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Appendix 1.) Article 
 

Taylor & Francis Online: Research in Drama Education: The Journal of Applied Theatre Vol. 25, issue 2, pp. 150-

160.  

https://www.tandfonline.com/doi/abs/10.1080/13569783.2019.1692652?journalCode=crde20 

Title: Acting Alone: exploring the by-stander engagement through audience/performer relationship 

 Viewings to September 2022 = 552 

Open Access UDORA: Transcript 

Acting Alone:  a solo performance that explored how social and political engagement in the 
Israeli/Palestinian conflict might be created through the performer/audience relationship. Drawing 
on practice as research and data gathered from an extensive tour, this article examines the 
complexities of creating human rights theatre for a by-stander or tritagonist audience to create 
engagement, discourse and agency.  Acting Alone used verbatim and autobiographical material to 
create a theatrical immediacy through which the audience, as by-standers, were invited to cross the 
dramaturgical divide to engage actively in the Israeli/Palestinian conflict exploring the question - can 
one person make a difference?   

Keywords: Applied Theatre, practice as research, performer/audience relationship, by-stander, 

tritagonist 

Acting Alone was a solo performance practice as research piece, which I performed to over a 

thousand young people and adults throughout the United Kingdom and internationally over a period 

of eighteen months (2015-2016). Originally commissioned by Amnesty International (Wirksworth 

Branch Derbyshire) in September 2014, it was a response to the renewed violence in Gaza as part of 

the ongoing Israeli/Palestinian conflict. Acting Alone explored the by-stander role, asking the 

question: ‘Can one person make a difference?’   

The piece wove together autobiographical and verbatim material, based on what I had experienced 

in Palestinian refugee camps, together with examples of by-standers using documentary material.  

By examining true stories of by-standers who had crossed the divide and undertaken heroic acts, it 

enabled audiences to inquire into: what is the role of the by-stander within a conflict? What are the 

risks for the by-stander when taking direct action against an oppressive regime?  And also, what is 

the responsibility of the international community in relation to human rights atrocities?  

This article is a case study using Practice as Research (PaR) methodology, which provided me with 

both the plurality of performer and researcher using embodied knowledge to extend audiences’ 

understanding beyond objective critical analysis (Jones 2009).  Reflecting on my practice as 

performer/writer/researcher, I collected primary data:  audience feedback and critical reviews, to 

inform the continued development of the production and to assess impact against my research 

question.    

The PaR methodology provided me with a process of constant reflection throughout the making and 

touring process. The script was written over a period of months, devising, rehearsing and refining 
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material with direction and dramaturgy by Tilly Branson.  Following the pilot performance for 

Amnesty International in 2014, an Arts Council England grant subsidised a further thirty 

performances across a wide range of venues: studio theatres, village halls, schools, community 

centres, political party groups, academic conferences and international theatre festivals.  This wide 

range of venues ensured the performances were accessible to a diverse audience in relation to class, 

age, ethnicity, specifically including: Christianity, Islam and Judaism.  The data collection process was 

through direct interaction with the audience and observation.  We did not ask audiences to 

complete questionnaires as we did not want the act of ticking boxes to replace critically reflecting on 

the conflict and considering what action might be taken.  The theatre construct offered audiences, 

as by-standers, an invitation to take action at the end of the show by crossing the dramaturgical 

divide to create an ending where no-one, including the performer, would know the resolution.  The 

intent, was, therefore, for audiences to be active, animated and engage in discourse. Observational 

data was collected by myself as performer/researcher: noting audience responses during or 

capturing discussions after the performance.  Following the performance some audiences chose to 

contact me directly with written reflective responses by email or via social media: Facebook, Tweets, 

Linkedin. The thousand plus audience responded during the performance emotionally (laughter, 

tears etc), with silence, heckling and applause. Many expressed gratitude directly to me after the 

performance upon hearing the stories and some were inspired to take action.  However, as might be 

expected, there were also some strongly held, oppositional beliefs expressed as well.   

This opening up of a new relationship between spectators and performance is what Rancière 

suggests, as the ‘aesthetic cut’ (2009: 82) providing both pedagogic and active opportunities in order 

to create insight into ‘new configurations of what can be seen, what can be said and what can be 

thought and, consequently, a new landscape of the possible’ (103). Opening up new possibilities 

around a stagnating and stale-mate conflict could possibly facilitate an international community as 

by-stander to: consider and take responsive/political action.   

Acting Alone produced qualitative data from which I was able to analyse and further explore the by-

stander or tritagonist role. Within Greek drama the tritagonist is the third character in order of 

importance (Collins Dictionary: 2019). Aristotle’s dramatic conflict relies on the roles of the 

protagonist and antagonist as the primary focus, however, I will argue the third role that of the by-

stander or tritagonist, needs to be examined further. How can the tritagonist be empowered to 

make a difference within a human rights context?  This enquiry began for me whilst watching a piece 

of Playback Theatre in Palestine. 

Playback Theatre 

I visited Palestine in 2013 to film footage for an adaptation of Michael Morpurgo’s The Kites Are 

Flying (2003), which I would perform to young audiences on my return to the UK. In Bethlehem I 

spent time at the Alrowward Centre and in Jenin with The Freedom Theatre’s Playback Company.  

British director Di Travis was, at the time, directing the Playback Company, and helping to further 

develop the actors’ ensemble and physical theatre skills.  As the performances were for both 

Palestinian (Arabic) and international (English) speaking audiences, it was essential that the stories 

were not dialogue dependent, so the use of strong visual and physical theatre skills were key. 

 

Playback Theatre, created in 1975 by Jonathan Fox and Jo Salas, is a model where a company of 

actors enact stories offered up by the audience. After each enactment another follows: there is no 
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discussion or exploration of transformative action. However, Rivers proposes that a dialectic process 

is occurring: 

 

‘.. over the course of an event, a network of interrelated stories inevitably emerges – 

a multifaceted narrative that describes and dialogues about the struggles, resources 

and predicaments of a community’ (2015: 156).  

 

The Freedom Bus Experience, created in 2011 by co-founder Ben Rivers, enables international 

visitors to tour the West Bank and to participate in cultural activism by attending Playback Theatre 

performances (Freedom Theatre website: 2018). Playback Theatre (PT) offers audiences both a 

pedagogic and therapeutic experience.  This participatory theatre model serves Palestinian 

audiences who are maybe geographically isolated to come together, share stories and connect.  The 

opportunity to participate in the performance also provides a sense of being heard, valued and 

acknowledged.  For the international audiences on the Freedom Bus Experience, the PT 

performances offer insight into the reality of Israeli occupation and the complexities of ordinary 

Palestinian people’s lives.  

The Playback model has, however, attracted criticism from academics such as James Thompson, who 

believe the use of stories can potentially reinforce, ‘harmful or non-constructive narratives’ (Rivers 

2018: 283).  The stories offered up by the audience depend on the complex role the performing 

team and the Conductor (facilitator) not to introduce bias, interpret or misrepresent stories. Indeed 

performances will be dependent on the actor’s skills to not be reductive, introduce bias or ‘colonize’ 

(283) the story. As each story is offered up by the audience a narrative is created, so that 

interconnecting stories could reinforce a singular argument, viewpoint or perspective. However, it is 

a lack of agency or ‘guarantee of subsequent action’ (282) that attracts greater criticism.  So what is 

the role of the international by-stander audience at a PT performance? The Freedom Theatre Bus 

Experience blog states that PT performances provide audiences with the opportunity to: 

‘.. hear stories and see situations first hand, engage[s] all of our senses. .. we listen, 

taste, and feel a piece of the daily reality of life in the Jordan Valley, with all its 

hardship and struggle. This visceral experience stays with us, mobilising us, and 

informing our own activism and solidarity when we return to our own countries.’ 

(Freedom Bus Blog. 2013) 

The use of PT within Palestine goes beyond reportage allowing, particularly international audiences, 

to grasp more than just facts. However, the structure does not facilitate any critical reflection or 

actively encourage a political response. The reference to ‘mobilising us and informing our own 

activism’ (2013), is a supposition that is neither explored nor encouraged during the event. 

The performance I saw had only enacted a couple of stories, when a Palestinian Farmer came up on 

stage to share this story: 

‘Each day I go to a nearby well to get water for my herd of goats, but I am stopped 

and told, at gun point by the Israeli Defence Force, to empty my buckets and return 

to my goats without water.’ (anecdotal 2013) 

The issue of diverting water away from the farmer’s grazing land to the nearby Israeli Roi settlement 

is well documented, but this area is also a military training ground.  Indeed, the boom of low flying 
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military aircraft throughout the evening acted as a constant reminder of the IDF’s presence.  The 

Playback actors had acted out the farmer’s story, but the farmer, having watched his story 

performed, was not satisfied and suddenly turned on the audience, confronting us, saying ‘You listen 

to our stories - but what do you do?  You want to help? Then come with me now’ (2013). The actors 

froze on stage, the audience was passive, whilst the Conductors seemed overwhelmed.  There was 

an awkward silence.  The actors broke down into tears saying ‘We’re just actors’ (2013), and the 

farmer continued to challenge the international audience with ‘You want to help? Then come with 

me now, and stand up to the Israeli soldiers’ (2013) pointing to the exit of the tent.  The audience, 

including myself, did nothing.  We were in a theatrical construct and unsure of our role.  The evening 

ended when the director, Di Travis, spoke from behind the audience ending with ‘…change will come 

sometime, soon’ (2013). But this platitude left the farmer, the audience and myself troubled.  We 

were overwhelmed by the request to take action and the potential risks involved. The event could 

have empowered the spectators, as active by-standers, to protect the farmer from the IDF enabling 

the farmer to get water for his grazing stock. Instead we remained passive unable to move, not able 

to take action or willing to risk our lives. Is this what Rancière suggests as a failure of theatre when it 

creates passivity for the spectators? Or where the use of Forum Theatre could have possibly 

facilitated the spectators to explore what other options were available? 

It is worth reflecting, briefly, on the creation of Forum Theatre to empower spectators and what the 

circumstances were for the Brazilian theatre director, Augusto Boal.   Boal was performing in an 

agitprop theatre piece when he was confronted by a member of the audience, Virgilio (worker), who 

implores Boal and his actors, to join their fight against the Colonel (the land owner) and start an 

armed revolution (Boal 1995). It is then that Boal realises, whilst advocating that the audience 

should take up arms, he is not willing to spill his own blood. This event led Boal to create Forum 

Theatre, a forum where the audience, not as spectators but as spect-actors are empowered to act.  

The spect-actors, who identify with the oppressed (protagonist) co-create an outcome that is right 

for them, that challenges the oppressor (antagonist). The actors are therefore not didactically 

instructing the audience into action, but facilitating an enquiry into and rehearsing the spect-actor’s 

possible solutions.  Although the roles are not the same in the Playback example, it is the audience 

that is confronted by the oppressed and not the actors, the dilemma is the same.  To take action or 

not.  Virgilio’s challenge led Boal to the create Forum Theatre, and here, the Palestinian farmer’s 

intervention had similar effects on my own practice.  This event would not only contribute directly to 

my production of The Kites Are Flying, but two years later, a conversation with Amnesty 

International (Wirksworth Branch) would provide me with an artistic opportunity to create a 

theatrical model that could explore the role of the tritagonist. But, would audiences think of 

themselves as by-standers being able to make a difference within an international conflict? Would 

audiences engage to the point of crossing the dramaturgical divide?  

Synopsis 

Acting Alone presented multiple intertwining stories with historical characters such as Irena 

Sendler (who saved 2,500 children from the Warsaw Ghetto) and Rachel Corrie (who was killed 

defending Palestinian homes from Israeli demolition). It also incorporated verbatim accounts 

of people that I met in Israel and Palestine including an outspoken United Nations Lawyer and 

a young Israeli soldier from Birmingham. These accounts were woven into autobiographical 

experiences witnessing the Playback Theatre performance. The Palestinian Farmer’s story 

started the piece and was returned to throughout, culminating at the end in the audience 

being asked to resolve the dilemma of the farmer, confronting them with ‘You want to help? 

Then come with me now.’ I then walk into the auditorium to stand with the audience looking 
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back onto the empty stage where the farmer’s question still hangs, stating the final lines of the 

piece:  

‘He’s asking for my help. I’m asking for your help. Help me.  

I knew I had to do something, which is why I’m standing here talking to you tonight. 

But I don’t know how this evening ends. I don’t know the answers.  

I don’t know how we end this show.’ (Branson. Hunt. 2014: 33) 

Acting Alone used a range of theatrical devices from Wake’s Reality Theatre spectrum (Brown 2010: 

6) including: autobiographical, historical, documentary and verbatim. The juxtaposition of the 

different devices provided audiences with a rich layering of narratives that provided both gravity and 

credibility.  Verbatim theatre has been used extensively in the UK, Australia and US particularly when 

exploring social-political issues.  Anderson and Wilkinson (2007) note the resurgence of an appetite 

for verbatim, particularly in relation to human rights issues. Audiences increasingly want to hear real 

stories; seeing them as a more reliable source of information, against media bias or ‘fake’ news.  

Thus the amalgam of human rights theatre using verbatim and autobiographical material produces a 

powerful authentic voice.  The authentic voice combined with embodied knowledge produced an 

honesty and vulnerability for audiences to both empathise and connect with me as performer.  This 

helped to create a strong and credible performer/audience relationship. Although, at times, for 

some audiences, who held different ideological beliefs, there was a reluctance to engage with 

alternative narratives and even contest my autobiographical accounts, but I will return to this later. 

Immersive By-stander or Tritagonist Theatre 

The intention of Acting Alone was to inspire, provoke and engage audiences to consider, as the 

tritagonist, what actions are possible to bring to bear externally on the Israeli/Palestinian conflict.  

Boal’s Forum Theatre model creates a safe space where spect-actors, as the oppressed, can 

‘rehearse’ future actions to challenge their oppression.  Thompson refines this in Performance 

Affects (2011) illustrating that action against oppressive regimes, without awareness of the real 

dangers involved, could lead to potentially fatal consequences.  Thompson examines the differences 

between strategic and tactical action that if the oppressed, as the weaker party, take actions without 

examining the wider strategic context, actions may be ‘sadly limited’ (36). This was certainly the case 

during the Playback performance.  The audience were only too aware of the limited tactical actions 

available to them that evening.  However, I would argue that the options open to the tritagonist 

within an international context are under-explored, and theatrical models that explore strategic 

options need further investigation.  A safe space, in order to consider a range of actions was created 

in Acting Alone through the blurring of the performer/audience relationship. So how was this 

achieved? 

As the audience entered the auditorium I was already in the space, preparing for the performance, 

handing out various items such as: empty jam jars, tea light candles, sheets of paper with typed 

quotes and plastic rulers, asking the audience ‘Can you help me please?’ (Branson. Hunt 2015). This 

request created a contract of participation that would be relied upon during and at the end of the 

performance.  Contemporary upbeat Palestinian music played throughout this preparation including: 

El Kofeyye Arabeyye by Shadia Mansour, a female hip hop artist. For some audiences this informal 

beginning may have been confronting or even uncomfortable but there was no pressure to 

participate, only an invitation.  The performance begins with me, as the actor standing in the 

auditorium amongst the audience.  Staring back at an empty stage; the music fades, but my vocal 
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tone does not change from the informal ‘Can you help me please?’ to the formal scripted material. I 

was interested in blurring the real and the enacted, how an audience could become immersed into 

the performance. Transforming seamlessly from the audience space to empty performance stage my 

journey was not distinguishable by a shift in light or vocal quality.  At some venues some audience 

members did not realise the performance had begun and continued to respond to my questions and 

doubts: ‘Will I remember my lines? Maybe someone will come up and help me?’ (2015)  ‘Yes’ replied 

a member of the audience once, who then stood up as if to join me on stage. This blurring of 

interaction between performer and audience, between the performance and the real, was exactly 

what Branson and I had intended. This performative fluidity was partially inspired by Tim Crouch's 

The Author (2009) which also subverts the audience/performer relationship, achieving dynamic 

moments of audience culpability.   

Described by Crouch as ‘abuse carried out in the name of the spectator’ (Crouch 2016) The Author is 

staged in traverse, with an empty performance space, the audience and actors sitting amongst each 

other.  As the piece unfolds, we are given descriptions of violence ending with the author disclosing 

an act of child sex abuse.  At this point the spectators question their role in listening to these 

paedophilic actions. Is this real? Is he telling us the truth?  Some members of the audience, not 

wishing to listen anymore, stand up and walk out, whilst others remain. But by staying do they 

condone the author’s actions by their continued presence? The night I saw the production some 

people did stand up, shouting ‘shame’ and left. The boundaries are further blurred by wondering if 

the people walking out are genuinely members of the audience or are they actors? The spectators 

have a choice; listen to the abuse or take action and leave.  

I was interested in drawing on this model, creating a structure that would explore the audience’s 

culpability as by-stander/tritagonist within an international human rights context, whilst not 

exposing them or making their choice wrong. It would be a gentle encouragement, a re-positioning 

of those who take action, despite the fear, against the passivity of others to create ‘a new landscape 

of the possible’ (Rancière 2009: 103).  An invitation to participate, not simply to spectate but, as 

Rancière proposes, a re-positioning of theatre as pedagogy ‘as opposed to passive voyeurs’ (40) but 

where ‘drama means action’ (3).  

For many the Israeli/Palestinian conflict remains difficult to understand, particularly the role that the 

British government played in the creation of Israel, culminating with the Balfour Treaty in 1948 and 

the subsequent displacement of thousands of Palestinians from their land into refugee camps.  From 

behind the safety of international borders, finding a theatrical immediacy, without it being reductive 

and over simplified, that encourages audiences to explore what can be practically and politically 

achieved, remains challenging. In addition, given the historical and political complexity of the 

Israeli/Palestinian conflict, what authority did we even have to tell this story? What is the role of the 

by-stander or tritagonist in this complex conflict? Would we be accused of colonialism? Being 

partisan or even anti-Semitic? And, if we thought like this, would our audience? Stepping into an 

arena that is filled with fierce opposition, where every performance would rely on my willingness, as 

the performer, to respond and engage in facilitating oppositional ideologies was terrifying.  

As a witness to the events of the Playback Theatre I was curious as to whether I could re-create this 

moment of challenge and dilemma for audiences to create a theatrical immediacy by which the 

tritagonist felt empowered to make a difference.  This could only be established if the audience were 

‘won over by the empathy that makes them identify with the characters on the stage’ as Rancière 

(2009: 4) suggests.   I explored creating this synergy by playing the truth, sharing my fears, 

sometimes, shaking with nerves but being present with my vulnerability and saying: 
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‘Have I done my research? Am I well-prepared? Do I know enough? What if in trying to 

speak out I just reveal my ignorance?  ‘She doesn’t know what she’s talking about’. ‘Who 

is she to have an opinion?’ ‘Who is she to tell this story?’ The fear of not knowing 

enough can be paralysing.’ (Branson. Hunt. 2015: 1) 

As the above text illustrates the performance creates an empathetic performer/audience 

relationship through direct autobiographical address by assuring them that I was the same as them. I 

shared my fear of humiliation, of failing as an actor, acting alone on stage, whilst they were safe 

within this theatrical construct. This pedagogic immersion would hopefully create participation at 

the end where the audience, like Boal’s spect-actors, were rehearsing for action.  This impact was 

achieved for some audience members by email:  

‘ …through your own honesty and questioning of how someone processes and responds 

to events such as the Palestine situation. .. I really felt your struggle. So your work is not 

simply just informative but also compels the audience to question how they have 

responded to the subject and are going to respond to it.’  

(Amnesty International Wirksworth. November, 20, 2016) 

Feedback from some audience members suggested that the stories had gone beyond the factual, 

creating a visceral and deep connection to the characters, subject matter and to enquire into 

possible future action.  This outcome was also identified by some critics ‘[Acting Alone] succeeds in 

… triggering both deep compassion and inspired action in audiences.’ (Reem 2016).  Responses 

during the show were noted: revealing empathetic responses laughter, tears, recognition, anger, 

followed by comments such as: ‘I wanted to hug you’, and ‘I wanted to stand up and say something’ 

(anecdotal 2016).   These responses indicate that the immersive performer/audience relationship 

had created empathy but how did the production actively encourage the spectators to participate? 

Depending on the venue layout, different techniques evolved to enable audiences to participate 

directly in preparation for the final moment.  For example with end-on fixed seating venues a 

different approach was needed, as opposed to more adaptable spaces where a cabaret performance 

style could be utilized.  One of the stories I asked the audience to participate in was the Irena 

Sendler story.  At the time of the Nazi occupation Sendler was responsible for rescuing 2,500 Jewish 

children from the Warsaw Ghetto. The children’s real names and identities were hidden in jam jars 

and buried in Sendler’s garden. During the re-enactment of this story in fixed seated venues the 

audience were asked to pass jam jars down the aisles.  Each audience member took a piece of paper 

from the jar.  On the slips of paper, instead of the children’s names, there were various quotations 

from the show for them as a keepsake: ‘One by one we become many’ (Branson. Hunt. 2015: 3).  Tea 

lights were placed into the now empty jars and positioned by audience members onto the stage to 

create a memorial image to the children’s parents who lost their lives in the holocaust.  The handling 

of jars, and taking a quotation ensured that physical contact with every member of the audience was 

established – that everyone was involved with the re-enactment of the story. Audiences enjoyed 

these gentle but meaningful moments of participation ‘I liked the quotes in the jar’, ‘an amazing way 

of showing the complexities’ (audience 2014), ‘Made me question what I would do!’ (Twitter, name 

withheld, 2015). 

Not all responses were sympathetic, even to the autobiographical material, one audience member 

said:  ‘Are you saying you really felt your life was at risk? I don’t believe you!’ (anecdotal 2016).  On 

this occasion I recall another member of the audience joining in the conversation saying:  ‘I am a 

human rights solicitor I have worked in Israel – this is exactly what it’s like’ (anecdotal 2016).  Post-
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show debates were not facilitated in any formal way, but these spontaneous moments of discourse 

demonstrate that not only did the performance arouse strong responses to the stories it also 

produced moments of interrelation towards other spectators. 

At Nottingham Playhouse (July 2015), only six weeks after a performance of the Freedom Theatre’s 

production of The Siege at which there had been boisterous demonstrations outside, Acting Alone 

played to a capacity audience.  Two women on the second row were disruptive from the beginning; 

at times I could even hear specific words ‘lies……lies…..’ It was difficult for me sometimes to remain 

present in the performance and as I approached the end of the piece the duality of remaining 

present in the performance whilst simultaneously worrying what would happen when I asked the 

audience to take action became harder.  What would the women say or do?  In order to remain 

present I allowed this anxiety to inform the truthfulness of the performance. When I reached the 

end I invited the audience to complete the show. It was an intense moment, given the heckling 

during the performance, here was a space to actively participate and cross the dramaturgical divide. 

I left the silence for as long as possible, and in the end I simply nodded to the stage manager to play 

the final music cue.  There was loud applause from the two hundred plus audience, followed 

immediately with heated debate throughout the auditorium.  Groups were created, some even 

surrounding the women. The debates were animated and dynamic, the piece had created a visceral 

discourse; opposing views were being challenged and expressed. Messages continued to come in 

over next few days left on social media and detailed emails including:   

‘I believe that you need to rethink the content of the play to provide a much more 

accurate and balanced view. I consider that the current content does not only stoke the 

flames of anti-Israeli sentiment, but also could increase the level of anti-Semitism that is 

so prevalent amongst some groups in the UK and Europe.’ (email, name withheld, 2015)  

In response to the claims of anti-Semitism, Branson and I took time and re-examined the material. 

We had carefully constructed the material in such a way as to suggest that it would indeed be 

difficult to represent the Israeli/Palestinian conflict in a balanced way. To do so would be to suggest 

that the two sides of the conflict are equal as Rand Hazou’s paper on Acting Alone (2016: 4) 

reflected:  ‘Hunt’s performance enlists the craft of make-believe in an attempt to persuade 

audiences to engage with Palestinian realities that might normally be marginalised and excluded 

from public discourse.’  Rivers is also of the opinion that when asked if Freedom Theatre’s PT could 

tour Israel or that the acting company should include Israeli actors in the productions, he states: 

‘This line of thinking arises from a belief that ‘conflict’ between Israelis and Palestinians 

is caused by a crisis of opposing narratives fuelled by decades of mutual aggressions and 

propaganda carried out by both sides.’ (2015: 157).   

Branson and I set out to create an active forum. A holding space for discourse; we had no answers, 

only the true stories. However, when working in schools and colleges we had to take extra care, 

these audiences weren’t self-selecting as with the rest of the tour.  The schools and colleges were 

programmed by teachers whether the young people were interested in the content or not.  Plus we 

could not rely on teachers having the time to prepare the pupils/students to provide a wider 

historical context. Therefore, younger audiences were offered additional post show workshops or 

question and answer (Q&A) sessions to support learning. We were mindful of the complex material, 

but the episodic structure of intertwining stories assisted with this and enabled younger audiences 

to engage with the dramatic material juxtaposed with lighter stories.  The young people were 

interested in the piece on a number of different levels, from creating solo performance using 
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autobiographical material, to engaging with the Israeli/Palestinian conflict directly.  Q&A sessions 

provided them with the opportunity to question and interrogate the historical and political 

dilemmas in more depth.  Some questions were thoughtful asking ‘What we can do?’ to ‘What is 

going on over there, exactly?’ (anonymous 2016).  Knowing how to succinctly answer the more 

complex questions was difficult.  However, the biggest challenge of engaging young people’s interest 

in the conflict is addressing the issue of what has this got to do with me? The response from young 

people was enthusiastic and this was illustrated by the number of questions and energy in the room 

following the performance.  However, it must be recognised that the invitation to consider taking 

direct action is harder for young people under the age of sixteen in any political arena least of all an 

international conflict. So, for some, the questions focused on my work as an actor and my process – 

‘How did you learn your lines?’, ‘How long had it taken to rehearse?’ to the more sublime, ‘Have you 

really been on the tele?’   

It was essential that the conflict was accessible, understandable, and that audiences were both 

emotionally connected but also engaged intellectually to consider their role as tritagonist within the 

performance.  The invitation was offered through the emphasis of the ‘we’ in the final line of the 

play. However, throughout the tour no-one stepped into the performance space to offer a solution.  

Was this a failure of the piece?  Perhaps. But in relation to crossing the performer/audience divide, 

most audiences were keen to engage after the show.  Reports of taking political action as a result of 

seeing the show came later, often by email and social media comments including: ‘It didn’t prick my 

conscience, it stabbed it’ (Twitter name withheld. 2016) and ‘it’s made me want to do something’ 

(anonymous 2016).  An audience member approached me two years after seeing the pilot 

performance saying ‘after watching Acting Alone I was so moved, I became involved in volunteering 

at Derby Refugee Advice Centre’ (anecdotal 2016). This comment, although anecdotal, indicates that 

some action was taken.  

Acting Alone produced anecdotal impact, for some audiences, as indicated in the comments above, 

but there were also criticisms. One reviewer stated ‘theatre that aims to make a difference should 

give voice to those most affected by the conflict, not to the Westerners who are free to walk away’ 

(Hartley 2016). I agree. However, Acting Alone was about the people who are free to walk away.   To 

negate the role of the international community as by-stander or, as I propose tritagonist, would be 

to deny any responsibility or culpability. The obligation of the witnesses of these stories to be in 

action and to galvanise the actions of others is essential if real change is to be achieved. As artists we 

must always ask ourselves questions, who is my audience? What am I saying? And when making 

theatre about refugees, as Dennis (2008: 367) asks: ‘Who is there? Who is absent? What 

assumptions are we making?’ Of course stories of Palestinian oppression should be told by 

Palestinians, as evidenced by the international tours of The Siege by The Freedom Theatre Company.  

But equally the tritagonist role has to be challenged, structures created to empower and test 

effective action, to ensure that pressure is continued and not lost in the melee of human rights 

abuses and competing international atrocities. 

In conclusion, the experience of researching and performing Acting Alone has contributed to my 

practice, both as performer and researcher.  Audiences were mixed and varied in their political, 

ideological and religious beliefs creating a rich forum within which a genuine discourse was opened 

up.  Acting Alone provided audiences with an opportunity to explore what strategic options are 

possible for the by-stander or tritagonist.  As the Freedom Theatre’s Playback Blog states, the 

intention is to ‘mobilize’ international audiences and to ‘take up activism’ back in their home country 

(2013).  Acting Alone, it could be argued, provided a space within which spect-actors could consider 

a response to the Palestinian Farmer's question ‘After you have listened to our stories, what do you 
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do?’ (Branson. Hunt 2015).  Some audiences did take action, most engaged pedagogically and 

critically reflected on the conflict.  As Rancière claims, a different relationship opens up when a 

drama engages spectators to become a ‘scientific investigator or experimenter who observes 

phenomena and searches for their causes’ (2009: 4).  For those audiences who were critical of the 

bias of the stories, I would still argue that their attendance and engagement in discourse following 

the performance suggests Rancière’s abandonment of passivity. 

The production created a model of experimentation exploring the role of the tritagonist from an 

international perspective. As the British Theatre Guide observed of Acting Alone, ‘Theatre can help 

ensure that those suffering injustice are not isolated. The solidarity of those inside Palestine and 

those beyond makes sure that those wanting change are not acting alone.’ (McKenna 2016). The 

convergence of various community and political theatre models and how these are genealogically 

linked would be worth greater critical analysis.  Engaging audiences in controversial international 

conflicts does highlight contemporary audiences’ appetite for political theatre, and continuing to 

explore human rights issues from a tritagonist position offers exciting possibilities for future applied 

theatre practice.  
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Appendix 2.a) Show Brochure: I’m No Hero 
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Appendix 2.b) I’m No Hero: Footage Trailer 
 

https://www.youtube.com/watch?v=gu6FsdOy8Fs&t=3s 

 

 

Trailer footage total viewings to September 2022 = 736 

 





17 

 

Appendix 2.d) Newspaper Articles & Reviews 
 

 

 

 

 

“Content removed due to copyright restrictions” 

 

 

 

 

 

 

 

 

 

“Content removed due to copyright restrictions” 

 

 

 

Matlock Mercury: 21/01/09 Hull Daily Mail: 04/08/2010 
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“Content removed due to copyright restrictions” “Content removed due to copyright restrictions” 
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Appendix 2.f) Photographs     

https://avahunt.co.uk/productions/im-no-hero/ 
 

  

 

Rehearsal photographs of I’m No Hero at Diverse Attractions Venue 11 Edinburgh Festival 2010 
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Appendix 2.h) Teacher’s Resources: Power Point, Lesson Plans, Drama Workshop Plans 
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Lesson Plan:  

Israeli Position: 

You believe that Jewish people have the right to a homeland. You have suffered centuries of persecution and ill treatment. You want a homeland to call 

your own. 

You feel threatened by the Palestinian people and believe that they want to remove you from the area altogether. 

Your aims are: 

1. The Palestinians should stop rocket attacks on Israel and on Israeli settlements. 

2. All Palestinian groups should cooperate on stopping the attacks on Israel. 

3. An undivided Jerusalem as an Israeli capital city. 

4. 5 – 10 % of the West Bank to go to Israel. 

5. A Palestinian state but with no army allowed. 

6. All Palestinian refugees must stay out of Israel and would not be allowed to return. 

Some Israelis believe that Palestine should not exist at all. 

Palestinian Position: 

You believe that Israel was created at your expense, you have lost land and people have been forced to leave their homes. You feel threatened by Israel and 

by the support she has from Western countries. You think that Israel intends to take all Palestinian land. 

Your aims are: 

1. The Israelis should stop their attacks on Gaza and the West Bank. 

2. Borders between Israel and the West Bank should be opened and the border wall taken down. 

3. An end to all Israeli settlement building and a stop to the taking of land. 

4. Begin peace talks  

5. An independent state of Palestine with East Jerusalem as its capital city. 

6. Compensation and the right of return for 3.7 million Palestinian refugees. 

Some Palestinians don’t want Israel to exist at all. 
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UN Position: 

The main responsibility of the UN is to maintain peace around the world. So far you have been unable to negotiate a peace in the Middle East between 

Israel and Palestine.  

In 1967 you passed resolution 242 which called on Israel to give up the land it took during its war with Syria and Egypt. It also asked Arab states to end their 

war with Israel and to talk. 

 

The General Assembly has asked for both sides to respect human rights.  

 

The USA has often acted on behalf of Israel against Arab members who tried to make Israel a greater security issue. 

 

After the second intifada, tensions escalated, Israel began the construction of the border wall between the West Bank located inside occupied territory. This 

was ruled illegal in 2004 by the International Court of Justice. 

You believe the best way forward is to create two separate states with their own sovereignty. 
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2009 Tour: Teachers Notes  

 

 

 

SUPPORTING NOTES     FOR    “I’m No Hero” 

These notes are intended for teachers to be able to access further information and to support young people/students in further debate/study following the 

performance of “I’m No Hero”.   

They in no way represent a particular political or religious belief. 

At the heart of the production are the two women’s stories, and the choices they made.   

Why do ordinary people do something extraordinary  

for people they don’t even know? 

It is for young people also to engage with historical events and how history is at the heart of many current affairs. Docu-drama raises a huge responsibility with it, 

especially when this collides with the events that have unfolded in the Middle East during the rehearsal process of this production.   

"Fact based theatre calls attention to, and thus questions,  

The credibility of the evidence on which we base our view of the world"  

David Edgar, Playwright, (2008) Guardian.  

However, this production is also exploring the relationship between live performance, documentary and commissioned film footage.  

The artistic team decided early on in the process not to commission a writer, but chose instead to work collaboratively and intuitively as to the role that the live 

performance would have and the relationship with the projected image. 
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For most of the team the worlds of working in film and television rarely come together so directly with making theatre, so not only was “I’m No Hero” an exciting 

opportunity for us as professionals but also a reflection of the interests that our audiences, who live in a media-saturated and highly visual world, would feel very 

comfortable with. 

 

Ava Hunt                    Tangere Arts                                                  January 2009 

A comment from the Director, Maggie Ford 

Why choose these 2 women? 

Both were women trying to save and protect children in a displaced society. 

The Jews were living in impoverished conditions in an area in Poland under the economic and military control of Nazi Germany 

The Palestinians were (and are) living in an impoverished area in Gaza under the economic and military control of Israel. 

Are you suggesting these women are connected? 

In the sense that both were not connected to the people in the society that they chose to defend.  

Irena was Catholic not Jewish, Rachel was American not Palestinian. 

Their aims were humanitarian. They had no political, social or religious agenda.  

Their actions were about people not places.  

Why would they do it? 

Why would Helen Suzman/Jo Slovo/Ruth First defend black people in South Africa during the Apartheid era?  

Interestingly they were Jewish! 

The issue did not concern their race or their problem. But their passionate philosophy was: 

“Let Right be done”. 

What is your attitude to the attacks and bombing of the people of Gaza? 

What is so courageous about attacking/oppressing people who have no means of standing up for themselves or realistic means of escape? 
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How can there be a resolution to 2 cultures with such differing religious views? 

Performing an act of Justice is an essential tenet of both Judaism and Islam:   Zakaa – Islam (Arabic) Tzedaka  Jewish (Hebrew) 

The most important aspect of all world religions is     LOVE: 

Love of God, your fellow man and your community – all enshrined in the Jewish faith. 

“The Quality of Mercy is not strained.”  

Shakespeare 

Comments in the media 

There were no comments in the media in World War 2, when Irene Sendler, and Oscar Schindler, and a range of heroes and Heroines, were quietly doing their best to 

rescue Jewish victims of the Holocaust. They did what they felt was right, as did many others, who are not commemorated 

Many Freedom Fighters died for the cause, especially the heroes of the 1943 Warsaw Ghetto uprising.   

We are all aware of the story of Anne Frank, who stands as a symbol for the millions who perished.  The National Holocaust centres in the UK and in Europe and Israel, do 

their best to commemorate the survivors, the rescuers, and, indeed, the victims. 

National/international Holocaust Day is an attempt to remind us all, and especially future generations, of the need not to forget.  The link made by Beth Shalom to Rwanda 

reminds us to kept the world aware with regard to potential future Holocausts 

The Oxford Dictionary defines the word as follows: 

Destruction or slaughter on a mass scale 

There will be many who will argue that this definition fits a number of activities that have occurred since World War Two. 

The purpose of “I’m No Hero”, however, whilst commemorating the original Holocaust, is to commemorate the bravery of two very brave and different women, in two very 

different eras, and arenas.  And ask the question: 

Why Do ordinary people do something extraordinary for people that they don’t even know?” 

What is the nature of Heroism? 

What motivates people to do heroic deeds? 

What would you, as a teacher/a student/parent be prepared to sacrifice? 
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Irena’s story is now very much history, but still very relevant 

Rachel’s is relatively recent - And the context in which she operated, Gaza, is very current today  - Jan 18th 2009 

We include a range of information/opinion we have recently received on the matter, and some drama exercises to explore the issues further, in a hopefully balanced 

manner. Also a range of contacts and websites for further information. 

Our aim, as a Theatre in Education Company, working closely with schools and providers within the PSHE and Citizenship curriculum, is always to raise questions, rather 

than to supply answers. 

Leading British Jews call on Israel to halt horror in Gaza – open letter to The Observer 2009 

“We are writing this letter as profound and profound supporters of Israel.  We look upon the increasing loss of life on both sides of the Gaza conflict with horror.  We have 

no doubt that rocket attacks in to southern Israel, by Hamas and other militant Palestinian groups, are war crimes against Israel.  

No sovereign state should, or would, tolerate continued attacks and the deliberate targeting of civilians.  Israel had a right to respond and we support the Israeli 

government’s decision to make stopping the rocket attacks an urgent priority.  However, we believe that only negotiations can  secure long–term security for Israel and the 

region.  We are concerned that rather than bringing security to Israel, a continued military offensive could strengthen extremists, destabilise the region and exacerbate 

tensions inside Israel with its one million Arab citizens.  

 ……….. It is our desire to see a durable solution for ordinary people and our view that an immediate ceasefire is not only a humanitarian necessity but also a strategic 

priority for the future security of Israelis, Palestinians and the people of the region.”  

(11th January 2009: The Letters Page. The Observer) 

An Israeli 

Raanan (a former operations officer in the Israeli air force living three miles from the Gaza border where Hamas rockets keep hitting her community), her son is in the 

Israeli army. 

- She says “I’d rather not know.  I can’t do anything about it. We didn’t see the pictures of the Palestinian kids who were kil led.  It’s easier not to feel - I just turn on 
the news for five minutes a day and that’s it, just to see if anyone says anything about my kid.”   

She continues “Israelis think of Hamas as a terrorist group and therefore anything we do to Hamas is OK.  But he question is why do we think it’s OK also to kill civilians 

while we’re killing or destroying Hamas? 

....In Israel we are brought up to be afraid of Arabs.  It’s a short step to hating them.  

It’s not unusual for people to have hostile feelings toward Arabs….” 

(11th January 2009: Article. The Observer) 
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A Palestinian 

Ahmed Masoud a writer living in London printed this letter in The Guardian 7th January 2009. 

“Is Israel trying to drive out of Hamas the Palestinian desire for peace and freedom?  

A question that I asked myself when I saw my old Unrwa school being bombed when families fled to it to take refuge; when I saw my old friends, the Abu Aisha family, who 

were all killed in an Israeli attach on their house.  And a question I asked myself when I was looking again at the pictures of the remains of the university, which I knew very 

well, mosques I used to pray in, and markets and clubs I used to visit.  

Every night I go to bed with an aching pain in my stomach, worried that something might happen to my family who are still in Jabaliay, a camp, waiting for their turn to die. 

Not because they are Hamas or so-called militants, but because they are Palestinians – and that’s their only fault.  

I have been away from Gaza for about six years and I haven’t been able to go back because of the constant blockades.  I haven’t seen my family since.  How painful then it 

was to see them again, screaming on TV; how painful it was to see my brother running, crying, carrying a dead small body, whom I did not recognise; how painful it was to 

hear the fear in my little sister’s voice, her hysteric description of the situation.  Yet, I could almost see their fear through the phone in front of me, I could almost touch 

their confusion. 

(7th January 2009: Letters Page. The Guardian) 

An Israeli Solider (email sent to Rachel Corrie) 8/2/2003 

To: Rachel Corrie 

My Name is Daniel Dworsky.   

I am a reserve First Sergeant in the IDF.ID BDRCK 2297771 

The military prisons are filling up with conscientious objectors.  Many of them are reservists with families.  These are men who have proven their courage under fire in the 

past.  Some have been in jail for more than six months with no end in sight.  The amount of AWOLS and refusals to serve are unprecedented in our history as a nation as 

well as are refusals to carry out orders that involve firing on targets where civilians may be harmed.  In a time now in Israel where jobs are scare and people are losing their 

homes and businesses to Sharon’s vendetta, many career soldiers, among them pilots and intelligence personnel, have chosen jail and unemployment over what they could 

only describe as murder.  I am supposed to report to the Military Justice Department.  

It is my job to hunt down runaway soldiers and bring them in.  I have not reported in for eighteen months.  Instead, I have been using my talents and credentials to 

document on film and see with my own eyes what the ISMEers and other internationals claimed by boys have been up to. I love my country. 
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I believe that Israel is under the leadership of some very bad people right now.  I believe that settlers and local police are in collusion with each other and that the border 

police are acting disgracefully.  They are an embarrassment to forty percent of the Israeli public and they would be an embarrassment to ninety percent of the population if 

they knew what we know. 

Please document as much as you can and do not embellish anything with creative writing.  The media here serves as a very convincing spin-control agent through all this.  

Pass this letter onto your friends.  There are many solders among the ranks of those serving in the occupied territories that are sickened by what they see.  

There is a code of honour in the IDF called Tohar Haneshek. It’s what we say to a comrade who is about to do something awful like kill an unarmed prisoner or carry out an 

order that violates decency.  It means literally “the purity of arms”.  

Another phrase that speaks to a soldier in his own language is Degel Shachor.  It means “black flag”.  If you say, Atah MeTachat Degel Shahor” it means, “You are carrying 

out immoral orders”.  It’s a big deal and a shock to hear it from the lips of “silly misguided foreigners”. 

At all times, possible, try to engage the soldiers in conversation.  Do not make the mistake of objectifying them as they have objectified you.  

Respect is catchy, as is disrespect whether either deserved or not.  

You are doing a good thing.  I thank you for it. 

Peace    

Danny  

R.Corrie (2008) Let Me Stand Alone, the Journals of Rachel Corrie, Granta Books, and London 

R.Corrie, Alan Rickman & Katherine Viner Ed. (2006) My Name is Rachel Corrie (a play)  
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Tangere- the questions we asked ourselves at the beginning of the devising process: 

Who is the person on stage? 

Why should I (the audience) be interested in who you are? 

How do we create dramatic driving tension? 

Should it work by building events which investigate how the characters make decisions? 

The answer to the question at the end is: 

Can anyone make a difference? 

Note: We wanted to make sure that the characters were HUMAN. Not cardboard cut-outs (2d) characters. 

Documentary and drama 

Why has this decade seen the rise of a vibrant theatre of reportage? 

Playwright David Edgar points to a decline in conventional journalism and TV documentary – 

The Guardian, Saturday September 27 2008 (extract) 

“The war on terror brought politics back on to the world stage, and it's no surprise that politics returned to theatrical stages as well. But the predominance and resilience of 
verbatim, witness and testimony theatre needs explaining. The big subjects of this decade appear to lend themselves to traditional, mimetic representation.  

So why have so many post - 9/11 plays presented their research interviews as reportage rather than dramatising them in scenes? 

Why is the first question for an audience at a contemporary political play not "How have they shown the horrors of terrorism and war?" 

 But "will it be stools or chairs?"   

(For the full article please refer to www.guardian.co.uk) 
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Drama Resources:  

Image work (Augusto Boal) provides a powerful introduction to examining character, oppression and what the character can do to be empowered either politically or 

personally.  Image work can be used either as individuals, or in groups, the interpretations of the audience are at the heart of these exercises, as each person will read the 

image from their own shared experience and what is powerful to them.  Augusto Boal’s work in this area is extensive, and is informed by a strong theoretical framework.  

Many of his books are available and fully describe the power of this work practically and accessibly (*). 

BOAL, A. (1982) Theatre of the Oppressed, London, Routledge. 

BOAL, A. (1992) Games for Actors and Non-Actors, London, Routledge. 

BOAL, A. (1998) Legislative Theatre, London, Routledge. 

Corporate Identity: 

This is an exercise where a piece of costume or a prop is used to represent a character that is to be investigated.  The group sit around in a semi-circle with the items placed 

in the middle.  The character can then either be acted or presented or simply described by the teacher/workshop leader.  Each person in the group then speaks (creating a 

fiction that is informed by the facts) one at a time about how they knew this character.  A relative, a passer-by, a witness, a child, etc. building up a composite picture of the 

wider context to the character. 

Thought-Tracking Alley 

The characters had many choices throughout their lives and particularly at critical moments, thought tracking alley is a useful way for the, again the whole group to 

participate and for each student to see a situation from the characters point of view.  The group makes two parallel lines facing each other, and one member of the group 

or the teacher/workshop facilitator walks slowly as the character down the centre.  Choose a critical moment in the story and explain this to the group.  As the character 

passes each person in the group the student voices the thought that the character is thinking at that moment.   

This exercise can also be done seated in a circle.  Each person is given A & B alternatively.  A represents the voice in the characters head that is arguing for action, B 

represents the counter-argument of fear or reason.  The workshop facilitator chooses a student to start, and a continuous dialogue follows around the circle one at a time 

until the argument has been concluded. 
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Websites for further research around the characters in I’m No Hero 

Irena Sendler 

The story of Irena Sendler was uncovered by a group of students (all female) in Kansas [USA] and decided that they would like to find Sendler's grave. To their surprise the 
students discovered that Sendler was still alive and that she was living in a nursing home in Warsaw, confined to a wheelchair. The brutal torture by the Gestapo had taken 
its toll, but never once did she reveal the names. The students decided to write a play about Sendler. The play "Life in a Jar" was performed during their history class. It has 
been performed more than 250 times in the United States, Canada and Poland and generated media attention that cast a spotlight on the wizened, round-faced 
nonagenarian. After each performance, Megan Felt (who played Irena) and the other cast members passed a jar for Sendler, raising enough money to move her into a 
Catholic nursing home with round-the-clock care. They and the teacher who assigned them the play project, Norman Conard, started the Life in a Jar Foundation, which has 
raised more than $70,000 to help pay for medical and other needs of Holocaust rescuers.  

www.irenasendler.org 

http:/wiadomosci.onet.pl/1746957,11,item.html  

There are also many extracts of footage of Irena talking to the four young women from Kansas who unearthed her story, including extracts of the show that they 

performed “Life in a Jar”.  Also the CNN report when she was nominated for a Nobel Peace Prize in 2007 and Al Gore won it instead for his environmental work: 

www.youtube.com/watch?v=OVw1PANUcdg 

Information for Rachel Corrie  

www.rachelcorrie.org 

There are also many extracts of footage of Rachel Corrie talking directly to camera about her experience in Rhafa, which students may be interested in researching. 

www.youtube.com/watch?v=O3JI-axaRF4 

There is also material on the internet criticising Rachel’s actions and writings, for example - an article by Roberta P. Seid in Commentary Magazine says:  

This website presents a very different view of Rachel Corrie’s contribution to International Solidarity Movement.  

http://www.commentarymagazine.com/viewarticle.cfm/the--self--deceit-of-rachel-corrie-11453?page=all 

For further reading research that surround the shows stories: 

M. Zusak (2007) The Book Thief, Random House Group, London  
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A powerful novel that examines the position of an ordinary young girl living in Munich during the rise of Hitler.  “Extraordinary, resonant and relevant, beautiful and angry” 

Sunday Telegraph 

www.savethechildren.org.uk 

Save the children is asking people to voice their support for a ceasefire, by texting CEASEFIRE to 81819 

www.gov.il   Israeli government website 

www.bethshalom.com  Holocaust centre, based in North Nottinghamshire 

www.avaaz.org  Campaigning website for a range of social /citizenship/global issues 

www.unicef.org.uk United Nations Children’s section-information on Palestine/Israel issues 

www.un.org United Nations Website-has information on current affairs in the Middle East  

Contacts for the show:  

Tangere Arts: www.tangere-arts.co.uk 

Roger Knott-Fayle websites: www.arkayeff.com  

Maggie Ford website: www.springrites.co.uk 

 

This production is funded by Awards for All and Arts Council England East Midlands 
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Appendix 3.a) The Kites Are Flying  
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Appendix 3.b) The Kites Are Flying: Footage short documentary 
 

https://www.youtube.com/watch?v=KMwRaaSsXNw&t=33s  

 

 

 

 

Total viewings to September 2022 = 19 
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Appendix 3.d) Newspaper Articles 
 

 

 

 

 

 

 

 

 

 

 

“Content removed due to copyright restrictions” 

 

 

 

 

 

 

 

 

 

 

 

“Content removed due to copyright restrictions” 

Derbyshire Times: Thursday 2nd May 2013 Matlock Mercury: Thursday May 2nd 2013 























54 

 

Appendix 3.e) Audience Data: Children’s Drawings at Aida Refugee camp, Bethlehem. 
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Appendix 3.f) Photographs & Footage: 
 

https://avahunt.co.uk/productions/the-kites-are-flying/ 

 

  

 

 

Footage of Aida Refugee camp 

 

 

https://www.youtube.com/watch?v=zuDX4sGwcaE https://www.youtube.com/watch?v=kMleaFH CNs 
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Appendix 3.g) Media Coverage: Radio  
 

 

 

 

 

“Content removed due to copyright restrictions” 

 

 

 

BBC Radio Derby : Interviewed by Andy Potter 27th March 2013: 

https://www.bbc.co.uk/programmes/p015pfbw 

 



57 

 

Appendix 3.h) Teachers Evaluation and Student Observations of Workshops in Schools 
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Appendix 3.i) Ethics for The Kites Are Flying:  
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Appendix 4 a) Acting Alone Show Brochure 
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Appendix 4.b) Acting Alone Footage: Trailer & Full Production with Introduction (2020) 
 

  
Total number of Viewings by September 2022 = 911 

https://www.youtube.com/watch?v=smXuEuHR2I4&t=2s 

 

Total number of Viewings at September 2022 = 442 

https://www.youtube.com/watch?v=JtuQYpL5MyE&t=2660s 
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Appendix: 4.d) Newspapers Articles & Review Links 
 

 

 

 

 

 

 

“Content removed due to copyright restrictions” 

Llanelli Star: South West Wales Media by Gemma Roberts May 2016 
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“Content removed due to copyright restrictions” 

 

 

 

 

 

 

 

 

“Content removed due to copyright restrictions” 

Asbourne News Telegraph, 1st July 2015 Derby Telegraph, 26th June 2015 

REVIEW Link 2015-2016 Reviewer Name 

British Theatre Guide 
https://www.britishtheatreguide.info/reviews/acting-alone-jack-studio-the-
12964  Jun-16 Keith McKenna 

TV Bomb https://edinburghfestival.list.co.uk/top-rated/year:2016/source:TV%20Bomb/  Aug-16 Reem Allam  

The Wee Review https://theweereview.com/author/reem-allam/  Aug-16 Reem Allam  

The List https://edinburghfestival.list.co.uk/event/600381-acting-alone-ava-hunt/  Aug-16 Reem Allam  

Left Lion Nottingham https://www.leftlion.co.uk/read/2015/july/acting-alone-7591/  Jul-15 Molly Coffey 

Fringe Guru http://buxton.fringeguru.com/reviews/buxton-2015/acting-alone Jul-15 Stephen Walker,  

Buxton Fringe Festival https://www.buxtonfringe.org.uk/reviews2015the.html  Jul-15 Rufus McAlistair 

Theatre Bubble 
http://www.theatrebubble.com/2016/08/ed-fringe-2016-acting-alone-at-just-
festival-in-st-johns/  Aug-16 Alexander Hartley 

Broadway Baby https://broadwaybaby.com/shows/acting-alone/713827  Aug-16 Nuri Syed Corser 
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Appendix 4.e) Audience reactions at Edinburgh Festival Just Festival Human Rights 
 

FACEBOOK AUDIENCE FOOTAGE: https://avahunt.co.uk/productions/acting-alone/ 

 

Total number of views to date September 2022 = 412 
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Appendix 4.f) Photographs: Production photographs at: https://avahunt.co.uk/productions/acting-alone/ 
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Appendix 4.h) Transcript: Chaired discussion Hope Conference Auckland 

2015  
 

Introductions deleted to anonymise participants unless where permission was granted. 

START 

A:  I guess I’m interested in the questions you’re asking about the immediacy of do we help now? what 
are our responsibilities to that or are we going away and believing in that being a bigger way to help and 
I think it asks the questions of all our hypocrisies that we have every day, basically every moment asking 
us to challenge those and I think that is what that question was about, come and help me. Now in that 
moment I think uncovers what we all feel about those ridiculous hypocrisies that are going on right 
now. 

Ava:  Thank you, thank you 

 

C:  I’m C and I lived in Israel for eighteen months. I’m a Baha’i, and the Baha’i is based there and I’ve 
always had this internal conflict, obviously all the Baha’is were there before it became Israel but there 
was always this sort of tension within me for various reasons and yeah, I just related to the piece, it 
brought up a lot of questions that I felt and also just the form and your, just your performance was so, 
yeah, engaging really, yeah. 

 

Ava:  Thank you, R, do you want to just say a little bit more about yourself. 

 

R:  So, I was asked at kind of late notice to chair the session but because we’re so small I’m hoping that I 
don’t really have to do that role very much. But just to respond on a kind of slightly different register, 
my name is Rand Tumur, Jameal Tumur Hazu. My family are from Jerusalem, my dad’s family is from 
Jerusalem, my grandfather was kicked out as a refugee in 1948 when Israel was created and they ended 
up in Jordan. That’s where I was born. My mum’s a Kiwi, she’s a crazy Kiwi nurse and she travelled to 
the Middle East in the 60s when everyone was running away. She got work with the Royal family, so the 
current King Abdullah, she changed his nappies and at the time my dad was working, he ended up going 
to London, worked for the BBC as a radio AXouncer then returned to Jordan where he met my mum. 
They got married, they had three kids. I’m the second son. I was born in Jordan. So Jordan has this 
mountain, Mount Nebo, referenced in the Bible and that was where Moses was shown this vision of the 
holy land, so you can stand on this mountain and look out across, you know, the Jordan valley with the 
River Jordan and see this other place, and that was always my experience of growing up in Jordan, you 
know like home was always just ‘over there’, just a stone throw away, that’s a pun, stone throw away, 
yeah. So, I came to Australia to do my undergrad studies and then my PhD, and my PhD was focusing on 
asylum seekers and refugees and the theatre responding to that issue under the Howard Government 
and in 2011 I was lucky enough to get a grant from the Australia council, sort of called a ‘Cultural 
Leadership’ grant and with that grant I travelled back to Palestine and met up with Abdelfattah 
Abusrour who runs this wonderful centre at Aida camp that Ava was talking about visiting and I also met 
up with lots of other activists and theatre makers. In 2012 I invited four or five of them to Melbourne. 
We had a conference where we explored some of their work and then there was a period of creative 
development and I started working with a company called ‘Version 1.0’ which unfortunately now it’s 



80 

 

folded. So, I’ve written a little bit about Palestinian theatre and I obviously connected to it in a personal 
kind of way but also, you know, also I guess it informs my broader mission of engagement to issues of 
social justice, you know, I guess that’s why I have my, my funny bone around racism or discrimination is 
finely tuned because of that experience and that’s the connection I find with other people probably, 
share with you here or with other Jewish activists or Israeli activists that I’ve come across and met. So, 
that’s kind of the experience that I’m going to be helping, talking from today in this little session. Ava 
had a particular idea about what we might do in terms of trying to engage with some of the concepts 
and ideas in the performance as a way of kind of reaching some, maybe further questions and things 
like that. So did you watch, I’ll hand over to you and you can explain what we’re going to do. 

 

Ava:  Yes, because this is being recorded would you just say who you are and if you have a connection to 
the content in any way. Just say who you are 

 

J:  I’m J and my connection is more to the theatre practice in and around social justice and solo 
performance, female performance. Very interested in the content but not very knowledgeable. 

 

Ava:  Thank you, thank you. Yes, I didn’t know how many people there would be today and I kind of 
thought it would be nice to do some practical work but we’re in the room with tables and chairs so, 
what I thought we would start with is just to turn to the person next to you and just first of all, just talk 
for just one minute about any images or moments that were in the piece that still are resonating with 
you now, twenty four hours later. I’m interested in, Yes? 

 

J: Can I just say as your recording this, I was not at the performance because I was not well.  So I’ve 
come to this to get as much as I can in spite of the fact that I wasn’t available 

 

Ava: OK, that’s fine, that’s fine. Oh, yes, yes. So, yes, so if you want to just listen in then, I think. 

 

R: I think that would be quite useful I think in terms of documenting, so when we are trying to articulate 
moments or things we talk, remember that we’ve got someone here that didn’t attend so then we can 
be really clear in our descriptions and our recollections, you know it would be useful I think. 

 

Ava:  Brilliant. So yes, just turn to the person next to you and just talk about any images or moments or 
stories that are still resonating in your mind. Ready, steady, go.  [general, multiple conversations 
between participants] 

 

Ava:  OK just coming up to a minute.  [general, multiple conversations between participants]  OK, so 
that was about a minute. So, just hang on to that, hang on to that discussion that you just had there. 
We’re not going to feedback yet. The next thing, so we’ve just been talking about kind of content if you 
like and what stories resonate still with you, what moments, what images. And now the next thing is to 
think about form, so thinking about the music, props or any participation that was in the show, again 
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you’re interested in that form within the structure of the piece. So again, one minute. Ready, steady, go.  
[general, multiple conversations between participants] 

 

Ava: OK and just finishing up.  [general, multiple conversations between participants] 

 

Male voice: I’m late, I’m sorry 

 

Ava:  That’s OK [background chatter]. We’re recording this session so for the purposes of the people 
who are listening to this recording, three people have just joined us so could you just say your name 
please and say if you have any particular connection with the content of the piece, so 

 

Michael:  Michael Anderson. Not that I’m aware of except that I did see Via Dolorosa’ and I wanted to 
talk about that 

AX H:  AX H, MXX University and I’d say exactly the same thing. 

Ava: Thank you, thank you. 

 

Jx:  Jx from the University X. My only connection is that I’ve done the, Stig Eriksson does a beautiful 
drama about [male voice in the background: Rachel Corrie], Rachel Corrie, ‘My name is Rachel Corrie’ 
and I’ve done that drama with him many times so I felt it had a strong connection to the Rachel Corrie 
part of the film. 

 

Ava:  Great, thank you, and so just to recap then all we’ve done so far is to basically talk about any 
images or moments or stories. So in terms of content that had resonated with us and to share that in 
pairs and then, holding on to that, and then thinking about form, so thinking about the music and the 
props, lighting or participation that was included in it, and then the third one again this is in pairs, we 
are just going to talk about any kind of feelings (AFFECT) that you had, that you can remember that you 
had while you were watching it and anything that might still be with you now. So any kind of feelings or 
emotions. OK, so ready, steady, go that’s one minute. Ready, go  [general, multiple conversations 
between participants].   OK so that’s a minute, so just wind up. [general, multiple conversations 
between participants].  OK and again just hold onto that, there’s a lot to hold onto here. I know, I’m 
sorry [laughter]. Again because we’re twenty four hours on I’m really interested to know what questions 
are still in your mind now or what questions you have as a result of seeing the piece. You’ve got one 
minute again, thank you. [general, multiple conversations between participants].  OK and that’s coming 
up for a minute. Thank you very much.  So, thank you, thank you. You’ve got a lot to do now. 
[laughter]But I just wanted to say that I don’t think I’ve acknowledged the audience really because I was 
just so aware of you yesterday, and just aware that I was performing to so many Doctors [laughter] and 
so there was this real sense of, kind of knowledge and kind of affirmation that was going on. Just that 
whole thing about being in a live performance and really feeling you with me was just a great 
experience and a contrast and I will just share this with you briefly, and I’ve got a letter here as well that 
if we’ve got time I’ll read out a couple of bits of it, but the second performance that we did, there were 
two women in the audience, two Israeli Jewish women who sat and talked throughout the entire 
performance saying ‘lies, lies, lies’ and then when I got to the end, oh yes and also a terrible irony was 
that when I was performing the Irena Sendler story about the Holocaust, one of the women’s 
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telephone, mobile phone went off which of course is, the audience was so antagonistic then, towards 
them. But then at the end of the show when I asked them, when I ask everyone you know, ‘here’s a 
space for you to say something now’ they didn’t speak a word. But the audience was furious with them, 
absolutely furious and a very, kind of animated conversation happened afterwards, which is what the 
show is there to do, to provoke that debate but, so I just wanted to acknowledge that the performance 
doesn’t exist without the audience and audience yesterday, you were a very special audience, a very 
particular audience and I was very aware of you throughout the entire thing. So, sorry.. 

 

R:  So how do we want, do we want to just open up to discussion then and move, and just kind of move 
through those three or four different provocations that Ava’s asked us to kind of think about, I guess to 
debrief in some way about the performance that we saw, thinking about image, moments, content. 
Thinking about form, sound, participation, things like that. The feelings and finally maybe we can wrap 
up with any questions that may remain unresolved. Questions about the performance, the politics of 
the performance, politics of the spectatorship that was listening and engaged, you know so is that, shall 
we just follow that format maybe or slide a little bit maybe into mentioning about moment or image 
may go into content. Maybe we should just…shall we open it up? Maybe you’d like to recall a moment 
to start with, keeping in mind also that we’ve got someone who didn’t see the performance so it will 
encourage us to be really detailed now in our descriptions and really exact in our wording about what it 
is exactly we’re recalling. Would anyone like to start? 

 

Female participant:  I would like to start with something. Myself and some of the others have been 
talking. We were moved to tears, not in the performance but after. I’ve actually spent a year in Israel on 
a kibbutz in the Mushara so I think there was memories of me, aged twenty one but I think, if anyone 
wanted to talk about why the tears were there and for myself I think I was living with the frustration of 
you and the real-life time, the goats of a man still have no water, there was a feeling of helplessness and 
the fact that the whole Israeli-Palestine thing is going on now and will keep going on for who knows 
how long so, it was the hopelessness and the theatrical and the tears and that’s just what I wanted to 
throw open and to share why they were crying. 

 

Ava: thank you.  

 

A:  For me, I suppose I was moved to tears just your question, was addressed to the audience, was 
around fears and, you know, why the fear exists and I guess whether you help, stay and help the family 
or you give the water or return to your safe life with your son. So for me, yeah guess I’ve got my own 
fears, I’m fearful but I’m still, I’ve got this burning desire to move forward and help in many ways. 
There’s always that something holding you back.  

 

Ava:  Yes, I’ll just reply a little bit to that. I think, when I talk about it in the show, it’s the fear of in a way 
it feels like it’s your story, you know what I mean, and who am I to tell this story, that’s the question I 
start off with at the beginning, you know as someone on the outside am I interfering, can I ever 
understand everything that there is to understand, and if I don’t understand anything does that mean 
then that I can’t contribute or support or make and intervention. So I think that the situation in the 
Middle East is so, I say it in the show, it’s so complex it becomes a disabling position to be in and so 
willing to be, to get it wrong, willing to stand there and be humiliated, be willing to hold a space within 
which we can all blindly fumble and hopefully not make the situation worse. 
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A:  Yeah, I really loved that. I think that was the thing that, from the performance, the one thing I loved 
about was the honesty that was for me was like a guiding light. That anxiety of good intentions is behind 
a lot of theatre just generally right, it doesn’t have to be about engaging with the Palestinian-Israeli 
conflict. So that’s there, whether it’s about homelessness or about poverty or about refugee issues or 
experience, you know it’s there. I think what I did really appreciate though and what to me set up a kind 
of, a kind of, there seemed to be a self-awareness to making you position within the performance as 
someone that, and I love the tentative kind of approach, going into the performance base and then 
withdrawing again, you know there was a kind of tentativeness and an honesty that I really appreciated, 
because it connects to something that I’ve been struggling with a lot with other Palestinian artists, you 
know there is this kind of sense of the Occupation, like the Palestinian identity in general is defined by 
the Occupation now and it’s really difficult, and I’m not talking about the political situation necessarily 
but there is this feeling of being stuck constantly. So even when you get a group of Palestinian artists in 
a room in Australia, far removed, to try to get them to engage in a different way or to create that kind 
of creative space where people feel the sense of freedom and you know being able to think creatively, 
it’s really difficult. There’s this kind of artistic block and this kind of intellectual block, you know so the 
Occupation, in the same way that routes and transfer points and check points block movement it’s 
almost like that whole process has been kind of internalised by a kind of Palestinian psyche and by 
artists and intellectuals, you know. It’s really hard to move you know, and that’s I guess what really 
resonated with me because in some ways that’s what I saw in the performance as well, this ‘how do I do 
something? I’m stuck but I’m going to try to do something but oh, I’m stuck’. It’s the same kind of thing 
that I’ve been struggling with, with other artists and other projects that I’ve been working with for the 
last couple of years. It’s amazing, every time you want to try to do something, things get side-lined or 
broken or people pull out, they say ‘I just can’t, ethically I can’t continue creating art, we should give 
that money to you know, people in Gaza’, and I say well you know, there are all these stumbling blocks 
and that’s kind of in some way, there was something about the honesty and the articulation of that 
anxiety that spoke powerfully to me. 

 

Michael:  I’d like to pick up on the complexity because I think it’s a really interesting piece but I felt at 
the end it came to a resolution and I think, I had a discussion with a playwright friend of mine was also 
in the audience and she said ‘well you can’t live in the play world in complexity for the whole time. 
You’ve got to resolve. You’ve got to come down on one side or the other’. I wonder to what extend you 
felt that was true? And I’ve got in the back of my head the Via Dolorosa which I think had many of the 
same qualities as not exploring the complexities and then coming down and saying ‘well this is how I 
feel’ and that’s not to negate the complexity that was in it but it does feel, feel like the complexity was 
resolved to a certain extent and I wonder if that was realistic? 

 

Ava:  I don’t know. [female voice: fully resolved] I don’t know. The choice to put the stories in, the 
traditional stories was a conscious choice obviously on our behalf but the thing about traditional stories, 
they do have a beginning, and a middle and an end and there’s a really clear trajectory and you know 
everything’s nicely resolved but we’re left thinking about something, and having this kind of ‘ummm’ 
kind of moment, having this warm kind of, feeling, whereas this one it cAXot have an end, it can’t have 
an end. I mean it’s interesting that the letter that I received, you know basically I’m, it’s, I’m accused in 
this of creating a piece of theatre that is anti-Semitic, that breeds anti-Semitism [pause] and I think 
that’s what’s difficult, it’s that as soon as you even try to, you know how can you be fair in trying to 
present the situation when the two countries are, well, just as, just to quote this ‘this line of thinking 
arises from a belief that conflict between Israelis and Palestinians is caused by a crisis of opposing 
narratives fuelled by decades of mutual aggressions and propaganda carried out by both sides.’ You 
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know, Ben Rivers talks about actually when comparisons or Jint objects between two countries are 
ridiculous when one is occupying the other, you’ve got such an imbalance of power it’s impossible to 
have a fair conversation and I was very aware as well, that even by going to that Israeli children’s 
theatre festival, for some people I was crossing the line. 

 

Female participant:  Did you include Irena’s story, you know the experience of trying to save those 
children and understand the persecution of those Jewish children, did you include it to correct the 
imbalance with those stories? 

 

Ava:  No, the project ‘I’m No Hero’ was the starting point of where I was in 2009 so she had to be there 
because Irena and Rachel were the kind of the starting point but the week, like I say in the show, the 
week that that show opened was the week when Obama was inaugurated and the Israelis rolled tanks 
into the Gaza strip because there was this political vacuum and they were like, it felt like, it’s like we’ve 
got an opportunity to sneak in under the wire here because nobody knew what Obama was going to do 
in terms of, you know, addressing the Middle East so it, it, and also the piece was going to perform at 
the Holocaust Memorial Centre in Nottinghamshire on Holocaust Memorial Day and of course again 
when they found out that Rachel Corrie’s story was in it, it was never performed there. There’s constant 
polarisation. Sorry. 

Rand:  So there’s a, I’m just wondering whether we can maybe do a survey because I get a sense that 
maybe there’s an ambiguity around politics, is that kind of what you were saying? 

 

Michael:  No I wouldn’t say ambiguity, I would say complexity. I mean I think there were moments, 
really well executed moments of ambiguity actually. I think the storytelling moments were, passed me 
by in a way, they introduced a way for us to interpret and understand that material as opposed to the 
kind of factual, unavailable material in a way.  So that juxtaposition I think really, really allowed us, 
allowed the audience space to kind of consider but I think that, I think that the discussion around 
complexity is a discussion in the whole theatre that deals with live issues [indistinct] that how you 
manage complexity when you have to say something, because you don’t want a play that comes out 
and says ‘oh well, everything’s really complex’ [clicking noise]  [laughter] 

 

Ava:  The end  

 

Michael:  And it’s all really difficult. So I think, I think that’s always the struggle in a play like this. So I 
think there were moments of ambiguity but I’m just thinking about whether the complexity necessarily 
becomes some sort of resolution because it has to in terms of performing and ????? 

 

R:  Was there a resolution to this performance do you think? I don’t know. 

 

Female participant:  I think there was on one level. For me it was in that stardust comment and the 
children’s performance you know. That old chestnut about us all being made of stardust, it then 
removes us from the politics and conflicts I think and cuts right through to something quite simple and 
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beautiful, and so I think there were moments that took us to that place which for me is, is enough. I 
didn’t think [indistinct] the fable story, yeah. 

 

R:  I had a different, a different reaction to the story of the two children but you said C, you said 
something about, C right? You said something about the difference between those mythic stories and 
the mundane stories and you were saying that was something that stuck with you about the form of the 
piece. Do you want to talk about that a little bit? 

 

C:  I don’t know how much to add on but I guess the thing that I enjoyed about the, I guess, mythical 
element was the, yeah, the metaphor which you could then dream around and could help frame the 
other story, and just also showed the complexity of everything. 

 

R: Did anyone else have a kind of interaction with that story of the two kids? Maybe I should just tell 
you why I don’t like that story. [laughter] 

 

Ava: Ok, Ok 

 

R:  Because a lot of the time I think, you know, especially among cultural producers or people that work 
in this kind of field, you know we hold on to this idea that if only we could produce a piece of art that 
gets people talking then our differences will somehow be resolved, and I think it’s a very patronizing. 
For me I get very, I feel really patronised when people take that line of argument with me when it 
comes to the conflict in the Middle East and particularly the Palestinian-Israeli issue. I mean my dad is a 
Palestinian, I grew up with Jewish neighbours you know, but there was no sense that they couldn’t 
connect or weren’t part of the same culture. What we’re seeing there, as far as I would argue, is a kind 
of a Zionist, colonial protest, right? And it’s got nothing to do with the sense of not being able to 
understand the other, it’s not what the issue is for me you know? And to suggest that to me, I feel, is a 
little bit racist you know? That you are reducing the complexity of the political discourse around what’s 
going on and the constant dispossession to this sense of ‘well if only I could just sit down with someone 
who is a Zionist or a Jew and see them as a real human being then all our’, you know ‘Kum By Yah, My 
Lord’ [laughter] you know, and I find that really and in some ways that’s the one part of the 
performance that I sort of don’t like because it happens all the time and it happens all the time among 
this kind of cohort of wonderful people where, even part of my heart, believes very strongly in that idea 
that through art and dialogue and communication we can find those connections between us as human 
beings that can help resolve some stuff, but it’s too simplistic and it’s too, sometimes a bit 
condescending I find when the whole issue is reduced to that ‘if only we could do some kind of creative 
project’. 

 

C:  I don’t think, maybe, I expressed it eloquently. I don’t think that the issue can be reduced to that. I 
think that having that in there was, it was,….aesthetically it took us to that place momentarily. It was a 
touchstone but I don’t believe a whole piece should be reduce able to that context because I totally 
respect what you’re saying as well about you know that, the complexity is also, it’s hot and it’s 
important and it’s much more than just the stardust thing but, I don’t know, I think it was about that 
rhythm of taking us there and then there and then there that occasionally felt like it was resolving in 
some senses, I don’t know. 
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Male participant:  Isn’t that just a ....sorry 

 

A:  For me the stardust for me talked a little bit about our powerlessness; that we are just the dust 
floating around, doing nothing and it seemed that the ???? spoke of this and I think, and kind of 
conversely or maybe together with that our complete complicit-ness to it as well, being from a Western 
nation and our involvement and you spoke a lot of we’re the people that also can’t be there to help 
feed the goats right now and what is the biggest issue in our world right now? We chose it to be this, in 
this room and because of that we all may as well be stardust in some way because it’s been going on 
forever and in that way the stardust thing is the connecting thing but in the some ways it was also a 
powerlessness thing in that we are all kind of like stardust. 

 

R:  Wonderful, A well put. J do you… 

 

J:  I guess, erm, Herbert Markuse talks about in his theory of aesthetics is that the aesthetic code is 
where form becomes content. So, for me what was interesting is the complexity of form which actually 
took my attention more than the content. So I was interested in the form, I was interested in the way in 
which you were, ???? like a form of ???? theatre we were seeing you struggle with how am I going to 
put this together, there were all the multiple layers. So, whilst I was kind of focusing on the form and 
your performance, and the delivery and the space and the audience and who we were as an audience 
and I’m thinking researchers, applied theatre people, how are they reading this. So I’m busily thinking 
about the form but at some point the form and the content merged in a way, that kind of strikes me as 
being what Markuse’s talking about, it’s where form and content come together. So, the content, the 
complexity of the form, the complexity of the content, then came together to create something that 
worked for me aesthetically. So yeah, it’s kind of interesting when you think ‘Oh, I’m just engaging with 
the form here’ and suddenly you realise it’s the content. So, that was my response to the work. 

 

Michael:  You know I’ve kind of got a reflection around that stardust, that stardust fable I suppose which 
comes from an Australian context which seems to me to be a reconciliation narrative. It seems to me to 
be that, the way I read it in the play, it was no more or no less than that kind of intention, that meta-
narrative, that we should be reconciled, we should reconcile. Now, that doesn’t negate any of the 
complexity in that situation or indigenous Australians relationships with colonising you know, cultures 
either, but I think that’s, it’s, it’s, you can rethink narrative as being about simplicity and I suppose it is 
simple on one level but it is also a kind of impulse that I think we need to, it’s almost first principle in 
engaging with these problems and the complexity of these problems cause if there isn’t that impulse, if 
there isn’t that reconciliation, you can see what happened in South Africa and it’s not like South Africa 
it’s more complex and it’s not like it’s fixed by any stretch of the imagination but that reconciliation 
narrative brought people together to engage. And I suppose that’s one thing that I did think about. I 
didn’t think it was a reductionist kind of fable I thought it was a way of saying this has to be an 
intention, on an intentional level.  The second thing I thought touches on Jx’s discussion, I also thought 
it fitted quite cogently with the whole tradition of theatrical, I mean I don’t know whether you intended 
this or not, but I was thinking about Hamlet, that whole discussion of ‘what good is an actor?’ 

And that’s kind of a discussion that actors have been having with themselves and others for a long time 
and I think we all, this field has been having this discussion all through this conference, what, what are 
we? Are we really creating hope? Are we creating false hope? Et cetera, et cetera which is, which for me 
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is a great touchstone in the piece because actually what you performed for us is the struggle that we all 
face as people living in all sorts of contexts. And, and also the, it’s kind of a middle class obsession 
sometimes too but, but I think, I think it’s something that we have to sit in for a while, we have to 
consider and I don’t think it ever gets resolved. I don’t think for actors, for people in applied theatre, I 
just think you continue doing the work but you have to be brought back to that question or you start, I 
think you start to do damage. If you’re not actively thinking about that question, well you’re going to do 
damage while thinking about that question as well [laughter] but it has to be a forefront of you know 
‘am I actually, is there any point to this [Ava: yes] should I just be putting on “Noises off”? 

 

Ava:  It has to be like a bit of grit doesn’t it, in the oyster. It’s uncomfortable, it’s painful, 

 

R:  I could take up the issue of middle class but did someone else have a burning desire to speak or be 
heard, about something, anything? 

 

Female participant:  Mine was just xx in the form and content, in the moment when you lit the candles 
on the stage, brought me into the space and honouring the loss of the children’s lives mixed with that xx 
thing, and how scared I am about doing harm, you know doing no harm. I xx thinking that no, I might 
stop my child there, being affected by something and that’s an area that drives my work, so when you lit 
those candles it wasn’t even present in that conversation, beyond the middle class, beyond the project, 
beyond everything I really appreciated it because I kind of needed to come in at that point and just go 
‘Oh look’ [laughter], that moment grounded it. 

 

Female participant:  You asked ‘who am I to tell the story’ so I would say well who are you not to tell the 
story and if not you, then who and I think that’s always important to the person standing up. Yeah, so 
and the story, the conflict, it could be Palestine-Israel, South Africa, Burma, Korea, it’s not like it’s 
exclusive to one ethnic group, I think, it is and it isn’t. 

 

Ava: I suppose what feels different to me, because I think there are resonances you know with any 
country that is occupied and colonised, you know, we can see all those resonances but I think the 
difference for me with the Middle East is that, that there is this kind of religious belief that it’s, for the 
Zionists it’s theirs, that God gave it to them and therefore they have a God, it’s their right, it’s there 
right to that land and you know the stabbings that happened just two weeks ago, three weeks ago were 
because you know the Israelis are trying to deny access to the ‘Dome of the Rock’ for Palestinians to be 
able to pray and what I always find ironic about that is that the ‘Dome of the Rock’ is the iconic image of 
Jerusalem and it’s not the ‘Wailing Wall’. The ‘Wailing Wall’ is not at the centre of that skyline of 
Jerusalem. 

 

R:  I’m a bit of a weird breed because I’m kind of not really religious even though my family are 
Christian, you know I don’t practise religion so I find it, I’m a secularist you know, I believe maybe partly 
because of the conflict I don’t know, but yeah I don’t really comment on that. I think fundamentalism, 
my dad is anti-church and the reason he is, is because when he was a kid he served in a, we’re the Syriac 
Orthodox Church so we, we speak Aramaic which is the language that Jesus spoke in life and it’s sort of 
this weird cross between kind of Hebrew and Arabic and so he served in the church which is in the Holy 
Sepulchre, the main church in Jerusalem as a little altar boy. When he was young in this church he saw 
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two priests from the Armenians and the Greeks who hate each other. One took out a knife and stabbed 
the other. So, he’s been anti-church his whole life and I’ve kind of grown up with that as well. So I don’t 
really see the conflict or my engagement or my connection to the conflict in strictly religious terms 
because I don’t have that connection although some other people do you know, but I don’t see it as a 
kind of religious conflict. As much as a lot of the propaganda around it tries to constantly you know, 
frame it as a kind of West Jewish Christian versus Islamic kind of conflict, for me and other Palestinians 
like me that come from that Christian tradition we’re like ‘Huh?’ you know like, it’s sort of, it’s sort of a 
bit odd, so you know.   We had a discussion at the start about me chairing this and said I feel really 
uncomfortable fielding questions or trying to frame things in terms of their political discourse because 
that’s not where I’m comfortable. My brother’s the activist and he can talk about history and dates and 
politics really cogently and efficiently whereas I always feel like, you know, I’m not so comfortable 
sitting in that area. I’d much rather kind of respond to things as a kind of a thinker, about theatre, about 
audiences, spectatorship kind of work so sorry if I come across as being a little bit flaky.  

 

Female participant:  So you could argue the same thing about the Irish, you know the war in Ireland. 
That was always framed as religious but it was actually about class [murmurs of agreement from the 
room], absolutely about class and religious was almost a [Male participant: a labelling] a façade put 
around but this was a war about class and wealth and about money and about greed.  

 

R:  We come back to class [laughter]. So, in the play, so Ava’s very articulate and honest and I find that 
engaging, having this anxiety about her role as an actor and what she’s doing and is it going to, and on 
the other side of that there’s this kind of sense that comes up a lot in political theatre I guess, or 
theatre, social change, that we’re sort of preaching to the converted and the only people that come and 
see these plays are the bourgeoisie or the middle-class white people with good intentions, therefore 
how good is it? Now I completely reject, completely reject that argument for lots of reasons. For some 
reason I think there’s a big hang up not so much here in New Zealand, but there’s certainly a hang up in 
Australia, they have this whole kind of, this whole complex around class I think in Australia. So, so, and 
partly my ideas about this are informed because of my scholarship around refugee theatre in Australia. 
You know we’ve got this sense that this kind of Marxist model around art or political art, that it would 
be this kind of intelligentsia creating art for the working class, the proletariat will then kind of rise up 
and bring about social change, right. It informs all political kind of art that happens, you know it’s there 
under the carpet you know, and it’s not the case, at least it’s wasn’t the case with the last kind of 
political renaissance, the political theatre in Australia around asylum seekers and refugees. I mean it is 
middle class audiences that bring about change, that’s my feeling. It is the teachers, the nurses, the 
lawyers, the doctors, the people that have a little bit of discretionary funding that can afford a ticket to 
go to the theatre that will find time to write to you know, ministers, you know that’s my belief. I don’t 
agree with the model, I don’t agree with the model and I reject friends of mine who have this hang up 
about producing critically engaged performance for a kind of middle class audience, and some of that I 
guess is informed by my own upbringing because you know, in the Middle East we were part of a very 
small middle class but middle class for me has always been an aspirational thing you know? It’s not 
something that you look down on like in Australia ‘urgh, bourgeoisie, urgh middle class’ like it’s 
something, it’s a bad word. For me it’s never been a bad word you know. So, I just wanted to kind of 
ring that kind of, because at the same time we’ve got this anxiety of a person, a performer on stage 
talking about their inability or ability to act or do something. We’ve got this anxiety about who the 
audience is and whether they can, because we’re sort of middle class we’re sort of privileged and we’re 
not you know, there’s kind of this tension, I don’t know I have a problem where, I still have an ongoing 
problem with that kind of idea that theatre, I mean theatre is a kind of middle class pursuit in some 
ways.  
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Female participant:  Theatre isn’t one thing [Rand: no it isn’t]. You can’t put theatre into xx and I 
completely disagree that social movements are led by the middle-class. I think it’s almost always led by 
a small fringe, that is, like for example, you know the most recent social movements have been 
interclass, galvanised in global ways through social media which is in some ways new and some ways 
not but you could argue that that’s a form of theatre, OK. It’s a public, that’s inhabited. I think what 
you’re talking about is theatre in theatres and that particular middle class kind of people. I think that’s 
what you’re talking about. [Ava: that’s a good point]. It’s only one form. 

 

Female participant:  Access, access is my kind of, access to stories and I think theatre can happen in a 
beautiful theatre and that same sort of theatre can happen on the streets. So my thing is wanting to 
take stuff and put it in all those places and J, J can probably talk about that can’t you, about doing 
theatre in public places but yes it’s actually the access to those ideas and those conversations that I 
struggle with 

 

Female participant:  Which I guess, E, in your conversation talking about freedom theatre, why do they 
privilege the space at the theatre rather than the street? Is it safety? Is it, is it an artistic decision like I’m 
kind of intrigued by the freedom theatre  

 

Ava and E: Is it xxx Yeah, Jenin,  

 

E:  Well, it’s not a safe space at all the freedom theatre. It was destroyed during the very first ????? 
theatre, it was destroyed during the second Intifada. They also don’t just perform in the theatre. They 
go out actually into what I call sites of extreme contention, so it’s these areas [Ava: Yes, yes] such as the 
Freedom bus where they are going to these Bedouin camps, going to these villages where, that are 
surrounded by settlements, surrounded by the separation barrier, where there is constant militarised 
conflict and they are performing playback within them and that in itself is a very, very dangerous act. 
They are being watched, if you go on to the Freedom Bus it’s freedombus.ps they have a blog and you 
can see there’s this one beautiful, from the 2012 Freedom Bus, they are in a place called ????, up near 
Jenin, it’s a little village and you can see this Israeli soldier watching through binoculars as they are 
singing ‘huriya, huriya’ which is ‘Freedom, freedom’ and they are actually being watched through 
barbed wire with heavily armed soldiers. There’s another example of them near, near Bethlehem 
performing on a hilltop and the Israeli soldiers are actually protecting the separation wall from, you 
know these threatening actors [laughs] who you know could, it’s a dangerous pursuit to do theatre, a lot 
of the Freedom Theatre people have been, especially after the assassination of Julianno Mer-Khamis 
were arrested. Zakaria Zubeidi has been in prison, in detention by the PA, the Palestinian Authority, on 
and off since 2011. Nabil Al-Raee who’s Creative Director of Freedom Theatre has been detained on 
numerous occasions. Faizal Abdul Hijah who is actually the cousin of the leader of the Al-Aqsa Martyrs 
Brigade in the second Intifada, one of the armed resistance, who is a theatre practitioner now, he has 
been detained and they actually did a performance in 2011 when he was released, sorry I’m kind of 
monopolising… 

 

Ava:  No, no, no. Go, go on it’s fine 
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E:  They did a Playback Theatre performance where, using ex-prisoners to exemplify what the Israeli 
army were doing. That very night Faizal Abdu Hijah was arrested and they marched him directly to 
where the performance a few hours earlier had been performed and then took him to the Jeep and 
then took him to the Jalame detention centre. The Israeli army, erm you know, there’s also a, when you 
could hear the military planes [Ava: yes], that’s the exact same experience I had actually in the Freedom 
Theatre but what is interesting is why have the Israelis not gone in and destroyed it? Why are they 
allowing it to happen and I would argue it’s because of its International attention. They’re more than 
happy, the Israelis in Gaza to drop bombs onto cars to assassinate Hamas leaders and it doesn’t matter 
if there are kids in the car. There have been examples of children, the children of the Hamas leaders 
being killed as well. Why have they not dropped a bomb on Freedom Theatre? [pause]. The answer is 
the International attention that it’s creating. 

 

Ava:  Well their recent tour, the Freedom Theatre came to the UK with a production called ‘The Siege’ 
and it was on the front, well not the front pages but it was in the Daily Mail that basically the Arts 
Council and the British Council were funding terrorism and so the performance in Manchester, there 
were riot vans outside and the performance I attended in Nottingham, you had pro-Palestinian, pro-
Israeli people demonstrating outside the theatre and the police were there to oversee it. 

 

R:  We wanted to finish up, unless Ava you wanted to say anything? We wanted to finish up with any 
kind of questions remaining? Was there any, what did, what you know, there’s that lovely moment at 
the end where there was where’s the ending and what persists I guess is always a nice way to think 
about a theatre event, a performance event is what, once it finishes, what remains, you know is kind of 
interesting. Were there any kind of other questions that was the final point that I wanted us to think 
about. 

 

Male participant: I have a question about ‘Via Dolorosa’, I was just wondering I was really [coughs] 

 

Female participant:  Can I just ask what ‘Via Dolorosa’ is?  

 

Male participant:  Yes, sorry 

 

Ava:  It’s a play by David Hare. So he wrote this one person show, he goes to Israel basically to kind of 
write a play about you know the Israeli-Palestinian conflict and 

 

R:  And the Via Dolorosa is the stations of the cross right, where Jesus would carry the cross  

 

Ava:  Yes, sorry 

 

R:  And so pilgrims would go along that through the old city of Jerusalem 

Ava:  Yes. 
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Male participant:  So I’m interested how that was useful or not useful to you in the presentation of the 
work and the development of the work and whether you had a discussion with him or not? 

 

Ava:  No, no I didn’t, I didn’t have a discussion with him although the copy is signed by him. But no, I 
mean I read it and I couldn’t get it out of my head. When we sat down to, to, to put the piece together, I 
think what I was aware of as well in the piece was that I wanted to provide some sort of 
contextualisation, geographically and historically to the creation of Israel and I just really liked that 
section that I read out, you know, it’s that image of this small, brown anchovy lying down on a school 
atlas, you know this small patch of land that symbolises so much. So er, but I mean I, you know it’s 
impossible for anyone to perform it because it was written for him, it’s only for him to perform because 
it’s written in the first person. 

 

Male participant:  It’s been performed by others 

Ava: Oh has it? Oh right, oh right, oh ok. It’s just that in the front he kind of talks about how 

 

Male participant:  It can be performed by others 

 

Ava:  Well, there you go! 

 

Female participant:  He still got the performing rights for it though hasn’t he 

 

Ava: Yeah, that’s true, that’s true 

 

R: Any other questions that persisted for people at the end? Is there anything…. 

 

E: I was just wondering if you were going to perform it in the West Bank or Israel? 

 

Ava: Well, Abed is coming in the next month or two and I’ve set up an organisation with other 
colleagues of mine called ‘Friends of Alrowwad’ so we’re going to be raising funding and helping to, for 
Alrowwad to have their own purpose-built theatre. That’s the idea, the long term. So when Abed comes 
over I’ll be talking to him about, about that possibility although you know I’m, I think you know it is a 
piece for people to consider who are outside, do you know what I mean? It’s very much, we are the 
bystanders, we are the witnesses and each day this, you know, more and more young Palestinian 
people are rounded up and put into prison for throwing stones. We are the witnesses to that and that’s 
kind of what Irena says you know in the piece too, you know if we do nothing. 

 

AX:  But we don’t have to go all the way to Palestine. 
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Ava:  No, no we don’t. 

 

AX:  Because right now in Darwin there’s a young girl who’s worked in our theatre from ????? State High 
which is a city school which is seventy percent refugee. She was working with us in a theatre project, 
she was in detention travelling each day to school from a detention centre right in the middle of 
Brisbane. She dared to speak to the ABC on the radio about her situation and her denial, her refugee 
status. That morning after the radio broadcast at 5am she was dragged out of the Brisbane Detention 
Centre and put on a plane and sent to Darwin and there she is for the rest of her life. Indefinite 
detention because she’s been denied refugee status. Iran won’t take her back because she refuses to go 
voluntarily, so for the rest of her life she’s in Darwin. Her names XXX and she’s a twenty year old young 
woman and she’s in, she’s in our backyard and she’s an art maker, she’s a, she’s a kid who loves to 
perform in drama. She’s twenty, she’s actually married to an Iranian-Australian citizen, the whole 
thing’s bizarre, completely but we don’t, people making kind of, wanting to make art, wanting to speak 
out is kind of, we don’t want to travel too far to find it. 

 

Ava:  Absolutely not, no. 

 

Female participant:  That whole sense of despair 

 

R: Do you want to say something to wrap up? We’ve got maybe a minute have we?  

 

Female participant: 

That fear of not being able to go back, to feel connected [Ava: yeah] Have you been back since? 

 

Ava:  I haven’t been back yet no, no. And also Andy who worked on the piece with me whose then gone 
and worked with Freedom Theatre, he doesn’t lie any more, when he goes through Tel Aviv he just says 
what he’s doing and then whatever they chose to do they do to him. 

 

E: They know where you’ve been 

 

Ava:  Yeah. So yeah but it’s just that whole thing about, you know, what we do and, or finding different 
ways to do things and I think that’s what art and you know, we are creative people and we are 
facilitating a creative conversation hopefully. I just wanted to read you just one thing: ‘Audience 
participation has always been important in applied and social theatre where the aim to engage 
audience members in social activism and personal development has often been achieved through direct 
involvement in drama at the point of performance of a play’(White, 2013:3) and I think that, you know it 
doesn’t have to be, you know it’s what Boal talks about, a rehearsal for life, and we can only just drop 
those pebbles into the pond and they go out, the ripples go out. Thank you so much, thank you.   
[applause] 

END





94 

 

Appendix 6.a) Annotated Bibliography Verbatim 
 

1. Garson, C., (2018). Does Verbatim Theatre Still Talk the Nation Talk?. Journal of 

Contemporary Drama in English, 6(1), pp. 206-219. 

 Garson is critical of the aesthetics of verbatim stating that sometimes the text can be 

‘backward looking and out of touch’. What Garson is exploring in the article is the paradox of 

addressing a real and relevant issue whilst not being theatrically dull – relying on 

‘documentary realism’ (208). This dullness can therefore contribute to the loss of efficacy. 

The author suggests that verbatim offers audience’s stories that have been written out of 

history.  This supports my research exploring the story of Irena Sendler in INH.  Sendler’s 

actions were obscured under the Soviet Union for almost a further fifty years.  

Garson discusses the political imperative of addressing refugee stories against Brexit. He 

cross references Julie Salverson’s ‘aesthetic of injury’ (Salverson, 2001) questioning the 

representation of refugees as victim.  

‘Verbatim theatre has become increasingly urgent in the ongoing battle for attention… 

shinning a bright light on the social complexities of Britishness in the face of an unacceptable 

political reality’ (2018, 217). This supports my research question of inclusion of verbatim 

material as part of the Tritagonist Toolkit towards a pedagogic framework by the positioning 

of historical background contributing to the empowerment of the tritagonist. 

2. Hare, D., (1999) Acting Up, London, Faber and Faber.  

 Hare’s solo, autobiographical play relies heavily on verbatim material, although edited 

/written from his personal perspective of travelling throughout Israel, the settlements and 

the West Bank.  He presents verbatim accounts of attitudes and complexities contrasting the 

entrenched beliefs of the peoples living there. Challenging extremism on both sides whilst 

recognising that critisicisms of bias are difficult to contest when you feel so connected to the 

material. An extract of Via Dolorosa is contained within AA (Branson and Hunt 2016: 11). In 

Hare’s Acting Up he expands on his experience of performing to audiences in New York 

where reactions were sometimes aggressive, vocal and oppositional. These accounts and 

struggles of using both verbatim and autobiographical material about a controversial conflict 

acknowledged similar experiences from audiences. This account was especially helpful when 

analysing data addressing my research questions, and writing up my results.  

3. Hughes, J. and Nicholson, H. eds., (2016) Critical Perspectives on Applied Theatre, Cambridge, 

Cambridge University Press. 

 Kathleen Gallagher’s Chapter The Mirco-political and the socio-structural in applied theatre 

with homeless youth highlights the complexities of Applied Theatre practice, verbatim and 

ethnographic practices whilst recognizing the need for specific frame of ethical analysis.  

When working with marginalized groups/communities the need to avoid appropriation whilst 

balancing the researchers need to address structural inequalities and develop creative 

material.  The chapter discusses the limitations and skepticism of some participants that 

research or simply a play will not change the hegemonic structures of inequality. However, 

‘understanding the complexities and nuances of ‘real life’ stories through drama can be a 
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potentially powerful research approach’ (246). Chapter eplores Caroline Wake’s opposition 

to ‘giving voice’ is perhaps secondary to ‘granting an audience’ (ibid) to young people’s 

stories. 

Within AA Branson and I were mindful throughout about the appropriation of how the voices 

of the marginalized was being represented. Whilst other characters of power (white 

education men) needed to be placed clearly within in the narrative to expose complexities.  

4. Rynhart, J., (2018). A Voice for the Voiceless: How Effective is Verbatim Theatre in providing a 

platform for previously unheard or oppressed voices, and in prompting positive socio-political 

transformation?. [Online]  

Available at: https://nanopdf.com/download/effectiveness-of-verbatim-theatre pdf 

[Accessed 18 March 2021]. 

 The author articulates the tensions between putting all of the facts on stage and the artistry 

of the theatre maker and a theatrical performance. Rynhart references Anderson & 

Wilkinson’s (2007) article about the efficacy of verbatim.  This article supported my analysis 

of how verbatim can contribute to efficacy, and is quoted in my Critical Appraisal (39).  The 

notion that verbatim does not just rely on facts alone supports my decision in INH to 

incorporate a back story for Sendler and Corrie, this approach might best be described as 

Documentary Theatre. 

5. Summerskill, C., (2020) Creating Verbatim Theatre from oral Histories, New York, Routledge 

 Summerskill’s exploration of different terms used are laid out – identifying distinctions and 

historical development of testimony, verbatim, applied theatre, oral histories and 

documentary theatre, stating: ‘Verbatim theatre practitioners have notably less scholarship 

and practical advice upon which to draw when seeking guidance for their own productions’ 

(2020:5). 

Ethical concerns and appropriation of people’s real stories taken for the benefit of the 

researcher or theatre maker are discussed, as taking:  

‘Excerpts of which are employed in a script by theatre practitioners who, admittedly, use the 

interview content for their own purposes’ (2020:5). 

However, a thin line exists between this slightly more benign understanding of the term 

‘appropriation’ and one which leans towards ‘exploitation’, where playwrights might be 

accused of using narrators unfairly for their own advantage. Theatre practitioners must 

consequently tread carefully in this work (2020:5), although this practice of patchwork 

quilting verbatim material with documentary theatre elements, was developed by Out of 

Joint.  This approach was adopted during INH writing, rehearsals and devising processes.  

In AA script I describe that I wrote everything down that one person said (Branson and Hunt, 

2016:9) I did not record the interview. This way the audience are invited to scrutinise my 

ethical practice, through the plurality of being the researcher, who is now in the act of 

performing.  

Summerskill lays out a detailed approach to recording the Narrator voice and examines the 

ethical nature of naming the person or maintaining anonymity. Again my research processes 

employed were explicated clearly in AA text (Appendix XXX). 
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6. Young, S. (2017). "1 The Ethics of the Representation of the Real People and Their Stories in 

Verbatim Theatre". In Ethical Exchanges in Translation, Adaptation and Dramaturgy. Leiden, 

The Netherlands: Brill. doi: https://doi.org/10.1163/9789004346376 003 

 Stuart Young explores the inherent tension when exploring verbatim and fact based 

theatre that of giving voice to the voiceless, marginalised communities, whilst 

simultaneously potentially mining these very stories for the theatre maker’s ends and 

mitigating against the potential of ‘exploiting people’s goodwill’ (2017:25).  This 

raises important ethical questions about the responsibilities of the theatre maker 

with regard to ownership, appropriation and avoiding exploitation.  The chapter 

explores the balance between the ethical concerns, the politics and theatre making 

across notions of adaptation, translation, and dramaturgy.  The term fact-based is 

used interchangeably with verbatim, and recognises that in addition to the theatre 

maker’s responsibilities there are also ethical concerns the re-representation of the 

Other’ and for the performer, when presenting the ‘real’.  Mary Luckhurst introduces 

the term ‘ethical stress’ (2011:135) when discussing the impact for the real person to 

witness their story being acted.   

Young discusses the different methodologies of obtaining fact-based/verbatim 

material.  For example some maybe in the public domain, testimony, court 

documents etc – these methods were employed when writing/researching INH.  In 

AA verbatim accounts were also autobiographical. The ethical considerations and 

responsibilities were addressed throughout the ten year period of research. Due to 

the nature of the way that the three shows (INH, TKAF, AA evolved organically, 

sometimes ethical considerations had to be addressed retrospectively).  Given the 

nature of the testimonies of real people in AA verbatim material was introduced as 

part of the autobiographical material.  People that I met are introduced by describing 

the context and their words are anonymised for example, the Israeli soldier from 

Birmingham (2016:18). This approach, of actor/researchers or ‘hunter gatherers’ 

(2017:26) allows for the actor to take in the whole experience rather than just 

record/note take the words.  As an actor interviewing people I was able to absorb 

their physical mannerisms, body language and gestures – by ‘acknowledging the 

paralinguistic elements of the testimonies’ (2017:34), I was able to represent the 

whole person.  In AA I included my questions, my presence and reaction to the 

exchange, all this contributed to audiences understanding of the whole picture.  
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Appendix 6.b) Annotated Bibliography Autobiographical 
 

1.  Aston, E. & Harris, G. eds., (2006). feminist futures?. Basingstoke: Palgrave Macmillan. 

 In D. Heddon’s chapter 9 an autobiographical theatre is contextualised within the 

politics of the personal theory establishing that lived experience and creating feminist 

representation of women over the last 30 years has challenged the patriarchy. Heddon 

argues that all-women theatre companies have given voice to women by reinventing, 

remodeling and transforming theatre from a feminist perspective: ‘autobiographical 

performances insist upon and render visible’ (135).  Autobiographical work, is by its 

very nature, self-reflexive and offering audiences an authentic experience that 

challenges the hegemony.  

Janelle Reinelt’s Chapter 2 Navigating Post feminism: Writing out of the Box positions 

the autobiographical cannon within the wider political context/postfeminist frame, 

that there is still a significant lack of emerging female playwrights. Therefore, women 

producing/re-producing autobiographical experiences can redress this imbalance of 

representation. 

The use of autobiographical work included in AA provided audiences with a counter 

narrative by representing myself, as a middle aged women, undertaking research in 

unstable and potentially violent situations.  This supports Heddon’s premise of lived 

experience of the political/social and making visible the invisible.   

2.  Brockway Schmor, J., (1994). Confessional Performance; Postmodern Culture in Recent 

American Theatre. Journal of Dramatic Theory and Criticism, Fall, pp. 157-172. 

 Brockway acknowledges that the performer may jump from character to character, but 

that it is the self-reflexive that is driving the confessional and disruptive voice. 

However, within autobiographical work Brockway is critical when he suggests that the 

genre also has the potential when ‘combining dramatic confession and solo 

theatricality’ to be self-indulgent. The article discusses the nature of exploring both 

identity and the true self. Using Brechtian theatre devices such as direct address to 

challenge ‘the illusion of the "real" event by problematizing the identity of the 

performing self’ (1994:159). However, the autobiographical cannon at its best can 

unite by presenting ‘the universal towards celebrating difference and the ambiguity of 

postmodern experience’ (1994:159).  AA employed Brechtian theatre devices, multiple 

characters, and direct address. Minimal costumes changes were not employed during 

AA as a result of TKAF audience feedback.  Therefore, a gestural, vocal pallet was 

established for AA contributed to the artistic decision making process during 

rehearsal/devising process and therefore, negating the need for small/costume 

changes.  AA’s choice of characters to also include male characters (Palestinian Farmer, 

Tony the Lawyer, and the Israeli soldier from Birmingham) was to highlight that the 

needs of the narrative drove the choice of material. 

The exploration of autobiographical within AA presented the universal through 

ensuring that audiences could identify with the bystander dilemma: whether to take 

action or not as well as the risks involved.  
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3.  Claycomb, R., (2012). Lives in Play: Autobiograpy and Biography on the Feminist Stage. 

Michigan: The University of Michigan Press. 

 Claycomb uses both narrative and performance theory to analyse autobiographical 

theatre and gendered performance art.  That narrative goes beyond a theatrical 

experience that when embodied knowledge occupies the space working against the 

objectification of women’s bodies. He discusses the subjectivity, truth and reliability of 

‘life writing’ (2012:4).  That the nature of autobiographical performance creates an 

artifact, a separate paradigm from which new truth emerges.  However, this new truth, 

may of itself be, unreliable which in turn opens up new questions for audiences 

(2012:94).  This analysis is useful when contextualising some audiences’ reactions to 

the autobiographical elements within AA, as discussed more widely within the Critical 

Appraisal and RiDE article (Appendix 1).  

Claycomb explores the relationship between the self as the performing body in the 

space and the political presence or ‘political consciousness-raising’ (2012:31). The 

chapter Performance Lives, Performed Selves critically discusses this by proposing the 

performer/woman body in the space, with woman as author/speaker/voice, thus 

‘autobiographical performance has been touted as a powerful tool for feminists’ 

(2012:32). 

The selection of Sendler and Corrie’s stories was a feminist/political choice to position 

their stories/heroism centre stage. Although this material was verbatim in INH, it 

becomes autobiographical within AA, by re-performing the characters as part of my 

story/lived experience.  

4.  Gale, M. B. a. G. V., (2004). Auto/biography and identity: Women, Theatre and 

Performance. Manchester : University Press. 

 Gale sets out a historical journey of the auto/biographical work written by women 

theatre makers and performers from 1800’s through to contemporary times. The 

changing nature of the political context provides insight and detail to women’s lives 

often excluded from the mainstream theatre cannon. The author explores the 

professional lives of women practitioners eroding the division of personal and public 

narratives. This includes and honors the suffage memoir but exploring ‘the boundaries 

between gender, theatre and autobiograpahical form’ (1).  The author provides an 

important historical context to the use of autobiographical work from a feminist 

perspective, and contributed to research rationale for AA.  

In Nicola Shaughnessy Chapter 2: The disappearing subject in Susan Glaspell’s 

Auto/Biographical Theatre considers Glaspell’s work as not strictly autobiographical in 

the sense of the exploration of the self, and their own story, but the use of an authorial 

voice curating and presenting a range of characters rather than the exploration of the 

self.  ‘Glaspell’s theatre.. is concerned with issues of identity, subjectivity and 

authorship’ (2004:40).  

This was a very useful area to consider within the context of AA both that it explores a 

host of different characters that have been engaged with or discovered throughout the 

research period but also pulling these elements together, and framing my journey 
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across the three interconnected shows. 

5. Govan, E., Nicholson, H. & Normington, K., (2007). Making A Performance: Devising 

Histories and Contemporary Practices. Abingdon Oxon: Routledge. 

 Helen Nicholson’s Chapter (5) explores how to create theatre from autobiographical 

source material. Cross-referencing Renza’s notions of what is truth or fictional – the 

audience are in the position where they are the arbiters of what they perceive could be 

or was the truth: ‘postmodern theories of selfhood are used to challenge the 

perception that autobiographical performance offers a transparent representation of 

subjectivity’ (2007:56).   

‘Paul Ricoeur suggests that narrative enables us to negotiate the gap between 

‘description and prescription or, to put it another way, between how things are and 

how they might be’ (as quoted: 2007:78). From my research, audiences may have 

limited knowledge or understanding of the Israeli/Palestinian conflict, but were able to 

connect with the ordinary/every day experiences included in AA, and thus achieve a 

pedagogic objective for audiences to understand or get a sense of Palestine.  In 

response to these everyday experiences some audience members would share after 

the performance their own experiences.  Similarly, some audiences would challenge 

me.  For example one person said to me ‘I didn’t go through any road blocks/check 

points when I was visiting Bethlehem’.  

This chapter provides a wider theoretical perspective within an Applied Theatre 

context for the use of autobiographical work that supports my research questions that 

drove AA and contributed to the Tritagonist Toolkit objectives: increasing empathy and 

connection within solo performance work.  

6. Renza, L. A., (1977). The Veto of the Imagination: A Theory of Autobiography. New 

Literary History, Vol. 9, issue 1, pp. 1-26. 

 Renza a postmodernist critic explores notions of fiction and truth within 

autobiographical work. Questioning the authenticity of performance when our 

memories of events can only ever be subjective re-telling and not absolute truth – a 

unique form emerges ‘self-defining mode of self-referential expression.’ (22) The 

memory is filtering the facts to produce a curated version of reality.  

AA detailed my research journey, drawing on notes, footage and photographs that 

spanned a seven year period. My memory of events were of course, it could be argued, 

altered through the prism of unreliable truth.  However, Branson and I took every 

opportunity to authenticate details from notes, to provide a rich bed of material an 

authorial voice that was distinct from the fable stories told.  

7. Emunah. R., Pendzik, S., and Read Johnson, D. Eds.(2016) The Self in Performance: 

Autobiographical, Self-Revelatory, and Autoethnographic Forms of Therapeutic 

Theatre, New York, Palgrave Macmillan 

 The book charts, and overlaps the divergent practices of autobiographical work within 

a therapeutic framework.  There are references to solo performance and some 

acknowledgement of applied theatre, however, the book is written and curated from a 

therapeutic perspective and the function of theatre relationality between aesthetics, 
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ethics and theatre for therapy.   This tension concerns the needs of the audience 

versus the needs of the client (2016:255).  The practice of drama therapy recognizes 

the theory, discipline and practice of a therapeutic process with clients, and how to 

relay research material and place this within the public domain. It draws of course on 

lived experience, the need to separate story from self, however, at the heart of the 

work are ethical concerns which protect the client as well as ‘the ethical dimensions of 

therapy and the aesthetic demands of the dramatic art form’ (2017:259).  This book 

was interesting to help create distinctions of ethical practice when making 

autobiographical work within an applied theatre context and the relationality of 

therapeutic theatre.  

In Chapter 18 descriptions of the rehearsal process highlight similarities of my own 

processes of working with director, Branson, and by using my own shameful stories, 

vulnerabilities, and fears as the source material for AA.  However, applied theatre is 

always within the context of the political, pedagogic and empowerment, and having an 

awareness that therapeutic spin-offs are indeed very separate experiences, and which I 

am not trained in.  
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are neither shamed, exposed nor made to feel uncomfortable when considering these themes.  

The notion of a safe space is fundamental to TT practice as it enables participants/spectators to 

engage in subjects that are unfamiliar without the risk of being humiliated or exposed. 

Whereas the oppressed and oppressors might only constitute a certain percentage of the 

population, within TT, it is the witnesses, the silent majority that provide weight and sheer 

numbers to explore and consider the power dynamics in play within a conflict.  Therefore, the 

nature of the participation and interaction with spectators in TT is key.  Acting Alone tested 

various approaches including:   

When spectators entered the space contemporary Palestinian music was playing, this was 

repeated at the end. The music contributed to an atmosphere where spectators would feel 

relaxed and less self-conscious.  Lighting was kept on during this and the transition into the 

performance state was subtle and slow.  

At the beginning of the performance, Acting Alone experimented with pre-show participation 

by inviting spectators to engage in a short task. Spectators were given a plastic ruler and an A4 

sheet of paper of quotes (some of the quotes were from the play, some were taken from 

inspirational speakers like Archbishop Tutu).  Spectators divided the quotes up and placed 

them inside jam jars. The jars, were then passed along each row of spectators who were invited 

to take and keep a quote from the jar.  The empty jars where then placed on stage with tea 

lights inside at the invitation of the performer (Appendix 8.c: 152). Another example is when 

the Palestinian children’s drawings were passed around (Appendix 8.c. 158) (Acting Alone, 

2020, 1:04:04). During this moment, the lighting in the auditorium was increased, helping to 

break down the separation between performer/spectator. The quotes taken during Acting 

Alone acted as a post-show aide memoire.  One spectator commented ‘quote will stay with me’ 
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being shared subsequently, demonstrating longer term impact and agency. The component 

elements above offer applied theatre practitioners a framework to continue to contribute and 

develop TT. The TT Toolkit recognises that the development of critical thinking skills, through 

theatrical distancing and dialogic structures offers spectators the opportunity to rehearse 

responses and reflect on the pedagogic function of TT.  

Other recommended sources:  

 https://www.startswith.us/values 

 Active Bystander Project Toolkit: 
https://www.sussex.ac.uk/education/cheer/researchprojects/rise/trainingmodule/toolk
it/bystanderstrategies 

 Effective Altruism: https://www.youtube.com/watch?v=WyprXhvGVY 
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Appendix 8.a) Script: I’m No Hero 
 
As performed 2010 

 

Written by  

Ava Hunt and Maggie Ford 

Dramaturgy by Lin Coghlan 

ON SCREEN:  

The sound of a bulldozer getting louder and louder. Images of Nazi Germany, images of 

young people standing on street corners, images of Palestine kids throwing stones at 

bulldozers, images of homes being destroyed. Dust, sounds getting louder.  

Screams/Shouting. Through dust we see images of rubble, the sounds of collapsing walls.   

We see Ava standing in front of a bulldozer waving her arms.  She falls over the bulldozer 

doesn’t stop.  She keeps running.  The rocks pushed by the bulldozer keep coming towards 

the audience.   

Ava bursts through the hole from the other side of the set through paper/or comes through 

hole in set.  Ava throws herself onto the floor.   

The screen goes black. 

Ava:  He was going to kill me!   

(She brushes herself down and notices the audience).   

Well what the hell did you think I was going to do – just stand there?  (Back to the where the 

bulldozer was)  ..  Sorry, I probably need to explain myself.  

 I’m Ava and – just now – it’s really shaken me up.  Sorry, I just need a moment.   

(she goes off and gets a drink of water, clearly shaken up) 

Why would someone do that?  Deliberately try and run someone over?  You’re probably 

thinking what was I doing there in the first place right?  Well I wanted to see if I could just 

stand there – people do….to defend….. .but I can’t …(shaking)…..excuse me.   

 It’s a bit complicated – look I’ll try and tell you – there was this woman and – no.  

There are these two women……… 

On screen of a woman standing in the middle of nowhere.  A duplicate of this image to 

create the appearance of two women superimposed upon each other looking from opposite 

ends.) 

  ………standing on opposite sides of the world, different continents, different decades 

- leagues apart, but they’re both standing on the street corners of history.  They both act 
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not thinking for their own safety but for the preservation of others.  Two women one would 

say “I’m no hero” the other would say “They are us. We are them”   

 One woman, Irena Sendler – she was just an ordinary woman – like me  

 Irena (putting on shawl) ….. 

SOUND: Polish Country Music) 

I am 30 years old, a social worker, Catholic living in Warsaw, Poland.  Married, no children.  I 

lost my father when I was a child – but I still talk to him in my head.  

Papa, I have a greenhouse! You would LOVE it.  Shelves full of little plants – tomatoes – and 

a vine!  I wish you were here to see it – we would plant seeds side by side at the potting 

table- drinking coffee and laughing.   

On Screen: Image of a wall  

And now, Papa, the Nazi’s are in the town.  They stopped Mrs Guggenstien yesterday and 

made her strip to her vest in the street – it was snowing, and our Jewish friends are in the 

ghetto – oh, except little Daniel who ran away one night with his old dog he’s never been 

see since.  He was only 14, for gods sake!  We hear stories of extermination camps – 

impossible – how could they do something so – incomprehensible.., but what if it’s true?  

And we do nothing?  Will that make us as bad as the Nazi’s?  I wish you were still with me, I 

miss – more than anything - your voice…… 

ON SCREEN : burying potatoes in soil, finishing with a mound of earth, with hands on top of 

the mound – like a burial) 

Father: Careful Irena – the little buds 

 

Irena: I am being careful – which way up do they go?  Like this? What? They’re called eyes.  

Their eyes point upwards towards God – like ours. When will they be big enough to eat? 

 

Father: In about six months – look after these little ones today, water, care and time.  Just 

like you my little potato.  . 

 

Irena:  His muddy hands cupped my face saying “Help anybody in need Irena.  Anybody”.  He 

smiled and kissed me gently on the forehead. 

I was devastated when he died – I was seven. (Put on black scarf)  

MUSIC: 

So, even at University I couldn’t stand by and watch…. 

On Screen: Image of Leaflets falling down  
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Irena:  Are you coming?  5 o’ clock this evening, take one of these leaflets!  No it’s not 

political meeting – all we want is for the Jewish students to be able to sit together in the 

canteen with the rest of us! 

MUSIC:  

Images of Nazi Soldiers marching 

By now there were almost 500,000 Jewish people in the Ghetto - some of us came up with a 

plan.  We created fake papers for me, so I could pass myself off as a Typhoid Nurse – sister 

Jolanta. Now, the Germans’ were terrified there’d be an outbreak of Typhoid in the Ghetto.  

So under the pretence of immunising young children and babies, I could then get in, 

persuade the parents to hand over their kids, smuggle them out - toolboxes, potato sacks 

through the sewers – you know – give them a new identity and place them with childless 

Christian families, via the convent.  Simple!  The first time didn’t go exactly as I’d planned – 

well actually none of it went to plan, not even the first bit….. 

On Screen: Photograph/Still of children on the mantle piece   

Irena: Mrs Silverman my name is …. Sister Jolanta …, but I’m not really a Typhoid Nurse – 

look we don’t have much time – but I suspect you realise what’s going on.  The families that 

are disappearing are being put onto trains taken to extermination camps –Treblinka….   

 

Mrs: We know Sister – we’re fully aware… 

 

Irena: Then you must know there’s little chance of escape 

 

Mrs: Well my husband has ….. 

 

Irena: You must do whatever you think best – I can’t save you all only the children. 

 

Mrs:  What?   

 

Irena: Next week I shall return, and if you’re in agreement I could take Sarah 

 

Mrs: How? 
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Irena: I’ll have something to help her sleep.  Put her in a potato sack and carry her out with 

my medical bag.  She’ll be placed with Mr  & Mrs …. No, it’s probably best you don’t know - 

she’ll be given new papers and formally adopted as a Christian – it’s her only chance. 

Mrs:  I don’t – I can’t…. (Pause)  What guarantees do we have that this will work? 

Irena: None – when this is over I will do everything I can to reunite….. 

Irena:   Just then the grandmother walked in – she’d heard everything – she said: “I won’t 

give my grandchild away – whatever the danger”. 

 

Irena: The conversation went on longer than I wanted the tears the pleadings.  In contrast 

the following week when I went to collect Sarah – it was all so painfully quite – it had to be.  

But her eyes – those eyes I’ll never forget.  Okay – so now all I had to do was to get Sarah 

out. 

On Screen:  The walls 

MUSIC: gradually getting faster 

Irena walks around the space carrying baby Sarah, to music. She stops abruptly by a guard.  

Irena talks directly to audience as if they are the guard. 

 

Irena: You want to see my papers, yes of course.  It must be difficult in the dark checking 

everyone – I could be anyone!  Yes, Sister Jolanta. Yes working late again immunising – we 

don’t want all of you getting ill do we?   

(She feels the baby in the sack moving around) 

 

On Screen Interior of sack Ava with a baby bonnet on – Baby Sarah wakes up eyes open 

Irena: They can’t pay me, so they give me potatoes. 

 

On Screen:  The baby gives a concentrated look and farts 

 

Irena:  The smell? Sorry they’re very bad in the bottom.  Gooden Narcht. (The guard salutes 

and Irena is slightly taken aback) Yes hmm…. Heil….Hit…… (She exits quickly) 

 

On Stage Irena with torch in dark. 

Irena: The delay getting out meant that Katrina wasn’t there, I’d waited in the dark on the 

corner of Tłomackie towards Plac Bankowy, here I could see all the streetcars and buses.  
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Nothing - no-one. Something had gone wrong now I was stuck with a baby in a sack and no-

one to pass it onto!  There was nothing left to do – I’d have to take it home.  Home?  I didn’t 

know how to look after a baby – I didn’t even like them!  Their crying made the muscles in 

my neck clench.  There was nothing left to do but to go home.  The night unfolded – 

stretching out before me like a huge black blanket – suffocating.   

 

FX: Night Time sequence.  Baby screaming in sack.  Irena “Shut up!” 

Why do the hours between 3 and 5 am feel like the longest?  Was it never going to end?  

The bloody thing had to sleep sometime!  (She stands holding baby now in her arms 

wrapping it in a white sheet)  “I’m sorry”    

(She starts to hum and gradually she starts to sing :) 

It was caught in the spring at a tender age. 

Oh set the blue bird free,  

Set it free, set it free,  

Oh set the blue bird free. 

In languished in summer forgot how to sing 

Oh set the blue bird free,  

Set it free, set it free,  

Oh set the blue bird free. 

 

On Screen: Door banging. 

Katrina banging at the door.  Full of apologies 

 

Katrina:  I’m so sorry Irena, they raided all the houses in the street.  I was so worried about 

you.  I couldn’t leave my children they were so afraid, I couldn’t sleep all night worrying 

about what you would do.  I’m so glad you got her out safely…… 

(She takes the baby) 

Well one thing was clear – I could never leave anything to chance again.  I’d have to take 

control.  There could be no more mistakes; there were lives at stake – the children and our 

own. 

 

On Screen Image: From Irena’s POV looking at dog in back of van. 
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On stage Irena talking to a guard. Sound of very loud barking. 

Irena   I’m sorry, what did you say? Yes, Yes, I know it’s difficult to hear – the dogs barking!  

 

She turns her head and does a big show of shouting at the dog. 

 

Zenca, Zenca! For goodness sake be quiet – I can’t hear what this officer is saying! 

She mouths at the same time ‘bark, bark’ at the dog. 

 

On Screen: x fade to dog in half-light in the back of the van near a wooden crate. It’s 

barking. 

 

Irena:  I know it’s difficult for you, but it’s even more difficult for me; a woman on my own 

driving through the city in the dark. I need the dog for protection. What?!  

Of course I haven’t got anyone in the van – the dog would attack them.  No! No! Don’t open 

the doors – she’ll go for you - she hates uniforms.  Yes and goodnight to you too. Dunke – 

Guten Narcht. 

That was close. The dog saved my life – and the baby’s. He was bawling his head off. Dog’s barking 

drowned it out. It was brilliant – I used it a lot after that. Became known as the woman with the mad 

dog.  What was I doing? I don’t even like babies – or dogs! I must have been mad.   

ON SCREEN:  Image of Rachel from the beginning into People standing in front of bulldozers 

in Gaza Strip  

Rachel Corrie, aged 23 thinking I could save the world – or at least a few people struggling to 

survive in a war zone in the Gaza Strip.  

 (she calls to her friends off stage) 

 

I’ll be with you in a minute – the powers back on I want to finish my emails! 

(She goes and sits down at computer, typing) 

January 17 03:  Dear Mom, Friends – Rachel here, with mosquito bites all over, including my 

backside!  Who ever said being politically active was going to be easy?  Attach a few photos – Oops 

not that one (Wall comes up) Walls! There are walls everywhere here. 

ON SCREEN: Image maps, still images of Gaza  

Know that I have a lot of very nice Palestinians looking after me. I have a small flu bug, and got some 

very nice lemony drinks to cure me. Also, the woman who keeps the key for the water well where 
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we still sleep is always asking me about you. She doesn’t speak a bit of English, but she asks about 

my mom pretty frequently - wants to make sure I’m calling you.  You probably don’t realise, we have 

to sleep at the water wells, in case they try to demolish them in the night. 

Woops – sorry! Also forgot some of you have no idea what this is all about. Believe me, I’m 

struggling to make sense of it.  

ON SCREEN Images: Maps of Gaza  

(Change into Mom Cindy Corrie with authority – like in the You Tube Clips. Glasses & Papers). 

MOM –  

She was a writer. She was naïve. Pig headed. Courageous. She was my daughter.  

After World War 2, there was international agreement that the Jews had the right to a homeland. 

The state of Israel was created here in Palestine. Some people hoped that Jews and Arabs would live 

peaceably together, but that never really happened. The city where I am, Rafah, is in the Gaza strip 

which borders Egypt, and since 1994 it has been administered by the Palestinian National Authority. 

But much of the time its’ also been under Israeli military occupation! Their army destroys the land 

and evicts families who have lived here for a century. There are lookout towers, cameras, tanks and 

Apache helicopters everywhere. Wherever you go you are watched – and likely to be shot at. 

ON SCREEN Images: Women crying 

RACHEL  

Mom - An eight-year-old was shot and killed by an Israeli tank two days before I got here, and many 

of the children murmur his name to me - Ali - or point at the posters of him on the walls.  My love to 

everyone. My love to smooch. My love to Olympia.  Rachel  

Screen images of rushes and hands stroking the reeds. 

   ‘Sometimes, at night, when I’m scared – I remember… 

Hiding in the tall rushes in the long hot summers in Perry Creek, Olympia Washington. 

Sunburned and hidden and close to water, making up whole pretend stories about 

shipwrecks and Swiss Family Robinson. But somehow my life went in a different direction. 

 

Screen image of a hand writing furiously. 

(Voice over from screen)  

Teacher: Rachel Corrie! I’ve told you before not to write about politics in my lessons? So 

you’d better stand up and read it out, come on! 

 

Screen image of a notebook coming from behind Rachel’s back and into MCU 

So I did.  The only way to talk to an adult. A step by step guide: 
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If they’ve passed forty-five they are almost dead anyway so there is no point in starting a 

conversation and getting attached. 

Once in a while, just for kicks, come out of bathroom, sniff twice, stagger a little, and wipe 

your nose – so they will get all freaked out and think you are doing cocaine. 

Never forget that all Adults everywhere fall into these three categories: the Informant, the 

Mercenary, or the Judge, and they are all reporting back to your Mom 

 

So I’m Rachel your average run of the mill teenager. Sometimes I wear ripped blue jeans, 

sometimes I wear polyester. Sometimes I take off all my clothes and swim naked at the 

beach. 

 

On Screen image of water.  

MUSIC: 

Rachel goes into swimming mode. 

Mind you swimming is a great way to go through my Spanish – even if it is a bit one sided 

“Te amoi” “I love you”, “No me beses” “Stop kissing me”, “No deberias comer enfrente 

delos pobres” “You shouldn’t eat in front of poor people”.  

 

Rachel stands still. 

Maybe that last one was the beginning of the other Rachel – the one who had to do 

something. Not just read about it in the papers or watch the news on TV.  

So, thinking about privilege – going to Gaza. What is privilege? 

She starts to write. 

Screen image; writing 

It is the thing that is uncomfortable to say. Any advantage you enjoy based on your position 

in society – anything unearned, arbitrary. 

She looks up. 

What is white skin privilege? White skin privilege is the giant iceberg looming beneath the 

tip that is the security checkout at the airport.  But I have that privilege! I can use it, defend 

vulnerable people; act as shield between them and forces out to destroy them – and their 

homes. 

Screen image; CUs of mouths speaking and x fading into each other VOICE OVER: 

Who do you think you are? You’re not a politician – you know nothing! 
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You will endanger the lives of the people you are trying to save! 

Stick to your leaflets, demonstrations – you can do that at home. 

Write to your senator, MP, President – whatever. 

 

Screen image: Leaflets dropping down 

Mobile phone rings.  Rachel answers the phone 

Hi Jo! I got the leaflets done, and don’t forget I’m going to be spending 14 hours at Percival 

Landing – the demo at the Convergence for Peace?  Yeah, Wednesday 11th. Ok? 

Dials another number. 

Hayley? Hi, in answer to your question, it starts with a candlelight vigil at 5-30 AM! Then 

there will be bread baking at 11am – bring your own dough by the way. Then an open Mic 

session in the evening. See you there! 

 

Phone rings. Rachel answers it. 

Yeah. Me too. It was all great – good turnout. But for me, it’s just not enough. Thinking 

about going to Gaza – joining the International Solidarity Movement. Do you know anyone 

in Rafa?  Don’t get me wrong I’m no goody goody – nor am I very brave.  

On Screen:  Photographs of American children/family growing up. 

Rachel:    The day I left home.  Mom tried to stop me. 

 

Mom:  You don’t have to go you know – no-one will blame you. 

 

R:  I know 

 

Mom: Just don’t do anything stupid (pause) I have done some research myself you know.   

 

R:  And? 

 

Mom: They call your lot out there, interfering foreigners.  It’s not much of a thank you for 

risking your life. 
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R:  Mom– stop being so dramatic. 

 

FX: Sounds of shots being fired.  Screaming.  Bulldozers. 

Dear Mom – I’m scared.  They’ve blown up the water wells, they’re blowing up the houses – at night 

it’s hard to get around, the army treats anyone in the streets as resistance and shoots them.  The 

kids are frightened too…  I spend the evenings trying to distract them, playing….. Whilst trying to 

learn Arabic “Salaam ala coomb”  

Rock = Hagar 

Paper = Waraq 

Scissors = Maqas 

They ask me, “Kaif Sharon?” “Kaif Bush?” (How is Sharon? How is Bush?) And they laugh when I say, 

“Bush Majnoon”, “Sharon Majnoon” back in my limited Arabic. (Bush is crazy. Sharon is crazy.) Today 

I tried to learn to say, “Bush is a tool,” but I don’t think it translated quite right.  

Do you know there are eight-year-olds here who know more about global power than I do! I love 

you, Rachel. 

In autumn it lost the use of one wing 

Oh set the blue bird free,  

Set it free, set it free,  

Oh set the blue bird free. 

 

SOUND FX: against the sounds of explosions and gunfire. 

Grid:  Rachel runs through the streets of Rhafa with the children. 

 

Screen: image X fades into a fig tree. 

Rachel stands and looks up into the tree on the screen. She lifts her hands and we see them 

in the branches of the tree. 

Hey, it’s a fig tree – like Dad’s at home.  It makes me sad to see the trees all burned.  I saw a 

blackened fig the other day – the bark cracked like charcoal – and all I could think of was 

that pear we planted from a pip in the yard back home (near to tears), how old was I then, 

five?  And after you planted it, you kissed your fingertips and put them on the soil, and wish 

it ‘good luck’. 

Screen image changes into shaking sweetcorn plants that start to break and fall. The 

crashing noise of a bulldozer and breaking glass. 
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Rachel covers her head with her hands 

 

Oh not again! The bulldozers are smashing everything!  

 

Rachel runs frantically from one place to another. She chants the names of the plants  

 

Apples, beans lettuce, garlic, sweetcorn, onions fig trees ….. 

 

She finishes spinning in a circle before grabbing the Palestinian scarf which she holds in her 

hand. She stops still. 

 

On Screen image goes to an empty house. We see Ava walking slowly through the remaining 

rooms:  Ava Stands on stage and says:  

 

Each second leads to the next 

And the minutes become hours 

So then; Is “now” the moment to act? 

Each step leads to the next 

And the route becomes a journey. 

So is this a path I have already chosen? 

Every little movement leads to the next, 

And the actions become a lifetime 

So this must be me – here and now 

Is this really me? 

MUSIC: 

On Screen: into MCU Ava talking to ‘stage’ Rachel 

Screen Ava     So have you decided? 

 

Stage Rachel No. I’m sorry, I don’t know yet. 
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Screen Ava  But what you’re doing, surely it is enough? 

 

Stage Rachel But who will defend the people here? Stand there in front of the soldiers, the 

bulldozers, the gunfire? 

Screen Ava  They’ll be others 

Stage Rachel:  That’s what they all say.  

On Stage Rachel collects a bag of soil.  She then takes some onions out of a bag and starts to 

plant them in the soil. 

 

Screen: We see the planting in MCU. Hands, soil, onions. 

Screen x fades into MCU of Irena in a black scarf; 

Screen Irena:  What are you doing? 

Stage Rachel:  (still in Palestinian scarf) Planting onions. 

 

Screen Irena:  Why? 

Stage Rachel    The others were destroyed – by the bulldozer. Dr. Samir and his family, his 

children – they have to eat.  

 

Screen Irena:  It is the same for my children. Even if it’s just potatoes - from the same sack 

that hides them.  But I dig the soil for a different reason. 

 

Stage goes to black. Ava on stage puts on the black scarf as she turns on a torch. 

 

Screen: MCU of a trowel digging the soil. 

 

On stage Irena also starts to dig. She wedges the torch in the soil so that it lights her face. 

She picks up a jam jar, takes a piece of paper and starts to write. 

 

Screen; MCU of writing and the name; Anna Cohen.  

 



 

120 

 

Irena  Anna Cohen aged 2 1942 – no wait (writes) also the sister of Benjamin aged 8 

months. 

FX: Dog barking - She suddenly looks up startled. 

 

Irena Somebody in the next garden! What are they doing?  (In a panic)  They’re spying on 

me!  

FX: Whistle 

The dog! Of course. I’d forgotten they are looking after it for a few days. But ….must be 

more careful. Can’t trust anyone. So. Put the papers in the jar and bury it. 

 

Irena:  (Stands. Whispers, looking down at the soil.)  

Keep safe little Anna, all of you. One day when this is all over you will come back and find 

your true self in this garden: a Jew, carrying a torch for a race that is being annihilated. (She 

touches her lips with the hint of a kiss) 

 

On Screen Rachel:  A Wednesday in March 2003.   I’d been up all night. Lying huddled on the 

floor in the family bedroom next to Iman the youngest child the noise of the gunfire and 

movement of tanks, making sleep almost impossible.   

Stage Irena:  I’d be recruited by Zegota - a resistance movement. Most nights were spent 

planning, and on 20th October 1943 it was my name day, I was with my dear friend Johanna 

and my mother who was sick in bed at the time, we´d stayed up till 3 am planning, recording 

the names of the children and their new identities ......when there was banging at the door. 

FX:  banging on the door 

LX: up. 

Irena looks out of window 

Irena:  Soldiers all around the house – “quick Joanna hide the children´s names! - I’ll hide 

the money from Zegota –under mother´s mattress!” ……  

On Screen:  Door crashing inwards 

On stage:  Irena hands up 

FX: Sound of gun being cocked. 

I didn´t dare look at my mother or Johanna in case we revealed ourselves.  …. Johanna had 

hidden the list of children’s names under her armpit under her nightie.  
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And then a miracle - in the middle of the soldiers frantic search my mother´s bed collapsed! 

Hiding the money!  My Poor Mother!  But now the money was hidden and the children’s 

identities were safe. 

 No! No!  Let me go.  I’m Catholic! LET ME GO!   

On Screen: MCU:   

Screen Irena:  Rachel Rachel!  Look out the bulldozers are coming straight at you! 

On Stage Rachel grabs Palestinian scarf and wraps it around her face. 

 

Screen Irena:  NO!  Don’t cover your face – they’ll think you’re Palestinian they’ll kill you. 

 

On Screen: Bulldozer coming straight towards us. 

 

On Stage: Rachel uncovers her face and backs away from the bulldozer on screen.  She 

screams:    

 

Rachel: For god’s sake stop!  You can see me – I’m looking straight at you.  There are children 

here!  (She starts to topple) I can’t stand – the soil is pulling …. 

 

BLACKOUT.  Ava puts Cindy Corrie’s glasses and picks up papers:  

FX: Phone ringing. 

FX: Voiceover Mom:  

Mom: Have you heard… turn the television on – There’s something on the news now – I 

think it’s Rachel. Oh please god – don’t make it Rachel!” 

Rachel was crushed by Israeli soldiers driving a US built Caterpillar Bulldozer.  Her death was 

announced as a strip of text on the bottom of the TV screen.  

It’s hard to know your child died so far away, you hope she wasn’t frightened.  You wish you 

might have been there. You wish you could have held her. But others held her, friends, 

colleagues, she died in the arms of a Jewish woman - she wasn’t on her own. 

This summer a ship called the Rachel Corrie continued the struggle – trying to bring aid to 

the people of Palestine, trying to raise awareness of their suffering. 

People ask me what sustains me now to carry on with her work?  It is the knowledge that I 

am not alone, one by one we become many. 
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And when I talk to her now, I say, “sweetheart, you have no idea.  We are so proud of you. 

Me and Dad. I didn’t understand at the beginning - but I do now.” 

Blackout:  Sounds of BBC Radio Today headlines? Radio station white sounds cuts out 

suddenly. 

Quite:  Glasses off, Black scarf on. 

 

Irena: They broke my legs and feet.  They wanted the names of the children.  I refused.  

They sentenced me to death.  I escaped – that is another story.  But for the next two years I 

had to keep changing my identity and live underground.  It was during this time that my 

mother died. I got as close to her funeral as I a dare, but the Gestapo were waiting for me.  I 

never said goodbye to her.... 

I lived until the age of 98 – three marriages and two children of my own –I wasn’t a very 

patient mother – and the other children? After the war, I went back to my apple tree in my 

garden and dug up the jars.   

 

On Screen: see the burying sequence again, repeated in boxes over the whole screen. 

Listed all the names one by one.  There were over 2,500.  I spent years trying to track the 

parents.  I didn’t find a single one.  But I’m no hero, and I should have done more.    

  ON SCREEN: the image we have seen at the beginning of two women on a barren 

landscape.  

MUSIC 

Ava:  Two women standing on opposite sides of the world, different continents, different 

decades - leagues apart.  It could have been so easy to walk away – take the easy route.  

Ignore the desperate starving Jews in the Ghetto – not notice the trains carrying them away.  

After all you weren’t Jewish.  Carry on with your middle class comfortable life in Olympia in 

America; after all you weren’t Palestinian – why go there?   

 (Ava puts on hard hat and goes through the centre of the screen to take up her 

position. Rachel and Irena’s photographs come up on screen.) 
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Appendix 8.b) Script: The Kites Are Flying 
 

As performed 28th March 2013 

 

Written by  
Michael Morporgo 

 
Adapted for performance by Ava Hunt with Maggie Ford.  

Dramaturgy by Lin Coghlan 

 

ON SCREEN: there is a night sky with an aeroplane flying in the distance. 

SFX: sheep, wind, birds 

Scene 1 

SFX The sound of the aircraft engines 

 

On the side of the stage is a pool of light on Maxine who is sitting on a chair. She is writing in a small 

notebook. 

 

Maxine So I’m flying home. In the half light, whilst everyone is sleeping, I’m writing the story of Said, 

a little boy who has changed my life. (Ava starts to transform into Said) Maybe I have his too – who 

knows? 

 

The light fades on Maxine as she gets up and puts the chair in front of the wall.  Ava puts down her 

camera bag and pulls up hoody to become Said. 

 

On screen X fade into the sun rises slowly over the hills.  

 

SFX wind and sheep bleating. In the distance can be heard the Muslim call to prayer..  

 

Ava as Said climbs up onto the chair and clambers to the top of the wall. He pauses and waves to 

someone who can’t be seen. For a moment we catch a glimpse of a blue scarf waving back. He starts 

to speak to his sheep as he climbs down and goes to the olive tree, 
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Said (to one of the sheep) Did you see her Samira? The girl in the blue scarf? She still  waves to 

me! I know she sees my kites. Do you think she knows about all of you? My special sheep. I don’t 

need to talk to you do I? You just understand. The same with Mahmood.  

 

He whistles and calls their names. 

On the screen the sheep start to move into the foreground. 

 

Said Samira, Afeefa, Bahiaa, Dana, Alamiya, Dalia, Amina 

Do you love me as much as Mahmood? Little sheep, I will look after you, I promise. I know I’m not 

very big yet, but I know what makes you happy. Do you want to see my latest kite? I’m getting really 

good – nearly as good as Mahmood!  Oh alright Amina, not quite as good. But I bet Mahmood still 

sees them flying – high up in the sky with the hawk. 

A sheep bleats. 

 Can you see him too Samira? Ssh. If you’re really quiet, we can talk to him! 

 ‘Mahmood, Mahmood! 

Said pulls out of his pocket the Mahmood doll 

 

Look! Everyone in the village is waiting to see my new kites. They’ll come out of  their houses and 

gaze up at the sky. ‘Those kites are Said’s they’ll say – Mahmood’s little brother. How happy they are 

flying free high up in the wind!  Even the sheep are watching!’ Mahmood, can you hear me? 

 

He turns suddenly, startled. He starts to crouch down by the tree and as he turns to stand Maxine 

appears, limping.  

 

I don’t want her here. She’ll upset my sheep! What’s she doing? Samira, keep the others close to 

you. I will try and get rid of her. 

 

He starts to crouch down by the tree and as he turns to stand Maxine appears, limping.  She is 

wearing combat style trousers, a lose blouse, and boots. She carries a small camera bag.    She looks 

around her. She has a map which she struggles to follow 

 (This map is also seen on the screen) 

 No Google, no Sat Nav’s, no maps, no street names…… 

 

 She is lost. She holds a camera and films herself. 
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Max: Jamie – Mummy reporting. Especially for you.  It’s really beautiful here up in the hills. So 

peaceful. A bit like at home – even with the walls. But they are NOT like  at home; miles of walls 

snaking across the hills separating community after community. It reminds me of the little brick 

villages you used to have? You said  you put up the brick walls to make the people safe in their 

houses. But here it’s to imprison them.  Remember me telling you about the Berlin wall where 

people tore it down with bare hands? 

 

SFX 

There is a burst of gunfire and the roaring of tanks.  

 

She rushes to crouch down by the wall. The bombardment stops. She is very nervous. Stands up and 

turns on the camera again. 

 

Max: Sorry Jamie – a bit of an interruption. I need to do some official report now  

I am standing here in the hot midday sun, I have a newly drawn map of the area, but the borders are 

constantly redrawn so that even with this map, it is almost impossible to know exactly where you 

are.  Over the next few days I will be spending time with both communities.  The passions these 

walls arouse threaten once more to engulf the world in conflict…    I am here to tell the story from 

both sides of the walls.  I want to find out how it is to live in the shadow of this wall, to tell the story 

that does not point the finger that does not accuse, but tells it as it is.  Maxine Carter, reporting for 

World News Television. 

 

Pause – we listen to sounds, she takes in the scene  

 

On the screen sheep appear (possibly boy in the distance?) 

.  

Max:  Jamie, a little boy has just appeared high up the hill with the sheep. I think he’s  looking 

after them. It’s just like a scene from the Bible! I’m going to try and talk to him.  

 

She turns off the camera.  Starts to move and winces. 

 

Max: Ouch…. Serves me right jumping around over walls like this…Damned ankle. It needs 

strapping up. 

 

Maxine waves, and calls out. 
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 Sallom ala comb. 

 Men fathlek? 

 Hello? 

 Can you help me please? 

 Sallom ala comb 

 

Pause. We hear just sounds.  Maxine doesn’t know what to do. 

 

On Screen remain footage of sheep, hills.  

 

Max:  Ah well it was a long shot. Not sure what he could do anyway. Hardly direct me to the 

nearest chemist. 

 

Maxine follows and goes towards the tree. She takes a drink out of her pocket .and offers it to Said. 

 

Max:  Go on. I’m sure you must be thirsty.  I know you probably think I’m a wicked witch! But I 

promise you it’s not poisoned! 

 

Ava becomes Said grins at audience and takes a good glug of the drink before pulling his hoodie 

down again. Ava back into Maxine. 

 

Max:  Great! See you were thirsty.. She repeats in Arabic You – thirsty. Enta Atchan 

        I am Maxine. You?  

 

 Points at him and says   

 

 Your name in Arabic. Enta  ismee? 

 

 There is no response.  

 

 Wait a minute I’ve got some chocolate – international language.  
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(she goes through pockets and pulls out chocolate offering it to Said.  He takes it and eats it) 

 

Ava changes from Maxine. Said Direct to audience with hoody up. 

 

Said:  Nice bit of chocolate – (he smiles at audience showing the chocolate in his mouth) 

 hmmm… but what does she want? I can’t help her?  I’m 8 years old – I’m not a doctor!  

Maybe if I hold out my hand she’ll let me have a look at her camera?  

Said holds out his hand. 

It is a bit rude, but it’s worth a try! 

Still holding out his hand. 

Maxine looks down at her camera. 

 

Max: Ah the camera! That’s what you’re interested in! Would you like to hold it? 

Gets camera out, She demonstrates some of the features. 

 

Max:  This is the zoom button, it has automatic focussing and it even has its own in built 

microphone and light. It’s a SONY X317 its digital…. why am I saying any of this he can’t understand… 

 

Said: looks at audience in disgust. 

 

Max: And this is the record button… 

 

She holds out the camera and Said takes it. He starts to film. 

 

Screen – we see the ground, we see the sky, we see a hawk. 

 

Said is very excited. He runs around swooping the camera in slightly manic tracking shots. He then 

does shots of Maxine. 

Screen – shots of Maxine with the hillside in the BG. Sometimes it’s only half her body or just her 

hat.. (Blue Screen): Some funny CU’s of the sheep 

Said laughs delightedly. 
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Screen – CU shots of the sheep – looking very surprised. 

 

Maxine takes the camera and sits by the tree. 

 

Max   That was very funny. You’re really creative! Oh dear – how on earth do I say that in Arabic? 

 

She tries a mime together with bits of Arabic:  

 

Mad:  You – Good.  .  Enter jai'yed - Can I film you? Mm. You’re not so keen. Never mind I’ll just sit 

and watch you make your kite. It’s very beautiful. 

 

Said picks up his kite and carries on working on it. Silence After a moment he smiles and shows it to 

Maxine. He then touches the camera and indicates that Maxine can film him 

Maxine picks up the camera and films Said with his kite. Said grabs Maxine’s hat and puts it on top of 

his baseball cap. He laughs delightedly. 

 

Screen –sheep on hillside 

 

Maxine sits down by the tree. She smiles at Said. 

 

Max:  You remind me of Jamie. Just the sort of thing he would do. Look. 

  

She takes a photo out her pocket. She points to the photo. 

 

Max:  That’s his Daddy. You? Your daddy – Enta Abi? 

 

Somehow she realises she has said the wrong thing. Said gets up and whistles for the sheep. He starts 

to go but then turns to Maxine and indicates that she should follow. 

Maxine picks up her hat and camera and follows. She is still limping. 

 

Max  Not too fast! I’m not one of your little sheep!  
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She watches him go turns to the audience and says 

 

Max:  One of the things I remember most about my time in the West Bank was how friendly the 

Palestinian people were – they all said “Welcome” they were so happy to see someone from the 

West …inviting me for a meal…. Such pride, the family….all of them 

 

Scene 2 

On screen there are blurred images of plates, cutlery, food on a table and people sitting around,  

 

SFX: talking, sounds of cutlery, laughter etc.  

 

Maxine shakes hands with all the different family members at the table direct to audience talking to 

them.   

 

On screen we don’t quite see full faces. People half turn towards the camera but turn back so that 

most of the time we have shots of the backs of people. 

 

Maxine attempts to shake hands – Salaam – Salem alacom as well as struggling to eat the varying 

pieces of food that are passed to her. She turns to thank someone who is handing her chicken, salad, 

lamb stew– in Arabic. Turns to tray and take some other food, It turns into a comic juggling act in 

Arabic trying to accept food, put down food and eat food.,  

 

Max:  Thank you everyone so much for making me so welcome.  Hmmm this all looks  delicious, 

thank you…er.. Shukra.  

 

On screen dishes of food move in and out of the foreground. Maxine ‘takes’ the food that’s offered.   

 

Max  Thank you. Thanks you so much. It’s all delicious. I’m afraid I have nothing to offer YOU!  !  

But – your little boy loved my chocolate!  (Laughing) 

 

Said takes hold of Maxine’s hat and does an imitation of Maxine falling on the hillside. He then jumps 

around being a ‘Wiz Kid film maker before running around pretending to be one of his ‘frightened’ 

sheep. 
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On screen everyone has turned round to watch Uncle Yasser 

 

Maxine: (direct to audience) Then a man enters – who they all call Uncle Yasser 

 

Maxine puts on scarf 

 

Uncle Yasser  Welcome, to my home. Where are you from?  

 

Maxine: Britannia.  I’m a journalist. 

 

Uncle Yasser: Whose side are you on? Theirs or ours? 

 

Said reaches out his hand to Maxine. He lifts his hat and talks to the audience. 

 

Said I want them to know she’s my friend. That she let me use her camera – and I was 

 brilliant! 

 

Max:   I’m on the side of the children. The hope of the future. I’m a mother. 

 

She shows them a photo of Jamie 

 

Max:  I couldn’t bear to see my son to suffer and not be able to do anything about it.  

 

Uncle Yasser: Mm. Said suffers. Every day. His grief has taken away his speech. His mother weeps 

for him – and for her other son. You are welcome to a bed for the night. Maybe we can talk more 

tomorrow?  Salaam. 

 

On the screen the scene X fades into night time over the roofs of the houses. A Palestinian flag 

flutters in the breeze. 

 

Scene 3 

Maxine stands looking out into the night sky. She turns on her camera and speaks. 
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Max: Jamie? I’m so lucky. The little boy I saw on the hillside has taken me to meet his family. They 

made me feel so welcome.  They are so generous, their home, so much food…. But there’s 

something I don’t quite understand – about Said – the shepherd boy. He doesn’t speak – not to 

anyone. I think something terrible must have happened. But what? 

 

Scene 4 

SFX & Screen Night sounds moving into the dawn and dawn sounds of Scene 1 The sun comes up 

over the hillside and we are with the sheep again. 

Ava enters wearing baseball cap that we’ve seen Said wearing on screen. She holds a toy in her hand. 

She holds up the toy to the screen she is conjuring up Mahmood. 

She calls out. 

 

Said:  Mahmood! Mahmood! 

 

SFX Mahmoud Music plays 

On screen: hillside  

SFX: voice of Mahmoud 

Said holds Mahmoud doll in this hand 

 

Mahmoud:    Little brother remember to fly the kites. Don’t lose hope… 

 

Said:  I love it when you called me Little Brother 

 

Mahmoud: Every time I fly a kite I’m thinking it’s me up there, far away from all this down here, far 

away from the soldiers and the checkpoints and the tanks.  Up there I’m out of it.  I go wherever the 

wind takes me 

 

Said:  I know me too – and you’re the best Mahmoud, you’re the best kite maker ever.   

 

Mahmoud:  We have to make more kites Said, we need better ones that will fly even higher, that 

will fly up over the wall. 
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Said:  Yes, one like… a hawk that soars up higher and higher… 

 

SFX:  Children playing football in the distance.  

 

Said climbs onto chair to see over wall 

 

Said:  I can see them playing football again – I’m Barcelona and you’re Manchester United! 

 

Mahmoud:  No! I’m Barcelona and you’re Manchester United!! 

 

Said runs around playing with an imaginary ball 

 

Said:  And its Giggs, he’s got the ball he passes it to …. And then he scores! Hurrahh  

 

Said does victory dance around the stage – Mahmoud watches him laughing 

 

Mahmoud:  Very funny! 

 

Said:  I love hearing you laugh… 

 

 Mahmoud:  Do you think anyone at Barcelona or Manchester United makes better kites than 

me? 

 

Said               No! You’re THE BEST!  

Mahmood laughs 

 

(Pause)  I saw that girl again, the one with the blue scarf yesterday.  

 

Mahmood:  Do you think she knows we too play football?  

 

Said:  Girls are silly… 
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Mahmoud:  But she’s NOT! She’s waved to me when I’ve climbed the tree to look over the wall.  

 

Said:   You like her don’t you!  Eerrrghhh 

 

Mahmoud: I’ll get you for that! 

 

Said running around the stage –  

 

Said:  Stop it Stop it Mahmoud! OK you’re the best at kites, you grow the biggest vegetables AND 

you’re the best shepherd in the world!  (Pause) I miss … and I miss Father, Mahmoud. Why did the 

soldiers take him away? They are horrible bad people.    (Pause) 

 

Mahmoud: I saw this soldier, down at the checkpoint, he looked straight at me, he almost 

looked the same age as me… 

 

Said:  What did you do? 

 

Mahmoud: I smiled, and you know what he smiled back!  They can’t be all bad, and then there’s 

the girl too…  

 

SFX: Music, laughter, children dancing 

 

Said:   Mahmoud – listen! They’re dancing! 

 

Delighted, Said starts to dance. At the end he collapses by the tree.  

 

Said:  It’s sad Mahmoud. She can’t dance. The girl in the blue scarf. But I think she remembers you 

– her special friend. I’m going to be her friend too. Share my kites with her. 

 

Said looks up Max is coming towards him  
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SFX: Max calling Men fathlek?  Hello? 

 

Said:  Can you see her Mahmood? She’s got the coolest camera... She’s one of those 

journalists….She let me make a real film all on my own! Well sort of on my own.  The hawk came 

flying over the kite tree just like he always does and she taught me how to hold the camera tight and 

steady, how to zoom in on him, hold the shot. And do you know what Mahmood? When I was 

looking through the lens I was so close to the hawk I could see every one of his wing feathers 

trembling in the wind!  And she’s got a son at home who looks a bit like you – big nose and lots of 

teeth when he smiles! I’ve seen the photo. She thinks I don’t speak because I can’t speak her 

language. She doesn’t know. Pause   I hope I can have another go with her camera.  Make a movie…. 

Like Shrek….  

 

SFX: We hear Mahmoud’s music 

  

Said I knew you wouldn’t believe that I could do that. 

 

Said pulls out a photo of Mahmoud from his pocket, touches the photo before going hanging it on the 

tree. 

Listens to the music – looks towards where Maxine is coming from. He sits down by the tree and 

starts to work on his kite.  

 

Ava as Maxine - She reaches out towards photo 

Maxine reading Mahmood Who’s that?    

There is an awkward silence 

 

Max:  I’m sorry. I didn’t mean to intrude. 

 

 She then bends to look at the kite. She picks up Said’s kite.  

 

Max: Salaam. That’s beautiful. Salaam – peace –. Can I try and fly it?   

 

She tries to fly it, it falls to the ground 

Ava put’s Said’s cap on. Said raises hoody to talk to audience 
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Said:  She’s hopeless.  But I know she loves it – like we do. I think she’s a good person. I think she 

would teach me more about the camera. Do you think she could help me get father out of prison? 

She’s from the West – they can do anything there. Maybe I could get Uncle Yasser – or Gasbag as I 

call him, to talk to her? I think he likes her. 

 

SFX: Kite flying to natural sounds – wind mainly.  

 

Max: Laughing I’m no good….Here you try flying it… 

 

Said takes kite from Maxine and he runs off with the string and kite, appearing with just the string 

 

On Screen the kite is flying 

 

Said watches the kite, he smiles, then lets it go.  

 

Max: Why are you letting go of the kite….?  I don’t understand… 

 

On Screen: The kite flies off over the wall in the distance. 

 

Maxine gets up on chair watching the kite over the wall 

 

Max: Did you see that? I think it was a girl reaching up for your kite! You’ll never get it back now.  I 

thought you didn’t like the people on the other side?  Why would you send them your beautiful kite? 

 

On screen we see hands waving a blue scarf 

 

SFX there is the sound of a girl singing; a Yiddish song “Noni Noni”.   

 

Ava turns back into Said.  He goes over to climb up the wall and watches – and listens.  He seems very 

pleased. He Gets down and lifts his hood and smiles at the audience. He exits. 
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Scene 5 

On screen there is a vegetable garden with a olive tree in the middle, we can see the wall, and a 

watch tower. It is uncle Yasser’s garden.  

 

Uncle Yasser: This garden was Mahmood’s pride and joy. He loved it nearly as much as his sheep. 

It’s very hard for Said. He wants to do everything that his brother did. To atone you see   Pause.   

You are an honoured guest. You have made Said so happy. I know you think he just likes your 

camera – but I can tell he is really happy with you. …It’s been so hard for him. He’s convinced that it 

was his fault that Mahmood’s died. Ever since then, he hasn’t spoken. Sometimes at night we hear 

him calling out to Mahmood in his dreams. But never a word when he’s awake. It breaks my heart. 

 

He slowly turns to look at his garden.(Do we see his hands on the screen on an olive tree/) 

 

Yasser:  My vegetable garden, I can’t grow anything anymore – there isn’t enough water.  All that is 

left is my poor olive tree. So many things destroyed by the occupation. So many victims… like Said, 

Mahmood… and the girl. 

 

As he turns back he becomes Maxine 

 

Maxine   No wonder he didn’t want me to touch the photo. It was Mahmood? But the kites. They 

obviously matter terribly to him. But I don’t understand why he flies them and then as soon as they 

rise above the wall, he lets  them go! 

 

Uncle Yasser   He and his brother made kites as sign of Peace. They would wait until the  wind was in 

the East so that the kites would fly over the wall and be picked up by the children on the other side. 

Particularly Mahmood’s special friend – the girl in the blue scarf. They had this dream that somehow 

their kites would bring peace. 

 

Maxine   A child’s dream….. 

 

Uncle Yasser: Said has been making and flying kites ever since Mahmood died over 2 years ago, He 

must have made hundreds of them…. 

 

Maxine: I……….if only …I’d love to help in some way.  
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Uncle Yasser:   This is what all the internationals say, but nothing changes, they listen to our stories 

and everything stays the same… still we have no water to grow our vegetables, the water goes to the 

Settlements.  But what does anyone actually do? 

(Awkward silence) 

 

Max:  I… yes…. I know he loves the camera, I …. 

 

Uncle Yasser:   You have already... you’ve given him hope. He can see with a camera that he could be 

a film maker like you, I don’t want him to grow up like some of the other boys, they have nothing, no 

dreams, only throwing stones.  Make it possible for people to see the world.  Tell peoples real 

stories. But come back to the house. Stay another night with us... I will have another look at that 

ankle for you. Then tomorrow – if the wind’s in the right direction, who knows?  

BLACK OUT  

Scene 6 

LX: Night time 

FX: Night sounds 

SFX:  Dream Music/Dance Jewish music 

Said is under a sheet comes out, head part covered, whispering, 

 

On Screen: (Green screen Ava ¼ profile wearing ultramarine scarf colour to be confirmed. Cut-aways 

of hands on wheelchair wearing a blue scarf. The screen will need to look like a dream like quality. 

SFX: VOICE OVER of Girl 

 

Said:  Are you sharing my dream?  

 

Girl:  (smiles).  Yes. 

 

Said You’re thinking of him too aren’t you?  

 

Said: The bravest boy in the world. 

 

Girl:  I try to be as brave as him. But it’s hard. I miss my mother…    
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Said   My mother misses my father. She cries when she looks at his photo.  

 

Girl: They say you’re the enemy – my mother’s death… 

 

Said: And Mahmood’s death!  

 

Girl: You must miss him. I always dreamed that one day I would dance with him. But  my legs – 

the bombs - they destroyed them 

 

Said:  But you can dance in your dreams. Like I can. But when I’m awake and dance for my sheep, 

they laugh. 

 

The girl laughs 

 

Girl:  Now I try and dance in my wheelchair. The other children laughed at first, but  they don’t 

now. I know I’m getting stronger. Soon I’ll ….. 

 

Said: Fly my kites?  Please – for Mahmood. Fly my kites. Please! They are not your enemy.  

 

On Screen the girl waves before turning her wheelchair round to wheel away. 

SFX Girl starts singing, then cross fading into night sounds take us into the next scene. 

 

Scene 7 

On screen, crossfade into the hillside, night. 

 

Ava stays on floor goes to the other end of the sheet appearing as Maxine, sheet wrapped round her 

shoulders. She talks into her camera. 

 

Max Are you asleep Jamie? I’m outside on the hillside. I can’t sleep. Maybe I should try counting 

Said’s sheep!   I look up and see the same stars that were shining over 2,000 years ago, on that first 

Christmas night. That was the picture of this land that I grew up with as a child – it was a place of 

shepherds and angels and stables and stars... But even then this ‘Holy Land’ wasn’t at peace – 

anymore than it is now. You are bombarded with images of bombed out buses, tanks and soldiers in 

the streets, the stone throwing children the masked  gunmen marching, the hilltop settlements, the 
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squalor of the refugee camps, the funerals, the burials – and the walls. More than anything it’s the 

walls that have haunted me. The walls that brought me here.   There are so many questions buzzing 

around in my head. So many people here are suffering; Said, his mother, his uncle – the girl at the 

other side of the wall? What happened to her? Why is she in a wheelchair? And the big question; 

Mahmood and why does Said blame himself for his death? Uncle Yasser maybe he will trust me 

enough to tell me. I feel that somehow I have a bond with Said – almost like with you that’s how I 

feel. 

 

She pulls the sheet over her head and appears the other side as Said again asleep 

 

Scene 8 

On screen it is still the dark hillside 

SFX: Night sounds + call to prayer 

Said in sheet he is dreaming. 

 

Said  No! No! I don’t want this dream! Mahmood I’m afraid to close my eyes I don’t  want that 

nightmare again. I know you told me the nightmare would go away when the dream comes true! I 

know that’s why I must keep flying the kites, 

 

On Screen:  The kite is seen and transforms into a larger kite. Slowly the scene changes and toy tanks 

appear 

SFX: Mahmoud’s music  

(Flashback) 

SFX: Helicopters, loud, sheep going crazy   

SFX:   VOICE OVER OF Mahmood 

 

Mahmoud:  Go away! You’re scaring the sheep! 

 

Said gets up holding Mahmoud’s toy in his hand. 

 

Said:   I can’t control it!  Look out Mahmood. It’s crashing down on the road! 

  

Mahmoud:  Stay there Said. It’s dangerous. I’ll get it! 
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On Screen: Toy tanks, toy soldiers, Rogers’s wall shots. A tank fills the screen  

 

Said:   Mahmood! Mahmood!  Don’t go near the road! Come back! Stop throwing stones! They’ll 

shoot you! Please Mahmood please! 

 

On Screen: The tanks disappear in a cloud of dust and smoke.  

SFX: There is the sound of rapid gun fire  

Said gets down on the ground, where an imaginary Mahmood is lying.  We hear the voice over. 

SFX:  Mahmood’s voice against tanks rumbling… 

 

Mahmoud:  Said, don’t be sad little brother. The soldier is very kind. His tears are splashing onto 

my face. He didn’t want it to happen. He said the shots were just to warn me.  Mend the kite Said. 

Fly the kites Said. Fly them to the girl over the wall. Write our names for her. I shall watch from the 

sky where I’ll fly free with the hawk. Salaam. Shalom.  

 

SFX: Mahmoud’s Music crossfades… 

SFX: Cross fade into sound of birdsong, wind, and sheep 

On Screen: the scene x fades tanks etc. into the sky with a hawk hovering.  

Said curls up in pain… 

 

Said I can hear you Mahmood! I’ll mend the kite. Then I’ll make another and another. You’re not 

dead Mahmood. I won’t let you be dead. I know you’re there when I talk to you. And you’re in every 

one of the kites I make. When they fly, you fly.  You’re looking down at me waiting. Waiting for the 

right wind,   the right moment to make the dream happen.  Listen. Can you hear her? She’s waiting 

too. She sits there every day in her wheelchair watching me fly the kites; waiting for  the 

moment. Like Maxine.  Even though she doesn’t believe it will happen. But it will, I know it will 

 

Said lies down and falls asleep. 

SFX the sound of the girl singing 

 

Scene 9 

LFX: Lights up – Dawn  

SFX: cockerels, donkey’s braying…. 

Screen: shot of the wall with graffiti – of people on escalator. 
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Said hangs kite on tree on the stage.  All the kites are hanging on the back of the tree out of sight and 

Said pulls them around, each have Salaam and the names Mahmood and Said written on them. Said 

is very excited. He climbs up and waves to the other side of the wall. He clambers down and runs to 

the kite tree. 

 

Max:   (talking directly to audience) Watching Said, preparing all his kites, that wall… and Uncle 

Yasser’s words going through head. (Direct to Said) Look Said. Your uncle Yasser has strapped my 

ankle! It feels so much better. 

 

Picks up a kite from the tree and reads. 

 

‘Mahmood, Said Salaam, Shalom’. Perfect. You don’t need my camera to see the world differently. 

Your kites are doing that.  Said, I need to say something to you – now that I know you can 

understand. Your uncle told me that you and Mahmood speak better English than he can! 

 

It must have been a very difficult time for you Said, to have been there - to have seen your brother 

being killed. But Said it was not your fault. You were a child playing with a kite. You were doing what 

your big brother wanted   His best playmate. You made kites to send your message to other side of 

the wall to try and change things; to live a dream. Your dream and Mahmood’s dream. And that 

dream can still happen. You hold that power. You have lived through more than I can ever imagine; I 

feel so lucky to share a part of my life with you. Shukra, Salem ala comb.. 

Said starts to cry.  

SFX: (Music) 

Max:   And do you know what Said? The wind is in the east – perfect! Your kite will fly   over the 

wall as long as you’re flying it and not me! Tell me when the moment  is right and I will start 

filming.”  

 

She runs around doing lots of shots of kite which is on the screen.   

 

Max: Ah! That’s it. NOW Said!  

ON SCREEN Then one kite flying off over the wall… 

Said watches the kite go, he climbs up onto the chair – and waves at the children 

 

Said   direct address to audience: 
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She’s got it.  She’s got it! And she’s waving back! I knew she’d catch it if the wind was right.  It feels 

good to be flying kites again with someone, - with Max. She’s a good friend.  Uncle Yasser told her 

what happened to Mahmoud last night, I saw her face, she was very sad, I think she is starting to 

understand… 

 

Max:  I have to go now Said, I’m going to film the children on the other side.  Maybe talk to the girl 

in the blue scarf?  Hear her story? 

 

Said direct to audience with cap up 

I don’t want her to go.  Please don’t go, not now… 

Pause 

 

Max: Here   

She takes a little digital camera from her pocket 

 Have this little present – I was going to give it to my son Jamie … but you have it.  

 Goodbye Said, good luck.   

Awkward moment saying goodbye.  Said stands and waves her off.   

SFX: Wind, birds, sheep 

Screen LOADS OF KITES EVERYWHERE 

 

Said:  Look Miss! Miss! The other side of the wall! They are picking up the kites and sending them 

all back - my kites!  The girl – the girl in the blue scarf! She is trying to stand in her wheelchair  

 

Screen we see the girl waving surrounded with kites.  

 

Said:  Miss Maxine, are you hearing it? The other side of the wall! They are picking up  the kites 

and sending them back…. all my kites!   The girl – the girl in the blue  scarf! She is trying to stand 

in her wheelchair, she is sending back the kites. I knew she would do it. I knew it. It’s her dream. It’s 

my dream, it’s our dream. But it’s not a dream anymore is it? It’s a real happening isn’t it? Are you 

hearing me Miss Max? It’s me, me speaking my voice isn’t it? 

 

He runs and climbs up to the top of the wall. 
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Said: Hey Mahmood, Mahmood! Can you hear me? Can you see me? The kites are flying 

Mahmood! The kites are flying!” 

 

On screen the kites X Fade into an aircraft flying through a blue sky. SFX the sound of the aircraft 

engine X fade back into a single kite flying in the sky and the sound of wind. 

 

BLACKOUT 
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Appendix 8.c) Script: Acting Alone 

 

As performed August 2016 

Written by Ava Hunt  

Dramaturgy by Tilly Branson  

LX 0.5 Pre-set & H/L 

As the audience are coming into the space – Ava is wandering around talking to the audience getting 

them to put slips of paper (with sayings on as below) in jam jars, there are and rulers on the tables 

Quotes for jam jars:  

"Caring for myself is not self-indulgence. It is self-preservation and that is an act of political warfare." 

Audre Lorde. 

 ‘Do your little bit of good where you are: it’s those little bits of good put together that overwhelm 

the world’” Desmond Tutu  

 “Don’t ask what the world needs, asks what comes you alive, and go do it.  Because what the world 

needs is more people who have come alive” Howard Therman 

During this section, AVA is walking around the auditorium and interacting with the audience. 

Will you help? I need help dividing these quotes up - I don’t have scissors but perhaps you can use a 

ruler? Then put into the jars:  

CLEARANCE 

LX/FX change. AVA hesitantly enters/approaches the stage - perhaps lingering at the edges so the 

audience can see her looking at the stage as she talks. 

I get really nervous.  You’re the reason I get nervous. It’s the audience that does it. Being up there on 

the stage.  I don’t want to die up there, hopefully no-one will die – I’m terrified it all might go 

horribly wrong…. perhaps someone will come and help me out, if it starts to go wrong?   

AVA goes onto the stage  

Have I done my research, am I well-prepared? Do I know enough? What if in trying to speak out I just 

reveal my ignorance?  ‘She doesn’t know what she’s talking about’. ‘Who is she to have an opinion?’ 

‘Who is she to tell this story?’ The fear of not knowing enough can be paralysing.  

Pause -  

But I’m here. And you’re here. I’m an actor. You’re an audience. You’re expecting me to act. Those 

are the rules. You’ve been promised a performance.  Maybe you were expecting me to be in 

costume. Or you’re looking at the stage thinking ‘is that it? This is supposed to be theatre. I hope 

she’s got a box of funny costumes and wigs hidden back there’. I don’t know what you’re expecting. 
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It’s risky trying to make a piece of theatre, an artistic response, about something so… complex. So 

daunting.  

But what if I knew I couldn’t fail – what risks would I take then?   

Q1: Violin Music/Drone 

LX: Crossfade to SR blue pool 

His eyes were sad, challenging, resigned, no-one moved. We were all stuck, sat on that floor, and 

there was this silence that engulfed us, a gulf that opened up, between him and us – the guilty 

internationals – what were we doing here?  This was the Freedom Bus experience, except we were 

the only free people in the tent…..  

Q2: Music Fades 

LX General Wash  

ACTOR 1 

I remember the first one woman show I did, The Lorax by Dr Seuss. I was touring it around 

Derbyshire libraries and my son Michael was 6.  The set just about fitted into my second-hand car, 

the Bubbaloots, the Humming Fish, the Truffella trees…. 

“Mile after mile in the fresh morning breeze, all my life I’d been searching for trees such as these….” 

Oh, and a large bright pink ladder which had to balance on Michael’s head sat in the front passenger 

seat.  I explained to Michael explicitly what he should do during the show – what the rules are of 

being an audience member when it’s your mum on stage! Despite his age, Michael was duly well 

behaved.  A couple of things didn’t go to plan, I missed a line, messed up a sound cue –- but you see I 

had to do everything myself – the puppetry, the sound cues, the child care - acting alone it’s like 

multi-tasking madness. 

After the performance, I packed everything back up in the car, gave Michael his packed lunch – 

ladder precariously balancing on his head - and set off to the next library.  On the way I talked out 

loud about the show and what had gone wrong.  Michael listened intently.  Before the next show, I 

reminded him that when I asked the children at the end if they have any questions this isn’t for him 

to join in – it’s for the other children in the audience to ask questions.  He nodded, then sat down 

and watched his mother do the exact same show again.   

At the end, I asked the children if they had any questions – and Michael’s hand shot up.  So I ignored 

it, he’d forgotten the rules. I answered all the other children’s questions, but his hand was still high 

in the air.  Some of the mums were a little confused: why was the actor ignoring this one little boy? – 

With no-one left apart from Michael I relented.  

“Yes?” I said.  “What’s your question?”  

His face a picture of genuine curiosity said “And what went wrong?”    

Bloody marvellous – heckled by my own family!  I froze. I wasn’t prepared for that question.  I didn’t 

have the answers. 

It’s the fear that I don’t have the answers that has kept me stuck for over a year.  Artistic paralysis. 

Immobilised. You see I did this other one woman show based on Michael Morpurgo’s book “The 
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Kites Are Flying” set in the West Bank. As part of our research, my director, Maggie, we went to the 

West Bank. We toured around refugee camps, talked to some extraordinary people the show went 

well, but I felt exhausted and overwhelmed by what had happened out in Palestine. I’d told Michael 

Morpurgo’s story, but another book had opened up and I couldn’t close it and walk away.  And that’s 

where I’ve been ever since. Stuck. Afraid.   

But the women who inspired me - got me interested in Palestine in the first place, Irena Sendler and 

Rachel Corrie, were anything but afraid – they were fearless. They stared death literally in the face, 

and in Rachel Corrie’s case she stared at it until it consumed her.    

Q3: FX Bull dozers 

LX: Back light 

Rachel:  STOP! STOP! We are the International Solidarity Movement.  These are civilian’s homes.  You 

are violating international law. STOP! STOP!! 

Q5: Bulldozers fades out.   

LX Crossfade General Wash 

Cindy: Her name was Rachel Corrie.  She was 23 when she died in a war zone in city called Rafah in 

the Gaza Strip.  She was a writer. She was naïve. Pig headed. But courageous. She was my daughter.  

She was crushed by Israeli soldiers driving a US built Caterpillar Bulldozer.  Her death was announced 

as a strip of text on the bottom of my TV screen. It’s hard to know your child died so far away, you 

hope she wasn’t frightened.  You wish you might have been there. 

We finally lost our 10 year legal battle against the Israeli government – they said it was an accident – 

they didn’t see her. Rachel was trying to bring aid to the people of Palestine, trying to raise 

awareness of their suffering. 

People ask me what sustains me now to carry on with her work?  It is the knowledge that I am not 

alone, one by one we become many. 

And when I talk to her now, I say, “Sweetheart, you have no idea.  We are so proud of you. Me and 

Dad. I didn’t understand at the beginning - but I understand now.” 

I say these women were fearless, but is that true? After all doing something courageous doesn’t 

mean you don’t feel fear, terror even.  

The iconic punk musician Viv Albertine recently said in an interview that people always described her 

as fearless but it wasn’t true – she was frightened but she did the things that scared her anyway... 

and that’s what I’m doing here tonight.  

Pause 

Michael was worried about me going to Palestine –a few people were.  In truth I was scared too – 

the situation out there can explode at any moment. Was I being naïve, putting myself into a situation 

that’s so complex? Is it possible for any of us to understand fully? 

I was originally going to go on my own, but after thinking it through, I asked Maggie to come with 

me.  Surely two mature women together we’d be ok? We wouldn’t be able to take any contact 

details for the people we were visiting in the West Bank or travel books about Palestine, and we’d 
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need to delete anything suspicious on the internet. If they knew we were going to the West Bank to 

make a show that was in any way critical of Israel we might be viewed as a security threat and could 

be detained for up to 24 hours, and possibly even deported.   

Maggie and I rehearsed our lies/ lines - what we would say to the Israeli Airport security.  Lying to 

authorities, even as actor, isn’t something I find easy.   

It’s like when I went up for a part in Coronation Street, they wanted a Northern actress, so I decided 

that I was going to be Northern the whole day. In the audition they asked me where I’d come from, I 

panicked and said  

“Matlock Bath” – it sounded more Northern – I didn’t even live there at the time! Anyway, I got the 

job – which then meant I had to be Northern again for two whole days of filming – that’s the trouble 

with lying - you have to remember what you’ve said, you have to keep up the act you have to the 

script.  

FX 6– Drum  

When we landed at Tel Aviv Airport, Maggie was ahead of me in the queue and walked up to the 

security booth.  She’d packed bird watching books even a pair of binoculars! And I’m holding my 

breath.  She’s through! Now, it was my turn to walk up to the glass cubicle and say my rehearsed lie 

to the armed security guards.   

“Why are you coming to Israel?”  

My heart is pounding.  My palms are sweating. 

“I’m coming to an international children’s theatre festival”. I fumble with my false papers.  He looks 

at them.  

“Hmmm.  Have you been to Israel before?” I panic. 

“No, yes! Yes, I was here in 1978 on a Kibbutz” and I was about to tell him Ramat Rachel but he 

wasn’t interested and waved me through.  

There must be another bit where they go through your emails, check you out on the internet, shine a 

light in your eyes and wait until you sweat…. Yes, that bit must be next.  We walk up to another desk.   

“Welcome” says another Israeli security guard. He’s not dressed in combats and doesn’t have a gun.  

He takes our passports, tears off a bar code from our newly issued visas, and we pass through.  

Into……. baggage collection – to see our bags already chugging freely around the conveyor belt.  OK, 

maybe it’s the next bit when they take all our luggage apart, sit us down and check our internet 

history….. 

But no! We just walk through Nothing to Declare – ok only 10 metres to go, and I’m thinking  “Just 

keep walking Ava”… but I’m still waiting for a hand on my shoulder – would you walk this way 

please, there’s a few extra questions for you, we weren’t quite convinced by your performance….. 

FX Q5: Tent  

LX: Tent SR 
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We all eat a hot meal together on the tarpaulin covered ground.  The internationals sit cross-legged 

by oil lamps talking excitedly about what they’ve done so far.  After the meal the audience leave the 

tent while the space is set up for the performance.   

FX Q6: Tension -  

It’s dark outside. Black.  

In this Bedouin camp there is no electricity, no sanitation,  

The only light is from the stars, the crescent moon and flood lights that surround a nearby Israeli 

illegal settlement.   

From here it looks more like a prison, I’m not sure if it’s keeping the settlers in or keeping the 

Palestinians out.   

There is the sound of wind, the odd goat and then  

The terrifying suck of air from low flying military aircraft – even here in the middle of nowhere we 

are watched.  

They are watched.  The audience are called back into the performance tent.   

Q8: tent 

The Actors stand prepare. A Palestinian Farmers stands up to tell his story.  

He looks old, he stands erect, wearing the traditional Palestinian headdress.  He waits patiently as 

each section is translated by the actors into English for the audience.  

He talks of how he walks every day to the well to collect water for his herd of goats. 

Q9 Violin fades 

LX: Crossfade back to general wash 

What if someone asked for your help and you couldn’t do it – you can’t fit it in.  You’re too busy.  

Don’t have time.  I can’t fit it in.  Can I get back to you on that?  I’ve got a window in December…. It’s 

just that going forward I’ve got a few commitments…. 

I have to work to pay off my debt,  

My mortgage,  

The kids’ university fees,  

I’m saving for my pension,  

I need a new bathroom,  

A new car, a holiday.   

I’m between jobs, between relationships, between meals, in between myself –  

I just can’t do it. I’m sorry.  No.    

There I’ve said it.  I’ve said no. Does that make me a bad person? Refusing to help - I said No. And I 

have to live with that.  Feeling like an ungenerous person.  When there’s an earthquake, an Ebola 



 

150 

 

epidemic, a war raging, another boat of migrants capsizes, another food bank opening,  and I don’t 

give - of my money, of my time, of myself - I have to live with that feeling… 

As an actor, you never say No to anything - Actors say “Yes!” to everything!  

Can you Tango? Yes!  

Can you abseil? Yes!  

Can you speak French? Oui!  

You end up doing all these ridiculous jobs thinking - how did I get myself into this?   

I was working on a film that was set in a courtroom so I did some research and went to the County 

Court in Nottingham – I was asked by the solicitor (in a Game Show host voice)  

So, Ms Hunt tonight, would you like to be in:- 

Court Room Number One - Armed Robbery! Stabbings! Murder! 

or maybe  

Court Room Number Two - Drug Dealers! Fraud! GBH! 

or  

Court Room Number Three - for shoplifting and a parking offence!   

Courtroom No 1…………except when we got in - the case was that of a father standing on trial for 

sexually abusing his two daughters.  I sat there, listening over and over again to the grotesque 

intimate detail of what he had allegedly done to the girls.  This was real.  I felt sick.  I couldn’t even 

stand up and walk out – we’d been told by the judge that we could be prosecuted for contempt of 

court if we even so much as sneezed.  So we sat there in our own little shitty shame of wanting to 

listen to someone else’s drama, someone else’s pain. 

LX Story Telling State 

Not in my time, not in your time, in another time… before the world became as it is today…. 

(Lighting a candle) 

There was a Native American chief who was trying to decide which of his sons should succeed him as 

chief. One day he gathered his sons together and told them ‘Do you see that mountain in the 

distance? I want you to journey to that mountain, climb to its summit and bring back the thing you 

think will be most helpful in leading our people’. After several days the first son returned with a load 

of flint stones, used to make arrow tips and spear points. He told his father ‘our people will never 

live in fear of their enemies. I know where there is a mound of flint’. The second son returned with 

wood for making fires. When he returned he said to his father ‘our people will never be cold in 

winter. I know where wood can be found in abundance to keep them warm and to cook their food’. 

The third son returned late and empty-handed. He said ‘when I got to the summit I found nothing 

worth bringing back. I searched everywhere but the top of the mountain was barren. Then I looked 

towards the horizon, far into the distance. I was astonished to see new land filled with forests and 

meadows, mountains and valleys, fish and animals. A land of great beauty and great peace. I brought 

nothing back for the land was far off and I didn’t have time to travel there, but I would love to go 

there someday. I delayed coming back because I found it very difficult to return after seeing the 
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beauty of that land’. The old chief’s eyes blazed. He grasped his third son in his arms, proclaiming 

that he would succeed him as the new chief. He thought to himself the other sons brought back 

worthy things, necessary things, but my third son has a vision. He has seen a better land, a promised 

land, and he burns with a desire to go there.  

Blows candle out 

LX: Back to general/Ava state 

I’m just an actor - and this is just theatre, and what good is theatre?  When the world needs action 

and all I’m offering is my acting? 

The playwright David Hare wrestled with the same dilemma when he went to Israel - he was asked 

why he went and he felt ridiculous saying he was going to …. to write a play – whilst others went to 

fight.  They leave their homes in the UK to go and fight.  I really like how he introduces Israel in Via 

Delarosa:  

AVA READS FROM THE PLAY:  

Israel is first and foremost a cause; the cause being a patch of land, north to south on the eastern 

shore of the Mediterranean, lying like a small brown anchovy set down on a school atlas, to which 

the most persecuted people of modern times – perhaps the most persecuted people of all times – 

after the matchless catastrophe of the Holocaust - rushed in the perfectly reasonable belief that they 

would never be safe until they had a country of their own.   

I keep thinking about why I’m here, why I went, and about the idea of one person trying to make a 

difference… Rachel Corrie…. Irena Sendler…  

I was on a plane to Jersey - on my way to do an acting job - I was reading The Guardian, and there 

was an article about this Polish woman – Irena Sendler, a social worker, Catholic, living in Warsaw at 

the time of the German invasion. 

FX: Irena/violin  

LX: SL Area/character state 

Irena: We hear stories of extermination camps – impossible – how could they do something so – 

incomprehensible.., but what if it’s true?  And we do nothing?  Will that make us as bad as the 

Nazi’s? 

FX: fades out 

By 1942 almost 500,000 Jewish people were living in the Ghetto – Irena felt compelled to act.  The 

Germans were terrified there’d be an outbreak of Typhoid.  So she created a character – a Typhoid 

nurse - and under the pretence of immunising young children and babies, she could get into the 

ghetto…. 

FX:  Clock ticking  

Irena: Mrs Silverman my name is …. Sister Jolanta … I’m not really a Typhoid Nurse – look we don’t 

have much time – but I suspect you realise what’s going on.  The families that are disappearing are 

being put onto trains and taken to Treblinka….  I can’t save you all, only the children…….I’ll give you 

some time to think about it, when I come back tomorrow, I will have something to help your 

daughter to sleep.  Put her in a potato sack and carry her out with my medical bag.  She’ll be placed 
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with …. No, it’s probably best you don’t know - she’ll be given new papers and formally adopted as a 

Christian – it’s her only chance. 

FX: Clock ticking snaps out 

Ava “I can’t save you all – only the children”  

LX: General Wash/Ava state 

How did those mothers hand over their sons and daughters to a complete stranger knowing that 

they would never see them again? What would I have done? Would I have handed Michael over? If I 

knew it was the only way that he would survive, I would have done it, wouldn’t I? 

A year later Irena had been recruited by Zegota - a resistance movement.  On 20th October 1943, she 

was with her friend Johanna – they were recording the children’s real identities together with their 

new names, when the house was surrounded by soldiers.   Irena was arrested and tortured by the 

Gestapo. They broke both her feet - both her legs.  They wanted the names of the children, but she 

never confessed. Unbeknownst to anyone, Johanna had taken the children’s names and buried them 

in jars in the garden.   

Direct to Audience – 

There is a jar (on floor? On table depending on venue) with papers on each of your tables.  Please 

could you take the papers out they are for you to keep – and bring me the empty jars. 

Visual cue from Ava when jars are placed with LCD tea lights along the front of playing area 

FX: Irena/violin  

LX: General wash – brighter [character] 

Irena: After the war, I went back to the apple tree in my garden and dug up the jars.  I listed all the 

names of the children one by one.  There were over 2,500. I spent years trying to track the parents.  I 

didn’t find a single one.  But I’m no hero, and I should have done more.   

FX: fades 

LX: Back to general state/Ava 

This woman, this story that had been obscured for over 60 years – it needed to be told. I had a 

question too – “why would an ordinary person do something extraordinary for someone they don’t 

know?” The show Maggie and I created which I performed was called “I’m No Hero” – Irena’s words 

were woven together with the story of Rachel Corrie.  Two women who had stood up, who had 

taken action, and had risked their own lives to help others. 

We opened the show in 2009, a week after the Israeli tanks rolled into Gaza. It was at this time that I 

was contacted by a woman called Lily Pholeman.   

She was a Holocaust survivor and had known Irena Sendler, and it was a privilege to meet her – she 

showed me photographs of her mother, father and brother were all killed in the concentration 

camps and how she had met Irena as an adult years later. She told me that for everything that Irena 

had achieved, for those 2,500 Jewish children that were allowed to live, the one person whose 

childhood was sacrificed was Irena’s own daughter… they were completely estranged.  When I 

thought about it, it all made sense.   If it was your mother and you never saw her, what effect would 
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it have on you? Maybe that’s why Irena said she was “No Hero”, she knew what it had cost her, the 

one person she should have been there for…. Why were the rules different for Irena’s daughter? 

I wrote everything down that Lily said.  I was like a sponge trying to absorb every detail, what she 

could tell me about Irena – I felt incredibly close to Lilli.  And Lilli was excited about the show and 

was already talking about how maybe we could perform it at the Polish Embassy on Irena’s birthday. 

 I told her how we were hoping to take it to the Edinburgh Festival – and then I told her about how 

there was this other story in the show, all about Rachel Corrie…  her face dropped, her jaw hardened 

and she looked straight into my eyes and said: 

Lily: “Why must this woman be in the show?”   

She was upset. I had betrayed her, insulted her.  Lilli had no time for Rachel or anyone else who 

would defend Palestinian lives…. I tried to defend Rachel:  

Ava: “Well, she didn’t have to go…. …she was …. “ 

My stomach was in knots, my palms were sweating, and I …...changed the subject.  I finished the 

meeting and left.  Lily didn’t contact me again, and performing at the Polish Embassy? It never 

happened. 

LX/FX change to tent -  

I’m just a coward – sitting there cross legged on the floor – listening to the rest of the Palestinian 

Farmer’s story, watching the actors act out his story.  Watching their performance in the tent, in the 

middle of the desert.  It was cosy, we were all together, albeit with the Israeli military flying over our 

heads, but still, we felt safe. We were just enjoying listening to stories.    

The actors leapt about the stage acting out the farmer’s struggle walking every day, to the well, and 

facing the Israeli soldiers.   

“No.  No water today.  Pour it away”.   

As the actor playing the farmer protests  

“But my goats…”  

The soldiers raise their guns to his head. “No”.   

He pours the water away into the sun baked ground at the soldier’s feet and takes his empty bucket 

back to his herds, back past the illegal settlements where the water flows freely from taps, and 

children splash in backyard swimming pools. The Actors finish their performance. The story is 

finished. The Palestinian Farmer looks at the actors.  We, the audience, look at the actors.  And 

then? They begin to cry. 

FX: Fades out 

LX: Change to story state 

STORY 

Not in my time, not in your time, in another time… before the world became as it is today, a water-

bearer carried two large pots on a yoke across his shoulders up the hill from the river to his master’s 

house each day. One had a crack and leaked half its water out each day before arriving at the house. 
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The other pot was perfect and always delivered a full portion of water after the long walk from the 

river. 

Finally, after years of arriving half-empty and feeling guilty, the cracked pot apologized to the water-

bearer. It was miserable. “I’m sorry that I couldn’t accomplish what the perfect pot did.” 

The water-bearer said, “What do you have to apologize for?” 

“After all this time, I still only deliver half my load of water. I make more work for you because of my 

flaw.” 

The man smiled and told the pot. “Take note of all the lovely flowers growing on the side of the path 

where I carried you. The flowers grew so lovely because of the water you leaked. There are no 

flowers on the perfect pot’s side.” 

LX: BACK TO GENERAL COVER 

"Caring for myself is not self-indulgence. It is self-preservation and that is an act of political warfare." 

I like that quote by Audre Lorde. 

Why do I do it - this? Why do I stand here in front of you?– will I remember my lines? Will it be any 

good? The fear. We all feel it. The heart beating. The palms sweating. The voice in your head that 

says “You can’t do it. You might die out there.  Go home now and we’ll pretend it never happened”.  

Pause 

One of the scariest things I’ve ever done as an actor was doing a guest slot as a stand-up comedian 

at Jongleurs... it didn’t go well. I got heckled off stage. I died. Humiliated. You feel sick in the pit of 

your stomach. If I asked one of you to stand up and tell a joke now,, would you? 

Here’s a joke for you, courtesy of Andy Hamilton: three words that should never be in the same 

sentence: Blair: Envoy: Peace.  

When Maggie and I were in in East Jerusalem we met a different Tony - this Tony was a lawyer, he’s 

worked for the UN for over 36 years, he’s originally from Australia. 

LX: Character state 

FX: Kitchen ambience 

Tony:  “It’s when you leave that you have to be careful.   Wipe all your computer files, delete all the 

photos on your camera”   

Ava  “I don’t understand” I reply “How can they take my computer, get into my accounts without 

my authority?”  

Tony:  “They can do what they like and the British Embassy will do nothing”. 

And I knew this - we were told the same story by Zoe, a young British theatre director working with 

the Freedom Theatre, plus for her they regularly strip searched her when she flew home.  One time 

they confiscated her laptop – it finally turned up at Luton Airport three days later in so many parts it 

looked more like a bag of pick n mix! 
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Tony:  “Tony Blair is the most corrupt politician of them all, he receives an annual £2 million 

retainer from JP Morgan - you know, the investment bankers, on top of his half a million salary as 

the Middle Eastern Envoy, and he never even meets the Palestinians.   

Ava:  Obviously, after seven years Blair resigned he’d achieved his goal: Peace in the Middle East? 

Tick!  

Tony: The Americans and the Australians are all in bed with the Israeli government which is mainly 

funded by Russian Jews, whilst at the same time Israel has enough Nuclear weapons to wipe out 

most of Europe if they wanted.”   

“And the UN is part of the problem, if the UN didn’t do any humanitarian work supporting 

Palestinian refugee camps, then Israel would be forced, under international law, to ensure that 

refugees had clean water, medical aid, food – which after a while they wouldn’t be able to sustain 

and they’d be forced economically into a solution.   Of course, if Israel didn’t supply humanitarian 

aid...?”  

LX: Back to general state 

He trails off… UN Tony’s knowledge and understanding of European history since the first world war 

is overwhelming – he’s very clear that all the seeds for the conflict in the Middle East including Iraq, 

Syria etc. all stems from the greed and blindness of the politicians who sat around the table at the 

Paris Peace Conference in 1919. France, America, Russia, Britain. 

(During this, get string out and pin it/get audience to hold it to create straight lines/a neat box). 

Gertrude Bell took a ruler and drew straight lines, slicing countries across cultures, tribes and 

religions, carving the Middle East and North Africa into neat little boxes to benefit British trade. 

(Looking at the neat box, satisfied, pleased)  

The simplicity of drawing straight lines – it’s just easier that way, isn’t it? Straight lines drawn with a 

ruler. Neat little boxes. Them and us. Goodies and baddies. Irena vs Rachel Corrie?  Lily Pholeman? 

(Looks at the string)  

The empire 

The colony 

The arrogance, decadence, destruction, repetition. 

(Asking an audience member to wind the string back in)  

Would you mind helping me? Could you wind that back up please? You can come up here if you 

need to. Thank you, I really appreciate your help.  

And the unforgiving optimism of people who need to escape.   

As Tony talks he is framed against the UN maps on the walls of the kitchen where we sit, and it’s the 

borders….like the string, the borders are constantly moving disappearing…the maps show the 

occupation of Palestinian land since the creation of Israel in 1948 – it’s shocking, the encroachment – 

the settlements, which are internationally recognised as illegal. They are filled by Eastern European 

economic migrants. They are all promised a brave new life if they’ll only just sit there in a sea of 

resentment shoring up the tiny Israeli population. 
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LX: Story state – light candle 

Not in my time, not in your time, in another time….before the world became as it is today, a King sat 

with his minister in a splendid palace that overlooked the market place of the city. While the king 

was eating some puffed rice and honey, he looked over his land with satisfaction. What a 

magnificent and prosperous city he ruled. 

As he was daydreaming, a little drop of honey dripped from his puffed rice onto the window ledge. 

The minister was about to call a servant to wipe up the honey, when the king waved a hand to stop 

him. “Don’t bother, it’s only a little drop of honey, it’s not our problem.” 

The minister watched the drop of honey slowly trickle down the window ledge and land on the 

street below.  Soon, a buzzing fly landed on the sweet drop of honey. 

A nearby lizard shot out its long tongue and caught the fly. The lizard was taken by surprise when a 

cat leapt on it. The cat was pounced on by a dog that had broken free from its chain. 

Meeowing and barking erupted from the street below the King and his minister. The minister was 

about to call a servant to go and deal with the brawling animals when the king said, ”Relax, the cat 

and dog belong to the market people. We shouldn’t interfere. It’s not our problem.” 

The cat’s owner was horrified to see her cat being attacked by the big bully of a dog and started 

whacking the dog with her broom. The dog’s owner was horrified to see her dog being attacked by 

the big bully of a cat and started whacking the cat with her broom. 

Soon, people started coming out from their stalls and houses to see what all the screaming and 

shouting was about, and started picking sides and joining in. Very quickly, the shouting became 

violent and a fight broke out in the street. 

The worried minister turned to the King but his only comment was, “Not our problem. Here, have 

some more puffed rice and honey.”  

Soon the police were called in to break up the fight, but the people were so angry, each side 

convinced that they were right, (right about what, they couldn’t remember). They started attacking 

the policemen. The fight rapidly broke out into a full scale riot. 

The king eyed the minister and said, “I know what you are thinking, but the army will handle it. 

Besides, this is not our problem.” 

The riot swiftly escalated into a civil war with looting and destruction all over the city. Buildings were 

set alight and by nightfall, the magnificent city was reduced to a pile of smoking ashes. The king and 

his minister stood spellbound, rooted to the spot where they had been watching all day. Their 

mouths were hanging open in horror. 

“Oh…” said the king quietly, “maybe the little drop of honey WAS our problem.” 

END STORY – blow candle out 

LX: Into tent state: RS Blue 

FX: tent 

The Palestinian Farmer’s story is finished. The actors stand there.  Their tears clearly traceable down 

their cheeks.  This isn’t acting.  This is real. This is awkward.  They speak in Arabic, I don’t recognise 
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any of the words that I’ve carefully learnt before coming out.  But the distress is evident.  The 

interpreter turns to the international audience saying  

“We feel ashamed as Palestinians.  We are just actors”.   

The actors stand on stage humiliated. They’ve broken the rules. The Palestinian Farmer turns around 

and looks at us. (Ava looks at the audience, she is fucking furious!) 

FX: Fades out 

LX: BACK TO GENERAL COVER 

Sometimes I don’t tell people I’m an actor.  

“Have you got much on at the moment? Anything I would have seen you in?” 

You spend a lot of time waiting for the phone to ring..  There you are thinking “I’ll never work 

again...” And then your phone goes off and you have find an outfit you don’t have in your wardrobe - 

casting directors have no imagination, you have to go dressed for the part. You drop everything dash 

down to London, frantically learn a new accent, learn a bit of script, learn to speak French! 

I’m not complaining…. It goes like this: 

Hello? 

Yes….Tomorrow?  What is it? 

A commercial.  OK.  No, Hang on a minute – what’s it for? A bath lift? 

For elderly people …. I’m not old enough am I?   

Maybe my career needed a lift… 

What’s the money? (Beat) 

I’ll do it. 

The most exposing job I’ve ever done, sitting naked in a bath all day, strategically re-arranging 

bubbles so they cover my most vulnerable bits. There were actually three of us at one point, the 

make-up woman, the director and myself thrashing around in the water trying to keep the bubbles 

going.  I had no idea how hard it was to going to be to keep making enough bubbles to hang onto the 

little dignity I have left… while watching my career going down the plug hole! 

But the acting work that means something to me, the theatre that could make a difference – no-one 

asks you about that.  

Touring CND plays.  

The IRA play about the British Diplock courts in Northern Ireland.  

Or flying into Moscow the week that the Soviet Union collapsed. Arriving 24 hours after a military 

coup with a group of young people to do a play - called “Free The Spirit”! Fresh flowers are still in the 

middle of the road for those who were killed by the Soviet tanks. We sit drinking tea with the men 

behind the barricades - men who had risked their lives, were willing to die for what they believed in. 

 I felt completely humbled.  There I was making theatre, while they were starting a revolution, 

through nonviolent resistance... 
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Like Juliano Mer Khamis, he wanted to make theatre that would create nonviolent resistance in 

Palestine.  He founded the Freedom Theatre in the refugee camp in Jenin to give young Palestinian 

people positive ways to express themselves. But he was assassinated outside the theatre in 2011 - 

no one has ever been charged with his murder. Zoe, the British director who had told us about being 

strip searched at the airport, explained how out of this loss The Freedom Bus Experience had been 

created to give internationals the opportunity to see and hear Palestinian stories. 

Maggie and I didn’t meet up with the Freedom Bus Project straight away - when we got to Jerusalem 

we were lost so we asked this man: 

“We’re trying to get to Damascus Gate Bus Station” It’s in the Arab quarter in East Jerusalem.   And 

he said 

“Why do you want to go there?” (Pause)  

“What are you doing?”  

We caught a taxi and as we drove through the streets I thought about how Israelis could meet 

Palestinians - they live practically on top of each other in Jerusalem, but they don’t see them, they 

only see the enemy….. 

Nurit Peled-Elhanan is an Israeli academic and human rights activist whose daughter was killed in 

1997 by a Palestinian terrorist. You might expect her to want revenge, but what she said at the time 

was ‘no real mother would want this to happen to another mother. Motherhood is a uniting force, it 

cuts through religion, it cuts through any differences’.  She then launched a whole body of research 

trying to understand how liberal Israeli children turned into, in her words, “horrible monsters” when 

they join the army.  She’s conducted a comprehensive and scientific analysis of the language used in 

Israeli school textbooks. 

LX: Character state 

FX: 21 

Nurit:  Errr… there are no images of a Palestinian doctor, teacher or child in any textbook.  The only 

Images of Palestinians were as a terrorists or as primitive farmers – masked juveniles throwing 

stones, or old men with oxen pulling ploughs across fields of mud.  The Palestinians are labelled 

either as a threat or a problem. Even in the maps in geography books - there are no Palestinian cities 

marked, the West Bank is represented as scrub land – land yet to be occupied.  And this is all the 

children learn. 

LX back to general 

Ava: I did my own research before we left for Israel – I went onto Google Maps – the source of all 

knowledge – I was trying to find the refugee camp in Bethlehem – but there is nothing. Palestinian 

families have been living there since 1948, but you type in Aida Refugee Camp- and it comes up 

saying “we could not find that place” – how were we going to get to Bethlehem? 

We followed a star (!), on our donkey (!) and we did find our way to the camp, and there we met Dr 

Abdelfattah Absourer. Abed runs the Alrowwad Centre for young people. 
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Abed was born in the camp, and has spent his entire life fighting for the Right to Return - the right 

for Palestinians to return to their homes - he believes that resistance is beautiful – he believes in the 

arts, song, stories, theatre, music, poetry – He commits acts of performance, artistic activism, …… 

FX: AUDIO OF CHILDREN IN THE CAMP 

I spent time with Abed and the children, telling Michael Morpurgo’s story “The Kites Are Flying”. 

 And the children drew these pictures -  

(To audience) Would you mind helping me? Could you pass these around? 

(Passing them around) This is what Bethlehem looks like to the children in the camp. They draw 

what is familiar. Children draw the images and sights they encounter in their day to day lives. And 

then we all made kites and through translators I asked the children,  

“If you could fly over the wall like this kite what would you do?”   

(Recreate Michael with his hand up) One little boy puts his hand up. 

“Yes?” 

He said “I want to go to Jerusalem.”   

Jerusalem is 6km away. The same distance from here to (check with venue) 

[FX End children audio] 

As part of our alibi we did actually go to the Israeli Children’s Theatre Festival - a one man show - 

one of the most powerful pieces of theatre I’ve seen “Samir and Yonatan”, about two little boys 

becoming friends in an Israeli hospital.  One Muslim Palestinian, one Jewish Israeli.  They go on an 

adventure in the corridors of the hospital looking through Yonatan’s telescope at the stars and 

realise that we are all same – we are all made of carbon – we are all made of stardust.  I sobbed at 

the end.  It was embarrassing – it wasn’t appropriate audience behaviour. But this piece of theatre, 

surely this would challenge Nurit’s research?  This show was going to tour around Israeli schools – 

this was a chance for Israeli children to see a Palestinian child the same as them, – but no Israeli 

child has ever seen the show - no teacher would book it. 

A colleague of mine said once ‘if we create a world in which we fear each other - what future do we 

create for our children?’ 

LX story state 

 [STORY light candle) 

Not in my time, not in your time, in another time….before the world became as it is today, on a 

bitterly cold night, a band of monkeys agreed they would freeze to death unless they imitated a 

group of humans they had seen huddled around a campfire. They had no idea how to make a fire, all 

they knew was that it seemed to keep human beings warm. One monkey said it thought that the 

humans got fire from fireflies and glow worms. They gathered as many as they could and covered 

them with twigs and dry leaves. Then they all sat round blowing gently on the glow worms in the 

hope of producing flames. A monkey who thought itself superior to the rest sat at a distance from 

them, shivering and mocking their efforts. ‘That’s not how humans make fire’ it taunted between 

shivers. ‘You can blow for eternity but it will never work’. The other monkeys ignored the taunts. 

They kept blowing on the dry leaves, concentrating on how lovely and warm they would be once the 
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fire caught. The monkey who imagined itself superior carried on taunting them, but as the night 

grew colder and colder, its taunts were heard less and less. At dawn the others found it, curled up in 

a crevice between two rocks, its mouth and beard rimmed with ice. It had frozen to death. Its 

companions had not succeeded in making fire, but they had survived, because they’d had the one 

thing the dead monkey did not have, and it had kept them alive.  

[END OF STORY – blow candle out 

LX back to general 

A lot of people have given up hope - they say ‘what’s the point?’  Nothing will change.  There will 

always be conflict in the Middle East and too many people simply don’t want peace. But I can’t 

believe that, and what if I’m right and they are wrong? Maybe I’m being naïve but what if theatre, 

like Samir and Yonatan, could make a difference. Could help to create peace?  

FX: Street Noise/Israeli Pop Music 

LX: Character state 

Soldier:  “I want to make a difference”  

The Israeli soldier tells the two young lads standing on the Hostel’s concrete balcony.   I listen, 

watching the chaos of the Tel Aviv traffic below. 

Lad:  “Yeah but how’s that going to happen?” one of the lads postures. 

Soldier Like the Arab Spring. (Shrugs) The Zionists have lost the battle.   Their vision is impossible to 

achieve.   Like the American Dream, it’s an illusion.  They want men and women to be separate 

socially – to cover up? … It isn’t going to hold for much longer.”  

The Israeli soldier speaks with a Birmingham accent.  Thick black leather combat boots, khaki 

trousers, rolled up shirt sleeves, tanned Mediterranean skin. He looks like an Israeli soldier, but he is 

an English man, early twenties - the same age as Michael.  

(Aside) “They leave their homes in the UK to go and fight”  

The two other lads standing close by were asking about the West Bank.  

Ava: “I’ve been” 

I offer, forcing my way into their conversation.  They talk about the 430 mile long security barrier 

that divides Israel and the West Bank. 

Lad:  “It’s like the Berlin Wall” says the young lad 

Ava:  “No, it’s not” I say “It’s like Apartheid” and the Israeli Soldier from Birmingham agrees.  

Soldier: I was born in Israel but I grew up Birmingham - my Mother has dual citizenship.  I’ve just 

finished university – I’m going into Engineering– but I have to do my duty and serve in the Israeli 

army first.  The Israeli Military are investing four years of training in me – I’m working on identifying 

the underground tunnels from Gaza to Egypt.    

You know the only time I’ve ever had to cock my gun at anyone was at a Jewish Settler.  We were on 

patrol and these Palestinian farmers offered us coffee and we were talking to them.  500 metres 
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away a few Settlers gather and start to hurl abuse at us and then throw stones.  Shouting “get rid of 

the Arab scum”.  I held my gun up to my eye and told them to stop or I would shoot. 

Yeah, we all have to serve time at the checkpoints. I believe in Israel – but watching a Palestinian 

mother with her child in her arms crying that she’s got to get him to the hospital – and turning her 

away because she doesn’t have the correct passes…. I didn’t want to do that, but it’s my job.   

I believe in Israel. I believe in it – in Israel.  

FX: Street Noise Fades out  

LX back to general state 

Ava gets up looking back at the seat 

I’m trying to understand him. Is he English? Is he Israeli? We talk for over an hour.  We say goodbye. 

 But our conversation disturbs me. It nags at me and every time I hear on the news about the IDF 

destroying the Gaza tunnels I think of him.  That Israeli soldier from Birmingham.  

“They leave their homes in the UK to go and fight… their school in Bethnal Green to become jihadi 

brides... his family in Manchester to save the children...” 

(A moment of reflection) 

LX: Back to general cover 

Our last night in Aida Refugee camp was with Saleem and his family.  After a lovely meal with them 

we all sat and sang songs with the children.   

But we’d forgotten that we were in the refugee camp, and that we needed to catch the last 

Palestinian bus back to East Jerusalem. We quickly jumped into Saleem’s van - we had 5 minutes to 

get back to the main road. We turned the corner only to see the last bus, already on its way!  But 

Saleem decided that drastic action was needed and switched lanes, driving straight at the bus for a 

head-on collision.   

It screeched to a halt. We tumbled out of the van, shouting our goodbyes as we scrambled onto the 

bus and sheepishly walked down the aisle to find a seat. Our hearts were still racing in the aftermath 

of what felt to us like an act of terrorism - were we going to get arrested for hijacking a bus? But... 

none of the other passengers seemed in the slightest bit bothered. 

And then we got to the checkpoint, at the security wall - all the passengers were instructed, at 

gunpoint, to get off so papers could be checked.  Everyone, that is apart from us.  

Maggie was flying back to the UK early and I was staying on to deal with all the material we’d 

collected. Making duplicates of every piece of film footage and photograph that we took in the West 

Bank, wipe the computer files. Stories again were rehearsed, paperwork was in order to evidence 

our attendance at the children’s theatre festival.  After the tales of Zoe being strip searched, I was 

ready for anything – clean pants... Would we both get home safely? Would they discover what we 

had really been doing? 

The fear I felt going to the airport was the same fear I feel now standing in front of you. Hoping I’m 

going to get away with it, that it’s going to end well. 
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Because I don’t know what’s going to happen next.  I’m running out of script.  It’s coming to the 

climax.  

FX: Tent 

LX SR Blue  

The story was finished. The Palestinian Farmer stood there, and watched the tears roll down the 

actors’ faces.  We sat and watched the humiliated actors.  Then the Farmer turned to us and said: 

(Ava becomes the Farmer and pointing at the audience) 

Farmer:  “You!”  

Pointing to us all sat there cross legged on the floor in stunned silence.  

Farmer:  “You internationals! You come here, you listen to our stories, but what do you do?   

SILENCE 

You want to help? Then come with me now.  Come now and help me get water for my goats.  Stop 

the Israeli soldiers turning me away.  Help me get water now” 

FX: Tent fades out 

(Ava comes off the stage and goes into the audience) 

LX: Lights up on audience, [stay up from here to end, but keep ‘tent’ state visible on stage] 

SILENCE – Ava walking around the tables talking to the audience, looking back at the stage where 

the farmer was.  

What if I had gone with him, stood up to the Israeli soldiers and made sure he had water for his 

goats – then what?  What about the next day? I’d have to stay the next day wouldn’t I? And the next 

day after that… Would I have left the UK to go and fight? 

Risk getting killed like Rachel Corrie? 

And what about Michael? My responsibility to him?   

So is it all talk?  

Ava gets back up on stage 

Can I say yes and live? Can I live with myself if I say no? 

And that’s what I’ve been left with ever since I came back – the book I couldn’t close. I had all these 

questions. Was I being naïve getting involved in other people’s conflicts, interfering? If I was going to 

do something, how? Acting or activism? By doing this show have I prevented myself from ever being 

able to go back to Israel, go back to help that farmer, the children in the refugee camps? 

That night, there was this silence that engulfed us, this gulf that opened up between him and us. If I 

had stood up I would I have been acting alone? Would anyone else have joined in? Or were we all 

too afraid, too unsure of what the rules were for us - an international audience?  

“Come with me now, help me get water now” 
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The fear.  We all feel it. The heart beating.  The palms sweating. The voice in your head that says 

“You can’t do it. You might die out there”.   

“Go home now and we’ll pretend it never happened”   

But… He’s asking for my help.  

I’m asking for your help.  

Help me.  

I knew I had to do something, which is why I’m standing here talking to you tonight.  

Ava walks into the audience looking back to the empty stage 

But I don’t know how this evening ends. I don’t know the answers. I don’t know how we end this 

show.  
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1. What is the aim of your study?  What are the objectives for your study? 
 
To disseminate my practice led research at International conferences 
 

2. Explain the rationale for this study (refer to relevant research literature in your response).  
 
N/A 

3. Provide an outline of your study design and methods.   

 

My study has already been produced this research funding is to disseminate my findings. 

4. If appropriate, please provide a detailed description of the study sample, covering selection,  
    sample profile, recruitment and inclusion and exclusion criteria.   
N/A 

5. Are payments or rewards/incentives going to be made to the participants? Yes      No     
    If so, please give details. 

 

No 

 

6.  Please indicate how you intend to address each of the following ethical considerations in your 
study. If you consider that they do not relate to your study please say so.  

 

N/A 

 

Guidance to completing this section of the form is provided at the end of the document. 
a. Consent 

b. Deception  

c. Debriefing  

d. Withdrawal from the investigation 

e. Confidentiality 

f. Protection of participants   

g. Observation research  

h. Giving advice  

i. Research undertaken in public places 

j. Data protection 

k. Animal Rights 

l. Environmental protection  

Are there other ethical implications that are additional to this list?  Yes      No     
 

7. Have / do you intend to request ethical approval from any other body/organisation?  Yes   No  
    If ‘Yes’ – please give details 
 
N/A 
 

8.  Do you intend to publish your research?  Yes X  No .  
      If ‘Yes’, what are your publication plans? 
 

Yes, currently looking at publishing in journals such as: RiDE: The Journal of Applied Theatre and 

Performance:  
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9. Have you secured access and permissions to use any resources that you may require?   
     (e.g. psychometric scales, equipment, software, laboratory space). Yes   No .  
     If Yes, please provide details.   
 
N/A 

10.  Have the activities associated with this research project been risk-assessed?  Yes      No  X 
 
A risk assessment for international travel will be completed.  However, it is not anticipated that any 
abnormal risks will be incurred in attendance at this academic conference. 
 

Which of the following have you appended to this application?  N/A/ 

  Focus group questions   Psychometric scales 

  Self-completion questionnaire   Interview questions 

  Other debriefing material   Covering letter for participants 

  Information sheet about your research study    Informed consent forms for participants 

  Location consent form   Other (please describe) 
 

PLEASE SUBMIT THIS APPLICATION WITH ALL APPROPRIATE DOCUMENTATION 
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Advice on completing the ethical considerations aspects of a 
programme of research 
 
Consent 
Informed consent must be obtained for all participants before they take part in your project. 
The form should clearly state what they will be doing, drawing attention to anything they 
could conceivably object to subsequently. It should be in language that the person signing it 
will understand. It should also state that they can withdraw from the study at any time and 
the measures you are taking to ensure the confidentiality of data. If children are recruited 
from schools you will require the permission, depending on the school, of the head teacher, 
and of parents. Children over 14 years should also sign an individual consent form 
themselves. If conducting research with children or vulnerable adults you will normally also 
require Disclosure and Barring Service (DBS) clearance.  Research to be carried out in any 
institution (prison, hospital, etc.) will require permission from the appropriate authority. 
 
Covert or Deceptive Research 
Research involving any form of deception can be particularly problematical, and you should 
provide a full explanation of why a covert or deceptive approach is necessary, why there are 
no acceptable alternative approaches not involving deception, and the scientific justification 
for deception. 
 
Debriefing 
Debriefing is a process of reflection once the research intervention is complete, for example 
at the end of an interview session. How will participants be debriefed (written or spoken 
feedback)?  If they will not be debriefed, give reasons. Please attach the written debrief or 
transcript for the oral debrief. This can be particularly important if covert or deceptive 
research methods are used. 
 
Withdrawal from investigation 
Participants should be told explicitly that they are free to leave the study at any time without 
jeopardy.  It is important that you clarify exactly how and when this will be explained to 
participants.  Participants also have the right to withdraw their data in retrospect, after you 
have received it.  You will need to clarify how they will do this and at what point they will not 
be able to withdraw (i.e. after the data has been analysed and disseminated). 
 
Protection of participants 
Are the participants at risk of physical, psychological or emotional harm greater than 
encountered ordinary life? If yes, describe the nature of the risk and steps taken to minimise 
it. 
 
Observational research 
If observational research is to be conducted without prior consent, please describe the 
situations in which observations will take place and say how local cultural values and privacy 
of individuals and/or institutions will be taken into account. 
 
Giving advice  
Students should not put themselves in a position of authority from which to provide advice 
and should in all cases refer participants to suitably qualified and appropriate professionals. 
 
Research in public places 
You should pay particular attention to the implications of research undertaken in public 
places. The impact on the social environment will be a key issue. You must observe the laws 
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of obscenity and public decency. You should also have due regard to religious and cultural 
sensitivities. 
 
Confidentiality/Data Protection 
You must comply with the Data Protection Act and the University's Good Scientific Practice 
http://www.derby.ac.uk/research/policy-and-strategy  This means: 

 It is very important that the Participant Information Sheet includes information on 
what the research is for, who will conduct the research, how the personal 
information will be used, who will have access to the information and how long the 
information will be kept for. This is known as a 'fair processing statement.'  

 You must not do anything with the personal information you collect over and above 
that for which you have consent.  

 You can only make audio or visual recordings of participants with their consent (this 
should be stated on the Participant Information sheet)  

 Identifiable personal information should only be conveyed to others within the 
framework of the act and with the participant's permission.  

 You must store data securely. Consent forms and data should be stored separately 
and securely. 

 You should only collect data that is relevant to the study being undertaken.  

 Data may be kept indefinitely providing its sole use is for research purposes and 
meets the following conditions:  

 The data is not being used to take decisions in respect of any living individual.  

 The data is not being used in any which is, or is likely to, cause damage and/or 
distress to any living individual.  

 You should always protect a participant's anonymity unless they have given their 
permission to be identified (if they do so, this should be stated on the Informed 
Consent Form).  

 All data should be returned to participants or destroyed if consent is not given after 
the fact, or if a participant withdraws.   

 

Animal rights. 

Research which might involve the study of animals at the University is not likely to involve 
intrusive or invasive procedures. However, you should avoid animal suffering of any kind and 
should ensure that proper animal husbandry practices are followed. You should show 
respect for animals as fellow sentient beings. 

 

Environmental protection 

The negative impacts of your research on the natural environment and animal welfare, must 
be minimised and must be compliant to current legislation. Your research should 
appropriately weigh longer-term research benefit against short-term environmental harm 
needed to achieve research goals. 
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