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Production Summary  
Production: Brave New World  
Company: FourSevenTwo Productions 
Bidding for: 5th or 7th week Trinity Term 2018

Performance Rights: Secured with Huxley’s estate agent 

Seats Available: 1009

Breakeven Seats: 573 
Breakeven %: 56.81 
Contacts: Amy Thompson, Producer amy.thompson2@st-
annes.ox.ac.uk or fourseventwoproductions@gmail.com 

Georgina Botham, Director georgina.botham@spc.ox.ac.uk 
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Production Team 
	 

Director 		 	 	 	 Georgina Botham

	 

Producer 	 	 	 	 Amy Thompson


Playwright 	 	 	 	 Miranda Mackay	 


Set Designer 	 	 	 Thomas Robertson	 


Projection Designer 	 	 Seb Dows-Miller


Lighting Designer 	 	 George Twinn


Costume Designer 	 	 Beth McCullagh


Sound Consultant 	 	 Jonny Danciger


Marketing Manager 	 	 Emilia Clark


Marketing Assistant 	 	 Kitty Lowe




Summary 
Brave New World is set 600 years in the future, in a totalitarian World State 
whose stability is ensured by eugenics, prenatal conditioning and 
indoctrination of its citizens overseen by Directors of Conditioning. There 
is a five-tier caste system, which is similarly maintained by eugenics. A 
mild narcotic called soma is distributed to each citizen to keep them 
happy and docile, while relationships and meaningful emotional 
connections are discouraged in favour of a lifetime of short-term casual 
hook-ups. Small areas of land called Reserves are set aside to preserve 
‘uncivilised’ life, and society in these areas has not ‘progressed’ at all 
since the 1930s.


The plot concerns Bernard Marx, a high-caste scientist and social pariah, 
and Lenina Crowne, a happy factory worker whom he is desperately in 
love with, but unable to show it because of the conventions of the World 
State. Together they travel to a Reserve on holiday, where they meet the 
scandalous secret son of the Director of Conditioning. They bring the 
young man, whose name is John, back to London. Here, John’s explosive 
clashes a society which he views as vapid and sordid, and with Lenina 
herself, ultimately lead to tragedy. 




Director’s Statement  
"Don't you wish you were free, Lenina?" 

 
"I don't know what you mean. I am free. Free to have the most wonderful time. 

Everybody's happy nowadays." 

"Yes, 'Everybody's happy nowadays.' We begin giving the children that at five. But 
wouldn't you like to be free to be happy in some other way, Lenina? In your own 

way, for example; not in everybody else's way." 

Brave New World manages to tackle understandings of freedom, art, happiness, 
identity, and love in a way that has continued to shape political and existential 
thought, despite being written nearly 90 years ago. Yet at no point does the text 
ever appear to preach or instruct – it does not exclude its readers or guide them, 
instead it simply questions in a remarkably accessible and stimulating fashion. As a 
director, this is an exceptionally exciting possibility. The energy with which Huxley 
delves into these questions enables us to create entirely unique worlds on stage 
whose primary purpose is to probe – it’s the 1930’s answer to Black Mirror.  


This production will not only update the text temporally, it will create a visual 
spectacle that shifts from the familiar to the unnerving, from the hatcheries to 
Shakespeare, not just through its stylised acting and movement, but through the 
integration of tech, particularly projection, and visual aesthetic. Through the heavy 
use of choral work with 12 multi-roling actors, I aim to create a distinct dichotomy 
between this ‘brave new world’, and the world of the reserve where time has stood 
still. This will be achieved through the former displaying movement that is robotic, 
synchronised, and heavily influenced by the stylisation of Berkoff, and the clinical, 
angular set and costumes enabling projection to become part of the narrative (e.g. 
create the laboratory around them; create a literal block of blue to represent the 
soma around actors’ heads; form moving animations that may interact with the 
action on stage) greatly contrasting the starker naturalism of the reserve. I am very 
eager and excited to work closely with Seb to ensure the integration of projection 
into the narrative from the beginning of rehearsals and make it a second story-teller. 
Just as John is fascinated with the work of Shakespeare, the world he enters when 



he’s brought back by Bernard should be verging on theatrical, where in the style of 
poor theatre, not only is the movement stylised, but chorus become set and sound. 
Vital to my vision for the piece is the text’s insistence on questioning what it is to be 
human: although a broad topic, these vastly differing worlds should jar the audience 
into questioning it without giving them an answer as neither world is perfect.


Naturally any text created in the 1930s raises problematic questions when updated 
to a newer setting. However, our awareness of these issues means not only will they 
be avoided, but tackled head on to ensure that they in fact accentuate our 
interpretation and aims for the piece. These primary issues may be broken down 
into two categories: race, and sexual relationships. Huxley’s text separates the 
country into two sections, divided not just geographically, or by social, political, and 
technological ‘advancement’, but by race as the residents of the ‘reservation’ are 
described as having different skin colour and there are heavy implications of them 
being Native American. We have decided to shift the focus of this away from a racial 
separation to one where the reserve is distanced as it represents a decaying version 
of Huxley’s time, as though a pocket of society stilted in place while the rest of 
society (i.e. Bernard’s) has progressed. The difference is of past and present. This 
transference of focus has been done for several reason. The primary reason from a 
directorial perspective is that despite the fact that racism is still one of the most 
prevalent issues facing society today, it is vital that in order for the questions asked 
by the play to have the same effect as they did upon their origin, that the dystopia 
could feel like a utopia to the characters. They must feel like the society feels 
distinctly better than the one that exists now – as though racism is such a ridiculous 
concept that it is not even thought about any more. Because of this, I am 
particularly interested in working with actors of colour who would multirole as 
various characters in different areas of the society to highlight this lack of distinction 
through skin colour. I will work closely with Miranda to ensure that the discord 
between the two areas is a temporal one, rather than a racial one, whilst still having 
the same intended effect as the original source. The ‘reserve’ will be a form of 
‘other’ because it has been left behind like a decaying time capsule – a crumbling 
example of what was.


Similarly, one of the key characteristics of the society Bernard works in is the 
rigorously imposed casual nature of all sexual relationships and the complete 
removal of romantic ones: “Everyone belongs to everyone else”. While at the time of 



publication, this dynamic would have been shocking and almost repulsive, of 
course our attitudes and stigmas regarding sex have dramatically changed over the 
last 87 years. It is important, then, that the impact of this dynamic is not revulsion at 
the idea of having sex freely and often with multiple partners, but is unnerving at the 
thought of complete lack of emotional connection in any sense. This will particularly 
be highlighted through the stylisation of choral work and characterisation, showing 
characters as isolated and unable to form emotional attachment.


The O’Reilly is the only suitable space in Oxford for this production. Our desire to 
combine exciting and large scale technical design and set with dynamic choral 
movement demands a physically large space afforded by the theatre, while also 
permitting an intimacy not found in other venues. As a show which will emotionally 
and visually bombard the audience into questioning the developing of the world 
around them, it is vital that they are physically close to the action and unable to 
escape. Furthermore because of this scale of ambition, it is important that we have 
ample time in the space for the programming of tech to ensure a smooth run of a 
spectacle of a show.


With such a strong team and a collaborative creative vision, I am certain that we can 
create a show that is not just thought-provoking, but that is a visual spectacle which 
revives Huxley’s classic.


- Georgie Botham 




From the Playwright 
I first read Brave New World when I was twelve, and it’s only been through reading and 
rereading it many times over my teenage years that I’ve understood what Huxley is driving 
at in this brilliant novel: the relationships between pain, liberty and what it is to be human, 
and between the individual and society, as well as themes of love, loneliness, and the 
search for meaningful connections. Gradually, on about the third time through, I realised 
that for me Brave New World is an incredibly hopeful story, for reasons I’ll come back to. 


Brave New World actually has quite a simple plot. Much of the novel’s word count is 
devoted to creating a living, breathing portrait of Huxley’s “utopia”. The society is a 
character in its own right: the colours, sounds, and sensations of the World State and the 
Reserve leap right off the page. It’s these two key qualities that make Brave New World an 
ideal play to adapt for the stage. The simple plot allows for a tight focus on character and 
philosophical ideas, while creating Huxley’s vivid utopia gives huge creative scope. 

 

I’m hugely looking forward to getting to know all of Huxley’s characters even further: in 
particular, the main trio of Bernard, Lenina, and the Savage. Their love triangle is a tale as 
old as time, but through it Huxley sheds light on his philosophical ideas. Between them, 
they represent three different attitudes to the totalitarian society they live in.

 

Lenina Crowne represents perfect happy conformity to the norms of the society. She 
sleeps around, takes her soma, and doesn’t worry about anything beyond immediate 
happiness. Despite her joyfully liberated sexuality, she’s got a real innocent quality to her, 
because for all the sex, she’s never been touched by love. She’s by far the happiest 
character in the play, and yet our strong intuition is that her life, (and the lives of everyone 
else in the society), isn’t worth living, because she has no liberty at all. Not that she cares 
– she doesn’t want it.  So who’s happier – us or Lenina? Who’s wiser? Who’s really more 
free? Huxley doesn’t make it clear.

 

Bernard Marx is the middle ground. He’s deeply unhappy, but not because he objects to 
the society he lives in – in fact, he rather likes it, and despairs when he’s banished at the 
end. He’s only unhappy because he doesn’t have the status he desires. He’s a dissenter 
for entirely selfish reasons, not moral ones. Despite that, we have to believe he’s the hero 



of the story until halfway through, meaning the writer needs to strike a delicate balance 
between sympathy and scorn for this “funny little man”.

 

The Savage, or John to give him his real name, is far too complex to do justice to here, 
but I do want to point out he’s the archetypal outsider, a descendant of the 
enlightenment’s “noble savage”.  Guided by his moth-eaten copy of the Complete Works 
of William Shakespeare, he brings into the World State an exaggerated version of our own 
intuitions about love and suffering, and reveals the horror of what happens when 
someone with our ideas of personal liberty tries to live there. His love for – or rather 
obsession with – Lenina leads to his downfall, because he can’t accept her on her own 
casual terms – he wants to suffer for love. Having grown up in the Reserve, surrounded by 
the death and grief from which the world state is entirely free, he believes that suffering 
gives life meaning, and he can’t cope with the fact that his suffering, and so also his life, 
is meaningless in the World State.

 

Moving on from these characters, a quick word about the updates: we’re creating the 
World State as ‘what Huxley would have imagined for the future if he’d been writing in 
2018’. This gives me a couple of interesting new ideas to play with. It’s no coincidence 
that all of Huxley’s happily incurious characters are women, and so I will make sure I’m 
writing in such a way that the Savage could plausibly be cast with a non-male actor, and 
Lenina with a non-female actor. I don’t want to be prescriptive – the ultimate choice will 
be Georgie’s in the audition room – but leaving this a possibility opens up interesting new 
angles to look at Huxley’s text.  Other considerations for me in re: the updates will be 
creating a compelling and plausible setting for the “Reserve”, where I hope both to offer 
an overall heading to and leave creative scope for the designers. Finally, Huxley’s novel is 
full of the slang of the 1930s, which I’ll be quietly and sensitively updating as I go – 
except, of course, in the Reserve, where the dialect of Huxley’s own time will cling on.

 

One of the biggest challenges from my perspective is respecting and accurately 
representing Huxley’s philosophy without losing momentum onstage. A lot of the leg-work 
in this respect is done by Huxley himself. He doesn’t get bogged down in his philosophy; 
his ideas jump out like sparks at moments when characters clash together. When John 
and Lenina argue, or when the Savage is arrested by the World Controller, or when 
Bernard stops his helicar in mid-air over the channel, and makes Lenina watch the moon 
and listen to the silence of the sea – these moments is where his philosophy is at its 
clearest. The exception is the main climactic argument between the Savage and the 



World Controller, a stationary dialogue scene in which the crux of Huxley’s worldview 
comes across. A dream for actors and writers, but a pain in the arse for a director to 
stage. It’ll take collaboration between me and Georgie to keep the scene manageable 
onstage and emotionally effective as well as philosophically true to Huxley.

 

Within his philosophy, the themes I’m particularly drawn to (does it show?) are liberty and 
the value of suffering. Nobody is free in the World State, but the thing is, we’re not 
actually free in our society either – we only feel like we are. So the key question is, who is 
freer? The one who is free to desire things they can’t have, or the one who can have 
everything they want (but only because their desires are conditioned to apply only to what 
they can have)? Huxley doesn’t make his own opinions clear.

 

The value of suffering seems to me to be the heart of Huxley’s novel. It is, of course, 
partly also a semi-political statement about consumerism and communism versus 
capitalism, and this is an aspect of Huxley’s philosophy that I will research very 
thoroughly to make sure I do it justice. The main question that Brave New World raises, 
however, is whether a life without suffering can be meaningful. The Savage, coming from 
the Reserve, knows all about human suffering, and Lenina, in her perfect happiness, can’t 
begin to grasp why it’s important to him. For John, though, suffering is necessary for 
freedom, because freedom means freedom to suffer, and without suffering, there’s no way 
to differentiate what’s worth having from what isn’t. He is like the fall of man in reverse – 
he’s Adam trying to get into Eden, but you can’t live, in happy innocence like Lenina’s if 
you’ve seen how grim human life really is. Suffering, Huxley shows us, is the angel with 
the flaming sword.

 

This, for me, is where the hope comes in. The point of the novel seems to me to be that 
for all the grinding miserable averageness (and occasional traumatic horror) of being a 
person, this mixed and spotted existence is infinitely preferable to perfect happiness. And 
that’s very comforting – it’s a very hopeful view of sadness. The central question of Brave 
New World is, would you rather be happy or free? My answer, as you might have 
guessed, is free, but in this adaptation (as in the novel), the question will be left open for 
each audience member to lie awake worrying about when the show is over.  
 


- Miranda Mackay




Producer’s Statement  
“Attention...attention...attention!” Thus opens the novel Island, Aldous Huxley’s utopian 
parallel to the dystopia he gives us in Brave New World. Now more than ever does Huxley 
tacitly command our attention: this is a story that needs to be told. It is for this reason 
that the production enjoys a high degree of financial stability: even our relatively high 
breakeven of 56.8% will be imminently achievable on the strength of the existing brand 
surrounding Brave New World and the solid marketing plan Emilia has developed. The 
break-even point of this production equates to 573 seats, a number of audience members 
I am positive that our tried and tested marketing plan can reach out to. 


Brave New World is a title that can attract a large number of audience members by its 
name alone, so a key tenet of our marketing strategy will be to spread awareness of the 
production: we will focus on having a strong presence around the city pushing for volume 
of marketing, though not at the expense of ensuring that our marketing is engaging. 
Selling tickets once again through Tickets Oxford at a pre-negotiated rate of 8% 
commission + VAT, combined with Emilia’s plans to use the Daily Info to support our print 
run will allow us to reach an audience outside of the student pool. Within the student 
pool, roundtable discussions and publication in the Culture section of the Cherwell weeks 
before the production allow for the gentle dissemination of our marketing message as we 
engage with students academically and in ways surpassing the traditional online 
campaigns. Miranda’s new angle on this play allows for engagement with issues of race 
as well as queer theory, all of which will be crucial in our research and development for 
Georgie’s presentation of Miranda’s script but which also allow us to engage our audience 
in the key themes of our production long before the curtain goes up. This will also be 
reciprocally beneficial in facilitating the research Miranda mentions. We would be keen to 
also consider a more stereotypically ‘fun’ event, perhaps working with a club night or 
staging our own event again, in the week before the show, to which end Kitty Lowe has 
been brought on as a marketing assistant after her successful jazz night at the Turf Tavern 
for The Cherry Orchard. 


Given that Brave New World is a set text on many English examination boards, there will 
be a comparatively modest campaign to schools. We will aim to engage with between 15 
and 20 local schools, providing educational resources, and perhaps even workshops with 
the creative team to allow for increased student engagement with the project. 
Speculatively, it would not be impossible to reach out to sixth form design students to 



have them involved in creating the animations Seb talks about in his projection design 
statement. On this project, I am keen to examine the effects of reaching out to schools in 
ways that transcend the conventional education pack and telethon approach. Education 
through and for theatre remains a commitment of FourSevenTwo, is a priority for many 
members of the creative and production teams, and will be a central effort of this 
production. 


The technical innovation possible and even necessitated in the context of Brave New 
World may pose some ‘solution opportunities’: we are under no illusions that the 
challenges of the design will be difficult to realise. However, this project has a great deal 
of technical experience behind it which means that although the design is ambitious it is 
still very achievable. One further note should be added to this, having been introduced to 
one of the lighting designers at 59 Productions (industry leaders in projection and recently 
known for their work on An American in Paris) during the research phase on Bacchae, I 
would be keen to bring someone from the company to Oxford, perhaps working with 
OUDS or TAFF though equally working independently if that turned out not to be possible, 
to stage a workshop on projection of this kind. The ambitious design of this production 
allows for copious learning opportunities for this already-experienced team and it would 
be a privilege to facilitate their further development both on this project and through any 
workshops we are able to hold. The marketing power of these workshops within the 
drama community has not gone unnoticed. 


Solid logistics, led by myself, will be crucial in ensuring that the design remains both 
achievable and on track to be realised. The production will be run professionally by email 
with a weekly production meeting, departmental meetings in addition for the purposes of 
design, and a central Google Drive to which members of the team will contribute their 
work. 


I started by saying that this is a story that needs to be told. This production is an 
ambitious project brought by an equally ambitious, experienced, and driven team which 
tells a story that needs to be told. It would be a pleasure and a privilege to work alongside 
each member of this team that is so very inspired to bring a creative reimagining of 
Huxley’s dystopia to the Oxford stage. 


- Amy Thompson 




From the set designer 
My set design aims to provide a space that can serve as a myriad of locations within 
Huxley’s world without making any set changes. The entire set will be white to bring out 
the work of lighting and projections. The heavy collaboration between the different visual 
design departments makes this a particularly exciting project.

 

The main element of set construction will be a staircase that descends from the upper 
balcony. We will remove the existing handrail and build a platform extension out of the 
balcony, about a meter in length, with a tread staircase leading straight down, against the 
theatre’s wall and with a handrail on both sides. This will create an extra upstage right 
entrance to the performance space and allow direction to include visual delineation of 
power balances within Huxley’s caste system. The staircase can also serve as a place of 
arrival, such as when the two lead characters travel to South America. An arch-shape flat, 
angular and quite primal in aesthetic, will sit at an angle between the side of the staircase 
and the back of the stage, serving as a lower stage right entrance. This arch will also form 
the focus of the climatic lighthouse scene in the play. There will also be two entrances on 
stage left, and both sides of the theatre will be covered with black drapes to maximise the 
lighting effects and mask the theatre’s interior and fly rails.

 

A cyclorama will cover the back of the stage, onto which shapes will be projected to 
create locations such as the hospital and offices. In front of this, there will be five small 
fabric screens of various shapes hung from the fly bars. Each of these will at points be 
used to represent a level of the caste system (alpha, beta, gamma, delta, epsilon) from 
stage right to left. This order will associate alpha and beta with the height of the staircase, 
while the others trail off to stage left. The fabric will be contained within wooden frames, 
also painted white, to represents the conditioning and containment of humans within the 
caste system. There will be images projected onto these screens, as mentioned in the 
projection designer’s statement, which will be used to provide elements of the plot which 
are difficult to present onstage.


- Thomas Robertson 







Fig. 1. Ground plan. 


Fig. 2. Set Design 



On Projection Design 
Projection will be used in Brave New World to transform a visually interesting but blank 
set into a vast array of different locations and settings. Projection mapping onto these set 
pieces will allow scene changes to take place without the need for clunky blackouts and 
movement of set around stage, with rapid transitions between such different scenes as 
the clinical, block colours of the World State and the natural yet dilapidated setting of the 
Savage Reserve, while also allowing for the set to change within a specific scene, 
bringing focus to a specific area or emphasising a specific character.

 

At certain moments in the production, the actors will interact with the projection, such as 
when characters are under the influence of the drug Soma, which will coincide with a 
narrow, patterned blue area lighting their faces and surrounding their heads to give the 
impression of a halo, echoing Marx’s statement that “religion is the opiate of the people”, 
interpreted by Huxley in his original text as a literal opiate.

 

There will also be a number of small projection screens incorporated into the set, to allow 
elements of the plot to be presented which are more difficult to present onstage. A prime 
example of this is the initial scene in which the audience is introduced to the factory in 
which children are produced in the World State. Huxley goes into great detail as to the 
processes that occur here, which would be difficult to imagine onstage, but which will be 
effectively realised through projection onto these specific areas of the set, using the 
venue’s second projector specifically focussed on the area containing these screens to 
allow for maximum resolution. Animations will be created for these moments, for the 
creation of which students at other universities will be contacted, particularly Brookes, 
since the skills of students taking visual design degrees remain a relatively untapped 
resource by Oxford theatre. The images occasionally projected onto this screen during 
World State scenes, then, will be animated, but projections will also be created with “real” 
subjects for the scenes in the Savage Reserve, highlighting the contrast between the 
fabricated, highly artificial World State and the more authentic Savage Reserve.

 

The projection designer will work closely with the LX and set departments in particular, to 
ensure that each complements the other. The final set design will, of course, determine 
the exact shape and design of the projections, and particular attention will be required to 
the interaction between projection and LX to ensure that lighting does not drown out the 



projection. This will be done through the use of LED colour, which will not decrease in 
colour temperature as it dims, to give the impression to the audience that a scene is 
bright when in fact it remains at a level where the projection is not overwhelmed. At 
certain moments, however, it will be necessary to obscure elements of the projection. For 
example, there will be moments in which a strong light will be used to light the stage 
immediately behind an actor, with frontlight coming solely from projection, allowing for 
complex patterns and textures to appear on the characters and their costumes in a way 
that LX alone would be unable to provide.

 

The projection budget is large for an O’Reilly show, but this is principally due to the fact 
that an additional lens will need to be hired for the venue’s projector to allow close rear 
projection, in addition to DMX shutters for both projectors. Given how closely LX, sound 
and projections will be linked, it is also the intention to cue all three from a single location, 
which will require a QLab license to be obtained for the duration of the programming and 
performance of the show.


- Seb Dows-Miller 



On Lighting Design  
Lighting will play a large role in this production; shown by the separate role given for 

projection designer. The lighting will therefore have to make sure it works around and 

complements the projection, as well as the set design. In terms of working with 

projection, the use of LED light will mean that intensity can be low, as stated in the 

projection statement, without washing out the projection. We will also work with the idea 

of backlighting actors, whilst being projected on from the front, so as to create a glow 

around them; a silhouette so they can be seen as people, but their features are made 

visible solely by  projection. The lighting will also be quite dim in choral scenes, where the 

projection is likely to be most prevalent, allowing it to take centre-stage. One specific 

scene where projection and lighting will work most effectively together will be in the scene 

with the lighthouse, as there will be a projection of the lighthouse’s lamp moving around 

the full circle onto thin gauze, or frost gel, so that when it is fully facing the audience a 

lantern will light from behind the cyc, which will be facing towards the audience, to further 

the immersion of the  show.


 


The lighting will also have to work with set and costume, both of which will be largely 

white, allowing the colours from the lighting to be bold . This will be most obvious in the 

first scene with the clinical centre, as the set will be all white and the actors will be 

wearing largely white lab coats, etc.. In this scene, Huxley describes in great detail the 

deep red, womb-like appearance of the labs, and so the use of the red, in a room where 

everything is white, will create quite a startling, jarring image. The use of windows in the 

set will also create an interesting surface through which to backlight, further creating 

immersion with the audience. The lighting will also be used to jump between different 

locations and scenes, and will thus light different areas of the set in quick succession. 

One such example is when there is a quick change from a public speech in the clinical 

area, to a private discussion between two female coworkers, to an internal monologue by 

the main character] . These will be created by quick changes and defined edges to show 

the divisions between the three, as well as different sizes of lit space, growing slowly 

smaller and smaller to reflect how the audience for each section is growing smaller and 

more private] .




 Another element to consider is the haze and smoke effects used during the show, as 

these will interact with both the lighting and the projection. The low-level smoke will likely 

be used for the scenes in the Reserve, to give it a sense of ‘Jurassic Park’-esque 

archaism, to really define the difference between the ‘left-behind’ Reserve areas and the 

ultra-modern New World. This should not cause a problem for projection, as it should be 

too low, however it will be interesting to have some low level lighting to pick out parts of 

the smoke and change its colour. With the haze, it will need to be of a low intensity during 

scenes with the projection, as otherwise the light from the projector will be too visible, 

and issues could otherwise arise with the (well tested!) fire detection systems in the 

O’Reilly, however in terms of lighting it will look effective during the lighthouse scene, as 

mentioned above, as the full length of the beam will be visible, much like it is in films, 

cartoons, etc. to properly give the audience the impression of the lighthouse.


-  George Twinn




On Costume  

Design 
In order to visually represent Brave New World” on stage we have the chance to reinvent 
Huxley's 1930s image of a futuristic world. Therefore, drawing inspiration from use of 
translucent plastics and vinyls that appear in modern fashion and pops of bright artificial 
colour we can complement the dynamic lighting and angular set with similar clean lines in 
an aesthetic perhaps between Huxley's vision and our own of the clothing of the future. 


For the clinical scenes, there will be a reflection of these sleek lines, with pristine white 
uniforms, perhaps with minimalist distinctions between individual characters. This will 
allow the actors to become spaces to project onto, creating greater potential for 
interaction with light and the surroundings. The students who come to visit the 
laboratories will also be in a white or muted uniform, instantly recognisable as a group. 


As for the “Reserve”, in line with the creative vision, we would focus on those who are left 
behind in Huxley’s time with styles from the 1930s. Therefore nostalgic 1930s fabrics 
along with organic and earthy tones will provide a direct contrast with the harsh lines and 
colours of the costumes of the World State. As this clothing is very old, it will show signs 
of wear and tear, patched up and in threads reflective of its age. 


In terms of sourcing the costumes, plastic is a popular fashion choice and can be sourced 
cheaply in a variety of colours and styles across a range of garments. White clothing can 
equally be sourced cheaply and altered as necessary to fit the futuristic clinical look. The 
1930s clothing would mostly be bought in charity shops and second hand, again with 
altering and ageing where needed. Characters will have multiple roles, so it will be 
important to design versatile costumes which will be easily transformed as they move 
through the various settings. 


- Beth McCullagh 




Fig 3. (right) Left Behind 

Fig 4. (above) The World State 

Fig. 5. (right) Laboratory 



Marketing Huxley 
This revival of Brave New World takes the classic story and updates the context in which 
it is placed to take account of the changes Huxley did and did not anticipate in his classic 
work. It thus allows for an exploration of the themes Huxley addressed in a world that is 
‘real’ and current. This lends itself to a twofold marketing strategy, which will combine a 
wider awareness and educative campaign with a strong social media and print presence.


Brave New World is uniquely marketable because it takes a very well-known story and 
updates it to make the narrative uniquely relevant to today’s zeitgeist. The show will be 
compelling to those who have read and loved Brave New World before, but also to those 
who have had no interaction with the story prior to now as the dystopian nature of the 
narrative as well as the themes which it addresses feed in to the discontent felt by many, 
both in our generation and others, today. 


One of the core focuses of FourSevenTwo as a production company is on the didactic 
power of theatre. Brave New World lends itself to this, and we aim to tap into this as a 
marketing tool. The key themes of Huxley’s work include gender, the exploration of 
‘otherness’, and the exploration of power relationships; these raise questions pertinent to 
the potential audience of this production. We will engage with these themes through 
publications in, for example, the culture section of Cherwell; these publications will serve 
to raise awareness of the show and generate interest both in the production itself and in 
the ideas that it addresses. We also plan to hold a roundtable discussion in the week 
preceding the production, at which we will give out a discount code to incentivise ticket 
purchases in the immediate lead-up to the show. 


The physical marketing campaign will comprise posters, flyers and stickers. Using the 
Daily Info poster routes will allow us to reach an audience wider than the student 
population which frequents the colleges and the centre of town; we will of course 
supplement this by having the cast and crew poster their colleges and the main student 
haunts to keep the production in the general mind. To this end, we will also exit flyer other 
productions earlier in Trinity Term, including Travesties at the Playhouse and the Third 
Week O’Reilly show, as well as leaving flyers at the BT studio and Playhouse. Exit flyering 
Travesties will also allow us to broaden our target audience, as will advertising on Daily 
Info and the O’Reilly website. 




My personal strengths lie, for the most part, in social media marketing. The 
FourSevenTwo Productions Facebook page, Instagram and Twitter already have a strong 
following which we will be able to capitalise on; we will make use of this following by not 
creating a new page for the production but rather by hosting an event on the existing 
Facebook page. A production with as large a cast and crew as this will inevitably have a 
lot of initial interest on the Facebook event as all those involved invite their friends and 
acquaintances; the challenge is to translate this into ticket sales. To this end, we will take 
advantage of optimal Facebook posting times to optimise interaction, and prioritise video 
content over text and photographs as videos tend to be more visually compelling. We will 
keep a consistent visual palette over all the marketing to tie it aesthetically together and 
to the production; to this end, I will work closely with our Graphic Designer and Director 
of Photography, as well as overseeing the creation of other materials like programmes. 
Our graphics will echo the angular, stylistic nature of our set and costumes, and will bring 
out the use of contrast that we intend to emphasise in the production design; this will also 
carry over into the trailer, which will circulate on social media two weeks before the show 
date. 


I am very excited by the prospect of bringing this seminal work to the O’Reilly; I believe 
that it is a uniquely compelling story, which in its revived form is as relevant today as it 
was when it was first written.


Marketing Schedule - assuming show in 5th 
Immediately post-bid: confirm and recruit additional marketing team members. 

Vacation:

	 •	 Physical marketing

	 ◦	 Finalise graphics for posters, flyers and social media

	 ◦	 Contact Direct Publicity about poster and flyer distribution

	 •	 Academic marketing:

	 ◦	 Plan publications.

	 ◦	 Contact academics re. round table discussion.

	 •	 Social media:

	 ◦	 Create social media schedule.

	 ◦	 Plan trailer.

	 •	 Reach out to relevant societies to discuss marketing partnership/exit-flyering.

	 •	 Email O’Reilly with details of tickets + graphics for the website.

	 •	 Create design for programmes. 



0th week

	 •	 Physical marketing:

	 ◦	 Print posters and flyers 

	 •	 Social media:

	 ◦	 First promotional post on 472 FB page/Insta/Twitter

	 •	 Send out press release to professional media.

	 •	 List play on Daily Info. 

1st week

	 •	 Academic marketing:

	 ◦	 First article in Cherwell.

	 •	 Social media:

	 ◦	 Saturday - launch Facebook event.

	 ◦	 Film trailer.

	 •	 Send details of play to newsletters/pages etc. (e.g. OUDS newsletter). 

2nd week

	 •	 Physical marketing:

	 ◦	 First wave of posters via Daily Info/cast and crew.

	 ◦	 Exit flyer Travesties.

	 •	 Social media:

	 ◦	 Post to Facebook event throughout the week.

	 ◦	 Finalise trailer. 

3rd week

	 •	 Physical marketing:

	 ◦	 Exit flyer 3rd week O’Reilly show

	 ◦	 Stickers up around Oxford 

	 •	 Academic campaign:

	 ◦	 Second article in Cherwell, or similar.

	 •	 Social media:

	 ◦	 Post to Facebook event throughout the week.

	 ◦	 Post trailer. 

	 ◦	 Sunday - cast and crew to change cover photos

	 •	 Contact student press re reviews/previews. 



4th week

	 •	 Social media:

	 ◦	 Post to Facebook event throughout the week.

	 ◦	 Saturday - cast change profile pictures.

	 ◦	 Sunday - crew change profile pictures. 

	 •	 Physical marketing:

	 ◦	 Second wave of posters up.

	 •	 Academic marketing:

	 ◦	 Roundtable discussion.

	 •	 Print programmes. 

SHOW WEEK

	 •	 Final push on social media.

	 •	 Post reviews/previews/dress rehearsal photos




Team Biographies 
Amy Thompson

Producer 

Amy is a classicist at St. Anne’s College. Since arriving in Oxford, she has worked 
extensively in the theatre in a variety of roles both on both creative and production teams. 
Her personal highlights of the last six months include: Henry IV: Part One (Producer/PM, 
O’Reilly, TT17), Girls will be Girls (Producer/PM, Edinburgh Fringe 2017), Bacchae 
(Producer, OP, MT17), Candide (Choreographer, OP, MT17) The Corridor (Executive 
Producer, New College Chapel, HT18), Sweet Charity (PM, OP, HT18), The Cherry Orchard 
(Producer, O’Reilly, HT18), TEDx (Technical Director, New Theatre, HT18), Travesties (PM, 
OP, TT18). 


Georgie Botham

Director 

Georgie is a second year English student at St Peter's College. She has studied as a 
playwright under Evan Placey at the National Theatre and has had training in physical 
theatre through workshops with Frantic Assembly. Since coming to Oxford, she acted in 
and directed St Peter’s cuppers production of ‘Constellations’ (BT MT16) as well as 
directing ‘Aristeas’ for the New Writing Festival (Pilch HT17). Acting credits also include 
‘Marat/Sade’ (O’Reilly HT17), ‘Girls Will Be Girls’ (BT TT17 and Edinburgh Fringe 2017), 
‘The Optimists’ (Edinburgh Fringe 2017), and ‘Witch’ (JDP HT18). Most recently, she 
directed ‘A Girl in a Car with a Man’ (Pilch MT17), was Company Manager of 
‘Candide’ (Oxford Playhouse, MT17), and co-directed and acted in a production of 
‘Animal Farm’ at the British Council School in Madrid. She is currently directing ‘Shock 
Therapy’ for the New Writing Festival (BT HT18).


Miranda Mackay

Playwright

Miranda is a third year classicist at Merton with extensive experience on and off the stage 
in student drama. She was a co-founder of FourSevenTwo Productions, and in Trinity 
2017 she directed the company’s first play, Henry IV: Part One. In MT17 she worked on 
Euripides’ Bacchae (OP) and Cyrano de Bergerac (O’Reilly), while also appearing as 
Casca in Julius Caesar (O’Reilly) and Mrs Rooney in Samuel Beckett’s All that Fall (BT). 
Prior to this she has mainly worked backstage in the O’Reilly, where her experience 
includes Frankenstein (PM, MT16), Arcadia (SM, TT16), The Marriage of Kim K (SM, HT16) 



and Rosencrantz and Gildenstern Are Dead, (ASM, HT16). She has just finished her tenure 
as the Treasurer of Oxford University Classical Drama Society, and is co-OUDS rep for 
Merton College, and President of the Merton Floats drama society. 


Thomas Robertson

Set Designer 

Thomas is a first year English student at St Anne’s College. Since coming to Oxford, he 
was an ASM on Candide at the Oxford Playhouse (MT, 2017) and Stage Manager on 
Sweet Charity (OP, HT, 2018) and the NWF Opening Gala (Blackwells, HT, 2018). He wrote 
and produced one of his college’s Cuppers Drama entries, which was nominated for two 
Cuppers awards. He was also designer for The Corridor at New College Chapel (HT, 
2018). 


Seb Dows-Miller

Projection Designer 

Seb is in his second year studying French and Linguistics at Merton College, and has 
been involved in a number of productions as lighting and sound designer since joining 
Oxford. Recent achievements include Cyrano de Bergerac (O'Reilly, MT17), Bacchae (OP, 
MT17), The Cherry Orchard (O’Reilly, HT18), The 39 Steps (O’Reilly, HT18), and four 
shows at the 2017 Edinburgh Fringe, alongside other projects. Recent film credits include 
Intelligence Quotient (premiered TT17) and Goldfish (in post-production). Notable 
amongst his current projects are the 2018 TEDxOxford conference (Oxford New Theatre), 
Hereafter (North Wall, TT18) and Travesties (OP, TT18).


George Twinn

Lighting Desinger 

George is a first-year law student at St. Hilda’s College. Before arriving in Oxford, he was 
head of the theatre-tech department at his previous school for two and a half years. In 
Oxford, he was sound assistant on Cyrano de Bergerac (O’Reilly, MT17), on the lighting 
team for Candide (Playhouse, MT17), assistant lighting designer for Sweet Charity 
(Playhouse, HT18), and lighting designer on A Sketch of Slow Time (Jacqueline Du Pré, 
MT17) and Witch (Jacqueline Du Pré, HT18). During the 2017 drama cuppers, he was 
nominated for best technician and won best design, with St Hilda’s winning the ‘Best of 
Cuppers’ award. He is an assistant lighting designer for TEDx 2018 (New, HT18), 
associate lighting designer on Travesties (Playhouse, TT18), and lighting designer on the 
Cherry Orchard (O’Reilly, HT18), and Dogfight (La Pichette, TT18). He is currently the in-
house lighting designer for the Jacqueline Du Pré. 




Beth McCullagh

Costume Designer 

Beth is a first year studying French and Spanish at Merton College. Having been the 
Marketing Manager for Dinner with Aurora (BT Studio HT18) and a dresser for Sweet 
Charity (Oxford Playhouse HT18) she now hopes to develop her skills as a costume 
designer. Through A Level Art and Design, she developed her skills in dressmaking, 
machine embroidery and historical design, with a particular interest in the representation 
of cultures through fashion. Her work has been exhibited at the Ulster Museum. 


Emilia Clark

Marketing Manager 

Emilia is a second year reading Philosophy, Politics, and Economics at New College. She 
produced and acted in the award-winning Cuppers production of The Actor’s Nightmare 
(BT, MT16) and played Agaue in the critically acclaimed production of Euripides’ Bacchae 
(Playhouse, MT17). She also produced, production managed and marketed A Familiar 
Friend (Pilch, MT17) and a sell-out production of Birtwistle’s modern opera The Corridor 
(New College Chapel, HT18). She is currently producing and marketing Shock Therapy 
(New Writing Festival, BT, HT18) and another piece of new writing, Down With My 
Demons (BT, HT18) and is deputy marketing manager on Tom Stoppard’s Travesties (OP, 
TT18). She also manages social media for singer-songwriter Vaunce.


