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PRODUCTION: The Great Gatsby
COMPANY: Scar Theatre
BIDDING FOR: Oxford P[a bouse, Trinity Term 2023
PERFORMANCE RIGHTS Nowne

CAST SIZE: 15-20 <,Z leads, supportmg $-10 ensemble)
ND SI E:

TOTAL CAPACI
BREAKEVEN SEATS /PERCENTAéE 1987 /57.4%

) © G

PRIMARY CONTACT: Finley Bettsworth, Producer, finlcy.bettswortk@bnc.ox.ac.uk
SECONDARY CONTACTS: Mina Mouniri, Co-Director, mincz.moniri@st—]vildas.ox.ac.uk
Peter Todd, Co-Director, Peter.todd@kertford.ox.dc.uk_

COMPANY EMAIL: scartkedtreco@gmail.com

T CAN

Mina Moniri & Peter TOAA oueueeeeeeeeeeeeeeiiiieseaeennns Co-Directors ¢ Writers
Finly BELESWOIED vvvvvieeeeeie et ettt e et e et see e, Producer
Leah O'Grady ¢ Sal Algcmnin ................................. Production Managers
Y 5 R N PP Set Designer
Sam Morlgy .................................................................. Lig/vting Designer
ALDG OFF ettt e e eeeeesee e e e et s eeeaaaessssaaasenens Sound Designer
Sopkid Y7 Costume Designer
E1000a Barnsham ..ouuuueeeeeeseeseeetieeeeessessseeeeieeesessasseee, Marketzng Manager
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ACT ONE

Nick Carraway recounts the events of two summers ago in West Egg, Long Island,
where be movedfor a fob in fz’nance. He moves in amongst the mansions of the new[)
rich, one of whom is the elusive Jay Gatsby. Early in the summer, Nickvisits bis
cousin Daisy’s bouse in East Egg - the reﬁ{;ed, old money part of the state. Daisy is
married to Tom Buchanan and, t/vroug}) the course of cfz"nner Nickis informea’)l;
Jordan Ba/(.er, a friend of the coup[e, that Tom is unfditkfufto bis wife. Later that
nig/vt, Daisy expresses ber frustmtions to Nicka:s well.

Tom confides in Nickabout bis mistress, Mjrt[e, who lives in an industrial estate with
ber busband, George Wilson. Nz’ckgoes to a party with Tom and Mjrt[e, during which
Tom Punckes Myrtle when she brings up Daisy in conversation. Later in the summer,
Nic/(_ receives a formal invite to one of Gatsby’s parties. Curious, be goes to the party,
meet s jordan again and is approacked b) Gatsb)/, who befriends bim, Nickgets closer
to Gatsb) and starts meeting some inf[uenticz[ business partners, nomb[) Meyer
Wolfsheim, the man who fixed the World Series in 1919. Jordan tells Nicktbat
Gatsby and Daisy were in love and that she married Tom after Gatsb e[t for war.
Gatséj boug/vt the bouse across the b@/ and throws lavish parties in t%e ope that she
will mczke an appearance.

ACT TWO

On Gatsby’s request, Nickinvites Daisy to bis bome so the two can meet and reconcile.
Dczi[sy dnj)Tom attend one of Gatsby’s parties and Daisy expresses ber dislike at their
opulence. The [mrties cease and Daisy visits Gatsb t})rougbout the summer, embar/(jn
on a clandestine love cszair. Tom discovers the of'air when kosting the group for lunc%
in East Egg and be loot—})eadedlj SUgests tk@l atl go into town. Ending up at a hotel
suite, Tom confronts Gatsbj and it escalates into a Pk)sical confronmtion, at which
point Dais exclaims that she loves them both. Tom reveals that Gatsb)’s wealth is a
result of iﬁegal!y selling alcobol with Wolfs/oeim, and Daisy loses ber resolve to fig/vt
for Gatsby. Certain })e%ms won, Tom insists that Gatsby d;)"z'ves Daisy backto the
Buchanan residence.

On the drive bac/(_, Gatsby’s car bits and /Q[ls Myrtle instantly. Nickfinds out that
Daisy was dri'ving the car but that Gcztsb) intenj; to take the blame. He urges Gatsb)
to leave West Egg to cz'voidpersecution but Gatsb refuses, intent on staying to win
Daisy’s fa'vour. George, who bas suspected Myrtk%)s infidelit), is told 19) Tom that
Gatsby’s car struc/(. Myrtle. Bent on revenge, Georsge oes to Gatsby’s bouse - assuming
that whoever owns the car must bave been Myrt[e S fg'ver —fcztcz[lj shoots Gatsb), and

then bimself.

The Buchanans leave Long Island, lecwing Nz’c/(_to arrange Gatsbj’s fzmem[ which is
attended by only two people; Nic/};and Gatsby’s father. Nz’c/(v, devastated by the loss of
Gatsb) and rieving Ikbis role in the tmged , returns to the bouse one fz’ncz[ time to look
out over tbe%?. He ref[ects on Gcztsb) S filfe and the wa)y that our past will s/mpe but

not define our juture.

el ©
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WHY THE
LAYROUSE?

Synonymous with overindulgent parties, glz’t{ and glamour, The
Great Gatsby is the quintessential_]a{{—A e novef.gAdaPtin it to
the stage bence necessitates the same granciosigy to match té
reputation the book bas garnered t/vroug}) the years. Thus, with its
increased technica capa ilities and expertise and large stage
space, the Play/oouse is the Perfect home for téz’s adaptation. There
is no other student venue in Oxford that could do fustice to a P[ay

suc/o as t/vis.

Adaptin a 1920S novel about c/vasing wealth and excess must
reflect that in the set and staging. Using the foresta e at the

P @loouse will allow us to move seamless[) between the stri/@ng
interior of Gatsby’s mansion upstage, where the famous party scenes
will take /{lace, to other settings such as the car cbase, romantic

ﬂas})bac s, and the [oust[ing cit) [ife and botel scenes on the
forestage.

For this adaptation, we are loo/@ng Lo incorporate diegetic music in
the form ofa jag band of actor-musicians which wz% come on

an off stage to lbfa . This wil[full) utilise the acoustics and extra
stage space in the theatre, as the band wi[[[)[a)) an integra[part of
the action. In addition, the substantial [i })ting ri coup[ed with
the cyclorama allows us to add szjy[e andi]air to the show w/vic/v,
coupled with the lavish set, will realise the show’s uni(]ue aestbetic.

KB
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“STATEMENT

The Great Gatsb)i {s nndeniab!y one of the most well-known novels of the 20th century. It
aASKS big questions about love, class and the excessive z'festyle of 19205 New Yor/&,
focnsz’ng on the kard—/oitting truth bebind the ‘American Dream’. This new adapmtion
see/&s to subvert expectations andﬂip the show on its bead with one sirnp[e c/mnge: marin
Gatsb) a woman and queerin the central love story between Gatsb) and Daisy. This willg
steer the main metaphors of the story away from the ‘American Dreant’, bencfilng and
warping the show’s meaning, t/arusting Gcztsby into contemporary schools of tkoug/at while
remaining faithful to the origina[ words of F Scott Fitggerald.

In this way, this adapmtion see/(.s to modernise the story with a more feminist perspective.
The themes of excess remain similar, tkouglv now include the centring of male P[easnre and
lesbian exoticism in society, critiquing wly female p[easure always comes at a cost. The
‘American Dream’ motif ecomes an a[[egor) for ec]ualz’t in [z'fe) and love, ref[ecting the
damage that socialpressnre can inflict on queer indi'vidz)t'als. The eyes of Dr T ]
Eck[eﬁurg, often representing truth and wisdom, mke on additional meaning within a
queer context - the constant watcking eyes of society and the z'ncefact that bas on the way
we, as LGBTQ+ Peop[e, choose to present ourselves to the world.

It is also widely known that F Scott Fit{gera[dp[d iarised bis own wife, Zelda, when
writing man of bis famous novels - even going so ﬁzgr as to steal excerpts frorn ber private
diaries and-yorce ber to revise ber own works so that be could use the same material
before km)ing ber committed to a sanatorium. We want to do ber genius justice in téis
aaaptation b) inc[udin% subtle reference to the Scott X Zelda c{)namic within the toxic
Tom X Daisy relations ip onstage, as well as using ajmme narrative z’n'vo['ving Nic
Carraway spea/Gng to bis t]vempz’st about Gats@ and the way she used and discarded

bim.

We understand that audiences will expect a certain level of sgy[e, pixzazx and grandenr
frorn a Production of The Great Gatségi, and we intend to emulate the excess anc?goptirnism
of the roaring twenties tbrougb the costume, set design anc[gmp/oz’c design elements of the
Proa’uction. Furtber, we aim to use a live jag banionsmge to bring Gcztsb)i’s parties to
lz’fe and e'vo/(e the usual themes of class, social stratification, and warring old money vs
new money c{ynamz’cs at Pl@i t/vrougb song choice and musical sgy[ings. For exmnp[e, more
a‘{ﬂuent settings will bave more rigid, ordered music to mimic the strict social structures
that the characters must operate under, while poorer settings will feature more lively,
improvisationa[ music with more free expression.

These ideas will come toget/oer Lo Produce an andio-visual spectczc[e onstage that is
consistent with the source mdterial, true to Fit{gemld’s writing and thri [ing to watch
while breat})ing new life into the meaning and metapbors contained within. The show will
forefront findz’ng the freedom to express oneself aut entical[y c[espite the constraints of
society, moving and up[ifting audiences in equal measure with one find[ core message: we

can always strive for better tomorrow.

el ©
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PRODUCER 'S
ESTATEMENTA

This novel retelling of The Great Gatsby is a bold and modern exp[oration o{ an
almost century—o[ text. 1 believe it wil[)/be Popular ana’[)ertinent, articu[arj within
our current cultural context. As The Great Gatsby bas now entered the puélz’c domain,
our experienced directorial team bave creative freea’om to exp[ore the origina[ lot and
themes of trut}), [o've, and the American a’ream, ele cmt[) woven into a new a czpmtion
with Gats@y written as a female character. With ti)gz’s sz’mp[e c}mrzge to foreground
queer z'a’entitj, Fitzoerald’s capti'vating Plot will shine t/vrougb a new creative lens,
and tell a story we “worth exP[oring.

We will capita[ise on all aspects of the show to sell tickets effective!y: a queer
aaaptation ofcz classical masterpiece, fu[l of ‘Roaring 20s’ excess. With an)
erfgrmcmce of The Great Gdtsbﬁ/, the Pleasure—see/g’ng culture of the 20s needs to shine
tbroug}), as the audience will expect a critique of the carelessness that is concomitant
with this text. Gdtsbj set against a more femz’nist backdrop bas remarkab[e scope for
mar/(.eting and Proa’uction, with a gamut of creative choices available to our kig}) Ly
experienced team. The majority ofgour team bave been involved in shows at the
P @)kouse in key creative roles, and 1 am confz’dent that we can recreate the world of
Gatsla)i in glorious technicolour. With effecti've i kting and set, we can realise a
captivating and memorable Performcmce - it would be z’rrzpossib[e to attempt a show o
this scale arzywkere other than the P[cgykouse. The large stage [)ro'via’es amp[e room_for
on-stage musicians, and the technical cczpczbz’lz'ties oft e Pl@i/aouse will facilitate the
Jazz-age pizzazz of a Gatsb party. The technical requirements for this show are
substantial, and our team wi [)l;egin preparations ear[) in the new year to ensure a
smooth run in show wee/&. A [arge team of assistants will be recruited to su port our
departmental beads, as well as to gain valuable experience. Mar/(.eting will[[)follow a
creative strategy to generate substantial entbusiasm within the student bod , as well as
the wider pub ic. The Great Gatsb often features in school curricula, and we are
confident that outreach to local sc‘gools will drum up more interest in this adaptation

as it can offer students furt/ver insig})t into the origind[ text.

The budpet is in line with previous P[@lbouse shows, and the 57.4% breakeven mares
me confi%ent in the show’s {inancial 'viabi[izjy, even with our conservative estimates for
proa’uction COStLS. Tbougb this show is not a musical, the on-stage band and other
technical requirements mean our Production costs are greater than a gylbiccz[ stmz’g/vt
p[a . However, the sheer scale and comp[exity of The Great Gatsby means these
additional requirements are essentia[for the show’s success. As with most
interpretations of the p[cz , we are putting a major focus on the gmndeur of the
environment, and thus the budget reﬂects the cost of a large, comp[ex set. Fortunate[y,
we are able to/unc{ this tkrougci the increased tic/&et sales revenue since we do not have
to pay rigbts or a show in the Publz’c domain. We will explore a wide range offunding
strategies; we are con ident in the supjort ofcz la;'ge number of Co[lege func{ing bodies,
JCR grants, and university-associated bodies including CMDF and OUDS. Our
previous experience puts us in gooa’ stead for effective%unding applz’ccztions.




BUDGET

Materials
Rehearsal/Orchestral Material £
Shipping £
Subtotal £

Venue

Venue Hire £
Services f

Extra Staff Charges £
£
£
f

Subtotal

Production Costs

Set & Construction

Sound

Lighting

Costume

Frops & Set Dressing

Producing - stationery, Transport
Welfare/Safety/Covid-19
Instrument Hire

Special Effects

Subtotal

[ T T T T T T i L

Marketing
Print (Posters & Flyers)
Online Media
Public Ads (Newspaper etc)
Events

Trailer / Photos

Subtotal

1g Lost

Ll L

Venue Marketing Cost

Subtotal
Contingency %

Contingency

PROJECTED EXPENDITURE £

OXFORD UNIVERSITY DRAMATIC SOCIETY

100.00

100.00

6,200.00
3,780.00
3,600.00

13,580.00

4,500.00
2,000.00
1,800.00
950.00
150.00
100.00
100.00

400.00
10,000.00

300.00
300.00
120.00
20000
100.00

1,020.00
800.00
1,820.00

24,700.00

10%
2,470.00

27,170.00

Seats
Venue Capacity
Total Perfarm:
Total Complementary Ti

Maxirmum Occu,an 3462

Price Band

Seating Check

Funding Body
ouDs
Worcester College Buskins
MNew College Drama Society
Magdalen Players
Orriel Lions

Corpus Christi Owlets
Merton Floats

Martin Esslin Society (Keble)
Egelsfield Players (Queens)
Semmerville Arts Fund

Upfront

3,00000 £
50000 £
50000 £
30000 £
30000 £
30000 f£
30000 £
50000 £
50000 £
30000 £
30000 f£
30000 £
30000 £
20000 £
30000 f£
£

£

£

£

£

£

f

Wadham Drama Society
Brasenose Arts Fund

LMH Spotlight Fund
Acidental Death Productions

£
£
£
£
a
£
£
£
£
£
St Hildas Drama Society £
£
2
£
£
£
£
it
£
£
£
£

Total 7.900.00

Grants

Funding Body Grant

Cameron Makintosh Fund £ 3,000.00
College JCR Grants £ 1,250.00
£ .

£ 3
£ _
£ 4,250.00

TOTAL FUNDING
Overage/Deficit

Total financial support (Upfront)

Number
282
261
3

8

Predicted Split

TRUE

% Support

1%
2%
0%
0%

0%
af

Fh Fh iy M Fh B B B P P B B Fh Fh P FR B B P PR s

£

£

Full Price

Total
5,000.00
500.00
500.00
300.00
300.00
500.00
450.00
500.00
500.00
300.00

300.00
300.00
300.00
200,00
600,00

10,550.00
16,620.00

12,150.00

Sales

Consession Student Subtotal
365190
311895

308.45

Average per ticket

42 48921
2.5%
3%

20%

11.54
39.935.61

£0
0%

Max Fee

Rights %

Eff Costw/ Flat Fee

Eff Cost w/ %
Actual

Total Rights

The Great Gatsby

Scar Theatre

Oxford Playhouse
Late TT23

PROJECTED INCOME £  44,185.61

BREAKEVEN %
Total Sales Required
Sales Per Night Required

57.4%
1987
332

38.8%

61.17%

44.72%
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MANAGERS ' A
STATEMENT

As Co- Production managers, we are Ver) excited to be wor/g’ng together on an
origina,[ queer show with female narratives at its core. A priorit% §or our team (s
lz’asing with the desz’gn epartments to overcome any technical ¢ a[lenges caused
b) creative decisions.

SET ¢ SOUND

There will be a jagzx band on-stage to pl@i music tkroug/v certain narrative
moments in the show. Mics and spenéer rigging positions need to be considered to
minimise feedbacknnd bloc/@ng wil needg(tgo avoid the band. The Set
c[epartment will be aware of these issues ear[) in their desz’gns, and come up with
a solution that will avoid t}Jz’s, inc[nding Potential[ e[e'vdting the band onto a
balcony to prevent potential eedbac/&. We would afso search for an electric
drumkit to reduce the overall levels needec{for the band and vocalists.

SET, SOUND & LIGHTS

As we P[czn to bave (loud) instruments on stage, we ma) need to move some
overbead spea/(_ers to reduce eedbac/(_. The [igkts department will snbseqnently
bave a restricted rig. We will also bave a limited number off[ bars for set
Pieces, such as the c%mndelier. We will ensure that these three leoartments work
together so that they are all aware of their rig requirements, and to prodnce a
co%erent rig Pla,n tb)c/zt is safe, operational, and meets the creative vision.

LIGHTS & COSTUME

The Great Gatsby is set in the American 1920S, SO we have a fdntastic
opportunity to [2)'/ with an aestbetic very different to modern [ife. We will lean
into this lavis ,gi[c[ec[ aestbetic as loeavz'}[)y as Possib[e. The Potentialfor
exaggerated sty[es and coloured costumes bas consequences for lz‘gbting. We will
ensure that tkey are aware of costume designs in advance ofplanning, so that
t})}z) can use metamers/colour Palettes that are comp[ementmy to the costume
colours.

COSTUME & SOUND

Costumes should be loose fz’ttin around the waist to accommodate radio mics.
This is articularly importdnt%or actors wearing dresses and tig})ter c[ot]ving..
Given the silbouettes Popu[nrised in the 19205, which bad dropped waists and
[oose fz‘tting fabric this shouldn’t be an issue. However, [ig})twei bt fabrics
ty[)ica[ of 20S design may cause a Prob[em as tbey tend to re'vedlgs})dlbes more
easily. We will discuss with the sound team whetber adjustments could be made
to the s/mpe of the mic belts so less ofa ‘[ump’ is made, and with the costume
department to see z‘fa [z'nz‘ng of tkicker fczbric could be stitched into the dresses.
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MANAGERS ' 4
STATEMENT

Health and Sczfet)/ is a top priorit for us as a Production
management team. We will complete all relevant riskassessments,
using the input of beads of depdrtment. We will nmke sure these risks
are communicated to the relevant Peop[e, as well as wor/@ng with the
Pl@r})ouse to learn more about the Potential }m{czrds that could be
fczced in the theatre.

We are not faced with the sczfegy challenges of [arge c})oreogmp})ed
numbers. We are, })owe'ver, Planning an e%e'vated set: a staircase with
a P[a:tform upstage centre. As a team, we bave all worked with
elevated sets befogre and are aware oftbe risgs associated with them.
We Plcm to have mz’lz‘nﬁs along the stairs and on the upstage
Pldtform to prevent fcz s and will ma/(_e sure any ris/@ are
communicated effectz’vel) to the cast and stage management team.

Finally, we believe that with the experienced head;s of department
(all of whom bave worked on multiple Playbouse shows) and
e fecti've management, The Great Gatsb)f is a fanmstic opportunity
or a training show. It is important to maintain a crop o
accom [is})eﬁdesigners within the student population that are
co;;fiaént enoug}) to m/%z on the c/val[enge that is the P[@/})ouse. We
believe it’s important that shows present teac/ving ogportunities for
People who bave not worked in Oxford Playbouse shows before. By
lz’aisz’ng with competent and ex erienced beads of department, we can
ensure the new assistants will B[e trained sczfel)/, andPto a bigh
standard. Many o{ the current beads of department, ourseLves
included, got muc of our training from assisting on pl@ibouse shows,
and due to the sheer sige of these productions, man) of them would
not be feasz’lole without the })elp ofpdssz’stcmts.

K3




Woe &\
..l//// \\\\ ”////‘ \\\\.

il ) \\\\ln.e

PRODUCTION
“ovALLES F

Scar Theatre bas previons[) attracted experienced technicians and
(]na:[it)/ actors to produce innovative and ambitious theatre that
showcases the pool of creative talent in Oxford. We aim to tell
bonest, bard- itting stories, to shine a [ig/ot on the messy parts of life
and the all-too-buman abi[izy to get through it. At our core, we are a
group of theatre-lovers who are keen to pn;%v the technical boundaries
oj onstage [ig/ﬁting, sound and movement a:nclprioritise the
accessilvi[izjy of theatre for all. This team kopes to continue the
friendl), exciting nature of the company, creating a safe, enjcyczla[e
and big/ﬁ—dc})ieving space for crew and)ca:st d[ike.

We are committed to training newcomers to technical theatre and will
encourage czpplications from irst time crew members for assistant
roles. Every crew app[ication will be offered a role somewbere within
the proa’nction, and we p[an to have assistants in every c[epartment.
Mentoring and Lraining led 19) our experienced depczrtrnent beads will
be scheduled into the production timeline. This will loelp to c{e'velop a
new generation of Ox]érc[ theatre technicians and designers for
fntnre Productions, as well as enricking our prodnction with greater
insig})t, expertise, and experience. We also plec[ge a commitment to
})iring cast and crew from a diverse range of loac/gronnds inclnding
but not limited to race, clczss, sexna[ity, cgender and disczbilit).

We would lo've Lo use our co[[ecti've experience Lo workwit/o t})e

Oxforc{ Pl@)bouse team in creating a professional—qna[itj proa’uction
that andiences, the venue, Crew, and cast will all relish in.

KD
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MARKETING

7

DTATEMINT

The Great Gcztsb) is a classic tale with mass czppea[; the 19020S$ era andglamour
is exciting, as is the iconic love story. Scar Theatre’s adaptcztion Seers to retain
classic 1920s allure and the original words of F Scott Fitzoerald, while
explorz’ng new themes. In ma/@ng Gcztsb) a woman and maz/{ing the relationskip a
queer [ove story, Scar Theatre seeks to create a modern twist and appeczl to this
renowned tale. This Production will showcase the talent in Oxford University
and will thrill a variety of different audiences. With a significant amount of
time to market between the be inning of Pre—production and Performance dates in
Trinity, there will be Plent) o/gtime to reach a wide audience.

\
N
~

TARGET AUDIENCE

The audiences that we want to target are varied t})roug})out Oxford. Primaril),
we seek to target other students, as we believe that there will be a kigb student
turnout. Because of the scale oftke proc{uction, there will be a [arge number 0{
students involved in the cast and crew that can aid with marketing and reac
their friends. Word of mouth will })elp us to create a large a peal. Within the
student Population, we also specéficcz[[) would like to reach theatre [m)ers,
literary lovers and Englz’sk students, and the LGTBQ+ community. We will
considgr partnering with Oxford’s LGBTQ+ society to ke[lb us market the show.
We are also aiming to expanc[ our reach to Oxforcf)Brookes students as well.
Outside of the student community, we wil[genemte interest tkrougla a strong
social media campaign and widespread oster distribution. The reputation of
both the boo/&andﬁ'g[m adapmtion wi[/)serfue us gredtl)) in generating interest.

OUTREACH

The Great Gatsby is a text that is studied at A Level, so we also have the
opportunizjy to reach out to local schools and invite them to see the Production.
Our twist on the Proa[uction will allow them to tkinkcritical[) about the themes
in the text and bow they can be reimaginec{ and adapted. From pre'uz'ous
Productions, I have a &t of local schools that can be contacted.

EVENTS

Launch parties are a fun and engaging way offocusing attention on the
production. The widespreczd appea%ofga party can also aid us in reaclaing bgyond
the t Pical audiences that interact with the theatre community at Ox{ord. We
could organise a 19208 themed event, which would excite because oft e attire
cmdg[czmour. I have experience organising and })osting [czrge scale events and
launch parties at venues [i/(f: Freu§
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PRINT MARKETING

We bave allocated £300 of our buc[get to ﬂ)ers andposters based on the costs of
previous Pl@i/vouse marRetin cam[miégns. We p[cm to use our [mége team to our
advanmge: the group will be P distribute print material t})roug out the city of
Oxford and z’njifvici;al colleges. We also P[cm to exit ﬂyer Productions
tkrougkout the term and to (fistribute print material at our events.

SOCIAL MEDIA MARKETING

Scar Theatre is an established production compan and cz[read) bas a group of
followers from its Production of SKIN. This wil[ge ac[vantageous, as social
media campaigns will be a bz’g part of our marketing strategy. Scar Theatre and
the Great Gatsbh )y team also bave strong connections to the theatre community,
which means that other production companies will assist in marketing b);
resharing our content on social media. On Face[ooo/{, we will have an event page
that wiﬁgbe posted in requently, generating engagement. The cast and crew will
also c/mnge their ) 244 ile pictures and banners to draw attention to the
production. Instagram will be used to document the process of the kproduction - a
Production Pkotogmpker will be crucial in creating a bankof kig c]ualz’cy
content to maintain excitement. lnstagram will also be used to bost the cast and
crew introductions. M)’SB[][ and other members of the crew bave strong ties to
OUFF, Oxford University’s fi[mma/Gng society, and we will be able to borrow
their industiy—gmde equipment to ilm a trailer for the Production. chstl), we
will be contacting [mb?ications (Cherwell, Oxford Blue, OxStu, 1sis) to come
and review the Prooluction and interview the team.

MARKETING COPY

Accompanied 19) a riotous live jazx band, this new, subversive adapmtion of
The Great Gatsby retells the Ja z-Age classic from aé[eminist perspective. Nick,
a_young and ambitious stockbroker, is befrien ed by the illusive millionaire, Ja
Gatsby. At fz’rst enamonred with tée [avish [z’fesgyzz of the nouveau-riche, Nicﬁ
soon Eﬁgins to see t/oroug/o the cmcks in Gatsb )’ facade, where deception and
tmgedy lie in wait.

Set against tke[glamorous bacédrolb of New Yor/v’n the roczrinzg twenties, F.
Scott Fitzgerald's The Great Gatsby tells a keart—brea/&inzg tale of social
stmtification, excess and unfu[fillec{ [ove that treads the line of ar/(_obsessz’on.

I hope she’ll be a fool — that’s the best thing a girl can be in this world, a
beansitul littlo ool 4@



S [T
STATEMIENT

STAIRS ¢& BALCONY

Shown are two alternative arrangements of stairs and a balcon). The sincie
staircase would take [ess resources to build cmd uses [ess space on stage. The
staircases are pictured cur'vec{ but would likeb lae constructec{ as se'vem[ stmig]ot

[)ieces a[)proximating a (]uarter cz'rcle.

Flats will cover the front of the stairs and balcmjzy, stylz’sed as wooden Panel[ing.
The stairs cmdfront of the ba[con)z will bave art deco themed mz’lz'ngs:
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ROTATING PLATFORM

There will be a centre stage rotating Platfarm, for use in the parties, car
sequences, an especia[[j romantic moments. This will be around 3m in diameter
and 30cm bigh, so there will also be P[atforms on the rest of the main stage to
make it le”uezg. Tk?forestage will be dropped to assemb[y eight to preserve
siglatlz’nes for the front rows of the audience giving a 6ocm eiglvt di ference,
spanned %y steps made from the 1m stage extension and bired 2” dec ing. From
the Revo ving Stage Company, this would cost 5504 for the revolve and 511§ for
the curved surround and £360 for the rest of the dec ing from Hen[@f Theatre

Services.

GATSBY MANSION

Pictured is a s/(_etclv of the dressing for Gatsby’s mansion. Definz’ng elements are
the crystal chandelier and large ower Iaouquet. During Gatsly’s arties this
will be enbanced with the use o{ spar [ string curtains and bandpsetup on stage.
The quantity offlowers in the home will increase with Gatsb)’s despemtion to
impress Daisy Also pictured: glz’ttely String curtains for set c{ressing.
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https://www.therevolvingstagecompany.co.uk/revolving-stage/

L1
QTATEMINTI

BUCHANAN MANSION

The Buchanan bouse will be distinguis})ed tkrougk the use of long, w})z’te, sheer
curtains, and dej)endin on f[y bar space, perkaps an antique brass chandelier to
contrast GdtSbj S ﬂasggier c;ystczl new money chandelier.

NICK'S COTTAGE

Nic/{s cottage will be set in a front corner of the foresm e to seem cmmped and
intimate with the andience. 1t will use short furniture [il{e an armchair, stool,
co[fee table and table lamp sat on the floor. This will then double as the room in
which Nz’c/(_narmtes/writes/ml/(_s to the tkempist. Opening a ath in the
assembly will allow Nic/(_ to enter frequentl) for narration without disturbz’ng the
rest of the stage.

MINING TOWN

The coal miners town is distinguisked tkrougly the old bi”[ooardfeaturing the
eyes of Dr T] Eckleburg. This will be a flown, [mintedﬂdt with structural
material visible at the edges where the board is cut/broken o a roug}) edge. This
may also contain some /&znd of car fmme to show the garage.

KD
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BUDGET ALLOCATION
Item Allocation / £
e GG 1000 Aside f}fom the rotating stage
: and stair/balcony costs, the

Stairs and Balcony B remainder of this table
Gatsby Dressing 600 contains estimates fOV ]?0‘127
Buchanan Dressing 400 much we cmtici[mte spending

: : on set pieces for each setting.
Nick’s Cottage Dressing 150
Miner Town Dressing 250

BUDGET TOTAL: £4500

Cars 600

SO UND
STATEMINT

The core sound of Gatsloj will be an on-stage jaxx band, with Plemjy
of scope for scene-setting in the 1 920s with Pre—recorded soundscapes.

As this is new writing, the exact instrumentation of the jazx band is
yet to be confirmed, owever the OP's stockof wired mics ?bou[d be

more than enougb to cover them.
Owing to the noise level of the jazx band, 1 anticipate needing radio

mics on Principal cast members to cover them, and am specif)ing 16
channels —faz’r[) standardfor an OP student show.

BUDGET: f1500
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The Great Gcztsb), set in 1920°s America, requires costume with an empbasis
on the silbouettes of the time. Patterns and esigns that accurately reflect the
time Period will be used to anchor the Production. Dropped waist[z?'nes and
[oose garments will allow for a more androgynous [oo/K. Furtbermore, the use of
more niche fas/oion trends of the time, such as flapper dresses and ‘midc{y’
szjy[e blouses, will suggest defiance against stereotypes and a desire for

somet/oing cﬁfferent.

Due to the [drge cast, the costume department will focus on the lead
characters. For instance, Gatsb ) wilf bave several pieces of costume that
s[ow[y build up as the Pl@i progresses to ymbolz’se er increasing desire to
impress Daisy with ber wealth. Daisy’s costumes will feature si nz’ficant
embellishment but stickto classica szjyles to portray ner initia?gand, [ater,
fina[ cm;formi@y to society. During ber romance with Gatsb), Daisy will wear
a green dress to tie in with the green light motif, loefore returning to ber usual
attire as ber re[ations/vi[) with Gdtsb)gbreaks down.

The overall colour pa[ette for this production will be briglvt, with reds, )ellows
and oranges. These warmer colours will bint at the danger that is to come and
the intense emotions of anger and love that permeate the p[@). The ensemble
will wear muted co[ours, in contrast to the main c/oamcters, but will bave the
same silbouette to ensure unity. Cooler tones such as blues will be used to
contrast with the strong emotions of the main characters.

"\\\\\ ’ / //

Members of the jazzx band will bave unz’form garments to avoid distractin
from the main Performance. A smart, blacksuit and tie combo will be used to
suggest an atr of aff[uence. This monochrome approac/a will also belp to
d{ﬁerentiate them from the cast. The majorit) of the garments willpbe sourced
online and in c]mrizjy s/oo[)s to limit cost and all items of c[ot/oing will be

a justec[ and manz’pulated 19) myse fcmd the costume assistants. On[) kﬁ»
pieces such as Daisy’s dress and small elements of Gatsby’s wardrobe will be

bouglot to keep costume within budget.

K3

BUDGET: £950
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Bringin the roaring twenties to [z'fe on stage would be incrediblj exciting. Key to
this adézgpmtion m’ﬁbe recreating the glamour cmc{g[it{ of the pro})ibz’tion era.
Omne of m) /@)f tools to create dept}) in scenes will be the use of contrasting black
boq’y colours within scenes such as contrastin moonlz’gbt tkrougb the upstage
windows with warm and extravagant incandescent lz’g})ting inside forjcgy’s
parties.

"\\\\\ ’ /// \ \\\h:,

The Great Gatsby is a show ?fjuxtapositions, of rich cmdpoor and of old money
and new mone). Lig/vting will also be used to empbasise the emotional coldness of
the Buchanans when meeting Jay with cool overbead [ig]atin empkasising the
barriers between the characters, 1 will use wide open soft lz’g ¢ for the grand
mansions. This will be contrasted with closer, tigl)ter, more directional light for
smaller poorer settings like Nz’c/{s bouse and the gas station. This will algo be
shown with set electrics ranging from the beautiful, old school Buchanan
chandelier to the glz‘t{ier, more s/oowy Gatsb) chandelier.

The green [ig/vt at the end of Daisy’s pier is another /(f)’ visual motzZ and
metap/vor. It is both fczr away in the distance, representing t})egczlb etween Jay
and Daisy, as well as green, the colour of money. In order to create this sense of
dz’stance, a green Point source (like[ a birdie without its snout to imPrO've
viewing ang%es) will be Placedjust ehind the BP screen to increase the sense of
separation and dept}) cmdge[ed in Lee 327.

Nick, the main storyte[[ing agent of the piece, will spend time with bis t]vempz’st
while the scenes be is describing p[@/ out on stage. The t/vempists office will be
markec[ OJ'Zfrom the rest of the action with cofg{ [iglating ending in cmgu[czr cuts
with the shutters. For moments when be is wandering tkrougb the past world but
still narrating, be will be in a fol[ow spot of matching colour temperature to the
therapists room. As be becomes more lost in bis reco[éctions and joins the past
wor a’p the fo[lowspot wi[lfade, Placing him backinto that world. The foﬁowspot
must be abso[ute[) accurate in order to be subtle enoug/:v. It will have soft edges
and be small enougly to on[) picku Nic/{s face. The operator will use a telrad
laser fo[lona spot sig/vt to achieve this level of accuracy.

Omne of the most c})a[[enging momentsco/tke show will be the car crash. 1 will use
WFL parcans })idden in tke set bekin gau&e at strategic Points Lo sil/aouette tke
actors for t/oe cms/v gi'ving t/ve czppropridte rama to the scene.

BUDGET: £1800

Playbouse standard rig: 1400
Set Electrics: Zi;OO

Consumables: £100
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We are })opefu[ that under the current restrictions and government
Plans, a production in Trinity term would allow for a ﬁ;g[l—capdcit)
show with no restrictions on social contact. Regard[ess, we are
committed to the sczfegy of all those involved in the show: our cast
and crew, audience members, and P[@kause staff. Working in
theatre tkroug/vout the pandemic bas e(]uipped us with the necessary
skillset to be able to a apt to every eventualz’(y, amidst cloanging
guidelz’nes (from theatres, university, and the government).
Moreover, we are we”—[)mctised at wor/g’ng with Covid-secure
processes, both in rebearsals and performcmces.

Our Covid—lg risknssessments are continuousl) updated, to reﬂect
the current situation. We will ensure that we continue to do S0,
especia[[) once in-person rebearsals and workskapping begin. We
adopt a cautious approac/a, often coming furt/aer than the government
guidelz’nes deem strictlj necessary. This involves encouraging our cast
and crew to tdke Lateral Flow Tests loefore wor/g’ng toget})er, and
also wearing masks when workz’ng in close proximity in wor/(_slaops

(for those who are able to do s0).

Tkrougbout this process, we will eep up to date with developments to
the Government’s Living With COVID-19 roadmap, as well as
University of Oxford’s Emergency Response Stages (ERS) and
Business Continuity Planning (BCP), and of course any guidance
specifica[l) from the Oxford Playbouse.

K3
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Co-DIRECTORS & WRITERS

Peter Todd (he/him) is a Claemz‘stiy PhD student at Hertfora’. His stage credits
include: Mczr/(_ Coben in RENT (Bernard Sun[gy, 2020); Jamie Wellerstein in The Last
Five Years (Online, 2020); Homer Clapp in Spoon River Ant})ology (Ouline, 2021);
Epikkodov in The Cker(y Orchard (St Edward’s Gardens, 2021); Tony in The
Servant (Pichette, 2021); Ant/von) (Cover)/Eusemble in Sweeney Tod (Oxford
Playhouse, 2022), Gregory in Plus One (Pilch Studio, 2022); Bz’{ly Nolan in Carrie
(OP, 2022); Michael in Tz’ck_, Tz'c/(....Boom! (Pilch, 2022); Oberon/Theseus in A
Midsummer B\Q'gkt’s Dreawm (Oxford Cast[e, 2022); Hades in new musical, Persep/vone
(works/oop, 2020; OP, 2021; National Tour, 2022); Dr Lanyon/H de 2 in Jekyll &
H)de (Pitt Rivers, 2022); Henry Clerval /Felix de Lacey in anlénstein (Ofc,[ Fire
Station, 2023); Jason in Bare (O'Reilly, 2023). Peter was nominated at the
BroadwayWorld Awards 2022 for Best Leading Performance in a Musical as Hades in
Persep/oone (Court)ard Theatre). His fz’[m creﬁits include: S/g[ine (2022), Zugzwang
(2022), ZARA (2021) and All’s Fair in Vanity (2020). He also won Best
Performance at OUFF Short Film Festival 2022 for bis portra al of Mike in The Last
Hurrab (2021). Peter's ori ina[[)[@i, SKIN, opened e, critica[)c)zcclaim under bis
direction at the O'Rez’l[j Theatre in October 2022, and bis short fi[m script, Catch

Me, was awarded runner up at the OUFF Screenwriting Competition 2022,

—ettllll) © G

Mina Moniri (ske/})er) is a 4t})year DPhil student reading Neuroscience at
St.Hilda’s. She bas been involved in backstage roles in theatre for the past 10_years in
both amateur productions and off West End, as well as international[). Outside
Oxford, be bas co-directed a production of "The Boys in the Band (2017) and
directed one 0{ ‘A Streetcar Named Desire’ (2018). Her main expertise Zes in technical
theatre and she bas stage mana ed for productions at the Bridgekause Theatre
(Tic/&,Tic/K...Boom!), Bou[e'vczr§ Theatre (Ghost Quartet), and Kuwait National
Opera (Giselle). She bas recent!y stage managed Persepkone (MTz21, OP) and was the
company stage managerdfor its national tour. She was also assistant director for
Wea’nesdcgy, Death Meditation (HT22, BT) and stage manager for Plus One (HT 22,
Pilch) and Casterbridge (Apri[ >22, The Space). She was stage manager/DSM as well
as intimacy director for Carrie: the musical (T'T22, OP) cmfco—director for Tic/(_,
Tic/&...Boom! (T'T22, Pilch). She is currentlj directing Bare (HTz23, ORT) and is
stage manager/DSM for An Awmerican in Paris (HTz;,OP). She was postgmc[uate

representative and the TAFF-OUDS Liaison for the TAFF and OUDS committee in
2020/21 and is continuing that role in 2022/2023.
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PRODUCER

Fin[gy Bettsworth (be/bim) is a 4.t/9 ear medical student at Brasenose. Hi k[icgkts
from bome as a Iigbting designer include TEDxJESS and Peter Pan. Since %eing in
Ox[orcl, be bas been involved in a number of [arge—scale productions;{focusing on
lighting design andproa[uction management. Major roles include Production Manager
fogr Hd%f Baked (North Wall Theatre, TT21), Persephone (Oxford Playbouse,
MT21), and SKIN (Keble O’Rez’[l) MT22). He bas also woréed as Associate Lig/vting
Designer for S/vaa’owsao/Tro (Oxford Playbouse, HT20) an Lz’gbting Designer for
Sweeney Todd (Oxfor P[@rzouse, HT22). He is also the TAFF Treasurer and was the
Hecz[tbydnd Safety Officer of the Brasenose Ball.

PRODUCTION MANAGERS

Sal A[gannz’n (he/bim) is a t})ird)ear PPE student at Somerville. He started in
theatre as a DSM/ASM on Carrie (OP, T'T22). Siuce then, be bas worked as
Mdrketing Assistant on Tic/&, Tick... Boom! (Pilch, T'T22) and Persepkone tour
(mu[tiple venues, ST22), Casting Officer on Dead Maw’s Suitcase (BT Studio, MT22)
and Lig})ting Designer on Maurice (Pilch Studio, MT22). He also pl@)ed Simon, as
well as being the Ligbting Assistant, on S}in (ORT, MT22). Most recent[) he was the
Production Manager on Troy Story: Age o the Hero (ORT, MT22). He is excited to be
a Ligbting Assistant on An American in Paris (OP, HTz;) and the DSM for Bare
(ORT, HT23). He is the current OUTTS Training and Freshers’ Officer.

Leab O'Grady (she/they) is a third year PPE student at Somerville. Leab bas tried
their band at eveiytkin from writing to acting to i })ting. Recent credits include
Director, Ada[)ter, anc{gLiglvting designer for Dmcuiz (Pi[clv Stua[z’o, TT22), Ligbting
and Sound Designer on Love Me (BT Studio, MT22), Producer and Ligbting Designer
for The Three (BT Studio, TTz22), ASM for Carrie (OP, TT22), Production Manager
for Wednesda , Death Meditation (BT, HT22), Writer and Producer for Unscene
(MT22), omal)'Sozmcl Assistant for Sweeney Todd (OP, HT22) She will be Co-
Producing and Co-Directing Engm'ved (BT, HT23), and The History Boys (ORT,
HTz23). Leab is the current OUDS Fres/vers’/CuPPers Co-Rep.
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SET DESIGNER

Stazi Towers (skeﬁ})gy) isa secondjear Mathematics and Computer Science student.
She bas done various set and [ig]oting roles in Oxford, on shows such as Persepkone

(OP MT21), Sweeney Todd (OP HT2z22), Carrie (OP TT22), Troy Story (ORT
MT21), An American in Paris (OP HT23), and Bare (ORT HTz23).

LIGHTING DESIGNER

Samuel Morlgy (be/bim) bas worked across the UK and internationa[!y across live
events, TV, circus and theatre. His past few shows include: Blue Apple’s Wi{ard of
Oz at QE2 Theatre Winchester- Lig/atin Designer, Casterbria’ge at the Space London
(Apri[ 2022)- Lig})ting Designer, Oxfor Contemporary Dance Society Showcase
(Febuary 2022)- Lighting Designer, Cirque du Soleil Luzia at the Royal Albert Hall
(January 2022)- Lig/vting Crew, Persep/yone at the Oxford Playbouse (November
2021)- Lig/ﬁtin Designer and Broadcast Director, Rory Taylor’s Wea’clz‘ng (September
2021)- LX Tech, Neig})bor})ood Festival (August 2021)- Screen and Camera Tech and
Leeds Festival Main Stage East (August 2021)-FOH LX Tech.

—etlll) © G

SOUND DESIGNER

Alva C. ]. Orr (they/them) is a fourth year DPhil student in Engineering at Queen’s
Col[ege, aving Pre'viouslj comp[eted an Mijs in Physics at Trinity Colfege, Oxford.
Alva bas extensive sound design credits in musical téﬁatre, stmz’gbt Pl@ls and new
writinfl, [ately designing sound for a selection of new writing shows - SKIN (Keble

9

O’Reilly), UNMADE (Oxford New Theatre), Plus One (Michael Pilch Studio),
Smart Casual (The North Wall Arts Centre, Coc/(‘bit Theatre) and Ha[f Baked (The
North Wall Arts Centre). Most recently they desz’gned the sound for Carrie: The
Musical (Oxford Playbouse) and Sweeney Todd (Oxford Playbouse) and they are
[oo/g’ng formzrd to returning to the P[@il));use in 2023 t0 design The Tempest and An

Awmerican In Paris.
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COSTUME DESIGNER

Sop/via Bawuner (she/ber) is a{irstyear student studjin Arckaeology e

Ant})ropology at St. Peter's. She bas been involved in t eproduction of Dead

Man's Suitcase, as the Costume Director, and been involved in two of ber schools’

Productions both dctin% and kelping with costumes. She is the costume designer
23).

for Bare (ORT, HT

—etlll) © G

MARKETING MANAGER

Emma Earnshaw (s})e/berg is a third year undergraduate reading History of
Art at Worcester. She is the current President of the Oxford Universit
Fz’[mma/(_ing Foundation (OUFF) and was the previous Head of Sociaf/Mec{ia
and Events for OUFF. In the past year she bas worked on thirteen student short
fz’[ms and is currentlj the Associate Producer for an ongoing feature fz’[m,
Breakwater. She was Co-Marketing Manager for the OUFF Short Film Festival
(HTz22) and the Mar/}:eting Manager for Troy Story (ORT, MT22). She was the
Assistant Director on Carrie (OP, TT22) and The Duchess of Ma[fi (Pilch,
MT22) and the Producer for S/Q'n (ORT, MT22).

WELFARE OFFICER

Eva Hayward (they/them) is a third year Classics student at Wadbawm college.
They were part of the welfare team for Troy Story (MT22) and are IOO/Gng
forward to wel[aring [ots more productions in Oxford! They bave also been
Wadbam’s welfare of ficer (2021-2), a peer supporter (2021-present) and fulfil

we[fare VO[BS at co[[ege events andfunctions U VOMg]?O%t tkejear.

KD
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