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The Wild Bride Memory Aid for Students:

Don’t Write Notes, Watch the Show!
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The Wild Bride opened at the Kneehigh Asylum on 11™ August 2011 with the following
company:

Audrey Brisson
Stuart Goodwin
Patrycja Kujawska
Eva Magyar
Stuart McLoughlin
lan Ross (Musician)



3 il
Kneehigh WIL%“
ON TOUR : bl

The Wild Bride

In a stunning elemental world of dust, clay and fire, here is a red hot story with a brutal edge
and a beating hearté The story of what happens w
the Devil.

Betrayed by her father, our heroine has those @ross-road bluesé She chooses to walk into
the wilderness, rejecting not only the Devil, but her home as well. In the wild she meets a
Prince and becomes pregnant, but when he is called to war, her heart breaks. She finds
herself at those pesky cross-roads again.

In the cool green of the forest, she brings up her child, and - wonder of wonders - her broken
heart grows back. Perhaps this is 6éhappily ever
comeé

This epic and poetic Wonder Tale is classic Kneehigh stuff. Charting a life, from child to
adult. You can expect instinctive storytelling and a heady mix of live Blues music and

devilish humour.

The Wild Bride is a grown-up, spring bud, dustball of a romance for adults and brave
children alike

All images © Steve Tanner 2011
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1. Introduction

By adaptor and director, Emma Rice

“I first had a stab at this epic story in 2002. Commissioned by Eva Magyar and her company
The Shamans. Bill Mitchell (designer then and now) and | travelled to Hungary to create a
show based on the ancient story of the Handless Maiden. My memory is that it was rather
beautiful: lyrical, full of flowers and poetry, pretty frocks and soft kid leather.

“I returned home with a sense of achievement. | was proud of the work, had had a great time
and held the show in great affection. | put the show on my ‘sorted’ shelf and forgot it, thinking
my work was done.

‘I was, however, fortunate that | didn’t understand Hungarian as it became painfully clear
with time that the show had been a monumental flop, and ended soon after it began. My
Hungarian friends had protected me from the truth and without the clarity of ever having read
a review or understood audience feedback | remained in blissful ignorance for many years.
Anyway! What did they know? The show was done.

“But then came the knocking. | began thinking of the story again. Dreams circled, fragments
of memory came into focus and | had a dawning awareness that | had indeed missed the
heart, soul and very point of this extraordinary tale. Older, more bruised, and more myself, |
decided to make this piece again. Only now was | beginning to understand what it is to do a
deal with the devil and what it is to endure.

“So, here it is. No party frocks for my women this time. This time there is dirt and blues and
brutality. We drew inspiration from the great depression, from African landmine victims and
from Robert Johnson. We used our own experience to explore the depths of the human
experience and also the possibilities. And this is where story, theatre and life collide!
Nuzzling right alongside the archetypal trials that our heroine endures, there is the real
wonder of the people playing her and playing alongside her. As she feels that she can’'t go
on, another is singing like a siren, as she feels betrayed, another dances like a dervish and
as she begins to heal a band plays with passion and empathy. The very people telling the
story teach us that we are in this together, that we can go on, that we are capable of
anything, that there is indeed hope. We are heroes all: living, breathing, hurting, fighting,
enduring contemporary heroes.

“So. This story has come of age. Or perhaps | have. Here’s to getting up in the morning, to
looking forward and back and to being firmly rooted in the moment. But most of all, here’s to

slow, quiet, sneaky healing.

“As the show says:
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Now | know why no one notices a tree as it grows
Because their deep roots creep down oh so slow
And their clever branches quickly learn

To blossom only when your back is turned”

Emma Rice, Director and Adapter, 2011
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2. Overview
The Orginal Story
The Girl Without Hands is a German fairy tale collected by the Brothers Grimm.
This is the story as retold by Anna Maria Murphy
So, herebdés a strange one.
A very poor miller cuts down his last apple tree in desperation. He makes a bargain with the
Devil, who promises him riches. The miller agrees to give him what is behind his mill.
fi Fi mhilcs the millerto himself, i A new apple tree wild.|l grow and
The millerés old shack becomes a palace. The wif

The miller tells of the bargain.

ABut i todéds our daught ed, beday 1 dHowtbey dfidll Il er not a tr
They knew the Devil would come to claim her.

The girl tried to protect herself by being clean. But the devil wanted her dirty. (He was a filthy

old bugger)

But that wasndét enough for the old devil. He wan
And so they were.

But the devi | coul dndét take her, as she cried soc
dondét | ike that.

She lived in the forest and ate the fruit.

A king fell in love and married her. He made her a pair of silver hands. The fingers moved
and everything.

The king went to war.

A child was born. The kingsé mother | oved the gi
message. But the devil intercepted and changed the message. He said the child was half

dog.

The king sent a message back saying,i Car e f or tthheetnd sbohdchw ,nfiluch he | ¢
but the old devil interferred again and changedittoin Ki | | t hem bot ho

The ol d mot her ¢&illeddddeniosteadd(oT hiatt,0 sanad we)l I known tr

The girl again went to the forest, where her hands grew back.

The king found her several years later.

They loved again, and had many more children. It was one of them who told me this. My
aunty knew them quite well.

Anna Maria Murphy: Writer, Poet, and Kneehigh Collaborator
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Inspiration

Women Who Run With Wolves

Although the original version of the story was written by the Brothers Grimm, this show
started with an adaptation of the story called The Handless Maiden. It forms part of a
collection of stories called Women Who Run With the Wolves, by Clarissa Pinkola Estes

The Great Depression

The Great Depression was a severe worldwide economic depression in the decade
preceding World War Il. The timing of the Great Depression varied across nations, but in
most countries it started in about 1929 and lasted until the late 1930s or early 1940s. It was
the longest, most widespread, and deepest depression of the 20th century. The depression
originated in the U.S., starting with the fall in stock prices that began around September 4,
1929 and became worldwide news with the stock market crash of October 29, 1929 (known
as Black Tuesday). From there, it quickly spread to almost every country in the world.
Personal income, tax revenue, profits and prices dropped, while international trade plunged
by more than 50%. Unemployment in the U.S. rose to 25%, and in some countries rose as
high as 33%. Cities all around the world were hit hard, especially those dependent on heavy
industry. Construction was virtually halted in many countries. Farming and rural areas
suffered as crop prices fell by approximately 60%. Facing plummeting demand with few
alternate sources of jobs, areas dependent on primary sector industries such as cash
cropping, mining and logging suffered the most. Some economies started to recover by the
mid-1930s. However, in many countries the negative effects of the Great Depression lasted
until the start of World War 11

African Landmine victims

The UN estimates that there are some 110 million land mines scattered in 70 countries. Of
these, about 44.8 million are buried in 11 African countries, and by far the worst affected are
Angola, Egypt, and Mozambique. In conflicts, land mines are mostly deployed by being
buried in the ground, and are detonated when stepped on or moved in any way. They are
designed to kill or disable their victims permanently, often by shattering limbs beyond repair.
The International Committee of the Red Cross says that there are some 250,000 land mine
amputees in the world, comprising mostly civilians, including many children. The most
severe impact in Africa has been on Angola, which has about 23,000 amputees (one out of
every 470 people), and Mozambique, where land mines have claimed over 10,000 lives.
Casualties are still mounting, mainly because many mined areas are unmarked and the
mines remain active for many decades®

! Information from Africa Recovery Online (A UN Publication)
http://www.un.org/ecosocdev/geninfo/afrec/vol12no4/mines.htm
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Robert Johnson

According to legend, as a young man living on a
plantation in rural Mississippi, Robert Johnson
(May 8, 19111 August 16, 1938) was branded with ‘
a burning desire to become a great blues
musician. He was "instructed" to take his guitar to
a crossroad near Dockery Plantation at midnight.
There he was met by a large black man (the Devil)
who took the guitar and tuned it. The "Devil"
played a few songs and then returned the guitar to
Johnson, giving him mastery of the instrument.
This was in effect, a deal with the Devil mirroring
the legend of Faust. In exchange for his soul,
Robert Johnson was able to create the blues for
which he became famous. His landmark
recordings from 19361 37 display a combination of
singing, guitar skills, and song-writing talent that
have influenced generations of musicians.

Cross Road Blues i Robert Johnson

| went to the crossroad, fell down on my knees

| went to the crossroad, fell down on my knees

Asked the Lord above "Have mercy, now save poor Bob, if you please"

Yeoo, standin' at the crossroad, tried to flag a ride
000 eeee, | tried to flag a ride
Didn't nobody seem to know me, babe, everybody pass me by

Standin' at the crossroad, baby, risin' sun goin' down
Standin' at the crossroad, baby, eee, eee, risin' sun goin' down
| believe to my soul, now, poor Bob is sinkin' down

You can run, you can run, tell my friend Willie Brown
You can run, you can run, tell my friend Willie Brown
That | got the crossroad blues this mornin', Lord, babe, I'm sinkin' down

And | went to the crossroad, mama, | looked east and west
| went to the crossroad, baby, | looked east and west
Lord, | didn't have no sweet woman, ooh well, babe, in my distress
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Emma Rice, Director, on Making a Show :

fifhere is no formula to the way we make theatre. However, it always starts with the story.
No, it starts before then. It starts with an itch, a need, an instinct.

fEach one is raw, relevant and personal. Stories have an ability to present themselves, to

emerge as if from nowhere. But they never are from nowhere. This is the seminal moment of

instinct. This is when your subconscious stakes its claim and intervenes in your carefully

ordered life. | sit up when a story taps me on the shoulder. | respect co-incidence. | listen to

i mpul se. One of my most hated questions when mak
to answer, O6Because. '

fFor me, making theatre is an excavation of feelings long since buried, a journey of
understanding. Bruno Bettelheim in 6The Uses of
relationship to fiction, states that "our greatest need and most difficult achievement is to find
meaning in our lives". He argues that by revealing the true content of folktales, children can
use them to cope with their baffling and confusing emotions. My fascination with certain
stories is fuelled by my own subconscious. The Red Shoes charts the pain of loss,
obsession and addiction, The Wooden Frock, follows the slow and faltering healing

process, Tristan & Yseult is a poem to love and its madness and The Bacchae a terrifying
glimpse at the beast in us all. These are
not children's themes but | often
approach them in a childlike way. In my
experience, our basic needs and
desires are the same - to be
communicated with, to be delighted, to
be surprised, to be scared. We want to
be part of something and we want to
feel. We want to find meaning in our
lives.

firhe event of live theatre is a rare
chance to deliver all these needs. We
can have a collective experience,
unique to the group of people
assembled in the theatre. | don't want
the fourth wall constantly and fearfully
placed between the actors and their
audience, | want the actors to speak to
their accomplices, look at them, to
respond to them. | want a celebration, a
collective gasp of amazement. | want
the world to transform in front of the
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audiences eyes and demand that they join in with the game. Theatre is nothing without the
engagement of the audience's creativity. Theatre takes us right back to Bruno Bettelheim
and his belief in the therapeutic and cathartic nature of stories. We tell them because we
need them.

fiMonths before rehearsals begin, | start work with the creative team. We gaze at books and
films, sketch and begin to form a concept; an environment in which the story can live, in
which the actors can play. This physical world holds meaning and narrative, it is as much a
story telling tool as the written word. Stu Barker (musical director and composer) and |
exchange music we have heard, that inspires us or just feels right. We talk of themes and
feelings. From these conversations he creates a musical palette of melodies and sound-
scapes. With the writer or writers, we talk and dream. We map out the structure and the
overall shape of the piece. They go away and write collections of poems or lyrics or ideas.
Each writer works in a different way but what none of them do is to write a script or a scene
in isolation.

fit is this fertile palette of words, music and design that we bring to the rehearsal room. As |
said, Kneehigh is a team. The shared imagination is greater than any individuals so we
begin the rehearsal process by returning to the story. We tell it to each other, scribble
thoughts on huge pieces of paper, relate it to our own experience. We create characters,
always looking to serve and subvert the story. Actors like Mike Shepherd and Craig Johnson
delight with their deft improvisation, breathing life and naughtiness into the bones of the
story, performers like Bec Applebee and Eva Magyar use their painfully eloquent bodies to
create physical poetry and story, Giles King and Tristan Sturrock tickle and disarm with their
tragic clowns. Stu's music is used to help create the world, to guide and inform improvisation
and release feeling. Lighting is used from day one, the design is developed with ideas
coming from the devising team. The writers are in rehearsal. They watch and inspire, feeding
in their poetry, their lyrics. They respond to improvisation and craft scenes and characters
alongside the actors. Layer upon layer the world is created, the story released.

fiVe lay the foundations, then we forget them. If you stay true to the fundamental

relationship between yourself, your team and the subject matter, the piece will take on a life

if its own. Armed with instinct, play and our building blocks of music, text and design,

Kneehigh do fearless battle. One of our most used phrasesin t he process is O6hol
nerve'. There is no room for neurosis or doubt, these will only undermine the process, hold

your nerve, stay open and delight in the privilege of making theatre.

fEach writer, Anna Maria Murphy, Carl Grose and Tom Morris bring their own beautiful and

distinctive voice to the work. But remember, these texts represent just one layer of the

worlds that Kneehigh creates. As you read, close your eyes from time to time. Let a tune drift

back from your childhood or recall a painting that made your heart pound. Remember falling
inloveorlosingcontrol, | eaving a | oved one or | aughing
Now there is a connection. Now there is meaning.o
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We do theatre because it's live.

The components of performance and audience create a different chemistry each and every
night, there is no formula. On a good night we might "gel" an audience, take them on a
journey and leave them somewhere they never expected to be. On a good night the
auditorium can crackle with enchantment and excitement, it's all a delicate and indefinable
balance to be lost or found every night.

Theatre is live 7 i tnétdike cinema where, sadly, most of the audience need a bucket of
coke and a trough of popcorn to enjoy; it's not the casual channel flipping experience of TV i
it aims to engage and transport so please: watch rather than take notes.

In response to the frequently asked questions about process and style... There is no
Kneehigh formula or style. This is demonstrated by the three very different shows that toured
last year: The raw but crafted dance theatre of The Red Shoes; the elegant and rich
inspiration of Brief Encounter; and the anarchic improvisation of Hansel and Gretel.

Why do we do theatre? Because anything could happen and leaps in the dark are
imperative.
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