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Welcome to the Resource Pack

The Day The Waters Came reflects upon the events of
Hurricane Katrina in 2005 and its role in highlighting the
issue of Civil Rights in America. It weaves the personal
stories of invisible lives into the huge dramatic events of the
world stage. Fast-paced with epic and intimate scenes, the
piece provides a wealth of stimulus for political, geographic
and dramatic debate.

This resource pack has been written alongside the
development of the play and is designed to help you discover
the production in more detail, exploring the themes and
creative elements of the play through a variety of written
and practical activities. 

For drama students this pack looks at the early stages of the
creative process and offers insights into the writer’s and
director’s experiences of the process so far.  As rehearsals and
the performances progress, resources relevant to the design
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team and performers will be added to the Theatre Centre
website, www.theatre-centre.co.uk. 

The script of The Day The Waters Came is also available
from Theatre Centre for £5 if you wish to use it for set text
modules.

This resource pack can be used to support the delivery of Key
Stage 4 Drama. The following table details the elements of
each drama specification that are supported in this pack and
where you can find the corresponding information and
activities.
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THE COMMISSION

For geography students the production, supported by this
pack, aims to provide stimulus for a case study which
considers the political, physical and social environment
contributing to the disaster, and the effects of Hurricane
Katrina locally and nationally.

These resources can also be used to support Geography at
Key Stage 3, 4 and for A level.

The Commission

The commissioning of The Day The Waters Came is the result
of two key ambitions:

Firstly, to inspire mainstream writers to write for young
audiences. Theatre Centre’s Artistic Director Natalie Wilson
wanted to break down the boundaries between perceptions
of writing for young people and writing for adult audiences.
Writers are leading the way in this, with increasing numbers
of prominent writers crossing between the spheres of work.
Theatre Centre actively supports and champions this new
drive to move out of the box and give all writers the
opportunity to speak to young people.

The second ambition was to create a “Big Moment in
History” play. As the world moves so fast, it is useful to look
back into recent times to take stock about the future.

Theatre Centre last worked with Lisa Evans on her play for
young audiences Stamping, Shouting And Singing Home; The
Day The Waters Came sees her return to the territory of Civil
Rights in America. This time the stories come from a
contemporary age and yet still display the long road that
Civil Rights is walking. Hurricane Katrina highlighted the
worst of race politics in America but also the very best of the
human spirit during George W. Bush’s leadership.

Awarding Body Criteria Page

KS3 Unit 1.4: Interdependence 14
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and sustainable development 13
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Edexcel Geographical skills and
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Waters Online

From 13 September 2010 you will be able to access
more resources on our website www.theatre-
centre.co.uk. 

Every Tuesday for the ten weeks of the tour we
will post an exclusive interview with a member of
the creative team as well as ideas and activities to
explore their role further. So why not get
interactive and get involved with Waters Online?

From left to right: Uriah Manning, Amber Cameron, Emmanuel Idowu, Sheri-An Davis
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SYNOPSIS

Synopsis

It’s a year since Hurricane Katrina ripped through New
Orleans, Maya aged 14 can still remember the events vividly;
the pictures fixed in her mind.

“I never been on anxiety pills before. High winds make me jump
and sudden noise have my eyelids flying open in the darkest of
nights.” 1

We join her as the scenes replay again in a non-linear account,
as they throw themselves back into her consciousness,
preventing her from moving forward…

Maya is living in the city, her city, New Orleans; loud and brash,
filled with music and dancing. She’s got her best friend
Camille, makes bucks minding her neighbour Miss Emma’s
baby grandchild Lenny and has nights to herself while her
Mom works at the hospital – she’s living in the Big Easy. 

Her brother’s awaiting trial for a “misunderstanding” – at least
that’s the way he tells it, but all things told she’s happy living
with her Mom. 

“Stay home, don’t go to work tonight.”
“And have the pleasure of watching you not doing your
homework? How can a woman resist?”
“Hurricane warning on the TV”
“You ever wonder why they call it Hurricane Season? Happen
every year.”
“This one a category three”
“What category not working, not earning, not eating?”

And so ignoring Mayor Nagin’s evacuation warning on the
radio her Mom leaves for work. 

“One moment it just a background high wind, then, oh my god,
I never heard such a roar in all my life, like having a freight train
in your ear for hours on end.”

As the hurricane builds Maya phones Camille to keep her
company but Camille, legs half waxed with all sorts stuck to
them, must conserve her phone battery on her Dad’s orders
and is forced to hang up. 

Maya looks at a world of water around her, running from the
stairs that have been replaced by water to the window and
back again, she realises she’s all alone, only a recorded “lines
are busy, please try later” answer message from 911 to keep
her company. 

“Where did thewall goDad?”Camille and her Dad look out from
the first floor of their home “where they gone? Serena! Mom!”

We hear the voices of those stranded, cars floating past the
window and the sound of helicopters overhead. 

Maya tries to attract help with a sheet painted with “help us”.
No help comes; she remains on the roof top with Miss Emma
and Lenny. A dead body floats next to them, Maya tries to
push it away but “the current or whatever it is pushing him
toward us, keep on pushing and he stay there [..] like a faithful
pet.” They attract the attention of a man in a boat struggling
to stay above water, he takes Miss Emma and Lenny, any
more would sink the boat. Maya stays. 

“This me not looking my best. Look everybody. This a girl on a
rooftop, holding a phone with a dead battery. Could do with a
makeover, Camille. You offering?”

Back at her house Camille is sick of waiting for help to come,
of peeing off the side of the house, of not being able to wash
up, of no hand cream. 

A young man floats by and offers Maya a ride on his mattress.
The stranger knows Maya’s brother – “he wear a red
bandanna […] stop one of his dumbass friends picking on me
‘cause I can’t read, kicking my head to jello.” As Maya moves to
the mattress it begins to lose air and she starts flapping as
cockroaches get caught in her hair she finds herself trying to
keep her head out of the toxic water. 

As Maya floats on a door, she hears knocking from under a
rooftop. Two children are trapped in the hot attic and are
weakening rapidly. Maya tries to attract help, but the only
person near is already trying to get a woman and her new-
born baby, umbilical cord still hanging from its tummy, to the
hospital. Maya stays, the children’s communication with her
turns to knocks and then disappears. 

“Water still rising?”
“First floor’s a fish tank, all patients been relocated to second
floor and above.”

Maya’s Mom is caught on the roof of the hospital with patients
and doctors. Some patients have arrived since the flood. 

“A young guy wearing a red neckerchief round his head [got
me here]. Water swept my folks house away. I don’t know
where my family is.”

1 All quotations from Evans, L (2010) The Day The Waters Came. Theatre Centre

This resource pack has been written alongside the
development of the show and was accurate at the time of
going to print. Please note there may have been some
changes to this during the rehearsal period.

Charlyne Francis
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Maya’s Mom doesn’t know where Maya is either but has faith
in her being a sensible girl. At least she knows where her son
is; “He safe in jail – awaiting trial, not convicted yet you
understand.”

Paramedics arrive, having been told to evacuate private
hospitals first. The coastguard tries to rescue those too scared
of the water to move and the National Guard aims guns at
people in the water. 

“Day one Guards abandon us, locked in jail with no food, no
water.”
“Day two we hoarse from shouting. Nobody came”
“Day three we eating toothpaste and paper”
“Day four they remember and let us out.”  
“We ain’t got money. We head for the grocery store and steal
food. Hell, we criminals anyway.”

Maya, together with another neighbour, Mr Freeman, float
into the path of a car carrying injured folk. It slows down to
avoid hitting them and the engine stalls.

“You coulda killed somebody. Road hog.[…] You got a license for
that thing?”
“Nope. Not my car.”
“You stole it?”
“How else these folks getting to safety?” 
“I suppose you be justifying looting next?”
“Rules change when you trying to survive old man.”

Maya employs a skill her brother taught her and hotwires the
car. The driver offers her and Mr Freeman a lift if he’ll ride in a
stolen vehicle. Mr Freeman agrees. “Next stop Superdome”

In the Superdome there are people “wall to ceiling, thousands
of them, on benches, sleeping on the floor though it covered in
pools of water on account of Katrina hauled off the roof.”
People are searching for family and friends. Maya approaches
a stranger to find out where to get food.

“There ain’t no food [..] Kid  I don’t have nothing. Nobody here
have nothing”

Maya asks about the woman with him. “’aint it kinda hot for
this lady to be sitting out in the sun?” but there’s no where
else for her to go – no buses. “What we done wrong for this to
happen to us?” and with that he leaves. 

A single scared voice in the chaos starts singing. Maya
squeezes the ladies hand to let her know it’s ok. “In this heat
nobody alive that cold.”

At an encampment on City Connection Bridge Maya joins the
swarms of people waiting for buses they have been promised
are coming though no one has seen any sign of them in days.
Those with energy are angry, two men are shouting:

“Since I been a kid I been going across this bridge from New
Orleans to Gretna [..] and now some dumbass cop say I can’t
cross? The mother”
“Hey” A mother nearby interrupts, “Hey you, using bad
language you don’t got no call to use.”
“This place drowning[..]I got cause to cuss if I”

“ You kiss you mother with that mouth […] don’t let yourself
down, you seem like a bright kid.”
His friend helpfully points out that he’s not bright, he looted a
TV in a city with no electricity!
“Everyone in America got a TV, now we do too.”

At that moment a bus arrives, full to bursting but the two
young men, the mother, along with Maya and a whole host of
people fight to get on. Maya makes it and slides “onto the one
vacant seat and hide my face from the window, from all the
faces still trapped in New Orleans.”

Survivors are scattered across the USA, receiving kindness and
handouts whilst searching for their families. “But you don’t
belong when on the news you are called refugees in your own
country. You have entered the world of survivors […] unlike your
best friend Camille who you keep hoping going to be one of
those people emerge after it all.”

“And no one came because we were poor, we were black. Then
we are returning, to the edge of another world.”

As people return they find parts of houses that they once
called home, houses that have been searched still with dead
bodies inside. They paint pictures in their mind of what was
there before and the changes they will make as they rebuild
their life. 

But moving on isn’t easy. “I watch old CNN footage of
desperate people on roof tops waving sheets saying Help Us.
And that was us. We those people on the TV. And I don’t move
on with my life. I’m stuck. I can find no sense.”

Maya thinks about her father who died before all this
happened and while she misses him, she’s glad he doesn’t see
this. 

She thinks about her brother, was he freed from jail on
account of the water? Was he one of those heroes that
exhausted continued to help people? Or did he get out and
not get in touch? Or did he find their father and they’re on a
hill together, someplace with a view?

Charlyne Francis, Toyin Omari-Kinch
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THEATRE

History Plays, Documentary Theatre and Epic
Theatre

A history play is a term that has grown from chronicle plays
and refers to plays that are based entirely on events from
recorded history. 

Chronicle plays date back as far as the 1580s and took a
theme from history that held up the past as a lesson for the
present. They included plays such as Christopher Marlowe’s
Edward II and Shakespeare’s Henry VI. In fact Edward II is
often credited with lifting the chronicle play into a position
of distinction by making it much more than an epic poem, as
most early chronicle plays were, and making it true drama.
The characters are bold and vivid and there was much skill
in portraying a great figure burdened by the consequences
of their own foolishness.

History plays, even in this time, were not considered to be
completely historically accurate, as playwrights would often
bring in or leave out details, characters and motivations.
Even so, in a time where education was not wide spread, the
history plays gave audiences an action-packed version of
their own history and remain popular today.

Over time, the term history play has broadened to plays that
examine the impact of historical changes on fictional
characters such as in David Hare’s Licking Hitler. This piece,
along with much of Hare’s more recent work, is highly
politicised and uses many of the techniques seen in
documentary theatre. 

Documentary theatre is a natural extension of the history play
and uses existing documentary matter as source material for
the script. In many cases this can mean incorporating the
source material into the production, either by using it
unaltered in the script or by merging film and other media
with performance. While there is evidence that many of these
techniques have been used throughout the centuries, Erwin
Piscator, is widely recognised as developing this for political
purpose and along with Brecht is credited with unifying them,
developing the style, and popularising it.

Piscator’s dramatic aims were utilitarian—to influence
voters or clarify Communist policies. He was a pioneer in
using film and documentary materials in his productions
and along with Brecht created the Epic Theatre that has
become a common feature of modern theatre. 

Epic Theatre was developed by Brecht and Piscator to teach
people, post World War I, to think critically about political
events and propaganda and to question the injustices
evident in society. The key features to this technique are:

l Theatricalism: the audience are aware that they are in
a theatre watching a play. Brecht believed that
“seducing” the audience into believing they were
watching “real life” led to an uncritical acceptance of
society’s values.

l Alienation: the actors present a character, often
stereotypically, encouraging the audience to think
critically about society’s role rather than the
individuals. 

The Day The Waters Came is an epic adaptation of the events
of Hurricane Katrina in 2005 and as such has roots in history
plays, documentary and epic theatre. While the
performance does not borrow documentary evidence
directly, it is certainly heavily influenced by it. It encourages
the audience to question the events following the disaster
and in particular the reactions of the US government and
statesmen.

As is explored further on page seven, the techniques of
Brecht’s Epic Theatre are certainly evident within the acting
and direction. The ensemble is constantly switching
characters and remain on stage during these changes
ensuring that the audience does not forget that these are
actors telling a story. 

Documentary evidence is not presented through
multimedia but through the actors’ storytelling; a
technique very much used by Mike Alfred and the company
he founded, Shared Experience. 

“Alfred believed the actor was the one essential in theatre.
Moreover, he believed in the power of the actor’s
imagination to transform him/herself and transport the
audience.” 2

This idea of actor as storyteller, supported by a minimalist
suggestive set, enables a fluid and theatrical telling of the
events of Hurricane Katrina, encouraging the audience to
think both about the injustices faced by a society finding
themselves in the most trying of circumstances and the
responses of the rulers of the richest country in the world.

2 Callery, D. (2001) Through The Body. London. Nick Hern Books Ltd. Pg 12. 

Michelle Khisa, Charlyne Francis
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Learning Outcome: To understand the basics of the Hurricane Katrina disaster and the questions it raises and be able
to portray these to an audience.

Materials: Photocopies of the above image, pens, paper

When performing a piece of epic/documentary theatre it is important that the actors have a good understanding of the
subject that they are asking the audience to question. Only in this way can the actor be fully able to perform a role while
offering the necessary critical route in for the audience.

l In pairs take some time to look at the image above. The people in the tank are the US National Guard and those in
the water, the citizens of New Orleans. What does this picture tell you about the situation in the days immediately
following Hurricane Katrina? Make notes in the area around the above image.

l Based on what you have discovered, what questions do you feel the public should be asking about the events of
Katrina? Make notes in the area around the above image.

l Choose a character from the image above. How do you think this person was affected by the events? How can they
lead you to ask the above questions?

l Write or improvise a short monologue from the point of view of the character you have chosen. Within it you must
include the following:
– A line of speech by the actor before taking on the character. 
– Information on the situation the character finds themself in and how it feels.
– A question to the audience about the situation – either implicit or explicit.
– A line to take the actor back out of the character.

You may wish to consider whether it is the actor or the character who asks the question of the audience.

ACTIVITY: Familiarity with subject matter
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ACTING TECHNIQUES

Brechtian Influences: Acting Techniques in The Day
The Waters Came

The Day The Waters Came has many influences from Brecht’s
Epic Theatre. “Epic Theatre assumes that the purpose of a
play, more than entertainment or the imitation of reality, is
to present ideas and invites the audience to make
judgments on them.” Brecht described this ideal as the
“Verfremdungseffekt” — often translated as “alienation
effect”. This is the opposite to the suspension of disbelief; “It
is most important that one of the main features of the
ordinary theatre should be excluded from [epic theatre]: the
engendering of illusion.” 3

This belief influenced every area of Brechtian theatre from
design that was simple and non-realistic to music that often
jarred against the emotion of the piece to the way the
actors presented themselves. 

One of the features of the production of The Day The Waters
Came is that the audience is conscious of the actors as
actors, playing many characters. This requires actors being
comfortable in portraying a specific style that is then
supported by design elements. 

The idea of presenting was used in Brechtian theatre so that
the audience is reminded that they are watching a play. This
means that rather than creating empathy with the
characters the audience is able to analyse the social realities

and consequences of the situation that is being presented
to them.  Brecht wanted the audience to question, make
comments and interpret what was on the stage. 

The Brechtian theatre doesn’t look at the human nature of
individuals but of the human relationships in societies. The
story is the point of interest not the characters; it is the
questioning of the events in the story which will lead to
lessons being learnt from it. Therefore the audience must
maintain a certain emotional distance in order to be able to
see the story clearly.  

“Acting in Epic Theatre means that an actor is required to
play characters believably without convincing either the
audience or themselves that they are, indeed, the characters.
There is an audible and visual distance between the actor
and their character and the actors will often ‘break the
fourth wall’ and address the audience, play multiple
characters and use exaggerated or repetitive actions to
make their distance and social commentary known.” 4

Breaking the fourth wall refers to that moment when an
actor begins to directly address the audience, they
acknowledge that there is an audience present. In the play
Maya does this several times – both to set the scene and to
raise questions about her and other behaviours in a time of
crisis. This invites the audience to consider their opinion on
such issues. For example:

“Everything grey. No green. No birds, no kids, no dogs. I don’t sleep without tablets. I never been on anxiety pills before.
High winds make me jump and sudden noise have my eyelids flying open in the darkest of nights.  Watch old CNN
footage of desperate people on roof tops waving sheets saying Help Us. And that was us. We those people on the TV.  And
I can’t move on with my life. I’m stuck. I can find no sense.  No future. Why didn’t they come to help us? What did we do?
The richest country in the world and we died abandoned in toxic water, our toes touching the lives we thought we knew.”5

DEBATE: Where does help come from?

l On your own, imagine your house is flooding, you have to leave and you can only take 4 items with you. What
would they be? Write these down.

l In groups of 3 and 4 consider what help you would expect in this situation and who would be providing it. E.g.
friends, family, government, armed forces, etc.  Make a list. 

l Now in your groups imagine that none of this help is coming but you still need to leave town because you are
running out of food and the water around you is toxic. You have the items you all chose to save from your house –
what would you do?

l Read the quotation above taken from The Day The Waters Came. What images does this make you think of? Where
in the world do you think this is from?

l In groups consider that this is from a survivor from Hurricane Katrina, New Orleans, USA – the richest country in the
world. What reasons can you think of that help might not have arrived? Which of these are acceptable reasons?
Which are not?  

l Read on through the booklet to find out more about the way the US government and authorities handled the
Hurricane Katrina crisis.

The features of playing multiple characters and breaking the fourth wall are both very clearly used within the piece, requiring
the actors to have great versatility, both physically and vocally. 



Learning Outcome: To understand the physical and vocal requirements of an actor performing in Epic Theatre. 

Materials: A large empty classroom, copies of the synopsis

Playing multiple characters can be both physically and vocally demanding, therefore it is important that the actor has
very clear images of each character they are playing in their minds and reference points they return to in order to help
them get into character. The following is a variation of an exercise used by the director, with the actors during the
development week. It was the first time they had worked on character. 

l Read the synopsis and choose 3 characters you are going to play.
l For each character create a pose, consider how they hold themselves, starting with their chest and working towards

the extremities of the body. 
l Now add a line in for each character. Think about how the character speaks, what is their accent? Do they speak

quickly or slowly? How high or low is their voice?
l Practice saying the line for each character while in their pose, you may wish to move a little while saying the line

but always start and end in the characters pose.
l Now try changing from one character to another, how does the body change? How can you create this smoothly

and ensure that the change is clear to the audience?
l Create a short sequence where you move between each character saying each of their lines.
l In your class share your sequences. Discuss what made the characters so distinctive and what effect the transitions

had. Did this remind you that these were actors performing a role?

8
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ACTIVITY: Playing multiple characters

3 Brecht, B (1978) On Theatre. Methuen Books.  Pg 122. 
4 http://www.usq.edu.au/artsworx/schoolresources/mothercourage/Brechtian%20Techniques#Acting_Techniques
5 Evans, L (2010) The Day The Waters Came. Theatre Centre

Toyin Omari-Kinch, Leemore Marrett Jnr, Michelle Khisa
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DIRECTOR: NATALIE WILSON

Interview with Director
Natalie Wilson

We talk with Theatre
Centre’s Artistic Director
and Director of The Day The
Waters Came in June 2010
following a development
of the piece where four
actors were brought in to
work on the script for the
very first time. 

Why did you choose to commission Writer, Lisa Evans?
Theatre Centre is a commissioning company with a mission to
develop the repertoire of new writing for young audiences. I
think it is very important to not only discover the new writers
but also to extend opportunities to experienced writers who
may not write for young audiences. This way we are
supporting and valuing experience and offering young people
work by talented artists who have honed their craft. Lisa Evans
started her career writing for young audiences (with Theatre
Centre) in the early 1980s and she was keen to return to this
field of work. It is such an opportunity for the company to
work with a writer of her calibre but also to stretch her
abilities and take her out of her comfort zone.

How did the idea for the piece come about?
The idea for the piece came from a mutual fascination with
the outrage of Hurricane Katrina. We also talked about her
play Stamping, Shouting and Singing Home about the Civil
Rights Movement in the Deep South of the USA during the
1950s. We thought that some of the human issues of
Hurricane Katrina had a resonance with civil rights and racial
discrimination. Lisa was keen to revisit this territory to
provoke debate about racial politics 50 years down the line.

We also talked about the concept of heroes, how politicians
have abandoned that role and how ordinary citizens put in
extraordinary circumstances rise to the human need. The
question we asked is where do heroes come from? The play
goes some way to examine how people can transcend their
destiny under extreme conditions.

What has been the process up until this point and how have
you and Lisa worked together?
As with most commissioning processes, the initial stages
have been slow and methodical. Lisa wrote a first draft
which was for her eyes only. This was then redrafted for the
company. The play, at that stage, incorporated many gospel
songs and was intended as an actor/musician piece with live
singing and instrumentation. The scenes were very different
in structure, as was the arc of the play, being more linear and
chronological. It was at this stage that I appointed
Dramaturg Gwenda Hughes to support Lisa and in
December 2009, we met to discuss the next stage.

We agreed to take the singing out of the play as it slowed
the action down too much and didn’t fit with the
atmosphere we were seeking to create. We decided to focus
on the documentary influences and a scratchy/disjointed

dramaturgy. With this adjustment to the brief, Lisa went on
to redraft the play.

In April we set up a research and development week with
four actors and a sound designer to work on scenes and
explore some stylistic motifs in the writing. From this week,
another draft was produced, ready for the next development
stage which is the Try-Out. This is a script-in-hand reading of
the play to an invited audience who will reflect and give the
company feedback before a final rehearsal draft is produced.
I would say that the way we have worked has been very
open, honest and collaborative. It feels like the vision for the
piece has been shared between Lisa and the Company and
that the process has created a play which has been made for
and by Theatre Centre.

Do you have a clear vision of the piece at this point? And
how will you go about achieving this?
I do have a vision for the piece but I always like to allow for
some flexibility and unexpected discoveries. I want to create
a strong sense of ensemble playing and embed the sense of
actors playing out to the audience. This is in the writing and
the stylistic and dramaturgical choices Lisa has made –
narration, direct address, verbal collages, scenes and
reportage. The whole play will have a physical flow so scenes
move seamlessly into one another which will require a
physical vocabulary integrated with the text. This will be
achieved in designing a space which can facilitate the flow
and by the actors making bold, clear choices which are
explicit rather than implied.

How has trying some of the work out with a young audience
affected how you will approach directing the piece?
Playing some scenes to an audience of Year 9 students has
been extremely useful. It showed me that the choices and
style of the playing needed to be strong and bold and that
images in the writing were clear and that subtlety would be
very useful in some of the more dramatic moments.

Narration and direct address were particularly relished by
the audience so not to shy away from using up-front
performance. The audience also liked scenarios which
weren’t played literally so it gives me scope for
interpretation of stage shapes and to be daring with the
choreography as a whole. I think my approach will be to grab
the play and make it punchy, poetic and as theatrical as
possible.

What choices have you made in bringing together your
creative team?
The creative team has been chosen based on their talent
and specific strengths in their chosen field. I have worked
with some of the creative team and it is with my knowledge
of their working style and practice that I have asked them to
join us on this production. I wanted to balance this with
artists who are new to Theatre Centre and who may be
looking for new professional platforms for their work. So it is
a mixture of the new and unknown and the tried and tested.
I am confident that this fusion will give us a really exciting
show.
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Learning Objective: To understand and be able to undertake a process
of formulating ideas for performance that are relevant and engaging.

Materials: A stack of newspapers, large sheets of paper, glue.

When Natalie spoke to writer Lisa Evans about writing for Theatre
Centre, they both found that they were interested in the injustices of
the world around them and in particular those brought to light
through the events of Hurricane Katrina.

As neither Natalie nor Lisa were in New Orleans at the time of Katrina, much of the inspiration for the play came from
the vast number of documentaries, reports and news articles about the event.

l Browse through the newspapers you have in front of you, cut out the articles and pictures that you think will still be
memorable in five years time.

l On a large sheet of paper create a collage of these articles thinking about what they have in common. You may wish
to group them into stories and images with similar characteristics. 

l Looking at your collage think about what interests you about the articles and pictures you have chosen – is there a
particular injustice or issue that you are passionate about?

l Consider what question you would like the audience to consider if you were to create a performance based on this
theme. Write these in the appropriate areas of the collage. 

l From the questions you have created, pick the one that you find most interesting to explore. Remember: devising
and writing takes a lot of commitment and you will be spending quite a bit of time on it so make sure the question
is something that excites you as in turn this will help you excite your audience. 

l Once you have done this you may wish to create a second collage of images, articles and facts solely focusing on the
question you are asking your audience. 

Waters Online
We will catch up with Natalie during
rehearsals to find out more about the
process. A video interview will be
available, along with interviews with all
the creative team on Waters Online on
our website www.theatre-centre.co.uk
from 13 September 2010.

Learning Objective: To be able to undertake an approach to scene work that ensures the actors are both warmed up as
performers and clear of their role and the role of the scenes they are performing within the wider context of the
production.

Materials: Copies of a scene you wish to explore. A scene from The Day The Waters Came is provided overleaf if you
wish to explore this.

During the work with actors in the development week, Natalie was keen to ensure that the actors had time to explore
the scenes they were performing. The following activity is a version of an exercise she ran with the actors to give them
time to get to grips with the scene and develop an interpretation that suits the needs of the production. 

Warm Up
l As a whole group, two actors start by creating a freeze frame of them shaking hands. 
l One actor comes out of the image and another goes in and uses their body to create an interesting shape in

relation to the other actor. 
l The remaining actors make suggestions for what the story of the new image might be. 
l The actor who has been in longest comes out and another actor comes in to create another new image with their

body. The remaining actors once again make suggestions for what the story might be. 
l Repeat this exercise as appropriate. 

Scene Work
l The actors in the scene create an image of the scene you are exploring.
l The remaining members of the group make suggestions of what the characters might be saying in the scene. 
l Ask the actors to read the scene with the director reading in any stage directions
l What do we know about the characters in this scene? What is the backstory?
l Now ask the actors to read the piece again but this time to move as feels appropriate.
l Consider now what the piece does in the context of the whole play. If you are exploring The Day The Waters Came

you may wish to refer to the synopsis. 
l Was this clear in the playing of the scene? What could be done to make this clearer?

ACTIVITY: Generating ideas for performance

ACTIVITY: Scene work
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SAMPLE SCENE

MISS EMMA: Maya!  Maya by your feet!
MAYA: Oh my god. Oh my..

MAYA RETCHES

MAYA: Miss Emma, make it go away.
MISS EMMA: I don’t think I can touch him.
MAYA: Who is it?
MISS EMMA: Can’t tell from the back of his head. 
MAYA: Why he keep floating at us?
MISS EMMA: He ain’t doin it on purpose Maya. He just drowned dead.
MAYA: Should we tell someone?
MISS EMMA: Like who?
MAYA: I don’t know. The police. The authorities? Whoever takes care of dead bodies. Aaaah, he touched

my leg! 
And then I’m kicking him. I’m kicking a dead man I never met alive, or if I did I don’t recognise
him now – skin swollen, greenish, like blown up rubber bobbing face down in brown water. I
kicking him to go away. I want it all to go away but the current pushing him toward us, keep on
pushing and he stay there, beside us, like a faithful pet, what used to be a man, what used to be
someone’s son. And then I hear

MISS EMMA: Maya look! 
MAYA: Hey mister! Hey you in the boat! Help us. Please help us!
BOAT MAN: How long you been here?
MAYA: Since last night. We don’t have no water.
BOAT MAN: You know him? The guy floating?
MAYA: Not really. Where you going
BOAT MAN: Word is to make for the Superdome.
MAYA: They got water there? And food?
BOAT MAN: I guess so. I can’t take you all. Boat’s only just above the water. Who’s it to be? The old lady, the

kid, you?

[BOAT MAN, MISS EMMA AND LENNY LEAVE]

MAYA: I stay. 

Learning Objective: To understand how much or little we in the UK relate to natural disasters and explore what makes
a natural disaster newsworthy.

Materials: Large empty room, pens, paper.

l In small groups note down the natural disasters you remember and why. What constitutes a natural disaster? Do
any images come to mind? 

l Create three images of the human aspect of these disasters. Think about the physical, emotional and sociological
impact of the disaster. In each image each performer should have a movement to convey the emotion of the
character.

l Using a sample of music/sound as stimulus each group should explore how they can make the transitions between
images. Think about the use of rhythm and repeated movement. 

l Share scenes and discuss – At what point is a natural disaster newsworthy? How many must be killed/injured/etc?
How close to home must it be?

ACTIVITY: How relevant are natural disasters to us in the UK?

The Day The Waters Came Sample Scene



Interview with Writer
Lisa Evans

Writer Lisa Evans speaks to
us about the first 18 months
of the process of writing
The Day The Waters Came.
Lisa will stay with the
company throughout the
rehearsal period where she
will continue to develop the
play until it commences its
tour in September 2010. 

Having the writer in the rehearsal room allows alterations to
be made in response to the actors performing the piece.
Rehearsals can often throw up new and exciting material
and shape the piece. It allows Lisa to see how the play runs
off of the page and make necessary alterations to ensure it is
engaging to the audience and meets its dramatic aims. 

Why did you choose to write about Hurricane Katrina?
I enjoy writing in American, it has such poetic rhythms and
colloquial speech and is therefore more interesting to write
than many English dialects or accents. I lived and worked in
the USA for part of my life.

I wanted to write a sister piece to Stamping, Shouting and
Singing Home, my most performed play to date for young
people that also looks at civil rights in America but in the
1950s. 

What effect do you think it has on the piece that you are
writing about a community different to your own?
You need to listen externally as well as internally to the way
people express themselves. I am a diligent researcher – a
combination of lack of confidence and displacement activity! 

I need to see a place in my head before I can write it – even if
it gets expressed differently in design/performance terms
later. I need context and detail to build character.  It’s a
writer’s job to observe, interpret and express the world and
not just our personal experience of the world… that gets dull
very quickly. 
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WRITER: LISA EVANS

This is particularly important in writing for young audiences
as their world is significantly different to how my world was
at their age. When writing for young people you need to
know first and foremost that they will not tolerate being
either patronised or bored.

What were your first steps in the writing process?
Research. The first steps were to watch documentary films
of Hurricane Katrina such as the When The Levees Broke and
Trouble the Water and to read fact and fiction books about
that time in New Orleans’ history. 

I then had to decide how to tell the stories of some of the
people in New Orleans; who would the characters be and
who should be the principle focus. This is the way into the
story for the audience. It is like creating a scaffold before I
start actually writing the dialogue and action of the play.

What have been the main challenges for you in the process?
The main challenge was getting the approach right for the
age group so they could engage with the piece. This involves
choosing the style of storytelling – this piece is very fast
paced and dramatising – in this case with lots of action and
moments that young people can relate to in order that they
can then follow the characters’ journeys.

What is different about writing plays for young people?
Plays last one hour rather than two plus adults are generally
more polite in their response.  When writing for young
people the writer needs to be particularly clear about what
she wants the young audience to get from the play. Young
audiences have less “life experience” – by virtue of their age
– upon which a writer can draw or sound echoes.

In your opinion what is the play about?
The play is about a crossroads time in recent 21st Century
American history. It is about a traumatic experience, in
terms of being caught up in a natural disaster and also in
terms of loss of faith in those in charge - government and
authorities to help you, its people, in your hour of need.
What happens when you scream HELP and nobody comes?
Or worse, they come, observe, and do nothing. How does
that make you feel about yourself and your society? 

Waters Online
To hear more from Lisa Evans following the rehearsal process check out Waters Online from 13 September
2010 at www.theatre-centre.co.uk .
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UNDERSTANDING HURRICANES

Hurricane Katrina: A Case Study

Hurricane Katrina hit the United States of America in 2005 and was
the costliest as well as one of the deadliest in US history. 

The following pages explore hurricanes further, in particular Katrina;
we take a look at how hurricanes form, their impact and how they
can be prevented. Alongside this, a series of activities will be
provided to further understanding and to provide stimulus both for
debate and dramatic exploration.  

New Orleans pounded by hurricane
Taken from: http://news.bbc.co.uk/1/hi/world/americas/4194698.stm  Monday, 29 August 2005,
17:43 GMT 18:43 UK

Hurricane Katrina is pummeling New
Orleans with howling gusts and blinding
rain, after sweeping ashore over the
southern Louisiana coast. The storm has
knocked out power and submerged part of
the low-lying city in up to 6ft (2m) of rising
water. Katrina has torn part of the roof of a
stadium, where many sought refuge. 

Mississippi and Alabama are also being
pounded by the violent storm, which
weakened as it swept inland, but brought
winds of 105mph (170km/h). The storm
flung boats onto Mississippi, flooded roads
in Alabama and swamped bridges in
Florida. 

The National Hurricane Center warned
the Louisiana city would be pounded
throughout Monday – and the potential
storm surge could still swamp the city,
which sits some 6ft (2m) below sea level. 

“It’s capable of causing catastrophic
damage,” director Max Mayfield warned.
“New Orleans may never be the same.” 

A man in the east of the city said the
water in his home was “rising pretty fast”.
“Tell someone to come get me please,”
Chris Robinson said via mobile phone. “I
want to live.” 

The evacuation claimed three lives, when
three nursing home residents died after
being taken by bus to a Baton Rouge
church. 

Mississippi and Alabama have also
urged residents in coastal areas to leave
their homes. 

Katrina recorded a 22-ft (7m) storm surge
on Mississippi’s coast. 

“This is a devastating hit – we’ve got
boats that have gone into buildings,” the
Gulfport fire chief said. 

US President George W.Bush has issued a
state of emergency in Louisiana and
Mississippi, freeing the path for federal aid. 

The storm, which formed in the
Bahamas, lashed South Florida on
Thursday, killing nine people, uprooting
trees, downing power lines and causing
extensive flooding.

Correspondents in the city say walls of
water have been running down the
skyscrapers like waterfalls. Palm trees have
been felled, shops wrecked and cars hurled
across streets strewn with shattered glass. 

A police officer told the BBC he had never
seen anything like it. “This is unbelievable,”
Jonathan Carol said. 

Mayor Ray Nagin has said he believed 80%
of the city’s 485,000 residents have heeded his
order for a mandatory evacuation of the city.
Those unable or unwilling to leave are huddled
in shelters, as emergency vehicles patrol
deserted streets. 

Officials warn that the post-hurricane surge
could topple the barriers that protect the city
and its historic French Quarter. There are fears
New Orleans could be inundated with
chemicals from refineries, and human waste
from damaged septic systems. 

Mayor Nagin said he had received reports
that some water had already breached the
barricades. 

What is a hurricane and how do they form?
A hurricane is a large rotating tropical storm centered around an
area of very low pressure with strong winds blowing at an average

speed in excess of 74 miles per hour. Hurricanes start within 8° and 15° north and south of the equator. They can occur in the
Atlantic, Pacific and Indian oceans and are also known as tropical cyclones and typhoons. They tend to occur between July and
October and move westward. To construct a hurricane needs:
l a source of very warm, moist air – usually from tropical oceans with surface temperatures greater than 26°C
l sufficient spin or twist from the rotating earth

Warm air rises quickly creating towering clouds, heavy rainfall and intense low pressure. This low pressure sucks in air causing
strong winds that spiral – we see this spiraling as the clouds move around the centre of the hurricane, the eye, in a swirling
motion. The eye is 30 to 50km and is where the air is sinking. The weather at this point is calm with light winds and no rain.
Surrounding the eye are bands of heavy rains and very high winds. 

What are the effects of a hurricane?
Hurricanes can impact on a community in terms of damage
to land and buildings, to the economy, as well as having
human repercussions in terms of migration, injury and
death. Hurricane Katrina caused each of these as she ripped
through the Gulf Coast in 2005.

Damage to land and buildings
Wind directly or indirectly causes all the damage from a
hurricane, for example wind creates waves that often lead to
flooding following a hurricane. The Saffir-Simpson Hurricane
Intensity Scale is used to measure the strength and potential
impact of a Hurricane. The table opposite outlines this scale:



14

THE IMPACT OF KATRINA

Category 1 119-154 km/hr wind speed 1-2m storm surge Minimal damage: “No real damage to building structures. Damage
primarily to unanchored mobile homes, shrubbery and trees. Also, some coastal road flooding and minor pier damage.”

Category 2 155-178 km/hr wind speed 2-3m storm surge Moderate damage: “Some roofing material, door and window damage
to buildings. Considerable damage to vegetation, mobile homes and piers. Coastal and low-lying escape routes flood 2-4 hours before arrival of
center. Small craft in unprotected anchorages break moorings.” 

Category 3 179-210 km/hr wind speed 3-4m storm surge Extensive damage: “Some structural damage to small residences and
utility buildings with a minor amount of curtainwall failures. Mobile homes are destroyed. Flooding near the coast destroys smaller structures
with larger structures damaged by floating debris. Terrain continuously lower than 5 feet above sea level may be flooded inland 8 miles or more.”

Category 4 211-250 km/hr wind speed 4-6m storm surge Extreme damage: “More extensive curtainwall failures with some
complete roof structure failure on small residences. Major erosion of beach. Major damage to lower floors of structures near the shore. Terrain
continuously lower than 10 feet above sea level may be flooded requiring massive evacuation of residential areas inland as far as 6 miles.”

Category 5 >250 km/hr wind speed >6m storm surge Catastrophic damage: “Complete roof failure on many residences and
industrial buildings. Some complete building failures with small utility buildings blown over or away. Major damage to lower floors of all
structures located less than 15 feet above sea level and within 500 yards of the shoreline. Massive evacuation of residential areas on low ground
within 5 to 10 miles of the shoreline may be required.”

Level descriptions are taken from NOAA’s “Hurricane and Disaster Brochure”.
When Hurricane Katrina hit land it was a category 4 hurricane later turning to a category 3. The American Red Cross estimates 275,000 homes were
destroyed in Louisiana, Mississippi and Alabama due to wave or wind damage. 

Economic Impact
Most estimates put the monetary loss from Hurricane
Katrina at $125 billion, with $66 billion in insured losses, half
of which resulted from the flooding in New Orleans. 

This affected the Gross Domestic Product for the US
dropping from 3.8% in the third quarter of 2005 to 1.3% in
the fourth quarter. The economy was still growing however
and so by the first quarter of 2006 GDP was back to 4.8%.

Hurricane Katrina affected 19% of U.S. oil production by
destroying 113 offshore oil and gas platforms and damaging
457 oil and gas pipelines and causing oil prices to rise $3 a
barrel. Katrina also struck the heart of Louisiana’s sugar
industry, with an estimated $500 million annual crop value,
according to the American Sugar Cane League. 

As important as these industries are, the main damage was to
New Orleans. Hurricane Katrina caused $260 million in
damage to the port, although it was open to ships just a week
later. The city’s tourism industry created $9.6 billion annually
before Katrina, and has only recently returned to attracting 7.1
million visitors each year, up from 2.6 million in 2006.6

Human Repercussions
Hurricane Katrina caused one of the largest displacements
of Americans ever known. Two weeks after Katrina hit there
were an estimated 374,000 people in shelters, hotels, homes
and other housing in 34 states and the District of Columbia.
The total number of people displaced is estimated to have
passed 1 million, with a large percentage absorbed into their
own relatives’ homes.

As people left the city either before, during or after the
hurricane they were part of the first migration which
distributed New Orleanians across the United States. 

This was followed by two distinct migration flows into the
city in the weeks and months after it was reopened. Many of
these were displaced New Orleanians returning proportion
to the damage their homes and neighborhoods suffered.
The least damage tended to be among the wealthier people
meaning they could return sooner, this meant that the city
became wealthier, whiter and older. 

In addition, other people arrived in the city to clean up and
rebuild. Many of these new arrivals were foreign-born,
mostly Latino migrants, drawn by the promise of high wages
and plentiful work. 

As well as the changes to New Orleans, the entire United
States altered as many of those uprooted chose not to
return, “bits of Creole culture are seeded from East coast to
West.”7

“Ms. Willis-Nelson says a lot has happened in the eight days
[since Katrina] to contribute to her sunny disposition. She
has been offered a job at a local nursing home, and her
husband has found work at a local warehouse. This week her
family is scheduled to move into a subsidized apartment.”

“I ain’t ever going back,” she says. “Here we have three good
meals a day, new clothes, and good medical treatment. You
can’t get that kind of help in New Orleans.”

The death toll post hurricane Katrina stood at 1836 which
included the total number of direct and indirect deaths. This
number comprises of 1577 from Louisiana and 238 from
Mississippi. The main reason for the great loss of life and
damage to property in New Orleans was the failure of the
levee system because of design flaws and poor
maintenance. Nearly every levee in New Orleans was
breached leading to the flooding of 80% of the city. 

6 Facts taken from http://useconomy.about.com/od/grossdomesticproduct/f/katrina_damage.htm
7 Quotes taken from http://www.csmonitor.com/2005/0912/p01s01-ussc.html/(page)/2
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HUMAN RIGHTS AND KATRINA

Civil Rights and Hurricane Katrina
Katrina is widely recognised to have been one of the major
failings of the Bush administration, in particular due to the
government being slow to react during the time of and
immediately after the disaster and in not following the
United Nations Guiding Principles on Internal Displacement.
Katrina also raises questions concerning civil rights across
the United States.

There has been criticism that warnings expressing that
areas along the Gulf Coast needed to be protected from
category 4 hurricanes, not just category 3 were ignored and
funding was directed elsewhere. In addition it has been well
documented that it took a number of days for the National
Guard to arrive and that many of the National Guard for this
area were actually in Iraq.

Katrina raises questions of racism in America alongside the
question of why don’t many Americans demand the
economic and social rights seen in much of the rest of the
world. E.g .health, social security, etc. “In many ways, Katrina
has shown us why. The face of poverty in America is not
White. This does not mean there is no White poverty. Indeed,
there are more poor Whites than poor Blacks in this country.
But poverty has been racialized and individualized. Black,
Latino, immigrant and indigenous communities are the
poorest of the poor, and most images of poverty involve
these communities. Members of these communities have
little access to good schools, jobs and homes, and
healthcare, yet they are also often blamed for the very

circumstances imposed on them. The racist structures which
deny people access to transportation, as well as decent jobs,
education, and housing are barely understood by the public
as they are rarely analyzed in mainstream press or other
venues. Those left behind to die without food and water in
New Orleans were the poorest households without access to
transportation and primarily Black. The general public’s
initial reaction was that no one deserved to be left in those
circumstances, and for a brief moment a conversation about
race and poverty in the U.S. appeared to be evolving. Yet,
those not being welcomed back, as public schools remained
closed and undamaged public housing units are not being
made available, are also the poorest and primarily Black. As
the reconstruction conversation moves on, the same
community is being left behind once again, but this time
there are no stark and painful images to prick the conscience
of America.”8

Many news reports referred to the victims of Katrina as
refugees, indicating a feeling towards those affected as
being outsiders. International law defines refugees as
people who cross international borders while fleeing conflict
in their own country. 

“These are not refugees, they are citizens of Louisiana and
Mississippi, tax-paying citizens. They are not refugees
wandering somewhere looking for charity. They are victims
of neglect and a situation they should have never been put
in in the first place.” Reverend Al Sharpton of the National
Action Network

One of the main points of dispute that remains between the Southern Regions is the decision of Gretna’s local authorities
to close the Crescent City Connection; a bridge that many New Orleanians were using to try and leave the city. Gretna
police sealed off the bridge to prevent people entering the city and used shotguns to maintain order. There is much
feeling that there was a racial motive to this. One citizen who was trapped on the bridge says; “A group of people trying
to leave a city that’s predominantly African American. And you have the officers who were white. That’s the way it
appears. And in that situation that’s the way you feel. We weren’t given any information as to why we couldn’t leave.”9

Gretna’s Mayor who supported the Police Chief in the decision to close the bridge defends their decision; “The crowd was
desperate. The crowd had gone through some unbelievable sights and sounds and devastation [in the] hurricane. And I
understand they were looking for safety and security. Something that I could not provide. It was as simple as that.”
He also explained how he needed to protect his people; “So, this environment of police officers being shot, citizens lying
dead in the street, images of looting going on in the city of New Orleans made me realize that our community was in a
crisis of far greater proportion than just of the hurricane.”
But the city turned everyone away, including women and children, to make sure that no one causing mayhem got
through. They were prevented from crossing their own bridge. Gretna’s Police Chief explains “We had no more to offer
here than they did in New Orleans. We did not have food. We did not have water. We did not have shelters here.” 
Oliver Thomas, president of the New Orleans City Council, replies “We weren’t asking for food, water or shelter. We were
asking for the ability to walk out of New Orleans.”

l Read through the text above
l Split into two groups, one defending the decision to close the Crescent City Connection and one opposing it. In those

groups take 10-15minutes to note down the key points you wish to make in a debate to defend/oppose the decision. 
l Returning to the whole group take it in turns to share your points, allowing chance for the other team to respond. 

8 Taken from http://www.nesri.org/human_rights_us/in_the_wake.html
9 Quotations taken from http://www.cbsnews.com/stories/2005/12/15/60minutes/main1129440_page3.shtml?tag=contentMain;contentBody

DEBATE: Crescent City Connection
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THE AFTERMATH

Learning Objective: To be able to identify useful information and be able to make informed recommendations based on
findings.

Materials: Pen, Paper, Photocopies of pages 13-15 of this booklet.

On a blank sheet of paper create a table with 5 columns and 3 rows as shown below, make sure you leave plenty of room
to write in the boxes. 

Damage Cause Response Prevention
Land and Property
Economy
Human

l Using the information on pages 13-15 complete the first 3 columns. 
l In the final column consider how each area of damage you have identified could be prevented/limited in the future. 
l As a class consider your answers, are there particular measures that could prevent a variety of damages? Why were

these not in place before Katrina? How likely do you think it is that these will be in place in the future?
l Homework – An extension of this activity could be to find out what measures have been put in place since the

disaster. The resources listed at the end of this booklet provide a good starting point for further exploration.

ACTIVITY: Finding the solution

Learning Objective: To understand and be able to use news items to create characters through hot seating.

Materials: Photocopies of the newspaper article on page 13, pen, paper

l Read through the article on page 13 and choose a character to focus on. 
l On a blank sheet of paper create an identity for your character. Consider their name, age, family, occupation, hobbies

etc. In five minutes get down as much detail as you can. 
l In groups of about 4 take it in turns to be hot seated by the other actors. Pick one chair to be the “hot seating” chair

– the actor on this chair must always be in character. The other actors have five minutes to ask the character as
many questions as possible to develop the character. If a story is developing the other actors should try to ask
questions to lead the character on this journey. Once the five minutes are up the actors swap around and repeat
until all actors have had a go. You may find that relationships develop between characters.

l Back on your own give yourself five minutes to write as much as you can as the character you have now created. If
at any point you are struggling, continue to write “I don’t know what to say” until something comes to you. The key
to this exercise is not to stop writing and just write what enters your mind. After the five minutes stop writing. Read
through what you have written. You must make the following changes: delete one sentence; add in a new sentence;
edit one sentence. Try reading the piece aloud before spending some time making any final edits you wish to make.
Share your piece with the class and discuss the variety of stories that have arisen from the one newspaper article. 

ACTIVITY: The stories of disaster

DEBATE: Who were the heroes?

l In groups of three or four list the qualities you would consider someone to have to call them a hero. 
l Read the article above, from this and any other knowledge you have about Hurricane Katrina, discuss who you

consider the heroes to be.
l Now read the two sections of the script below, consider the arguments for and against Maya’s brother Louis being

a hero. 
Extract 1 MAYA: You from round here? I don’t know you.

MILTON: I know your brother. Louis.
MAYA: You do? Then you know he on remand in jail.
MILTON: He still wearing that red bandana?

Extract 2 PATIENT: A young guy swam, pushing me on a tyre. We heard them, under the roof, calling out.
He said he had to make a choice and I was it. 

MOM: You know his name?
PATIENT: Just a young guy, wearing a red neckerchief round his head. 

Hero: A man(or woman) admired for his achievements and noble qualities. One that shows great courage. 



17

REVIEWING A LIVE PERFORMANCE

When thinking about reviewing a piece we automatically think about writing but there are many different ways
reviews can be shared. You may wish to think about creating reviews for TV, radio, websites as well as newspapers. 

This activity will allow you to create an imaginative response to seeing the play, thinking about all aspects of the
production.  

In Preparation:
When seeing a piece that you are going to review, remember to get a programme. This will help to remind yourself of
the piece when you come to write the review as well as provide you with useful information about the background of
the piece, the cast and creative team.

After seeing the performance make some initial notes: What was the play about and what happened in it? How do
you feel after seeing the piece? Why? What do you remember most strongly? Why? What did you like and dislike about
the production? 

Remember a review is about sharing your views on a piece supported by examples to illustrate your ideas and
thoughts.

Creating the review:
l Start with a strong image that will get your audience’s attention and introduce the play. 
For example: 
“Mad Forest is the name of a wood near Bucharest whose oddly twisted trees make it very hard to negotiate. It’s a
fitting title for Caryl Churchill‘s tangled play.” Lynn Gardener, The Guardian
“It lives on the page but it dies on the stage. That, alas, is the story of Hanif Kureishi’s second brilliant novel, The Black
Album.” Michael Coveney, The Independent

l Once you have done this include a SHORT synopsis of the play. What genre is the play? – comedy, tragedy, political,
etc. Remember a review is more than just repeating the plot. 

l Think about how the themes relate to your life. 
l Move on to your likes and dislikes of the piece. Make sure to include at least one sentence each about the acting,

direction, design, lighting, music. Where appropriate use the names of the artists or creative team. 
l What effect did the play have on you and the audience around you? How did you feel during the piece and

afterwards? Why? 
l Do you think the creative team achieved their vision for the production? 
l Conclude with whether or not you would recommend other people see the piece with a summary of why. 

ACTIVITY: Reviewing a live performance of The Day The Waters Came

Toyin Omari-Kinch, Charlyne Francis Michelle Khisa, Leemore Marrett Jnr
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FURTHER RESOURCES

Theatre Centre
www.theatre-centre.c0.uk
Describes the company’s productions –
past and present and offers access to
Waters Online: our online resources
with exclusive interviews with the
creative team and access to further
creative activities.

Drama:

Evans, L Dancing, Shouting and
Singing Home. Oberon Books Ltd.
Lisa’s 1986 play exploring American
Civil Rights in the 1950s through the
eyes of young Lizzie Walker. Lizzie and
her family long for progress, inspired by
their ancestor Sojourner Truth, freedom
fighter, and just one of the many heroes
the history books forgot.

Brecht, B On Theatre. Methuen
Books.  
This selection of Bertolt Brecht’s critical
writing charts the development of his
thinking on theatre and aesthetics over
four decades. The volume demonstrates
how the theories of Epic Theatre and
Alienation evolved, and contains notes
and essays on the staging of many of
his plays.

Brechtian Techniques
http://www.usq.edu.au/artsworx/
schoolresources/mothercourage/
Brechtian%20Techniques#Acting_
Techniques
Webpage from the University of
Southern Queensland explaining the
theory behind the techniques of
Berthold Brecht. 

Theatre History.Com
http://www.theatrehistory.com/
british/bellinger002.html
Website looking at the origins of
theatre including chronicle and history
plays.

www.getintotheatre.org 
Get into Theatre is a site dedicated to
giving young people information on
routes in to the theatre industry. It
details what each job entails,
interviews with people doing them,
opportunities to get involved and a CV
Clinic. 

Geography:

BBC Bitesize
http://www.bbc.co.uk/schools/
gcsebitesize/geography/weather/
weatherhumansrev2.shtml
Further information on the formation
and prediction of hurricanes and other
forms of weather and climate activity. 

The Hurricane Song
http://www.youtube.com/watch?
v=SpJi0tcSExs&feature=related
A song explaining how hurricanes are
formed. 

Hurricane Katrina:

Lee, S When The Levees Broke.
Warner Home Video
Director Spike Lee probes the U.S.
government’s response to the
devastation caused by Hurricane
Katrina, in this thought-provoking
documentary.

Deal, C Trouble The Water. Ica
Films
As Hurricane Katrina hammers New
Orleans, it changes the lives of aspiring
rap artist Kimberly Rivers Roberts and
her street-smart husband forever.
Edited together from video footage
shot by the couple during and after the
storm’s devastation, this documentary
offers a visceral, personal view of the
calamity.

Dispatches Documentary The
Hurricane That Shamed America
Channel 4
This film first transmitted in October
2005 asks why the response from the US
government was so woefully
inadequate when there was sufficient
warning about hurricane Katrina. With
more than 100,000 people stranded
without aid, the lives of those
abandoned by the authorities soon
depended on the ad-hoc efforts of those
on the ground.

Un-Natural Disaster: Human
Rights in the Gulf Coast Summary
http://www.amnestyusa.org/dignity/
pdf/UnNatural_Disaster_summary.
pdf
A report by Amnesty International
looking at the impact on residents of
New Orleans, their Human Rights and
their return home.

After Katrina: New Solutions for
Safe Communities and a Secure
Energy Future
http://www.nrdc.org/legislation/hk/
hk.pdf
A report written in 2005 by the Natural
Resources Defense Council (NRDC) to
present a set of policies and practices to
protect the safety and well-being of
Gulf Coast residents in the clean up and
onward into a healthier, more
sustainable future.

Kromm, C and Sturgis, S Hurricane
Katrina and the Guiding Principles
on Internal Displacement. Institute
for Southern Studies
Available at http://www.southern
studies.org/ISSKatrinaHumanRights
Jan08.pdf
This study focuses on the government’s
response to those displaced by
Hurricane Katrina through the lens of
international standards, specifically the
Guiding Principles on Internal
Displacement.

Hurricane Katrina: Facts and
Information
http://www.buzzle.com/articles/
hurricane-katrina-facts-and-
information.html
A summary of facts and information
relating to Hurricane Katrina. 

Hurricane Katrina Relief
http://www.hurricanekatrinarelief.
com/faqs.html#What%20is%20the%
20death%20toll%20of%20Hurricane
%20Katrina
A website dedicated to understanding
Hurricane Katrina and preparing for the
future.
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Theatre Centre, Shoreditch Town Hall, 380 Old Street, London EC1V 9LT
T 020 7729 3066  F 020 7739 9741  www.theatre-centre.co.uk


