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BASICS 
• Little Eyolf is a semi-devised new play, responding to Ibsen’s play of the same name, 

produced by mealspiel (mealspiel.oxford@gmail.com) 

• Producer: Sarah Goodman (sarah.goodman@hertford.ox.ac.uk) 

• Assistant Producer: Mrinmoyee Roy (mrinmoyee.roy@wadham.ox.ac.uk) 

• Director: Amitai Landau-Pope (amitai.landau-pope@sjc.ox.ac.uk) 

• We will be in the BT studio in 7th week of Michaelmas 2018 (20-24 November) 

• Estimated runtime: 85 minutes including two 5-minute pauses 

• Breakeven: 39.73% 
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‘FACTS DO NOT CARE ABOUT YOUR FEELINGS’ 

 

 

‘WE DO NOT CAMPAIGN ON FACTS BECAUSE IT 
IS ACTUALLY ALL ABOUT EMOTION’ 

 

 

‘SOMETIMES THE FEELINGS ARE THE FACTS’ 

 

 

-BEN SHAPIRO 

-ALEXANDER NIX 

-HENRIK IBSEN, LITTLE EYOLF 
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DIRECTOR 
In my opinion, Little Eyolf is Ibsen’s most exciting play. It marks a change in his style, exploring 

more poetic language, and is rich with emotion. 

‘Facts’ and ’feelings’ is dominating our current discourse, but this is not a new discussion in 

the theatre. For decades theatre-makers have argued about the best way to stage life: is it 

through a naturalistic dedication to the facts of a narrative? Or is it through a more expres-

sionist representation of human feeling? Little Eyolf is a fascinating play in this debate; it has 

long been associated with Ibsen’s naturalistic canon of work, but the events of the play are 

justified by feelings which can seem irrational, and owe themselves to an expressionist pro-

duction. 

By re-imagining Eyolf’s physical disability as a mental illness, I want to explore situations 

where feelings become the facts. I’d like to devise a theatrical form which can accommodate 

this theme. Starting with stand-up comedy, intertwined with naturalistic dialogue, and ending 

in soliloquy, I aim to produce a piece which keeps surprising audiences. I want to divert their 

attention between the events of the play and the character’s emotions. I do not want to in-

vite disbelief; I want audiences to be aware that they are in a theatre and being told a story. 

As the content of the piece becomes darker—as dark feelings become facts—it will be inter-

esting to watch the a comedic break down and lose its ability to elicit laughter. By the end of 

the play, I envisage an empty stage, house lights on, with nothing but words.  

Though we did originally bid for the Michael Pilch studio, this was with the assumption that 

we’d have 55 seats in thrust to keep the audience numbers small and intimate. This renders 

the BT—in end-on—perfect for a performance like this which should be radical and interac-

tive with the audience, breaking the fourth-wall throughout. 

The devising process is key to this production. We will start rehearsing with a partially com-

plete script, based on events of the play, and intertwine them with devised dialogue and an-

ecdotes. I am confident that I can facilitate a healthy rehearsal room for our devising process. 

Having attended Vicky Featherstone’s town-hall (No Grey Area, Royal Court) about safety in 

our industry, I feel prepared—and impassioned—to create a safe and supportive environ-

ment. I want our cast and crew to take artistic risks and feel free to contribute any ideas they 

have; this relies on safety and trust. 

My main theatrical inspirations for this production come from Simon Stone, Jan Peter Gerrits, 

and Alice Birch’s radical dramaturgy; James Rowland’s storytelling; The Wardrobe Ensemble’s 

devised work; Katie Mitchell and Rob Icke’s ensemble-driven rehearsal processes; and Martin 

Crimp’s narratology. 

S STATEMENT 
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PLOT OUTLINE 
Little Eyolf tells the story of the Allmer family. At the outset the play, the father, Alfred, has 

just returned from a trip from America, where he was covering the election as a journalist. 

While there, he resolved to focus foremost on raising his son Eyolf, rather than continue work 

in the media. 

There are flashbacks to Alfred and his wife, Rita’s, relationship. They met whilst Alred was 

covering a famous court case and Rita was a judge. They recall financial difficulties that they 

faced, problematic encounters with their extended family, and the birth of their son, Eyolf. 

This is intertwined with scenes of humorous dialogue and mundane chat in the living room. 

Stories are shared about their day at work. Rita and Alfred have an argument about the food. 

Meanwhile, Eyolf—now eighteen—tells the audience about the trajectory of his life. His 

problematic time at school, his coming of age, his career ambitions, and his best friend Kris-

tine (based on the Rat Woman).  

This is intertwined with Kristine’s monologues, based on similar themes and denoting the 

way she was kicked out of home and why she now lives with the Allmer family. We see 

scenes of Kristine and Eyolf chatting; their topics are similar to the parents but come from a 

different generational perspective.  

There is one dinner with all four characters. The conversation is mundane as both Eyolf and 

Kristine are not talkative. 

Out of nowhere, it is revealed that Eyolf has killed himself. The action of the play all took 

place the evening before. We see the characters silently prepare for the funeral then clear 

the stage. Eyolf offers an explanation of his actions—almost a suicide note– before revealing 

that this was just one of his parent’s theories. He tells the audiences about the other theories 

people came up with, refusing to corroborate any of them.  

It is revealed that Kristine was a figment of Eyolf’s imagination who he created at the age of 

fifteen. The entire play seems to be focalised through him. The neglect from his parents, their 

attitudes, and all their lines seem to be a staging of his projected view of the world. The play 

ends with a conversation between Eyolf and Kristen. Eyolf wants to go to the sea and though 

Kristen has been reluctant to visit before, this time she accepts his invitation. 



5 

 

PRODUCER 
I think Little Eyolf could be one of the most important drama events of the term. It should be 

theatrically bold—radically experimental. It will help remove the stigma around mental 

health and will respond to the big questions about facts and feelings in an exciting way. 

Above all, it should be good drama which is emotionally, intellectually, and financially accessi-

ble to everyone in Oxford. 

Bidding for a slot in late Michaelmas will allow us to involve fresh talent from the incoming 

first years. I am aware that our slot will follow the OUDS Cuppers competition. For this rea-

son, we endeavour to start rehearsals as early as possible to allow more flexibility around this 

time period. We have most of our creative team assembled now, but will put out a call for an 

Assistant Director this term if our slot is confirmed. We will then host auditions at the start of 

1st week of Michaelmas (allowing time to advertise auditions to freshers and beyond in 0th 

week), with the aim of starting rehearsals at the end of that week. 

Casting will be gender-blind and we will note our commitment to diversity in every audition 

call. It is important to assert that we are actively looking for BME participants as the drama 

scene can appear exclusive and exclusionary. We want as many lived experiences as possible 

in our devising room to make a piece which can be emotionally accessible to everyone. Be-

yond my logistical role as a Producer, I will use my skills and welfare training (from college 

Peer Support, disclosure training and DBS checks for summer camps, and training for other 

mental health charities with which I’ve worked) to act as a supportive figure in the rehearsal 

room, ensuring everyone’s safety and comfort.  

I am confident that we can at-least breakeven with our production. We will need to sell only 

19  tickets per performance and this has been calculated with the generous assumption that 

80% of tickets will be bought at the concession rate of £5. I feel that this is a reasonable price

-point for students in Michaelmas term, which is generally less busy than Hilary or Trinity. As 

outlined later on, we have already established a unique and detailed marketing strategy. I 

believe this will be effective and convey the unique nature of our production. 

Though I have lots of experience in theatre and managing large teams with large budgets, I 

am aware that this is my first time producing in an Oxford. With this in mind, I will not be 

afraid to ask for advice—from members of the OUDS committee and friends who have pro-

duced in the Pilch before—if I need it. I have a good working relationship with Amitai 

(Director) and fully trust our Assistant Producer (Mrin). If given the chance, I believe we can 

stage a powerful production. 

S STAMENT 
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TEAM BIOS 
Amitai is a first year English student at St John’s. Most of his experience and training is out-

side Oxford, though he has directed and co-written Dust and Moonlight (Cuppers, MT18) and 

directed The Important Things (OUDS NWF, HT18). He has trained with NYT (2014) and 

worked on the Royal Court Theatre’s Young Script Panel (2015-16). He took part in Robert 

Icke’s three-day directing masterclass (Almeida, 2017) and trained in workshops with other 

directors, such as Hamish Pirie (Court, 2016), Rebecca Frecknall (Almeida, 2018), and Ned 

Bennet (Almeida, 2018). At school, he directed seven shows and was commissioned to write 

and direct Rathbone for the Eleanor Rathbone Charitable Trust (2016). He’s assisted Rachel 

Creeger’s direction in the three shows she took the Edinburgh Fringe Festival and Edinburgh 

Free Fringe in 2016. Amitai has a bursary place on Katie Mitchell’s Weekend Lab intensive this 

Autumn (Barbican, 2018) and hopes to learn a lot from her, before rehearsing Little Eyolf.  

AMITAI LANDAU-POPE DIRECTOR 

SARAH GOODMAN PRODUCER 
Sarah is a second year PPE student at Hertford. She co-produced Romeo and Juliet for 

Hartfest (2017) and recently organised a 3-day retreat for the Oxford Philosophical Society 

(2018). She was treasurer for the Entz team in college and was co-chair of Hertford for the 

Homeless. In the latter role, she organised a charity event for 120 people. Outside Oxford, 

Sarah has volunteered at the Chickenshed Theatre for five years, working with the producers 

and administration staff for the latter two years. Last summer, she managed the budget and 

resources for a two-week residential summer camp with RSY-Netzer. 

Mrinmoyee ROY ASSISTANT PRODUCER 
Mrinmoyee is a first year student at Wadham, reading History and English. She’s been in-

volved with youth theatre for five years, training with NYMT. She was on the producing team 

of the International Youth Arts Festival (Kingston, 2017) and has toured a production of The 

Trial to Germany (2016). At Oxford, she coordinated her college’s entry for Cuppers (MT17) 

and is a non-fiction editor for the Isis Magazine (TT18). 

Louis Beer is a first year at St Peter’s. He’s performed stand-up comedy with the Oxford Re-

vue (HT18) and won Best New Writing for his play Stockport Syndrome (OUDS Cuppers, 

2017). Before Oxford, he wrote and directed three plays. He’s also directed The 39 Steps by 

Patrick Barlow (2016) and Loot by Joe Orton (2017). Louis will help direct some of the stand-

up comedy scenes of Little Eyolf, working with actors on comic timing. 

LOUIS BEER ASSOSCIATE DIRECTOR 
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JONATHAN TANNER LIGHTING DESGINER AND OPERATOR 
Jonathan Tanner (JT) is a first year student, studying Mathematics and Computer Science. 

He’s helped operate lighting for Hedda (Playhouse, HT18) and designed the lighting for The 

Crocodile (Pilch, HT18). He designed and operated the sound and lighting for Dust and Moon-

light (Cuppers, MT17) and The Winters Tale in the Maths Institute (MT17). Before Oxford, he 

was head of lighting at his school and designed and operated over 30 productions. Earlier this 

year, he returned to his old school to upgrade the lighting system, before designing and oper-

ating their production of Billy Elliot. 

GEORGIANA WILSON SET DESIGN 
Georgiana is a first year at St John’s College, studying Art History. She has completed an Art 

Foundation year at the Royal Drawing School. Since then, she has been the artistic director of 

the Oxford Review of Books (HT18, TT18) and a creative contributor for The Isis (HT18). She’s 

designed the set for Dust and Moonlight (Cuppers, MT18) and designed album cover artwork 

for Alt J's remix EP 'Mathilda' (2012). Georgiana has volunteered at the National Portrait Gal-

Astrid is a first-year Human Scientist. She ran a fashion blog for three years and has worked 

with Scandinavian fashion brands such as Angulus, FUB knitwear and Ver de Terre. Most re-

cently, she helped compile the children’s fashionwear show ‘Bubble’, showcasing Danish 

clothing in a new market. She has a passion for Scandinavian design and hopes to bring this 

passion to Little Eyolf. 

ASTRID BREITENSTEIN COSTUME DESIGN 

LOUIS DAVIDSON ASSISTANT DRAMATURG 
Louis is a first year English student. He’s recently acted in  Dick, The Parade by Tennessee Wil-

liams and The Waiter, Green Eyes (BT, TT18). He co-wrote Dust and Moonlight (Cuppers, 

MT17) which was nominated for nine Best of Cuppers awards, including Best New Writing.  

He’s written fiction for the ISIS magazine: The Diviner’s Monologue (HT18) and Reason and 

Mankind (MT18). His Flower Poems were published in the Oxford Review of Books (2018) and 

his poem The New Life was published in a zine, Bodies and Women (2017). 
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AMELIA HOLT MARKETING MANAGER 
Amelia is a first year, studying Philosophy and Theology at St John’s. At Oxford, she’s acted in 

Shock Therapy (BT, HT18) and Brave New World (O’Reilly, TT18). Before Oxford, she devised 

two devised pieces: one about the experience of modern mothers, and another based on 

Mary Shelley’s Frankenstein. 

STEVIE POLYWKA MARKETING ASSISTANT 
Stevie is a first year English student at St John’s. He was most recently seen acting in The Ac-

tor’s Nightmare (BT, TT18). This was Stevie’s fifth production in the Burton Taylor Studio, hav-

ing lived in Oxford before his university studies. He was nominated as Best Supporting Actor 

for his performance in Dust and Moonlight (Cuppers, MT17). He’s also acted at the Oxford 

Playhouse onthree occasions. These roles include Pelleas in 'Idylls of the King', Ernest Beevers 

in 'Time and the Conways', and Chaucer in an adaptation of 'The Canterbury Tales' - a produc-

tion with which he later went on tour at the Edinburgh and Certaldo fringe festivals (2015 

and 2016). Stevie is joining The Actor’s Nightmare at the Edinburgh Fringe Festival this sum-

mer, and hopes to gain more marketing experience as he promotes the show.  
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MARKETING STATEMENT 
In our marketing, we really want to stress that the experimental nature of Little Eyolf. We in-

tend to design two styles of poster to attract different audiences with different expectations; 

one which is more abstract and symbolic, and one with photographs of the cast and looks like 

a more traditional piece of drama. In every piece of branding, we want to stress that the play 

is new and accessible to everyone. We will subsequently choose a funny extract from the 

play to use in the trailer. Beyond social media and posters (outlined below), we have some 

more unique plans for marketing our production: 

• Organising a panel event about adaptation and/or naturalism. Amitai has been in touch 

with Rob Icke and Dan Rebellato and they are both provisionally interested. 

• Organising an event with Scandinavian Society (Astrid has looked into this already) 

• Advertising auditions at the Freshers Drama fair—both to encourage involvement and 

alert the new year group to our production. 

• Publishing some thematically-linked fiction in student publications 

• Co-ordinating college trips to the show with our cast and crew’s JCR 

LONG VACATION • Confirm panellists for promotional event 

• Draft posters and first set of graphics 

• Create Facebook event for auditions 

• Logistics for Drama Fair MT17 

0th week • Social media, newsletter, and freshers outreach campaign for auditions 

• Confirm design and print poster #1 

1st week • First wave of posters up 

• Rehearsal photos, capturing profile picture, filming trailer 

2nd week • Facebook event created for the play (ongoing rehearsal photos and promo) 

• First wave of posters up 

• Logistics for NSDF (if decided) 

• Inviting press to opening night 

• Liaising with societies 

3rd week • Facebook event and newsletter placement for promotional event 

4th week • Cover photos changed 

• Second wave of posters—new design—up 

5th week • Trailer up 

• Host promotional event 

• Profile pictures up 

6th week • Press invited to opening night 
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DESIGN STATEMENT 
My set design for Little Eyolf is inspired by Jan Versweyveld’s maximalist minimalism. I want 

to use the end-on design of the BT to create an immersive design in which is semi-

naturalistic, using symbolic items to represent a modern living room (a lamp) whilst retaining 

a microphone stand on stage at all times to represent the mechanics of the theatre. As the 

style of the piece changes, different elements of the set will be used and acknowledged. After 

Eyolf’s suicide, the characters will remove the stage blocks, the rug, the lamp, and draw back 

the white backdrop, revealing the walls of the theatre. This should have a powerful effect in 

changing the tone of the piece and should also surprise the audience. 

 

The colour pallet for the set is light and plain to accommodate an ambitious lighting design. 

We intend to use QLC+ with a USB to DMX interface to control the lighting rig rather than the 

Jester48 due to the added flexibility. This, alongside some added LED fixtures, should create 

greater colour flexibility and allow us to create a subtle, but calculated, lighting design which 

changes the entire view of the stage. The colours will change from warm to cold as the play 

progresses. We also intend to use the house lights for a few scenes (again, inspired by the 

work of Jan Versweyveld and Ivo van Hove). This should alert audience to our meta-dramatic 

moments and subvert their expectations. 

 

The costume design will be simple and symbolic, inspired by a Scandinavian pallet. Eyolf’s 

parents, for example, will wear white and black smart-casual outfits for most of the play. This 

will initially seem non-descript and semi-naturalistic. However, in the major shift of the 

play—following Eyolf’s suicide—this outfit will change in meaning. Through the addition of a 

few items, they will be dressed in appropriate and naturalistic funeral wear. This transition 

will mirror a previous scene—the flashback to the parents’ wedding—where similar outfits 

will represent a naturalistic wedding party. In this capacity, we will use costume to mark 

events in the story. Costume changes will all be performed on stage, in-keeping with the style 

of the piece. 

 

The sketch, mock-up, and mood board for our design can be seen on the following pages. 
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SKETCH  

NB: THIS WAS PLANNED FOR THE PILCH, WE WILL DO THIS END-ON IN THE BT 

MOCKUP 
Without stage blocks 
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Mood board 
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BUDGET 


