy. Yank shouts at them to stop 
singing as he is trying to think. He tells them they should consider the ship’s furnace room as their 
home. Long, another fireman, uses this as an opportunity to share his socialist theory that they call this 
place home because they are repressed by the rich people on the upper deck, this is quickly put down 
by Yank and then the other men. 

Paddy interrupts and talks about the ships of the past and how they were real homes. He tells how the 
sea-men had the freedom to go on deck and led a peaceful life, unlike these new ships where they are 
locked night and day in the dark, hellish furnace room. Again Yank shuts him down, he agrees that this 
is hell but he’s proud to be part of it. In a rallying call Yank boasts about the fact that they are the men 
who make things work and they have the power. This gets all the others (except Paddy) in an excitable 
frenzy. A whistle blows and they quickly return to work, apart from Paddy who no longer cares.

Scene II 
Setting:: Section of promenade deck of the ocean liner, two days out. Morning.  
On the deck of the same ship we meet Mildred Douglas, a young, delicate woman with her aunt,  
a larger, older lady dressed in black. Mildred is the daughter of a millionaire steel magnate, and has 
decided she wants to learn about workers lives as she is bored of her pampered life. She uses the fact 
that her grandfather was a worker before he made his millions. Her aunt thinks the plan is vulgar. 

Mildred reveals she has got permission to visit the men in the furnace. She lied to the ship’s captain 
saying that her father gave his permission. The ship’s second engineer turns up to escort her. He warns 
that the dirt will ruin her dress, but she doesn’t care. 

SCENE BREAKDOWN
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Scene III 
Setting: The stokehole. A few minutes later. 
As the scene opens we see the men at work, shovelling coal into the hot furnaces. Yank leads the team 
and Paddy is getting tired. An unseen guard whistles for the men to keep working, Yank is frustrated by 
this and shouts up saying he is leading the work.

Mildred enters with the engineers. All the men see her and stop working, apart from Yank.  
The unseen guards whistle goes again and Yank loses himself in a fit of rage and hurls abuse at the 
guard describing how he is going to murder him. He suddenly realises everyone has stopped and he 
turns and sees Mildred. She is so shocked by his obscenities that she faints and calls him a ‘filthy beast’. 
The engineers take her away, Yank is left in a rage.

Scene IV 
Setting: Same as Scene One. Half an hour later. 
The furnace men have returned to their rooms after dinner. Yank is deep in thought and the men 
wonder why. Paddy suggests it’s because he has fallen in love with Mildred, Long says it’s because they 
have been subjected to capitalist unfairness. Yank disagrees with both.

Paddy goes on to say that Mildred looked at Yank as if he was a ‘hairy ape’. This triggers something 
in Yank, he says that he hates her and will get even with Mildred. He goes to break out of the furnace 
and attack her upstairs, but all of the men pile on him and stop him. The scene ends with Yank at the 
bottom of the pile still vying for revenge.

Scene V 
Setting: Fifth Avenue, New York. Three weeks later, Sunday morning. 
Long and Yank are walking around an incredibly rich street full of jewellery and fine fur shops. They 
are on their own as all the rich people are in church. Yank is still bent on getting revenge on Mildred 
but we learn that Long has brought him here to show Yank that it is Mildred’s class he should be 
fighting and not her. 

The rich people enter the street. Yank immediately has a violent reaction, Long tries to calm him and 
says that they must protest peacefully rather than fight. Yank ignores this and Long runs off. He calls 
out insults and tries to start fights and barge passers-by but is ignored, winding him up even more. 
Finally a man trying to catch a bus runs into Yank. He uses this as his trigger and punches the man in 
the face. The man screams for the police and sirens begin to wail in the distance.

Scene VI 
Setting: An island near the city. The next night. 
Yank is now in prison and again is sat thinking. He starts the scene by believing that he is an ape in a 
zoo cage which annoys the other inmates. Eventually he calms them by describing the story of meeting 
Mildred and they realise that he is talking about the steel millionaire’s daughter.

An inmate asks Yank if he has heard of a political organisation called ‘The Wobblies’ or the I.W.W,  
a militant group that seeks to attack the rich. He reads an article out loud about them, and as Yank 
listens he has an epiphany. He realises that men like Mildred’s father are merely using men like him to 
get what they want, and it is the rich that have the true power.

This gives Yank the strength to break his cell bars open. The alarm is raised and the prison guards start 
to hose his cell to control him. 



10THE HAIRY APE TEACHING RESOURCES

Scene VII 
Setting: In the city. About a month later.  
Yank arrives at the office of the I.W.W. It is a normal looking room filled with workers, not what he was 
expecting. As Yank and the secretary speak it becomes clear that the violent, political gang he heard 
about is not the truth and the I.W.W is simply a peaceful Union. Yank refuses to believe this and thinks 
it’s a cover for their true, violent, intentions. Yank becomes fed up and tells them directly about his  
plan to blow up Mildred’s fathers steel works. The secretary makes a signal and the workers grab Yank.  
The secretary thinks Yank is an undercover cop and calls him ‘a useless ape’ before throwing him out 
on the street.

On the street he rails about the fact that no-one has a purpose and we all settle for the wrong thing.  
A policeman tells him to move on, Yank says he has nowhere and asks the policeman where he should 
go. The policeman responds with ‘go to hell’.

Scene VIII 
Setting: In the city. Twilight of the next day.  
Yank is in the zoo. A gorilla sits in its cage thinking as Yank approaches. Yank starts to talk to the gorilla 
and opens up to him more than he has done with the humans he came in contact with. He tells the ape 
that he has lost his place in the world and admires this beast who has more right than humans to roam, 
but is locked in a cage and thinking about the past. Yank says he has no past or future, only the present 
and there is nothing there either.

Yank breaks open the cage door believing he has reached an understanding with the gorilla and says 
that they will walk through the city together. Suddenly in a fit of rage the gorilla crushes Yank and 
throws him in the cage. Yank believes he has been thrown into the cage that he belongs in and dies.
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Industrialisation 
During O’Neill’s lifetime, industrialisation had a huge effect on the lives 
of workers as manufacturers developed production lines and mass 
produced products. The workers in the ocean liner have been reduced 
to “machines” – programmed to do one task, turned on and off by 
whistles, and not required to think independently. This has then caused 
a general deterioration of each person into a Neanderthal or ape-like 
state, which O’Neill describes explicitly in his stage directions –  
“The men themselves should resemble those pictures in which the appearance 
of Neanderthal Man is guessed at. All are hairy-chested, with long arms  
of tremendous power, and low, receding brows above their small, fierce, 
resentful eyes.”

Belonging 
The motif of who “belongs” and the idea of “belonging” are continually 
reinforced throughout. At the start of the play Yank feels secure in who  
he is, and draws a feeling of power from the fact that he “belongs” to  
the ship, as opposed to the passengers in first class who are merely 
“baggage”. Yank also associates “belonging” with someone’s usefulness  
and functionality. The firemen “belong” because they make the ship  
run and are essential to its workings.

Mildred is privileged, but seems to feel she does not belong either and 
wants to test the boundaries of her identity. When they meet, Yank is 
particularly disturbed by Mildred because she presents a world and class 
which he cannot belong to. After their meeting, the play follows Yank in his 
quest to find belonging, finally leading him to the monkey-house at the zoo. 

Class 
Mildred and Yank are representative of the highest and lowest societal 
classes–as Long would describe them, the bourgeois and the proletariat. 
However, while Mildred and Yank’s lifestyles are extremely different,  
they share similar complaints about class. Mildred describes herself as  
the “waste product” of her father’s steel company. She has reaped the 
financial benefits of the company, but has felt none of the energy or 
passion that created it. Mildred yearns to find this excitement, to touch 
“life” beyond her cushioned, bourgeois world. Yank, on the other hand, 
has felt too much of the “life” Mildred describes. He desires to topple 
the class structure by re-inscribing the importance and necessity of the 
working class. 

Thought 
For Yank, thought is the ultimate boundary. He begins the play as the  
least understanding character and undermines his colleagues who 
question the rest of world around them. Thought only becomes necessary 
after he encounters Mildred. Mildred and her class present a new threat 
that Yank cannot get rid of through physical force, and as the play 
continues he begins to realise how little he knows or understands about 
anything outside of his world. His inability to think not only reveals his 
regression to a lower ape-like form, but also means he is unable to adapt 
to or defend himself in the world beyond the ship.

THEMES

Conversation starter

Industrialisation and capitalism 
created huge improvements 
in the quality of life of many 
people, but as O’Neill suggests 
it may have also degraded much 
of the workforce. What could 
be an alternative to this way of 
working? Would you by happy in 
a job like Yank’s? 

Conversation starter

Is Yank ever given the chance to 
find out where he really belongs? 
Who decides where you belong 
– yourself or others? 

Conversation starter

Class limits and determines 
both Mildred and Yank’s 
financial resources, educational 
opportunities, outlook on 
life, and culture. Do the same 
boundaries still exist today? 

Conversation starter

How important is thought in 
today’s world when we have 
access to huge amounts of 
information via the internet? 
Could someone still find 
themselves in Yank’s situation?  
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THE LIFE OF EUGENE O’NEILL

1877  
O’Neill’s parents James O’Neill and 
Mary Ellen Quinlan, both children of 
Irish immigrants, are married in New 
York. A year later their first son James 
Jr is born. 

1883  
James debuts as the lead actor in 
The Count of Monte Cristo, a role 
he goes on to play for over 6,000 
performances across three decades. 
Their second child Edmund is born. 

1885  
Edmund dies aged 18 months from 
measles. James Jr is blamed for 
exposing him to the disease, and is 
sent to boarding school.

1888  
Eugene Gladstone O’Neill is born in 
New York. His mother begins taking 
morphine to ease the pain of a 
difficult childbirth, beginning a lifelong 
addiction to the drug.

1895  
After touring with his father for his 
father for seven years, O’Neill enters 
the strict Catholic boarding school  
St. Aloysius Academy for Boys.

1906  
O’Neill enrols at Princetown University, 
but is kicked out 8 months later  
“for poor scholastic standing” and 
heavy drinking. He moves to New 
York.

1909  
Aged 20 O’Neill marries Kathleen 
Jenkins, but shortly after leaves on a 
long boat journey to South America.  
A year later Eugene Jr is born,  
he doesn’t meet his father until he is 
eleven years old. 

1912  
O’Neill attempts to kill himself,  
and later that year him and Kathleen 
divorce. He contracts tuberculosis and 
is inspired to become a playwright 
while recovering

1916  
After several failures trying to get his 
plays produced, O’Neill joins a group 
of young writers and painters who 
launch an experimental theatre in 
Provincetown, Massachusetts. They 
produce his first one-act play, Bound 
East for Cardiff, one of many plays he 
will write about sailors and life at sea. 

1918  
O’Neill marries the writer Agnes 
Boulton with whom he has a second 
son, Shane, in 1919

1920  
Beyond the Horizon, his first full length 
play, is produced on Broadway and is 
awarded a Pulitzer Prize. The same 
year, O’Neill’s father dies from a stroke 
after confiding to his son that The 
Count of Monte Cristo cursed his  
career as an actor.

1922  
His mother dies of a brain tumour, 
after having blossomed following 
the death of her husband. O’Neill 
remarked after her funeral “I was  
just beginning to enjoy her”. Later  
that year O’Neill’s play Anna Christie 
about a prostitute falling in love with  
a sailor is awarded a Pulitzer Prize. 
The Hairy Ape is produced by 
Provincetown Players and transfers  
to Broadway later that year. 

1923  
O’Neill’s older brother James Jr,  
an alcoholic and broken man, dies 
after being taken to a sanatorium. 

1924  
Desire Under the Elms premieres at 
the Greenwich Village Theater. The 
play has been described as “the first 
important tragedy to be written in 
America.”

1925  
His daughter Oona is born in 1925. 

1928  
O’Neill wins his third Pulitzer Prize  
for Strange Interlude

1929  
After two failed marriages, O’Neill 
marries Carlotta Monterey. Despite 
a turbulent relationship, they remain 
married for the rest of his life.

1931  
O’Neill completes one of his most 
ambitious works, Mourning Becomes 
Electra, an adaptation of the Greek 
tragedy Oresteia to 19th-century  
New England.

1933  
Ah, Wilderness! the only comedy he 
ever writes, opens on Broadway.

1936  
O’Neill is awarded the Nobel Prize in 
literature, becoming the first, and only, 
American dramatist to win the honour.

1943  
His daughter Oona, at 18, marries  
film star Charlie Chaplin, then aged 
54. O’Neill rejects the marriage and 
never sees his daughter again. She 
stays happily married and has eight 
children with Chaplin. 

1946  
The Iceman Cometh opens on 
Broadway. It is the last Broadway 
production of one of his plays during 
his lifetime.

1948  
His youngest son Shane is arrested for 
heroin possession. O’Neill never has 
contact with him again. 

1950  
His eldest son Eugene Jr commits 
suicide. His note reads “let it never be 
said of O’Neill that he failed to finish 
a bottle. 

1953  
Suffering from a neuromuscular 
disorder that robbed him of the ability 
to write, O’Neill dies in a hotel in 
Boston. He wrote 50 plays and saw 
35 of them produced.

1956  
O’Neill’s play Long Day’s Journey 
Into Night opens in New York. It 
dramatises the embattled relationship 
of his parents, O’Neill entrusted the 
manuscript to Random House with the 
proviso that it would not be published 
until 25 years after his death. His 
widow Carlotta asks Yale to publish 
instead. O’Neill is recognised with a 
posthumous Tony Award and Pulitzer 
Prize, his fourth – more than any 
other playwright before or since.

1957  
A Moon for the Misbegotten about his 
brother’s final days debuts at the Bijou 
Theatre in New York. 
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The First World War (1914 - 1918) did not directly 
damaged American society in the way it did in 
European countries, and in fact actually had a positive 
effect by creating increased demand for American 
goods. This created an economic boom with industrial 
production virtually doubling in the 1920s. Greater 
production lead to the urbanisation of the country, 
and millions of local and immigrant workers swelled 
the cities. There was a clear link between prosperity 
and social change with an improved standard of 
living for many, although it also resulted in often grim 
employment and living conditions for the poor and 
working classes. 

In the late 1800’s and early 1900’s audiences typically 
came to the theatre for light entertainment and 
amusement. Shows tended to be melodramas or 
vaudeville, featuring mixture of speciality acts such as 
burlesque, comedy, song and dance. With the change 
in the economy and urbanisation, theatre – particularly 
Broadway – boomed with the times. In New York, a 
score of new theatres were built, and the number of 
productions tripled from the turn of the century to the 
1920s. In that decade, Broadway staged nearly 2,500 
productions, with a peak of 297 productions in 1926-27 
(forty years later, one Broadway season would feature 
only 42 productions). 

Eugene O’Neill’s work was at the centre of that artistic 
and popular revival. He first experienced the American 
theatre as a young child at the end of the 19th century, 
when he accompanied his father, an actor, touring as 
the lead in The Count of Monte Cristo. As an adult 
however, he rejected the kind of popular theatre 
that his father had made a living from. He looked for 
inspiration from the works of Norwegian playwright 
Henrik Ibsen and Swedish writer August Strindberg, 
who he later described as the people who “first gave 
me the vision of what modern drama could be”. 

Theatre historians have suggested O’Neill’s play 
Beyond the Horizon could be considered the first 
“native” American tragedy. That play emerged from 
his association with the Provincetown Players, one of 
many so-called “little theatres” that developed in the 
1910’s to provide an alternative to the commercial 
drama of the time. The Provincetown Players and 
another group the Theater Guild also produced plays 
by poets and writers such as Edna St. Vincent Millay, 
Paul Green, Elmer Rice and Maxwell Anderson. 

These playwrights embraced character and realism, 
eschewing clichés and the stock heroes and villains 
that often populated American drama. They offered 
Americans a chance to see themselves on stage for  
the first time.

O’Neill’s plays included challenging subjects such 
as race relations, adultery and individual alienation, 
which often attracted protests and efforts at censorship 
over material that some found objectionable and 
scandalous. Most of the efforts to censor his work 
generated publicity and popularity for the productions, 
and none of the complaints restrained him from 
continuing to produce provocative narratives. O’Neill 
told newspapers that theatre audiences didn’t want 
plays weakened “by an ignorant and stupid censorship 
which knows and cares nothing about drama”, and 
his plays found enthusiastic audiences, and provoked 
strong reactions on Broadway. This was a key reason 
that producer Arthur Hopkins staged his work. “I want 
people to leave my theatre actually quarrelling about 
what they have seen,” he said. “There is nothing more 
tragic to me than the complacent, unmoved faces that 
pour out of our Broadway theatres after a play”.

Most of his productions ran for more than 100 
performances, with many running for more than 200. 
Strange Interlude, a nine-act play that examines a 
woman’s tormented love life, played for more than 400 
performances and earned O’Neill a then-blockbuster 
$275,000. Critics championed serious works, as did 
organizations like the Drama League of America, 
formed in 1909 to stimulate interest in modern drama. 
By the time O’Neill’s early plays premiered, American 
audiences were ready to follow their European 
counterparts in considering the theatre more than  
just a pleasant distraction.

Eugene O’Neill was writing during a period of 
American history which was defined by great social 
and economic change. His difficult and complex life 
provided much of the inspiration for his plays, but the 
wider context of the period also greatly influenced 
the themes and content of his work, very differently 
to the light entertainment audiences were used to. 
His work dramatically altered the world of American 
theatre, and paved the way for the serious drama of 
his successors, such as Tennessee Williams, Arthur 
Miller, and Edward Albee; and more recently diverse 
writers that continue to explore difficult social and 
personal issues such as David Mamet, August Wilson, 
and Tony Kushner.

SOCIETY AND INDUSTRY  
TRANSFORMING AMERICAN THEATRE
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You and Richard Jones (the director) have 
worked together several times before; have you 
developed a process that works for you both,  
or is it different for each play? 
Richard and I have worked together since 1993. We 
have a process that we used the first time we worked 
with each other, although I’m not sure if this is how 
Richard works with other designers. We read the 
play with each other, several times, taking alternate 
parts and reading in quite small units and then talking 
about what’s going on. We might then start to draw 
while we’re reading it. Richard draws as well, and 
sometimes we draw on the same piece of paper,  
I’m not precious about that. If I draw something and 
he wants to add something to it, or scribble it out and 
do something else, for me that’s part of the process. 

Did you approach The Hairy Ape in the same 
way?  
Yes, except the difference is that we actually found 
two recordings of the play. One was a BBC radio 
adaptation that had Dominic West playing Yank,  
and the other was an American radio recording so we 
would switch between the two recordings. The scenes 
in The Hairy Ape are really short, there’s eight scenes 
and each one is maybe about 10 minutes long. So we 
would listen to a scene and then talk about it. 

What other sources and influences did  
you explore when developing the design  
for the show?  
We looked at lots and lots of references, and actually 
now it’s so much easier to do your visual research 
because of Google Image. I don’t know about other 
designers, but Google Image has completely changed 
the way I work. It used to be that your research would 
be going to libraries, going to bookshops, but actually 
now its just endless searches online. 

We looked at a lot of ape imagery in popular culture 
like King Kong, the old and the more recent version, 
Planet of the Apes, and even Tarzan. We wanted to 
understand this interest in human beings and apes 
coming together, which was particularly prominent in 
early 20th century culture. The play is written in the 
1920’s so we were very interested in that period.  
The first half of the play is set on an ocean liner,  
so we researched about what ocean liners look like, 
what boiler rooms look like, where the workers would 
hang out and sleep. Then the second half of the play 
is set in New York, so we were looking at images of 
the city in the 1920’s when all the sky scrapers were 
being built. Things like photographs of the half-
finished Chrysler Building to get a sense of what  
the city would have been like then. 

The play is written in 1922 and you’ve 
mentioned you did a lot of research around 
that time. Is your design going to be a historical 
representation of that period? 
No, not at all. The play is an expressionist play  
so we were also looking at expressionist paintings, 
expressionist art, expressionist cinema like  
The Cabinet of Dr Caligari. We’re trying to find a  
sort of contemporary version of expressionism.  
I think Wikipedia says that expressionism is about 
exaggerating certain aspects of things to get a more 
emotional impact. So we’re trying to find a modern 
version and vision of what expressionism might be for 
this play. 

INTERVIEW WITH STEWART LAING, 
DESIGNER
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Eugene O’Neill is known for writing quite 
descriptive and detailed stage directions, did 
you find these useful when you were developing 
your design?  
When Richard and I were reading the play we 
would always read the stage directions, these long 
paragraphs at the beginning of each scene that sort 
of set them up. Sometimes we’d draw exactly what 
Eugene O’Neill was describing. But then often we 
would change it, to try and keep the essence of his 
idea but change it to suit the way Richard directs and 
the way I design. 

I think if the playwright is giving you that information 
you need to take it seriously. So even if at the end of 
the day you’re going to throw it out, you need to read 
it and understand it and try and work out why he’s 
being so precise in terms of the visual world that he’s 
describing. I think a lot of people forget that theatre 
is a visual art form, that you’re actually sitting looking 
at something. You’re not sitting with your eyes closed 
listening to what the actors say. I think it’s something 
that people understand in film, that the way films 
look is really important, but I’m not sure that as many 
people understand that in theatre. 

How did you approach moving between lots of 
different locations in your design?  
The Hairy Ape has got eight scenes, and each one 
is quite distinctive, so really it was just to try and 
find a way that we could get from one scene to the 
next quite fluidly so that you’re not sitting about for 
five minutes waiting for a scene change to happen. 
The Old Vic is really big stage, it’s one of the biggest 
theatre spaces in London. It’s very deep and there’s 
lots of space at the sides. So from that point of view it 
was quite easy, there is a lot of space to keep scenery 
that’s not on stage. 

Were there any particular themes or intentions 
that you wanted to draw out of the play? 
I think we’re really looking at the industrial world,  
the industrialisation of the world at the beginning of 
the 20th century. The play looks at human beings and 
how maybe they don’t fit into the industrial world that 
was very quickly built around them. Human beings 
did not evolve to work as machines in factories and 
in ships. And I think that’s where the ape imagery 
comes in, it’s to do with this primal animal thing of 
what human beings are, contrasted with how we’re 
expected to function in a big industrialised society. 
It still feels very pertinent, those big industrial 
structures that we live in are still here, they’ve not 
gone away. 

How did you get into theatre? 
I think I’ve got quite an unusual journey into theatre. 
I started going to theatre with school when I was 
a teenager and I really loved it. There was one 
particular theatre in Glasgow that I loved going to 
and I hated school so when I was 16 I left school 
and I went to work there. I worked in the design 
department but I was doing really basic jobs like 
washing paint pots and sweeping up, really menial 
tasks. I did that for three years and then I decided 
I wanted to go to art school and learn how to be a 
designer. I came down to London to study at Central 
School of Art and Design and did a course in theatre 
design which wasn’t available in Scotland. I worked 
as a designer for about ten years, and then I got 
interested in also being a director. So now I work a 
lot of the time as a director but I still sometimes work 
as a theatre designer. I’ve seen two great productions 
of The Hairy Ape, so it’s interesting to do something 
when you’ve seen it done before amazingly well,  
it’s sort of a challenge to do something new with it. 

Do you have any advice to young people 
interested in working in theatre? 
Get together with your mates who are into it as well 
and just do it. Make your own theatre, get involved in 
any schools projects, outreach projects that theatres 
might do. And go and see lots of theatre, I think that’s 
really important as well, you need to go and see a lot 
of it. 
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Can you give me an overview of what your job 
involves? 
The Casting Director starts by learning about the play 
in order to understand the director’s vision. From 
there, you begin researching to come up with actors 
who would be well suited. Sometimes the director 
has a clear idea, or there’s someone who we might 
approach to see if they are interested. Often it’s 
much broader and there are a number of actors to 
investigate and discuss with the director. We always 
want to meet new people so we ensure we use 
the casting process to introduce actors who might 
not have met the director before or who have only 
recently left drama school. 

When preparing for casting for The Hairy Ape, 
what discussions did you have with the director 
Richard Jones? 
In the beginning we spent a lot of time discussing the 
role of Yank. Matthew Warchus (Artistic Director of 
The Old Vic) was also part of those conversations. 
Richard and I worked our way through lists of actors 
we had pooled from our discussions, we watched 
tapes and spoke to other directors. We thoroughly 
researched those actors to try and discover the way 
they worked, and what that would mean in terms of 
this particular play and very complex role.

We were fortunate to attach Bertie Carvel to play Yank 
and we then worked on the rest of the cast. That was 
a slightly more traditional casting process being more 
focussed on inviting actors to come in and read for the 
roles. With the role of Mildred for example, we cast 
Rosie Sheehy who has just left drama school.

As well as named characters there is also an 
ensemble of actors in the play, do you audition 
for these roles differently? 
This was the point at which the choreographer, 
Aletta Collins, became involved. As well as dancers 
we explored actors who can move and who could 
interpret Aletta’s needs for the physical aspect of 
the play. That process took some time while we held 
dance calls and further acting auditions to secure the 
smaller roles, the ensemble and our covers.

One of the characters that stands out as 
something quite unusual to cast is the gorilla. 
How do you go about finding someone to play  
a role like that? 
That was a very unusual role to cast. It’s not world 
that I’d ever had to investigate before. With the role of 
the gorilla, we were fortunate that Aletta and Richard 
had worked with someone before whom they knew 
would be brilliantly suited. Phil Hill is an expert in this 
work. He attended a meeting with us and talked us 
through the physical mechanics of getting into that 
role and also the complex costume that would be 
needed to play the part. We were fortunate to engage 
Phil, but then had to consider who could cover him. 
This brought another challenge into the audition room 
because we had to make sure one of the ensemble 
was capable of taking on that very difficult role.

The Hairy Ape is set in the 1920’s; when you’re 
considering actors for a play do you find that 
some are better suited to period settings and 
others to modern productions? 
I think in some ways that might be true. You might 
think an actor is brilliant but you’ve only seen them 
in very contemporary work and you might not know 
of them having performed in any classical or period 
plays. Our job is to enable actors to move between 
these different genres and styles. So although it can 
be true, we often try to work against typecasting to 
enable the actor to show another side to their work.

INTERVIEW WITH JESSICA RONANE 
CDG, CASTING DIRECTOR
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How did you get into the casting profession? 
I trained from a young age as a dancer at Elmhurst 
Ballet School. I performed for a number of years, and 
then in my late twenties I decided I was better suited 
to supporting other performers rather than putting 
myself out there. I was fortunate Jina Jay saw some 
potential in me and helped me get a foot up in casting. 
My first job was working with Stephen Daldry on Billy 
Elliot and I had to scour the country for boys that 
might play Billy, to ensure there were boys out there 
who had the potential to play that part.

I had the luxury of about a year and a half of fingernail 
searching, which funnily enough meant I was back in 
the world of dance where I was very comfortable.  
I felt I’d made a really good decision to put myself on 
the other side of the fence, helping to create a positive 
audition experience for young people and helping 
open the door to those boys who were phenomenally, 
naturally talented. As a result of the work that I’d 
done on Billy I started getting approached for other 
opportunities. I first worked with Matthew Warchus  
on Matilda The Musical.

Do you have any advice for young people 
looking to get into this career? 
It’s difficult to advise people on how to get into casting 
as it doesn’t have an obvious route in. Working in 
various casting offices is a good way to learn, and 
working across different types of casting; the methods 
and the processes in theatre, television and film are 
all very different. Watching a lot of theatre, film and 
television and developing your taste is pretty crucial.  
I would advise someone wanting to learn about 
casting to try and work with Casting Directors 
they admire. A lot of Casting Directors will offer 
internships, work experience or short stints of 
assisting. The work can be uncertain for a freelance 
Casting Director, so many people may not be able 
to take someone on as a full time assistant but they 
might be able to offer a few weeks work on an 
interesting project    
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The first five weeks of rehearsals, written by Joe Hancock – Assistant Director

Week One 
Today was our first day as a full company. Over the 
past month or so, I have met a few times with our 
director Richard Jones and started to get a grip on his 
vision of the play. Coming into rehearsals, I have been 
asked to do research on everything from the period it 
was written (1922), to the settings (which spans from 
the stokehole of a steamliner, to the top deck, to Fifth 
Avenue, and more) to the “Given Circumstances”-  
a technique devised by theatre director Constantin 
Stanislavski as a way of providing all the information 
that is given specifically from the text. Once we have 
all nervously (mostly me), assembled inside the 
rehearsal room at The Old Vic, said hello and generally 
looked a little terrified (mostly me), we sit around a 
table. The read through poses more questions than one 
might realise – The Hairy Ape is written entirely in a 
variety of different dialects, and, unhelpfully, Eugene 
O’Neill doesn’t tell you where the character is from, 
nor when he is swapping from one dialect to another, 
nor when it is a different character speaking. It is 
all just listed as “VOICES”.  This means you have to 
decipher when it is now a new character, and then to 
figure out which accent lines like “I hit him smash in 
yaw, py Gott,” or, “I like peer better; it don’t pig head 
gif you,” were intended to be delivered in. You then 
start the slow process of figuring out which actor might 
be best suited to deliver them.  It takes a long time, 
which Richard Jones admits when he states: “Get out 
your bore insurance, everyone – lots of this all day.”

Week Teo 
In the first week, we looked at the illustrations and 
a model box (a perfect replica of The Old Vic, made 
twenty-five times smaller) to give the cast a good  
idea of the set, with Stewart Laing, the designer.  
The show falls into a bracket between naturalism and 
expressionism (Eugene O’Neill was playing with the 
form) so we spend some time discussing what those 
terms mean. Lines that were previously listed only  
as VOICES have mostly been handed out, but are still 
changed daily – the cast are encouraged to learn  
them all. 

Richard’s method is to work through the play 
understanding the text, character and motive,  
but not to worry about the “blocking”- the physical 
movements of where the actors will go. This will come 
later. We are roughly halfway through the play, but no 
movement has been finalised – mostly, the actors move 
where they want. They are encouraged to forget that 
it is a performance, and to perform it with “fourth wall 
realism” (i.e. to pretend there was another wall, with no 
audience watching, and to act as though it was entirely 
real). The first half of my script resembles a bird’s nest 
of interconnected notes, multi-coloured, and entirely 
illegible to everyone but me. Once the play opens, 
I will be looking after the show on Richard’s behalf. 
I’ll also directing the understudies, so notes are very 
important. More important, however – we have each 
been given “The Hairy Ape” company mugs, which  
I get far too excited about, and far too upset about 
when mine goes missing. 

Week Three 
We have now sketched through the entire play. 
Bertie Carvel, “Yank”, the lead character, is mostly 
off script already- impressive when considered that 
he holds probably 70% of the lines, and that Bertie 
has been, until this weekend, in another play in the 
evenings (Bakhai, at the Almeida, with Ben Wishaw). 
Our rehearsal room has slowly transformed into the 
beginnings of a set. However, although we have many 
of the props (spades, towels, bespoke tables, benches) 
we are still using miscellaneous items as stand-ins. 
Multiple copies of Oliver Twist are, randomly, used in 
place of the Marxist manifestos that will replace them. 
I take a real joy in watching one of the cast hold onto a 
lamppost from the model box instead of the real thing 
(as mentioned before – it is twenty-five times smaller 
than the real thing). The “stokehole” that is currently 
being built in Nottingham is marked out in the space 
with a series of chairs, ropes, and music stands. Sarah, 
our sound designer, is frequently testing out strange 
sounds in the space. Richard told me to inform Sarah 
we didn’t need the “rain” sound effect in this scene.  
I had to tell him the sound he was hearing was  
actually rain.  

REHEARSAL DIARY
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Week Four 
I have found my mug. I struggle to hide my glee 
at this. On twitter, a super-fan of Bertie Carvel has 
photoshopped her own name onto a mug, after 
seeing one in a press photo. I am glad someone else 
understands how important a mug can be. In the 
last week, we have gone back over the play with 
a metaphorical toothcomb, and I am constantly in 
awe of Richard’s attention to detail. This is equally 
matched by the imagination and physicality of our 
movement director, Alletta, although- one afternoon- 
a cast member leaves to go to an audition, and I am 
required to stand in for them in the Charleston. In the 
midst of a cold (everyone has one) I do my best, but; 
alas. Alletta is brilliant, but she is only human. My two 
left feet find the limits of her talent. The cast member 
needn’t worry about their place in the show. We also 
have Rick, our dialect coach, come in for the first of a 
few sessions, and the cast respond well, despite being 
made to say the same lines over, and over, and over. 
One cast member delivers a single line and is asked 
to repeat it, with Rick repeating it after him each time. 
After numerous attempts, the actor says the line again. 
A pause. Has he finally nailed it? “To be continued,” 
comes the reply from Rick, and the room bursts into 
hysterics. 

Week Five 
Future Conditional closed this weekend, and The 
Old Vic is being returned to its traditional end-on 
configuration. This is our final week in the rehearsal 
room before moving down to the theatre. It is 
incredibly technical as a production, and lots of the 
details will only be tested properly for the first time 
when we are in the space, including the moments 
where Yank (Bertie Carvel) is trapped beneath a cage 
which falls from the sky (like the game “mousetrap”), 
or when the entire ensemble runs in and out of a shop, 
turning from elite New York Upper East-Siders into 
policemen, in the time it takes to run in and out of the 
shop. Richard tells the cast, “It will be the quickest 
change in theatre history”. “I don’t think it can be that 
quick,” one of the cast replies. “It can. It will take four 
hours of tech, but we’ll get there.” Richard replies. 
I trust that he is right. So does the cast. Sometimes 
theatre direction is about inspiring confidence, and 
Richard does that in spades. Incidentally, the real 
spades have now been cast into rubber- they look 
entirely identical, but are now completely safe. The 
weeks have flown by. Tomorrow is our first dress 
rehearsal in the space. Break a leg everyone…
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Eugene O’Neill is well known for writing detailed and specific stage directions, as well as using colloquial 
language for many characters which can give an actor a huge amount of information. The following exercises  
are designed to help students research the details and background of a character, either for performance or 
written task. The exercises are designed to run into each other across one session, but feel free to pick and 
choose depending on the time you have available. If appropriate, you can also use these exercises as part of a 
rehearsal process. 

Where applicable we have included a reference to the practitioner who created the exercise, a full list of related 
books and further reading can be found at the end of this pack.

Duration 2 hrs

Reading the Scene (20 minutes)

Split the class into groups that are the right amount for the characters in your chosen scene or play. 
Either assign parts to individuals or get the group to decide who plays what. Read through the scene. 

On big pieces of paper ask each group to write down:

 − Where are the characters?
 − Who are the characters?
 − What is the story of the scene?

The Lists (40 minutes)  
Mike Alfreds exercise

Now ask each student to focus on their own character. Working alone they are going to create three 
lists from what is said in the scene. These are:

 − What the character says about themselves
 − What the character says about others
 − What others say about the character

Encourage your students to write everything they spot, nothing is too obvious or silly, even simple 
things like a description of what they are wearing is useful information.

When the lists are finished sit everyone in a large circle to share their observations. If numerous 
students are playing the same character, ask one to start and the others to chip in as they may have 
missed a line. As the rest of the group listen to the facts they should respond to them by jotting down 
buzzwords about each character, things like: Jealous / Lover / Hero / Manipulator / Obsessive etc

Once you have worked through that facts about each character, ask everyone to read their buzzwords 
out. Note down words that are repeated a lot as this shows strong indicators for the character. Some of 
the buzzwords may also contradict each other which is great - each character is a complex individual. 

Move out of the circle and ask everyone to physically respond to an aspect of each character  
(in turn) that they found interesting. Students should respond with movements and gestures, physically 

PRACTICAL EXERCISES  
WORKING ON TEXT AND CHARACTERS
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improvising in the whole space without any speech. Encourage them to move freely and try to inhabit 
a specific aspect of that character. 

While everyone is exploring the character, allow the students playing the role to drop out of the 
exercise and observe the other students. Finish the exercise and discuss what they found interesting. 

Repeat for each character.

Physical States / 7 Levels of Tension (20 minutes)  
Jaques Lecoq Exercise

The next exercise is aimed at getting students to respond to different states of being through the body. 
Read out each state and ask students to explore the state as themselves. 

 − Catatonic (The body is completely relaxed and cannot move a muscle, think an injured 
person or someone who is asleep)

 − The Californian (The body is loose, free and completely chilled out. Movement is soft and 
curved and accepting. Think surfer, hippy, meditator, artist)

 − Neutral (Body is completely neutral, giving away no sign of emotion or any opinion.  
Think waiter, stewards, servants)

 − Alert (Very slight tension in the body, curious about everything, aware to what is going on 
around you. Think Mr Bean, someone who has to be aware of their surroundings, tries to  
take in the whole room)Suspense (Body is more tense and constantly worried about 
everything and quite sharp. Almost a constant feeling of ‘is there a bomb in the room?’, This 
can include their breathing, everything is a surprise. Think John Cleese in Fawlty Towers)

 − Passionate (The body expresses everything in a large way. It likes to physically make itself 
known and reacts to things with a heightened purpose. Think opera, and a feeling of ‘there  
is a bomb in the room!’)

 − Tragic (Beyond passionate, the body is almost slowed down by the fact that everything is 
a tragedy and should be completely tense in every part. Think someone who is petrified of 
everything and therefore can’t go anywhere)

Once they have tried all seven, ask the students to think which one might suit their character and to 
explore it in the space as before. As they play with this, get them to pick up their texts and try saying 
some of their lines in this physical state.

Playing the scene out (40 minutes)

This exercise allows students to play out their character’s real feelings, rather than using subtext or veiled 
emotions. 

Return to the scene and ask students to pick up their texts. Ask them to imagine that there is no set or furniture, 
and none of the normal conventions which would stop the characters from going where they want in the space.

Tell them that they are going to play through the scene, but if a character wants to get really close or really 
far away from another character they should follow that instinct and move. Essentially they will be physically 
playing out the subtext and inner feelings of each character. Allow them to try this on their own, then watch  
each group back. 
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You may find that students go for obvious choices so it is worth trying out different approaches to the scene.  
For example, if a character is angry they may keep running away. Instead, encourage them to do the exact 
opposite and try to get close to that person.

Once everyone has had an opportunity to explore this, create a basic set for the scene with whatever you have 
in the room. Each group should now play the scene again, but this time taking the situation into consideration. 
Now that they have to play by the rules of a real room and can’t go wherever they want the students need to 
work out where that energy goes. For example, if character who keeps trying to run away but can’t because 
they’re in an important meeting, how does that manifest? Explain that the impulse to run away is something 
which is still inside them, but in reality they must sit uncomfortably.

Watch each one back and ask them to repeat if needed, encouraging the students to use what they found when 
they were free to use the whole space.
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A DAY IN THE LIFE OF SOPHIE ANDREWS, 
MARKETING MANAGER

What does your job involve?  
As a cover all, I and the rest of the team make sure  
that we are maximising audience attendance and 
hitting our box office targets by producing and 
implementing interesting marketing campaigns.

What do you do on an average day? 
I get in and have a coffee! No two days are the same, 
however every day I will look at the time line to  
check what artwork we have coming up and look  
over the budget to make sure we have allocated all  
of our money appropriately. Some days I might spend 
the day testing a new update to our website liaising 
with our web agency and anyone involved internally. 
Today I pulled reports from our statistical software 
that plugs into our ticketing system so we can produce 
end of show reports. There were looking at: the sales 
channels people were using; any discounts we ran and 
their success; when people were booking; which ticket 
agents were being used; whether they had visited us 
before and what they saw and where they live amongst 
lots of other interesting things!

Have you always worked in a theatre? 
I started off on the Conde Nast graduate scheme, 
selling advertising in Vogue, GQ and The World of 
Interiors. I have always loved theatre and did National 
Youth Theatre while I was a school.

Which part of your job do you most enjoy? 
I like the varied nature of the job, one day you could 
be at a photoshoot the next you could be preparing 
reports on audience behaviour.

What is your best memory of working at The Old 
Vic so far? 
Trying to find caffeine free diet coke for James Earl 
Jones on the Much Ado photo shoot. Nowhere sells it! 
Also, the morning after Richard III press night when 
we made the front page of a few newspapers with 5* 
reviews! There are lots though, The Hairy Ape cast 
making us tea and bringing it up to the office was fun!

If you were to offer a young person wanting to 
get into the industry some advice, what would 
you tell them? 
See as much theatre as you can. Marketing wise, 
work experience. Look at larger more commercial 
companies with lots of money to do exciting marketing 
campaigns. Think big and scale it back to your budget! 
I especially liked the personalised Coca Cola bottle 
campaign, which was engaging across the board. If you 
are driven and passionate about doing the job it will 
show through.

What is the biggest misconception about working 
in a theatre? 
That shows sell themselves! Some do, but most you 
have to put a lot of things in place to get a production 
into the forefront of people’s minds.

Did you have any theatre heroes when you were 
growing up? 
My youth theatre director. He was one of the 
driving forces behind the Egg theatre in Bath being 
established. A great role model for what hard work 
and creativity can achieve. Always willing to listen to 
an idea and make sure that everyone was included 
and invested in a piece of work. He organised trips 
to see all sorts of weird and wonderful theatre, 
and incorporated lots of different things into our 
performances, especially puppetry and movement,  
so as young people we were exposed to more than just 
the traditional theatre that was mostly on offer in Bath.
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BIBLIOGRAPHY AND  
FURTHER READING

More about Eugene O’Neill

Black, Steven A Eugene O’Neill: Beyond Mourning and Tragedy (2002)

Dowling, Robert M Eugene O’Neill: A Life in Four Acts (2014)

For practical exercises

Alfreds, M Different Every Night,  (2007) 
A detailed description of Alfreds’ rehearsal process for actors and directors. Packed with techniques for 
bringing the text to life and keeping it alive. 

Lecoq, Jacques The Moving Body (le Corps Poetique): Teaching Creative Theatre (reprint 2009) 
Lecoq shares his unique philosophy of performance, improvisation, masks, movement and gesture 
which together form one of the greatest influences on contemporary theatre.
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americanhistory.about.com
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wikipedia.com
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