MARCH 2011

Welcome back to the first edition of New
Theatre Publications Newsletter for 2011.
Let’s hopeit's a good year for all of us. No,

better than that, let's MAKE it a good year for

all of us!

In this issue we continue our new series high-lighting the
work and background of some of our more successful
playwrights —very much in the hope of picking up
some tips and good practices to helpimprove what we
do ourselves. This time round we've persuaded Geoff
Buckingham to stepinto the spotlight.

We'elooking at starting a small members’
announcements section to mark the more important
moments of our lives. Sad to say we start this off by
including an obituary.

lanis contributing an insight into the world of GODA
adjudication —something that plays amost important
partinthe lives of so many members.

Regular slots include my own Michaels Musings
contribution, lan’s State of the Union address, and our
roundup of latest publications and productions.
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From the desk of lan Homby...

As usual, another busy month, with our hard-pressed reader
panels being... well... hard pressed. There’s a healthy number of
people writing and some interesting ideas.

We've spent quite alot of time recently, and are continuing to do so, making
changes to the downloadable pdf scripts available to anyone who wants to
read them. There has always been aworry about people making illegal copies of
plays from these downloads, and without doubt it does happen —occasionally
someone will apply for a performing licence and when we ask if they want scripts
they seem genuinely surprised that we say they're not allowed to make copies
from the pdf. The reality, of course, is that it's no different from photocopying a
script from alibrary —if they're going to flaunt copyright, they/ll doit.

Inany case neither we (NTP) nor the authors (you) make much from script

orders —the cost of printing and paper steadily rises while we have maintained our
basic script prices for over 5 years now. We're a lot lower than many publishers —
compare our £6 for a fulllength play with French's £8.50. While theirs are perfect
bound and would lastlonger than our stapled versions, we're selling books tolast
for the duration of rehearsals, not to sit tidily on abookshelft No, we're all after
securing performances. Again if people are going to perform without the proper
licence, we can only do something about it if we find out about it. We urge you all to
use Google Alerts (emai me if you want chapter and verse on how) for your own
play titles.

Anyway, back to the subject. We are gradually changing all the download copies
to contain a “watermark” that reinforces the message that people should not
makeillegal copies. This watermark cannot be removed and would be there for all
to see in people were using illegally made copies. It's still no greater protection, but
it's another reminder. Each file has to be opened, edited, saved, exported as a pdf
and uploaded to the website, so it's a slow and interminably boring process, so it will
continue to be used to occupy any spare moments we have.

Members’

Announcements

With Regret...

Our deepest sympathy and best wishes go out to NTP member Jil Woods, who lost her husband Bryan

recently, aged 60. They had been married for 36 years.

Other Announcements

lan Hormby found a play competition on the Interet that may not have appealed to everyone (hence no
generalemail). ltwas called Dramerotica and was run by a very forward thinking group in Chicago who wanted
to put on some erotic plays over the Valentine's day weekend. lan tells me that nine plays will be staged each
night of the mini-festival and his entry, “A Triangle Has Three Edges”, has been selected as one of them. See

http-//www.dramerotica.com/about-dramerotica.html for details.

lan has been busy gaining aninsight into the adjudication process, something we absolutely have to take on

board if amateur companies are going to be interested in our work.
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Drama Adjudicators - What Are They Looking For?

IAN HORNBY

This is obviously written frommy

own viewpoint and the views and
opinions are likely to vary with different
adjudicators and for different genres,
but | hope these views will help theatre
companies, directors, playwrights and so
on when planning and staging a play for
adjudication.

| am an adjudicator for The Greater Manchester
Drama Federation (GMDF). They have two festivals
running each year, one for full length plays and one
forone act plays. The fulllength festivalis splitinto
three Sections, A, Band (you guessedit) C. Section
Bis for musicals and the other two are for non-
musical plays. I have Section C. The splitis purely
about numbers, thereis no “league table” involved.
Each participating theatre company canenter up
to three plays ayear, towhich a single adjudicatoris
invited, for consistency throughout. A few days after
the performance the adjudicators submit awritten
assessment, whichis forwarded to the theatre group.

Now this is a quite onerous task on the adjudicator,
who frequently has two or three plays aweek to visit.
A scoring system, such as the one used by The Guild
of Drama Adjudicators (GoDA),imposes, itis hoped,
some measure of consistency across adjudications,
evenif different adjudicators are used for the same
section, but the GMDF prefers tohave asingle
adjudicator for all plays in his or her section, thereby
giving the opportunity for the maximum consistency.

At the end of the season the plays, directors, actors
and so onare shortlisted inadvance of the prize
giving ceremony, where the winners for each of
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several categories are announced.

There's an active andlong-running debate among
the theatre companies as to whether they ask for
adjudications because they want anindependent
assessment of all aspects of the productions or
whether they're trophy hunting. That's a decision
they have to make, but it's the adjudicator’s job to be
fair and impartial and give anhonest opinion of each
productionhe or she sees.

Sowhat do adjudicators look forin a production?
Most will have some kind of checklist or proformaas
abasis for the adjudication, again aiding consistency.
The most important aspects will be the acting and
direction, but also under consideration will be the set,
the props and furmnishings, lights, sound, costume,
stage management - infact any aspect of a
production could and should come under scrutiny.

Adjudicators (although there are some people

who would argue with this) are only human. They
have their preferences and they have their areas of
expertise and experience. What they mustnot doiis
be destructive. They can criticise and make negative
comments - let's facedt, if that was forbidden then
adjudications would be oflittle use - but these should
be done inamanner to promote improvement, not
tomake the actor, director, etc, want to give up. That
isn't to say all adjudicators are always positive and
nondestructive, only that they shouldbe.

Generally speaking, adjudicationis about the
performance, not the play itself. Everyone knows

it's possible to take abriliant play and make @
complete hash of it, but is it possible to have a briliant
performance with a badly written play? 'd draw a
parallelwith DIY - it's possible for a bad workman to

Drama Adjudicators - What Are They Looking For?

IAN HORNBY

make a collapsing piece of fumiture despite the best
tools and materials, but the best materials are only
part of the equation for success. It's the combination
of good workmen using good materials that give the
best resullts.

“We need to be supplying
theatre groups with the best
products we can so they have
the basis of success.Nota
guarantee, but agood sstart...”

So the playwright has his or her part to play. We
need to be supplying theatre groups with the best
products we can so they have the basis of success.
Not aguarantee, but a good start.

Adjudicators will be looking at the production, then,
and most aspects of it. Acting and Direction will get
most attention, but the set, lights, sound, costume,
stage management, prompt... allare under the
watchful eye - we're judging the team.

Bringing itinto the areas of interest for us writers,
what canwe do to get the best feedback from
adjudicators, bearing in mind that plays that receive
good adjudications are more likely to be talked
about and therefore achieve more performances?
There’s nothing we can do about production or
acting, but we can supply themes that entertain
(especially in fulllength plays) and easy to cast - yes,
that old chestnut.

For one act plays, which are likely to be adjudicated
indrama festivals and competitions, bear inmind
that the plays are usually presentedin a third party

theatre withno chance to erect a set. In fact most
theatre companies go to these festivalsina car or
two, SO humping complicated sets about is not an
option. The plays need to be written for aneutral
(usually curtained) set and the theatre’s own lighting
and sound systems are all that will be available.
Since many theatres won'tlet visitors at their lighting
rooms, keeping those requirements generaland to
aminimumis also of great value. Most competitions
will have some kind of checklist (and often a scoring
system). GMDF leaves each adjudicator to adopt his
own system. My version includes sections for:

Background and aims of the play
Set

Lighting

Sound and Effects

Direction

Costume and Makeup
Properties, Furnishings, etc.

Pace and Timing

Acting and Characterisation

Obviously the playwright cannot do much abouta
number of the above topics, but some thought can
makeit easier for the theatre company (and often
the adjudicator) to select awinning play:

Next up, we continue
our series highlighting NTP
members who have a significant
success in terms of publications and
productions achieved.




The Wniter In Writing

GEOFF BUCKINGHAM

“IBLAMEIT ON ELSIE TANNER!”

| have the late Pat Phoenix to thank (or should that be blame?!) for my love of live dramo.

This firebrand actress, who had wowed the nation with her portrayal of Coronation Street vixen Elsie Tannerin
the1960's and19/0's, had demanded a release from her contract so that she could appearin The Miracle
Worker” at Richmond Theatre, which was quite near to me.This was the play based upon the true story

of Helen Keller, a gil who was born blind, deaf, and consequently mute. Pat portrayed Helen's tutor, Annie
Sullivan, whose devotion to the task greatly benefitted her pupil, and, indeed, many people in the future.
Anxious to see the flame-haired Ms Phoenixin the flesh | booked myself a seatin the front row. [ was
spellbound by her briliant and deeply emotional performance. From then on lwas hooked on'the live theatre
experience! Imade further visits to this lovely theatre (one of my newlife ambitions is to appear there
orhave one of my plays staged there) and delighted in other great

performances, most notably those oflegendary comedy

performers such as Peggy Mount and Phil Silvers of Sgt Bilko

fame. Their presence and timing proved to me that what

seems redlly funny on tv or screen can be doubly funny when

donewellonstage.

Me write a play?!

Fast-forward to 2003.1had become a strong fan of Amdram,
as we have some good drama groups inmy area, such as The
Manor Players and Shepperton Players. But my interest was

purely as an audience
member. It never occurred to me that Ihad the nerve or talent to become a performer myself. And it certainly
never crossed my mind that | could write a play. My writing until then had been centred around football

and finance, with a few short stories and local historical offerings, plus attendance on some creative writing
courses. My performing”had been limited to voluntary football commentaries to bliind supporters plus, later,
subscribers on the internet, for my local club Brentford FC. Then one day | opened my big mouth just a bit too
much...

Ourlocal Church, Sunbury Methodist, were planning a brief sketch toillustrate a Pentecostal theme.  kept
interrupting with suggestions and possibly went a bit too far. Eventually the team leader stopped talking and
said “Ok then. You doit!” Not wishing to look like | did not have the courage of my convictions, | just had to go
aheadwithit.

lwent away and wrote a sketch about two guys at a party. One a believer, one a sceptic.
| and an equally nervous chap then had to rehearse and try to memorise the script.
Itwas the first time for each of us! Somehow we got through without too many errors
and received areally good reception from the congregation of over 100 kindly souls.
Ithink they knew it was my first live performance. | feel sure the applause was only out

of Christian gooadwilland sympathy and not really a reflection of the quality of the
performance and material. Nevertheless | did feel encouraged and started writing more
lighthearted sketches and also some very serious Lent meditations. To my amazement
these seemed to work even better. Mostimportantly | discovered that |had a desire,
indeed a strong passion, for writing. | was also lucky indeed to have found an outlet for
using my work in away that seemed to make a difference to others. | received requests
from other Churches to use my writings. | also recall one heavily disabled man telling me,
with atearin his eye, just how much these had moved him. That was truly gratifying. But |
needed performers...

Starting out... as a gorilla!

Some of our Church youngsters had shown great enthusiasm for volunteering to help
illustrate a sermon, and | felt they had great potential for developing their performing
skills even more. Then Iread about aworkshop being run by Manor Players “for those
who wished to try their hand at drama, but without any pressure etc” This sounded
absolutely ideal and | encouraged some of our youngsters, and their parents, to attend.
When | turmed up onthe evening to see how they were getting on, | discovered that

not one of them had bothered to go! As a consequence numbers were very low. The
personin charge then asked meif | could help out. Before [knew it [ was press-ganged
into taking part in a few drama execises, and then asked if | wanted to audition for their
forthcoming panto, “Goldilocks and the Three Bears” in January 2005. Iwas taken
aback as had never felt | had the required skills. Realising that this could well

be the only time inmy life that Iwould ever get to actually be on
stageinapanto, | agreed, with some trepidation. | was cast
inanon-speaking role - as a gorillat
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“By good

Well to be honest, Iwas happy with that (though fortune the drama
secretly envying the principals) and | certainly felt _—
|had the face for that role! groupswere Wllllng fo

take arisk, and so too were

some fine local actors and
actresses. lam truly
grateful to themall’”

One day the chap playing the baddie dropped
out and | was asked toreplace him. Oh joy! By
then|had started to get the acting bug and|
rehearsed and performed my stage debut with
great relish and enthusiasm. With some great
support and encouragement the performance
wentwell and I eventually won the performer of the
year award.
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The Wniter In Writing

| then went on to perform anumber of roles over the next few years for both ourlocal groups and was lucky
enough to pick up some further awards. But what really intrigued me were the scripts. Some were very very
goodindeed, but rather dated. | felt there was scope for bringing a freshness and vitality and for trying out
something new. | loved seeing an audience moved to laughter or to tears, and wanted to be part of itina
greaterway, and with original material. Maybe all my previous writing and broadcasting experience and
learing had stood me in good stead. lwrote and I wrote. By good fortune the drama groups and our Church
were wiling to take arisk, and so too were some fine local actors and actresses. | am truly grateful to themall!

My first one act play ‘More Teq, Vicar? was nominated for a comedy award (narrowly missing out dueto a
faux pas caused by my then directing inexperience). Subsequent plays started to arouse attention and win
nominations and awards, plus I had the invigorating experience of being part of some very exciting drama
festivals and events. lwas involved in the inaugural five minute play festival launched by The Lost Theatrein
London, and have been fortunate enough to have plays selected in their subsequent events, plus similar
festivals run by New Venture Theatre in Brighton and The Daffodil Awards in Milton Keynes. A five minute play
may sound easy, but the real challenge is to make it a play and not a sketch, and to fitin the storyline, and
haveit performed with impact, in such a short time-slot. A great discipline and away of gaining exposure to
the professional world, since these events are often watched by, and performed by, drama people from the

world of tv and the bigger stage. Indeed one of our previous fellow performersiis
now aregular on... Coronation Street!

Phantom of The Arts Centre

lwas hugely grateful to win The Diana Raffle One
Act Play Award’ with my play ‘Phantom of The
Arts Centre’, which is due to be stagedin June
this year. During the past twelve months |
have had the wonderful experience of having
acomplete evening of my comedy plays
performedin The Sunbury & Shepperton
Arts Festival. This gave me the privilege
of seeing my material performed by over
twenty of the best actors and actressesinmy
areq, and the locals were so supportive that
we broke attendance records for this festival,
More recently had the honour of having a
comedy ‘Santa’s (not solittle) helpers’ performed
live by myself and Robert Hardy on Radio Wey.

Thiswas the first live drama on that lovely community station
formany ayear, and we have beeninvited back formore
performances during 2011. Another new venture for me
is anight of comedy at Sunbury Cricket Club on 29th
April, the first drama to be held there for 50 years. |
am also finalising a Stone Age sitcom shortly, as well
as exploring some newideas. lwas very late getting
into this business and lwant to make up forlost

time!

Ihave been very grateful for the support received
from NTP, and other members, and would like to say
abig thank you to lan Hormby, Michael Barry, plus
otherwriters |have had the privilege to get to know
inrecentyears, albeit often by e-maill These include
Claire Booker, Michael Legat, Jane Willis and Jil Woods.
Often by sharing experiences and sometimes helping with
suggestions, we each benefit. Ours can sometimes be arather
lonely ‘profession” and it is nice to build up a fellowship with other
writers.

lwas asked if lwould like to offer tips and advice etc. | am aware
that many members have farmore experience than | and have
achieved things that | can only dream of. So instead |would just like
to list afew things that | feel passionate about. | accept that not all
will share my views, but | hope there are a few things here that wil
either help or stimulate youl

“Ours can
sometimes be
arather lonely
‘profession’ and
itis nice to build
up a fellowship
with other
wrters.”

More great comedy needed. Oh how | yeam for more original
comedy onour stage and screens. Where are the Galton and
Simpsons of today? Too many half-funny writers and performers
seem to be getting too much exposure! This makes me angry.
Also, much though Ilove satire and edgy comedy, why doesit so
often have to be so very nasty? If quys like Frankie Boyle and Ricky
Gervais cannot earn laughs without poking fun at disabled people
or having hateful undertones and over the top distasteful digs at
other celebrities then they should make way for those who can!
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The Wniter In Writing

What a privileged role we have. To have the opportunity to move people to laughter or tears, and/or make
themn think more deeply about anissue is an honour. And it is even more gratifying when performers and crew
etc give up their valuable time to dedicate themselves to helping us present this on stage, radio or screen.
Thisis priceless and ensures we get a kind of reward, irespective of any income this may or may not bring us.

Writing can keep our minds young! It may not always seem it, after hours of sweat and toil, but writing and
creating plots, characters and themes can be so stimulating. | admire the veteran writers who steadfastly
continue their craft. Michael Legat s still writing and participating, and playing his partin entertaining the
public. Long may he continue to do so!

Seek new opportunities

| mentioned earlier my aim to bring entertainment to new outlets, and know NTP and lan Homby have also
featuredideas such as Murder Mystery events. The brother of alocal performer recently tried his hand at
writing his first ever MM. It was a great success and raised about £1000 for a very worthy cause! Otherideas
are offering to put on drama or comedy inlocal pubs, garden parties, fund-raisers, celebration events etc. It
can be so gratifying reaching new markets, and helps also to promote your writing and drama group.

Other outlets I have been pleased to use for performing my material are drama group meetings( it adds a
lighter touch to the agenda —and often helps attract a bigger attendance for the group) and recording @
play for the Talking News' service for blind and partially —sighted members of the community.

Keep plugging away! I so passionately believe we must keep trying to bring new material to the stage and
screen. And that we must not give up. Award-winning playwright Nina Raine spent four years hawking her first
play, Rabbit” around before finally putting it on herselfin aroom above a pub. She won two most promising
newcomer awardsin the end! She then spent four years, without luck, pitching and promoting her next

play. Yet her third play Tribes” has been picked up quickly and has just finished @
successful run at the Royal Court Theatre. TV executives are now knocking
onherdoor!

“Iso
passionately believe
we must keep trying

to bring new material

With those thoughts lwish you all great success, and lots of fun and
fulfilment with your writing in the years ahead!

Kind Regards,

to the stage and

E E l i screen..”

And now for something completely different....

Michael's Musings 3:
Meyerhold —on
Directing and Acting
(Part1)

(Meyerhold came into his own within the new occupation of

Theatre Director in the opening years of the 20th century,

rebelling against the stultifying naturalism of Stanislavski and his forebears.

Expressionism, symbolism, constructivism were some of the ways inwhich the

essence, poetry, deeper meaning of drama could be rediscovered —Meyerhold

being only one of a number of directors trying to expand the new theatre arts into greater social power and
meaning. His career was greatly boosted by the Russian revolution and its demands for new forms, new
audiences, new meanings. In the 30s however, revolutionary innovation gave way to Socialist Realismand
Meyerhold ended up charged with the sin of Formalism and his brave attempts at creative defiance saw him
end up dyingin aninternment campin 1942. However the death of Stalin did lead to Meyerholdss official
reinstatementin1952.)

I've been reading a fascinating book on the history of directing in the theatre. 'm not reading it quickly as it'sin
the “restroom”, so progressis slow, episodic even! But fascinating nonetheless.

I'm embroiledin the thoughts of Vsevelod Meyerhold at the moment, and no, | can’t pronounce his first
name either. But a few things have rung bells for me — echoing things I've thought about myself and believe
in.

Firstly however he reckons there are two models for a director in theatre, two models for theatre in effect:

* thetriangular model, where the director is at the centre of a triangle and at its 3 points are the author, the
actor and the audience. The director mediates between them. “The playgoer sees the work of the author
and actor through the work of the director”
the linear model, where the author relates to the director, who in tum relates to the actor, whoin tum
relates to the spectator. “The actor freely reveals his soul to the spectator after having incorporated the
work of the director, just as the director had incorporated the work of the author”.

An excellent example of the triangular modelis the symphony orchestra, with the conductor playing the role
of the director. The player/ actor must “follow accurately the dictates of a conductor”.

Meyerhold (quite rightly | feel) favours the linear model for a theatre company: “The director alone must set
the tone and style of a performance so that (it) may not become chaotic, and yet the acting will remain free
and unrestrained”.
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Michael's Musings 3

Theideais that the director passes on his thoroughly

digested understanding of and passion for the
authors work —not least what it is that the author

is trying to say (assuming there is something!) —
andinspiring the actors to take that on board, be
inspired, draw on their (virtuoso) technique, breathe
life into their characters, and following the director’s
subsequent focus on unifying everyone’s efforts,
the actor then goes forth to reveal the play to the
audience. “Theatreis acting”.

This allfits in with my own concept and way of
working as a director (and there's nothing newin
this): at the start of renearsals the director is the
expert and the actors, by andlarge, understand zilch.
Initial work concentrates on basic blocking and an
understanding of the lines.

While this first half of rehearsals is in progress the
actors have crucial homework —NOT just learming
the lines, but most importantly breaking the script
downinto:

1) the purpose of each of their own scenes
2) the “beats” within each scene, and

3) amving at anunderstanding of the whole
throughline of the character during the play.

By analysing each scene, the actor should be able
to deduce his/her motivation, his agenda, his call
to action, his Objective for that scene. He armives to
propose to the girl. That is what drives him through
the scene,in spite of, in the face of, all the obstacles
and pitfalls and pratfalls that get in the way. He is
DRIVEN!He has an Action Agenda, set by the
playwright —his raison d'etre for existing
inthefirst place! Heis notled by
his “feelings” at any one

moment. These feelings emerge as aresult of the
success or failure of his Action Agenda.

“By analysing each scene,
the actor should be able to
deduce his/her motivation,
his agenda, his call to action,
his Objective for that scene.”

Once he understands that objective, or even before
then to help him understandt, he needs to break
the scene downinto beats, each of which gives him
a sub-objective, alesser short-term call to action —
eq."for thefirst S lines I respond to the butler, give him
my coat, am pleasant to him as part of an overall
strategy to be acceptedinto the family; then'm
shown into the drawing-room to wait —what do|

do? —Irehearse what'mgoing to say to the girlin
order to overcome my nerves —half a page; then|
suddenly see the brandy decanter — short-cut to
overcoming nerves, brilliant, help myself,
one para; door opens, shit, caughtin
the act, it's the father — pourme one,
my boy! —maybe | can get away
with this, be pleasant to the old
codger for allmy worth for
one very long and sweaty
page” —etcetc.

Between each sub-objectiveis a Very Important
Gear-change —ashift from one line of thought
or response to another. Communication with the
audience will only be clear and effectiveif these
gear-changes are flagged up, acted, indicated,
high-lighted. They won't be specifically marked
outin the script by the author, so the actor must
deduce where they happen during his homework.

If this plan of action is thoroughly analysed for each
scene: action, gear-change, action, gear-change,
action etc —and this structure leamnt, the lines will
be much easier to learn, because they are precisely
triggered by this structure of Sub-objectives.

Finally by looking at the flow of all the Objectives for
the scenes the character isin, the actor can arrive at
the Grand Plan that the author has decreed for him
— the Super-objective (The terms involving the word
Objective are all courtesy of Stanislavski, a major
doyen of natural acting).

Learning the structure, the words and the blocking of
basic moves (eg enter, position of brandy decanter,
initial resting-place of father on entrance, back to
decanter, exit etc) iswhat the firsthalf of rehearsals

is for. Onceitis done, books are down, then proper
rehearsals cancommencein the second half of the
allotted time —amutual search by equals for the
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best
way to
cope with
the detail —in

away that communicates the authors intention
(director) and feels right for the character (actor).

Then at the end of the process, the technical
gubbins that can't be handled earlier, and time for
the director tobe as far as possible inloco audiensis
(and of course on behalf of the playwright too!) to
ensure effective communication, the fullest clarity,
and unification of many contributions. Bingo — bring
onthe audience!

How rare! How sad how rare! How little money and/
or time (professional), how few appreciate
the need (amateur), by somuch are
audiences sold short!




Thereis one addendum, one
other pearl, from Meyerhold | came
across which also struck reverberations.
For aredlistic/ naturalistic role “begin to read it, not
outloud, but to yourself, and only when the part begins

to soundinyour heart, then speak it aloud. To approach a
redlistic role by silently reading the text, and a nonrealistic part by
first mastering the rhythm of the language (Ed: out loud) and the
movement —thatis the only true method”.

Peter Hallin his excellent book on acting Shakespeare says much the
same if'm not mistaken — that Shakespeare is a formal challenge and he has
builtin to his speech his instructions to the actors and his meaning. The verse
really counts. So start with the verse (outloud), find its rhythms and pace - and the
meaning and calls to action wilemerge.

Otherwise Meyerholdis right, speak the text internally to yourself while you get ontop
ofit. As adirector, | often try and stop actors “acting” immediately and to speak only
to each other, intimately —it's far too early to think about reaching the audiencel
Acting can start at my half-way pointin rehearsals, when the research, exploration
andleaming have taken place first, when the character has been subsumedinto the
actor andis understood by him —when in effect the actor has become as much of
anexpertinthe play as Ihave been, and the production is now becoming a marriage
ofequals.

One thing we are certainly agreed on —the Playwright is King. We — the rest of us
- arethe joint interpreters of the script. Our task s to enter intoits world, come to
understandit, and then communicate our understanding to audiences. Meyerhold
_ has played abig partin helping this process develop to how we understand it
'l today.
l (Next time: Meyerhold on “plasticity”)

Writer-director-producer Michael Barry's ebook “The Role of Masks
in Drama and in Life” is available from http://masks-ebook.
perceptivecreation.co.uk. 53 essays and articles by aimost as
many experts for only $19.95.
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by Tony Stowers
Family Business

by Linda Smith
Colours

by Tony Stowers
Confessions of ARock nRoall
Star

by Tony Stowers

The Conformist

by Tony Stowers
Gauguin’s Ghost

by Tony Stowers

My Brother Jake

by Tony Stowers
Pressure

by Tony Stowers

Scars

by Tony Stowers
Somebody Up There Likes Us
by Tony Stowers

Space Station

by Tony Stowers
Jumpers

by Patrick Cannell

The Grave

by Melile Lovatt
TheKiss

by Melile Lovatt

The Waiting Room

by Tony Stowers

Pure Nectar

by PaulHoward Surridge
Mary Slessor, Great White Ma
by Colin Wilson

Richard & Trudy

by David Trotter
Restless Hearts

by Stephen O Sullivan
Going to Alaska

by TimKenny

Two Slices of Bread

by Della Friend

The Deadly Factor

by Janet Moran Neill
Elephants Don'tRun
by Trevor Smith

The Pearly Gates *FREE*
by Geoff Buckingham

Clearing Up Mrs Treeves
by Maxine Smith
Phantom of the Arts Centre
by Geoff Buckingham
Asra! Asral

by Roger Harvey

No, Minister!

by lanHomby

Murder Mystery Game
by lanHomby

A Better Bet *FREE*

by Mary Hodges

Iceberg Ahead!

by Jay Parker

Thirty One Hope Street
by Peter Porter

Des Res *FREE*

by Mary Hodges
The3BRanch

by Elizabeth Bromage

Up the Pole

by Roger Harvey

On A Night Like This

by Peter Yates

Help!

by Patricia Sumner
Wuss In Boots

by Anne Graham

The Warden

by Michael Barry

The Indiscretion of an Heiress
by Michael Barry

Lay Your Shadow Over Me
by Peter Yates




JaynewithaY (lan Hornby)

Stamford, Lincs

Robin Hood (lan Homby)

Lancaster

The Canary Cage (Diana Raffle)

Swindon

The Spy Who Camein for the Phone (Alan
Richardson)

Kings Somborne, Southampton

An Eye For An Eye, Darling (lan Hornby)
Reedham, Norfolk

Grandad (Tom Casling)

Durham

The Worst Day of My Life (Alan Richardson)
Sutton Coldfield

Wait Until The Ghost Is Clear (lan Homby)
Darwen, Lancs.

Dial 01673 for Murder (John Anthony)
Lincoln

Swingers (Paul Beard)

Ayrshire

The Mayhem Players Present Love In A
Transylvanian Mist (David Welsh)
Shrewsbury

Fairway to Heaven (Diana Raffle)
Arbroath

Up The Garden Path (Paul Beard)
Stockport

Some Recent

Productions of

NTP Plays

Goldilocks (John Myhill)

Stockport

When A Man Knows (Alan Richardson)
Hinckley

An Eye For An Eye, Darling (lan Hormby)
Biggin Hill

Hello, Is There Any Body There? (lan Homby)
Berkeley, Glos.

Mind Games (lan Homby)

Fuengirola

Breaking The Ice (Ronald Jones)
Fuengirola

The Cat's Away (lan Hornby)

Hyde, Cheshire

The Offence (Diana Raffle)

Coventry

United in Darkness (James Peterson)
Coventry

Hello, Is There Any Body There? (lan Homby)
Bishop Auckland

Sanctuary (Tom Casling)

Paynesville, Minnesota, USA

Inaccurate Conception (Geoff Saunders)
Shrewsbury

The Missing Medallion (Ariss)

Isle of Man

Rule Of Thumb (J B Cooper)

Leicester Forest East

Where There's A Will (lan Hornby)
Leicester

The Offence (Diana Raffle)
Portishead

The Ex Factor (lan Homby)
Belmullet, Co Mayo

Dial 01673 for Murder (lvor King)
Lincoln

See What's There (David Welsh)
Worthing

The Worst Day of My Life (Alan Richardson)
Strathcarron

The Worst Day of My Life (Alan Richardson)
Kegworth, Derbys

You See It All on the Radio! (Jilly McNeil)
Harrogate

Bluey is the Colour (Harry Connolly)

Isle of Arran

Mind Games (lan Homby)

Leicester

One Across (lan Hormby)

Leicester

Remember Me (lan Hormby)

Leicester

Clicks (lan Homby)

Leicester

Hello, Is There Any Body There? (lan Hormby)
Durban, South Africa

Click here to go back to front page




Housekeeping, reminders
of websites to support...

(Did you know you can get free extra publicity for your
productions by teling Amateur Stage Magazine at editor@
asmagazine.co.uk (they llinclude a free mentionin their
Diary section) and AmDram (www.amdram.co.uk))

We ask allmembers to tell us of any websites you find useful
inyour writing or of interest to other dramatists. Just email
us with details.

Standing Orders (click to go to form)

Afewmembers have requested to set up direct debits

for subscriptions. On making enquiries with the banks, this
turns out to be a prohibitively costly exercise. Inview of the
fairly static nature of subscriptions, we offer the attached
standing order form for anyone wishing to pay that way.
Pleasefillin the form and send to your back, and could you
also notify usifyoudo.

That’s all for now, folks. Happy writing!

mce@perceptivecreation.co.uk




HEﬂ THEA TF'F FIJF LICATIONS

website: www.plays4theatre.com
email: info@plays4theatre.com

Run by playwrights for Playwrights New Theatre Publications

2 Hereford Close
Woolston
Warrington
Cheshire

WA1 4HR

T: 01925 485605

Standing Order Form

Your Account Details:

Account Name Sort Code - -
Account No

Bank Name

Branch

address

Sort code 0(9(-(0|6|-]616 Beneficiary | New Theatre Publns

Account No 4 11|72 |2|8|6]|4

Reference Annual subscription

Amount £ 1/6|.]010

Date of first payment

And thereafter every 12 months until further notice

Signature(s)

Date

Please send to your bank or setup on line

Contact tel



http://Www.plays4theatre.com
mailto:info@plays4theatre.com

