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1. AN INTRODUCTION FOR TEACHERS 

This Making Theatre - Education Pack which accompanies the stage production of TO KILL A 

MOCKINGBIRD and the optional supplementary Page to Stage Workshop, is for teachers who want to 

explore, within the classroom, particular aspects of the play and how theatre is created. Exploration in 

the classroom is best accompanied by copies of Harper Lee’s original novel. 

The information and exercises in this pack are designed to uncover the different aspects of putting on a 

professional play. We hope that the information contained in this pack will enhance your student’s 

enjoyment and understanding of the play, as well as offer both teachers and pupils an insightful and 

fascinating glimpse in how TO KILL A MOCKINGBIRD was produced. 

This pack is split in the following sections: 
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(Resources)          21 

6. RESPONDING TO THE PRODUCTION       24 
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2. WHO’S WHO? 

EXERCISE Individual work and classroom discussion: 

Before reading through the list – write down who you think might be involved in producing a play. Then 
have a look at the list and see who you’ve left out. 
 
Here is a list of everyone involved behind the scenes in making TO KILL A MOCKINGBIRD, and what they 
do.  
 
DIRECTOR The Director is the person in charge of the creative aspects of a play. S/he has to come up with 
ideas on how s/he wants each scene 
and moment1 to look, and then directs 
the actors during rehearsals on how 
to do this best. 
 
DESIGNER The role of the Designer 
is to design and come up with ideas 
for the set, costumes and props, 
and then create them. S/he 
collaborates with the Director to 
decide how it will look. 
 
PRODUCER The producers are the 
people that are in charge of the 
whole project. They choose and 
hire all of the team, set the budget, 
and are the organisational force 
behind the show. 
 
LIGHTING DESIGNER This person is in charge of arranging and designing the lighting. They decide on the 
lighting cues, and what effects they wish to have in each scene. 
 
SOUND DESIGNER Similar to the Lighting Designer, the Sound Designer must decide what sound effects 
they want to have during the play, and when. Both of these designers take into account the mood of the 
scene or moment when making decisions. 
 
COMPOSER The Composer is directly in charge of creating the score and music for the play. S/he may use 
individual instruments, or combinations of instruments, or an entire orchestra to make the music for the 
show. 
 
RESIDENT DIRECTOR As the Director is often very busy, s/he needs an Assistant or Resident Director. For 
TO KILL A MOCKINGBIRD, our Resident Director will be touring round the country with the production and 
putting the show into 2each venue on behalf of the Director. 

                                                           
1 This term is used to describe actions within a scene 
2 This phrase is used to describe the process of a production arriving at a new theatre and preparing to perform the show for 
the first time  

i. Previous cast pictured. Photos by Johan Persson (To Kill A Mockingbird 
2013) 
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MOVEMENT DIRECTOR The Movement Director works with the director to create ways in which the 
actors move their bodies, perhaps to create a sense of moving on a train or how to create a physical shape 
for a character who perhaps has a limp. 
 
PRODUCTION MANAGER The Production Manager is responsible for all of the logistics of the production 
and tour, such as transport and the Get In/Out 3as well as the production of the set and props. 
 
CASTING DIRECTOR The Casting Director is in charge of making sure that the right people are seen by the 
Director when s/he is casting the roles. The Casting Director will often hold auditions with the Director to 
help choose the right actor or actress for the role. They are mainly involved at the beginning of the process.  
 
VOCAL COACH The Vocal Coach is responsible for making sure that the cast’s accents are right. Accents 
are different depending on where in the country or world you are, but also depending on what time period 
that a play is set in. For example - Alabama in 1933 during the Great Depression is very different to the 
UK in 2014. 
 
CHILDREN’S CASTING DIRECTOR The 
Children’s Casting Director is responsible for 
helping the Director choose the six boys and 
three girls who alternate in the roles of 
Scout, Jem and Dill.  
 
CHILDREN’S ADMINISTRATOR and 
CHAPERONES This team of people work 
together to organize the children’s schedule 
and tutoring for the children whilst they are 
on tour and performing. The chaperones are 
guardians for the children while they are 
working as actors. 
 
COSTUME SUPERVISOR The role of the 
Costume Supervisor is to measure all the cast 
and then, after talking to the Designer, source the costume, and alter them if necessary. 
 
WARDROBE MISTRESS The Wardrobe Mistress is in charge of looking after and sorting the costumes and 
wigs for the acting company. Keeping them safe and cleaning them, making sure they are all transported 
safely and always available when needed, and finally may help to dress and prepare the actors before the 
performance. 
 
STAGE MANAGEMENT The stage management team is responsible for the show when it is up and running, 
making sure it runs smoothly without any problems. The Company Stage Manager is in control of the 
company and pastoral care, the Deputy Stage Manager is in control of the prompts and cues for actors, 
including lighting and sound, and the Assistant Stage Managers are in charge of backstage during a 
performance, for example making sure all the props and set are in the right place.  

                                                           
3 The Get In is when the production sets up on stage for the first time, and the Get Out is when the show is dismantled to be 
transport to another theatre or storage. 

 

ii. Director, Timothy Sheader, in rehearsal at Regent's Park 2013 
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EXERCISE Things to think about: 

Which job would suit you best? 
Who do you think is in rehearsals every day? 
Who do you think travels around the country with the show when it tours? 
And who do you think doesn’t need to travel around the country when the show tours? 
Create a spider diagram of which groups of people within this big list work together the most and how 
they are all linked. 
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3. ADAPTING TO KILL A MOCKINGBIRD FOR THE STAGE 

 
TO KILL A MOCKINGBIRD by Harper Lee was published in 1960. It has been made into a film starring 
Gregory Peck and has been staged several times before this production.  
 
The only licensed adaptation of the book has been written by Christopher Sergel, who started working on 
it in 1970. The play premiered in 1991 at the Papermill Playhouse in Millburn, New Jersey4.  
 
“Except for two years spent on a schooner in the South Pacific, and sometime later, a year spent in the 
African Bush, Christopher Sergel's life was involved in playwriting and publishing. His work includes 
adaptations of Sherwood Anderson's WINESBURG, OHIO, which ran on Broadway; John Neihardt's BLACK 
ELK SPEAKS, which was done Off-Broadway; FAME; THE MOUSE THAT ROARED; CHEAPER BY THE DOZEN; 
UP THE DOWN STAIRCASE and the OUTSIDERS. He also adapted Harper Lee's TO KILL A MOCKINGBIRD for 
stage. Chris Sergel was President of the Dramatic Publishing Company until his death in 1993. It was 
founded by his great-uncle in 1885 and has been run by the Sergel family since.” 5 
 
One of the main challenges in adapting a novel for the stage is structure. A novelist is able to create a 
picture in the readers mind with detailed descriptions that may last for a couple of pages, and move from 
location to location with ease at the turn of a page. A playwright, however, needs to consider the stage 
and audience, and how they engage with the story lifted from the page. While someone reading a book 
can read at leisure, an audience have a much shorter and fixed amount of time to see, hear, feel, and 
sometimes even smell, the story. 
 

EXERCISE Classroom discussion:  

What are the challenges of adapting a book to stage? Think about the rabid dog in the street that Atticus 
faces, a real rabid dog can’t be used… 
Think about other famous books that have become plays – Matilda, Hetty Feather, Warhorse, Emil and 
The Detectives, His Dark Materials… How have directors, designers and playwrights created these books 
onstage? Think about the actors, use of puppetry and special effects. 
What is the difference between a book and a play? 
Think about the different ways that dialogue and stage directions are used to create a scene.  
 
 
In 2013 Timothy Sheader chose TO KILL A MOCKINGBIRD to be a part 
of the Regent’s Park Open Air Theatre Season. Timothy and designer, 
Jon Bausor, found a way of performing the play that looked and felt 
different to previous productions while remaining faithful to the story, 
and the loyalty that many book lovers feel for the novel.  
 
What follows are extracts from interviews and articles that further 
explain the Director’s vision for this stage production of the book.  
 

                                                           
4 Source http://www.bard.org/education/studyguides/mockingbird/christophersergel.html#.U3yiyvldXng  
5 Christopher Sergel’s biography as it appears on Alan Brodie Associates website 

iii. Timothy Sheader, Artistic Director 

http://www.bard.org/education/studyguides/mockingbird/christophersergel.html#.U3yiyvldXng
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This is an extract from an article written by Author and journalist, Elizabeth Day, for the Regent’s Park 
house programme. 
 
“In Sheader’s stage version, Harper Lee’s novel provides the beating heart at the centre of the production. 
Instead of actors on a stage performing from a literal and metaphorical height, Sheader invites the 
audience to become part of the story’s retelling. The text is re-imagined and re-told: each line has the 
potential to light a fuse in the listener’s mind. “The idea is that we all collectively listen to the story… So 
it’s not actors on stage and us in the audience. We’re all in one shared group.” When he auditioned actors, 
Sheader asked them not to work from the script but instead to read from the prose. “I said: ‘I don’t want 
to know you’re performers, I just want you to read a book’ and that’s not easy for actors” he explains. “It 
was obvious in the auditions who could connect with me in a very clear and straightforward but engaging 
way.””  
 
 
The actor, Robert Sean Leonard, who 
originally played Atticus Finch at Regent’s 
Park, spoke at the time about Timothy’s 
approach to directing the production.  
 
“TO KILL A MOCKINGBIRD is inherently a 
literary experience, which Tim [Timothy 
Sheader] will agree with, so the only way to 
tell the audience precisely what happened is 
to read it. I think there are 150 examples of 
that throughout the night. It’s a way of 
honouring the beauty of the book and it’s 
inherent literary quality, and I think it works 
beautifully.  
 
Tim is incredibly creative. I don’t know how to describe it but it’s magical and it’s evocative and it’s so 
right for this book and so right for something told form the point of view of an eight year-old. I have yet 
to have anyone see the play and not say that they were mesmerised by what they saw and sucked in and 
completely entranced by it. 
 
 
Also there’s something about this production, something homespun and unique about the way that it is 
presented. It’s its own thing, not just a linear telling of the story.” 
 
In May, 2014 Timothy Sheader spoke with Katie Smith, A Younger Theatre and said “I know audiences 
loved it, I know that they loved the experience of sharing that book [TO KILL A MOCKINGBIRD] together – 
which is the basis of this production: how can we share this book together?” 
“It was staged in what I hope is an imaginative, creative way, and I hope it’ll be available for more young 
audiences to see, both here and on tour. That’s really why we’re touring it, because it’s a piece of work 
that I feel proud of, and a piece of work I feel proud to introduce to younger audiences.” 
 
 
 
 

iv. Robert Sean Leonard, previous cast. Photo Johan 
Persson (2013) 
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EXERCISE Group work: 

 

In groups use the following extracts from the book and script  to discuss the following points; 

 What are the differences between the script and the book? 

 Why might the playwright have made the decisions that he made? 

 How is narration in the book turned into action on stage? 

 What clues does the book give about how the characters might look? 

 Who are the Voices? 
 
 

A. THE BEGINNING  
 


“Chapter 1 - WHEN HE WAS nearly thirteen my brother Jem got his arm badly broken at the elbow. 
When it healed, and Jem’s fears of never being able to play football were assuaged, he was seldom self-
conscious about his injury. His left arm was somewhat shorter than his right; when he stood or walked, 
the back of his hand was at right- angels to his body, his thumb parallel to his thigh. He couldn’t have 
cared less, so long as he could pass and punt… continue to read chapter 1 until  
‘Hey’ 
‘Hey yourself’ said Jem pleasantly. 
‘I’m Charles Baker Harris’ he said “”  



 

VOICE 1  When he was nearly thirteen my brother Jem got his arm badly broken 
at the elbow. When it healed, and Jem’s fears of never been able to 
play football were assuaged, he was seldom self-conscious about his 
injury. His left arm was somewhat shorter than his right; when he 
stood or walked, the back of his hand was at right-angles to his body, 
his thumb parallel to his thigh. He couldn’t have cared less, so long as 
he could pass and punt. 

 
VOICE 2  When enough years had gone by to enable us to look back on them, 

we sometimes discussed the events leading to his accident. I maintain 
that the Ewells started it all, but Jem, who was four years my senior, 
said it started long before that. 

 
VOICE 3  He said it began when Dill came to us, when Dill first gave us the idea 

of making Boo Radley come out. 
 
VOICE 4  Maycomb was a tired old town even in 1932. Somehow it was hotter 

then; men’s stiff collars wilted by nine in the morning. Ladies bathed 
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before noon, after their three o’clock naps, and by nightfall were like 
soft tea-cakes with frostings of sweat and sweet talcum. 

 
VOICE 5  People moved slowly then. They ambled across the square, shuffled 

in and out of the stores around it, took their time about everything. 
 
VOICE 6  A day was twenty-four hours long but seemed longer. 
 
VOICE 7  There was no hurry, for there was nowhere to go, nothing to buy and 

no money to buy it with. 
 
VOICE 8  Though Maycomb County had recently been told that it had nothing to 

fear but fear itself. 
 
VOICE 11  We lived on the main residential street in town – Atticus, Jem and I, 

plus Calpurnia our cook. 
 
CALPURNIA  Scout - that you? You out there? 
 
SCOUT   I’m watching for Atticus 
 
CALPURNIA  Come in and wash before your father gets home 
 
 
 
 

B. THAT’S OLD TIM JOHNSON, AIN’T IT? 
 


“Chapter 10 – ATTICUS WAS FEEBLE: he was nearly fifty. When Jem and I asked him why he was so old, 
he said he got started late, which reflected upon his abilities and manliness. He was much older than the 
parents of our school contemporaries, and there was nothing, Jem or I could say about him when our 
classmates said, ‘My father – ‘ continue to read chapter 10 until  
Calpurnia asked Jem, ‘Radley’s got a phone?’” 
 
 

 

VOICE 9 By the end of October, our lives had become the familiar routine of school, play, 
study.  Lightening-bugs were still about, the night crawlers and flying insects 
beat against the screen. One Saturday Jem and I decided to go exploring with 
our air rifles to see if we could find a rabbit or a squirrel. 

 
SCOUT   Whatcha looking at? 
 
JEM   That old dog down yonder 
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SCOUT   What’s he doing? 
 
JEM   I don’t know, Scout. We better go inside. Cal! 
 
SCOUT   That’s old Tim Johnson, ain’t it? 
 
JEM Yeah 

 
CALPURNIA   What is it, Jem? I can’t come out every time you want me.  
 
JEM    Somethin’ wrong with that old dog down yonder.  
 
CALPURNIA    I can’t wrap up any dog’s foot right now.  
 
JEM    He’s sick, Cal. Somethin’ wrong with him.  
 
CALPURNIA   Tryin’ to catch his tail?  
 
JEM  (goes to Cal) No, he’s doin’ like this 
 
CALPURNIA  You tellin’ me a story, Jem Finch?  
 
JEM  No, Cal. And he’s coming this way 
 
VOICE 10  Tim Johnson walked erratically, as if his right legs were shorter than his left legs. 

He reminded me of a car stuck in a sandbed. 
 
JEM He’s gone lopsided 
 
CALPURNIA  You two get in off the street. 
 
SCOUT    He’s not even in sight.  

 
 
 

C. IT’S CALPURNIA, ISN’T IT? 
 


“Chapter 21 – SHE STOPPED SHYLY at the railing and waited to get Judge Taylor’s attention. She was in a 
fresh apron and she carried an envelope in her hand. 
Judge Taylor saw her and said, ‘It’s Calpurnia, isn’t it?’ 
‘Yes sir,’ she said. ‘Could I just pass this note to Mr Finch, please sir? It hasn’t got anything to do with – 
with the trial.’ continue to read chapter 21 until 
‘The jury may be out and back in a minute, we don’t know –‘ but we could tell Atticus was relenting. 
‘Well, you’ve heard it all, so you might as well hear the rest. Tell you what, you all can come back when 
you’ve eaten your supper -”  
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DILL Looka yonder! 
  
JUDGE TAYLOR  It’s Calpurnia, isn’t it? 
  
CALPURNIA.  Yes, sir. Could I speak with Mr. Finch, please, sir? It hasn’t got anything to do 

with—with the trial. 
  
JUDGE TAYLOR   Of course.  
 
ATTICUS What is it, Cal? Judge—she says my children are missing, haven't turned up since 

noon. I— could you— 
 
MISS STEPHANIE  I know where they are, Atticus. They’re’ right up yonder in the coloured balcony 

– been there since precisely 1:18 pm 
  

ATTICUS  Jem—Scout---come down. Meet me outside. 
 

VOICE 12 Atticus and Calpurnia met us downstairs. Calpurnia looked peeved but Atticus 
looked exhausted. 

 
SCOUT Hey, Atticus. 
 
JEM  We’ve won, haven’t we Atticus? 
 
 ATTICUS   I’ve no idea. You’ve been here all afternoon? Well, go home with Calpurnia and 

stay home. 
  
JEM Aw, Atticus. Please/6 
  
SCOUT Please/ 
 
JEM Let us hear the verdict. 
  
ATTICUS Have you done your reading today for Mrs Dubose? 
  
SCOUT Please! 

 
 
  
 
 

                                                           
6 / in a script indicates characters speaking over each other 
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v. Previous cast pictured. Photos by Johan Persson (To Kill A Mockingbird 2013) 

EXERCISE Individual work: 

Choose a chapter from the book and try to adapt it into a piece of script. 
 
Things to remember: 
A piece of script needs to be shorter than the chapter in the book. 
Try to only include dialogue and narration from the book that serves a purpose – they need to either 
move the story on, or be important to a character. 
You make up lines – you don’t have to copy the exact words from the book – this is your script! 
 

EXERCISE Group work: 

Stage your new adaptations and scripts, and perform them for the rest of the class. 
 

EXERCISE Group discussion:  

Are the rest of the class able to recognise the scene from the book that has been adapted? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



13 | P a g e  
 

4. DESIGNING TO KILL A MOCKINGBIRD  

 
In our WHO’S WHO list we described the DESIGNER: The role of the designer is to design and come up 
with ideas for the set, costumes and props, and then create them. S/he collaborates with the director a 
lot to decide how it will look. 
 
During the pre-production of a typical theatre show the following stages are likely to be used by the 
Designer and Director: 
 
STAGE 1 – COMING UP WITH THE IDEA 
The Set and Costume Designer with the Director, will read the script several times (if not more) and make 
notes about the number of characters, locations, and era. 
 
 

EXERCISE Classroom discussion: How many locations can you think of? 

 
For example: 
Maycomb  
The Finch House and yard7 
The Courtroom 
Jem’s Room 
The Finch Kitchen 
The Radley Place 
Miss Maudie’s Porch 
Mrs Dubose’s House 
 
Have we missed any locations out? 
 
 
STAGE 2 - WHITE CARD MODEL BOX 
 
The Designer might make a white card model box of the set which incorporates the ideas discussed during 
Stage 1. This is a mini scale version of the set made out of white card. There will also be tiny card models 
of the characters to give the creative team an idea of the size of the set in relation to the characters. The 
white card model box is an opportunity for the creative team, especially the Designer and Director, to see 
the initial concept and experiment with different ideas. The will also look at the budget and cost of building 
the set. 
 
STAGE 3 – COMPLETE MODEL BOX 
 
With the final ideas from the agreed with the creative team the Designer will make a new model box. The 
entire creative team [Director, Lighting Designer, Sound Designer, Movement Director, Costume 
Supervisor, and Production Manager] and Producers meet to view the model box. This model box is more 
detailed than the white card model box and will include many of the actual colours and textures that the 

                                                           
7 Yard is an American term for the garden at the front of a house 
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Designer would like to use. The model box will be ‘to scale’ and is accompanied by ‘to scale’ drawings of 
the floor plan which the Production Manager will use when liaising with the set builders.  
 
STAGE 4 – THE REHEARSAL ROOM 
 
On the first day of rehearsal the Designer will talk through the model box with the full company including 
the actors. This will be the first time that the actors see ‘world’ they will be performing in on stage.  
 
The Production Manager will have shared the floor plans with the Stage Management team and a mark 
up 8 will be made on the rehearsal room floor – this is often done with electrical tape which comes in a 
variety of colours and is easy to clean up at the end of the rehearsal period. 
  
During the month of rehearsals the set is built in a large workshop. It is built in lots of small parts so that 
it can be transported and put together easily. 
 
In the rehearsal room the Director, Stage Management and actors often use chairs, beds and door frames 
to help realise the action on stage. 
 
The actors will have costume fittings throughout the rehearsal period with the Costume Supervisor and 
Designer in preparation for the dress rehearsal and performances. Sometimes actors will have rehearsal 
costumes, especially if the costume will affect the characters movement or includes any special effects 
such as a quick change. 
 
STAGE 5 – GET IN AND PERFORMANCE 
 
The Get In for a performance tends to happen the weekend before technical rehearsals commence on 
stage or on a Monday of each touring week that a production arrives at a new venue. 
 

a. The whole set arrives, in pieces, in a truck. The set is unpacked and loaded into a scenery dock9. 
b. The crew begin to piece together the set on the stage. The Production Manager will coordinate 

this from detailed floor plans of the stage and set. 
c. The lighting rig and sound equipment will be placed around the theatre including the auditorium. 
d. When the team have made sure everything is where it should be and is safe, the cast and Director 

will begin technical rehearsals before a dress rehearsal and their first performances. Or if this is a 
move to a new venue on tour then there will be an orientation session10 will take place on stage 
before the first performance.  

 
During the Get In and technical rehearsals the Designer will be present to make notes about the set and 
costumes, ensuring everything is as s/he has designed. 
 

Notes and changes to the set and costume may continue right up until Press Night/Opening Night. 

                                                           
8 The mark up is the exact shape of the stage marked out with tape on the floor of the rehearsal room, so that 
everyone knows exactly how much space they have. 
9 An area behind the stage where sets are held before they are assembled or when they have been dismantled. 
10 A short rehearsal when members of the company familiarise themselves with the stage, and the Associate 
Director may look at any changes that need to be made because the stage is shaped differently. 
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STAGE 6 – PRESS NIGHT/OPENING NIGHT 

This is the performance that theatre critics and guests see, and is the last time any element of a show will 

change – the creative team and producers call this ‘locking’ the show down.  

Opening Night is also an opportunity to celebrate all of the hard work undertaken by so many people. 

 

 

 

 

 

 

 

 

 

 

 

 

vi. The cast take their curtain call on Press Night. Previous Cast (Regent’s Park 2013) 
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4A. Q&A WITH JON BAUSOR, SET AND COSTUME DESIGNER  

 

Jon Bausor, Set and Costume Designer, talks us through his 

process of designing the costume and set for TO KILL A 

MOCKINGBIRD:  

Can you briefly describe the process of designing the 

production – from reading the script, and collaborating with 

the director?  

“When I read a script for the first time I usually have a few 

instinctive design and image responses that I like to trust and 

interrogate further. This play was a little different in that I 

already knew, had read and loved the story but had never 

imagined it as anything other than in filmic naturalism. It was 

clear on reading the play, that even if I had wanted to, such 

literalism wouldn't work as there was just too much to cram on the stage!”  

Can you describe the inspiration and influences you used in creating the design?  

“I had an immediate idea, 

inspired by the Lars Von Trier 

film DOGVILLE, of 2D chalk 

lines on the floor 

representing the floor plan of 

a town that I shared with the 

director Tim. It reminded me 

of playing on illustrated mats 

with my cars as a child, where 

you could drive them around 

the town and invent a world 

which opened up as you 

inhabited it with your 

imagination. Tim and I have 

worked closely on a number of 

occasions and have a shared belief 

in trying to create large visual images and metaphors that can underpin a play. We had previously 

collaborated on a production of Arthur Miller's The Crucible together and both agreed that TO KILL A 

MOCKINGBIRD could have a similar feel in our design approach. In that production we had the girls who 

were making the accusation on various community members as being witches surrounding the stage 

throughout as witnesses and protagonists in the fate of the story. In TO KILL A MOCKINGBIRD we saw the 

story as one being told live as though remembered and acted out by the community that eventually we 

see crowded into the courtroom to witness the trial of Tom Robinson. 

vii Ariel view of the DOGVILLE sound stage dir. Lars Von Trier  
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Such an idea allowed us to be free of literalism in costume, set and prop choices and place the actors on 

stage as the storytellers, drawing and colouring in the world as Scout describes it.  From it we developed 

the language of the actors coming from the audience and becoming our characters for the evening. From 

the outset Tim was interested in the language being the most important thing in the play, Scouts 

memories and descriptions that are so vivid and playful that there is no need to further illustrate it literally. 

Tim further developed this idea in the actors being like most of us in the audience, fans of the book we 

had read at different times in our life, all in versions with different dust jackets and covers, and some new, 

some old.” 

What style of theatre design have you used and why?  

“We then worked with Naomi, our brilliant movement director to create a language where the town could 

grow like an old Etch-a-sketch toy (or a more modern day Google map) chalked on by the actors as they 

needed a place or location all on a giant school slate. I was keen that they didn't leave this world, this 

stage, as though we were in a playground, or backyard, the distilled amount of props we needed being on 

hand. Obviously the decision to put the actors in the auditorium as regular members of the public 

audience also had repercussions on the costume and meant that we needed to start in contemporary 

clothing and make simple choices to transform them into the characters without needing elaborate 

changes, dressers or mirrors. The only period costumed 

characters that stand out from this are our heroes, 

Scout, our narrator, her brother Jem, best friend Dill 

and of course her legendary father Atticus.  

The only real thing on the stage is the tree. This was 

inspired by the environment of Regents Park Open 

Air Theatre where we first staged the show where the 

stage is surrounded by huge oaks and cherry blossom 

trees. Scout regularly mentions that the tree is 

central to her world, and it plays a central part in her 

relationship with Boo Radley. It seemed impossible to 

ignore and I imagined the stage as though it had been 

erected around a real tree that was already there in 

the park. Obviously the stage doesn't really have a 

tree growing in the middle of it so we had to create a 

very realistic version. I had seen at close hand the 

huge oak tree that the scenic artist Simon Kenny had 

created for the opening ceremony of the Olympics 

whilst I was designing the opening ceremony of the 

Paralympic Games and asked him whether we could 

take a small branch section of the colossal but very 

realistic tree he had created and rework it. A little bit 

of realised legacy!” 

What is the difference between designing for a single venue, and then designing for a tour? 

“The original production also had a large rectangular cyclorama (lit backcloth) at the back of the stage 

echoing the shape of the rectangular stage. I wanted to create a section of sky outdoors that would 

viii. Scout and the Tree. Previous cast pictured. 
Photos by Johan Persson (To Kill A Mockingbird 2013) 
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provide us with daytime when the sun went down in the auditorium. Whilst such a cyc is unconventional 

in outdoor theatre it is more common place in conventional indoor stage design so I've reworked the idea 

for this touring production creating a simple looking corrugated tin fence that provides our sky. Everything 

else I've retained, holding onto the idea that we are in a simple space, framed within the black walls of 

the stage, from where we can tell this much loved story.” 

 

4B. COSTUMING TO KILL A MOCKINGBIRD  

 
 

 
 
 


From Harper Lee’s novel we find out the 
following information about Atticus Finch: 
 
The story begins in 1933 and ends in 1935 

It is set in Maycomb, Alabama 

He is a lawyer: Atticus Finch, Attorney at Law. 

He is a widower, and father to two children 
[Scout & Jem]. 

In Chapter 10 Scout describes “ Atticus was 
feeble: he was nearly fifty.” “… he wore glasses. 
He was nearly blind in his left eye…” 

Miss Maudie calles him ‘One-shot Finch’ 

The book talks about Atticus’ shirt front, collar, 
vest and hat. 

In Chapter 14 Atticus is described as “… a big 
man” but later as a man who liked to walk for 
exercise rather than drive, which implies that 
the ‘big’ refers to height rather than weight.  

 
 
 
 
 

 



ix. Atticus. Previous cast pictured. Photos by Johan 
Persson (To Kill A Mockingbird 2013) 
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When designing a costume the Designer and Costume Supervisor need to take several things in 
consideration including; 
The Character  Age? Background? Gender? Ethnicity? Relationship with other characters? 
Era   When is the play set? 
Location Where is the play set? 
Style   Is the play naturalistic? 
The Actor  Height, shape, and gender. 
Budget   How much will it cost to make or source the costume? 
Materials  Texture? Movement? Wear and tear? 
Purpose What will the costume say about the character visually? Or does the costume need to 

say something about the character visually?  Wealthy, down trodden, hardworking, lazy? 
 
 


As well as taking clues from the book, the Designer and Costume Supervisor can research the era and 
location that the story are set in to find out facts about the weather and fashions, for example.  
 
According to Wikipedia Alabama is a state located in the southeastern region of the United States. From 
the American Civil War until World War II, Alabama, like many Southern states, suffered economic 
hardship, in part because of continued dependence on agriculture. 
 
The Southern States of North America are typically hot and humid. 
 
This kind of research would help the Designer and Costume Supervisor to decide on the colour of Atticus’ 
suit – white is light reflecting and cooler than dark colours, so would be a more likely option for someone 
who lives in a hot climate. Similarly the material being cotton or linen rather than manmade fibres and 
nylons.  
 
 

EXERCISE Questions for the class:  

What other sources might be used to research the background of the story and character? 
What can you find out about Alabama in the 1930’s that might have informed the Designer and Costume 
Supervisor’s choice of costume for Atticus? 
 
 

EXERCISE It is your turn to design the costumes. 

 
Using descriptions from the book, the considerations listed at the top of this page, and the templates 
overleaf design costumes for one or more of the following characters; 
Calpurnia  Tom Robinson  Bob Ewell   Mayella Ewell  
Dill   Mrs Dubose  Walter Cunningham Jr.  Jem 
Miss Maudie Atkinson Boo Radley  Scout    Miss Stephanie Crawford
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COSTUME TEMPLATE 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



21 | P a g e  
 

5. TO KILL A MOCKINGBIRD: THE AFRICAN–AMERICAN CIVIL RIGHTS 

MOVEMENT IN AMERICA (RESOURCES) 

 
In this section we aim to spark discussion amongst the class about the history surrounding Harper Lee’s 
book and the story it tells. The following should be used only as a stimulus to further research and 
investigation. 
 
Harper Lee’s TO KILL A MOCKINGBIRD was first published in 1960 and is said to be inspired by Lee’s own 
experiences as 10 year old girl growing in Monroeville, Alabama. Lee as a child is described as a precocious 
Tomboy and avid reader. TO KILL A MOCKINGBIRD is said to be based on a case that Lee’s father worked 
on where an African-American father and son were accused of killing a white store owner, the father and 
son were hanged. It is also noted that the case of the Scottsboro’ Boys may have also influenced Lee’s 
writing. 
 
The African-American Civil Rights Movement began after Harper Lee had attended University and moved 
to New York. 
 
Description taken from Wikipedia http://en.wikipedia.org/wiki/African-American_Civil_Rights_movement_(1954-68): 

 
“The African-American Civil Rights Movement encompasses social movements in the United States whose goal 
was to end racial segregation and discrimination against black Americans and enforce constitutional voting 
rights to them.  
The movement was characterised by major campaigns of civil resistance. Between 1955 and 1968, acts 
of nonviolent protest and civil disobedience produced crisis situations between activists and government 
authorities. Federal, state, and local governments, businesses, and communities often had to respond 
immediately to these situations that highlighted the inequities faced by African Americans. Forms of protest 
and/or civil disobedience included boycotts such as the successful Montgomery Bus Boycott (1955–56) in 
Alabama; "sit-ins" such as the influential Greensboro sit-ins (1960) in North Carolina; marches, such as the 
Selma to Montgomery marches (1965) in Alabama; and a wide range of other nonviolent activities. 
Noted legislative achievements during this phase of the Civil Rights Movement were passage of the Civil Rights 
Act of 1964,[1] that banned discrimination based on "race, color, religion, or national origin" in employment 
practices and public accommodations; the Voting Rights Act of 1965, that restored and protected voting rights; 
the Immigration and Nationality Services Act of 1965, that dramatically opened entry to the U.S. to immigrants 
other than traditional European groups; and the Fair Housing Act of 1968, that banned discrimination in the 
sale or rental of housing. African Americans re-entered politics in the South, and across the country young 
people were inspired to take action. 
A wave of inner city riots in black communities from 1964 through 1970 undercut support from the white 
community. The emergence of the Black Power Movement, which lasted from about 1966 to 1975, challenged 
the established black leadership for its cooperative attitude and its nonviolence, and instead demanded 
political and economic self-sufficiency. 
While most popular representations of the movement are centered on the leadership and philosophy of Martin 
Luther King Jr., many scholars note that the movement was far too diverse to be credited to one person, 
organization, or strategy. Sociologist Doug McAdam has stated that, "in King’s case, it would be inaccurate to 
say that he was the leader of the modern civil rights movement...but more importantly, there was no singular 
civil rights movement. The movement was, in fact, a coalition of thousands of local efforts nationwide, spanning 
several decades, hundreds of discrete groups, and all manner of strategies and tactics—legal, illegal, 
institutional, non-institutional, violent, non-violent. Without discounting King’s importance, it would be sheer 
fiction to call him the leader of what was fundamentally an amorphous, fluid, dispersed movement."  

http://en.wikipedia.org/wiki/Social_movement
http://en.wikipedia.org/wiki/United_States
http://en.wikipedia.org/wiki/Jim_Crow_laws
http://en.wikipedia.org/wiki/African_American
http://en.wikipedia.org/wiki/Suffrage
http://en.wikipedia.org/wiki/Suffrage
http://en.wikipedia.org/wiki/Civil_resistance
http://en.wikipedia.org/wiki/Nonviolence
http://en.wikipedia.org/wiki/Civil_disobedience
http://en.wikipedia.org/wiki/Boycott
http://en.wikipedia.org/wiki/Montgomery_Bus_Boycott
http://en.wikipedia.org/wiki/Sit-in
http://en.wikipedia.org/wiki/Greensboro_sit-ins
http://en.wikipedia.org/wiki/Demonstration_(people)
http://en.wikipedia.org/wiki/Selma_to_Montgomery_marches
http://en.wikipedia.org/wiki/Civil_Rights_Act_of_1964
http://en.wikipedia.org/wiki/Civil_Rights_Act_of_1964
http://en.wikipedia.org/wiki/African-American_Civil_Rights_Movement_(1954%E2%80%9368)#cite_note-cra64-1
http://en.wikipedia.org/wiki/Voting_Rights_Act_of_1965
http://en.wikipedia.org/wiki/Immigration_and_Nationality_Services_Act_of_1965
http://en.wikipedia.org/wiki/Fair_Housing_Act_of_1968
http://en.wikipedia.org/wiki/Black_Power
http://en.wikipedia.org/wiki/Doug_McAdam
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TIMELINE following HARPER LEE until the publication of TO KILL A MOCKINGBORD and a handful 

of the notable events in African-American history.
 
 
Amasa Coleman Lee and Frances   1910 
Cunningham Finch get married 
 
Harper Lee born Monroeville, Alabama  1926 Carter G. Woodeson proposes Negro History 
Amasa Coleman Lee, Harper’s father works  Week (a pre-cursor to Black History Month,  
as a  title lawyer for the Alabama State   1976) 
Legislature 
   
      1929 HALLELUJAH! The first film with an all black  
       Cast is released in America 
 
Truman Capote is a friend and neighbour 1931 The Scottsboro’ Boys are arrested – a group of   
       Young black African-American boys are arrested  

accused of rape and assault11  
 
      1936 Jesse Owens wins four gold medals at the  

Summer Olympics in Berlin 
 
      1939  World War II begins, African-Americans enlist  
 
      1940 Hattie McDaniel is the first African-American to 
       win an Academy Award  
 
Harper Lee graduates high school  1941 The Fair Employment Act is issued by Roosevelt 
 
Harper Lee studies at Huntingdon College 1942  The Committee on Racial Equality is founded 
 
      1943 The Detroit Race Riot, which lasts for 3 days 
 
      1947 Jackie Robinson plays for the Brooklyn Dodgers 
 
      1950  Under court order, University of Virginia admits 
       an African-American student to its law school 
 
      1954 The beginning of the African-American Civil  

Rights Movement 
 

1955 The Supreme Court rules that desegregation  
must occur with "all deliberate speed".  

 

                                                           
11 http://law2.umkc.edu/faculty/projects/ftrials/scottsboro/scottsb.htm  

http://law2.umkc.edu/faculty/projects/ftrials/scottsboro/scottsb.htm
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Agents for Harper Lee gift her a year’s salary 1956 Singer Nat King Cole assaulted during a  
to stop work and write full time    segregated performance in Alabama.  
 
 
Harper Lee begins writing TO KILL A   1957 A report is published in the New York Times  
MOCKINGBIRD  highlighting that in 3 years since the Supreme 

Court ruling 11 southern states have failed to 
desegregate  

 
TO KILL A MOCKINGBIRD is published  1960 Four African-American students sit at a lunch  

counter in Greensboro and spark six months of  
the Greensboro sit-ins 
Civil Rights Act of 1960 signed by Eisenhower 
 

 
TO KILL A MOCKINGBIRD wins the Pulitzer  1961 Interstate buses display the following notice  
for Fiction and is a bestseller    “Seating aboard this vehicle is without regard  

to race, color, creed, or national origin, by order 
of the Interstate Commerce Commission.” 

 
 
 
 
 

PEOPLE OF INTEREST relating to the African-American Civil Rights Movement
 
Martin Luther King  Jr. (January 15, 1929 – April 4, 1968) was an American pastor, activist, 
humanitarian, and leader in the African-American Civil Rights Movement. King was assassinated on 4th 
April, 1968 
 
Rosa Parks (February 4, 1913 – October 24, 2005) was an African-American civil rights activist, whom 
the United States Congress called "the first lady of civil rights" and "the mother of the freedom 
movement". 
 
John F. Kennedy (May 29, 1917 – November 22, 1963), commonly known by his initials JFK, was an 
American politician who served as the 35th President of the United States. JFK was assassinated on 22nd 
November, 1963 
 
Dwight D. Eisenhower (October 14, 1890 – March 28, 1969) was the 34th President of the United 
States from 1953 until 1961. 
 
Malcolm X (May 19, 1925 – February 21, 1965) was an African-American Muslim minister and a human 
rights activist.  
 
 
 
 

http://en.wikipedia.org/wiki/African-American_Civil_Rights_Movement_(1955%E2%80%931968)
http://en.wikipedia.org/wiki/African-American
http://en.wikipedia.org/wiki/Civil_rights
http://en.wikipedia.org/wiki/Activism
http://en.wikipedia.org/wiki/United_States_Congress
http://en.wikipedia.org/wiki/List_of_Presidents_of_the_United_States
http://en.wikipedia.org/wiki/President_of_the_United_States
http://en.wikipedia.org/wiki/List_of_Presidents_of_the_United_States
http://en.wikipedia.org/wiki/President_of_the_United_States
http://en.wikipedia.org/wiki/President_of_the_United_States
http://en.wikipedia.org/wiki/African-American
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6. RESPONDING TO TO KILL A MOCKINGBIRD 





EXERCISE Classroom discussion 

 
At the centre of the courtroom drama in TO KILL A MOCKINGBIRD there are two protagonists who both 
suffer because of Bob Ewell, they are Tom Robinson and Mayella Ewell. 
 
How did the scenes with Mayella and Tom make you feel? 
 
Keywords and phrases to think about; 
A sense of justice or injustice    Family and friends 
Morals and morality     Pain – physical and mental    
Pressure      Pride 
Class – the class system, education, occupation  Anger 
Love and hate      Discrimination 
Prejudice  
 
 
 





EXERCISE Group work: Be the Critic 

 
After seeing the performance, as a group respond to the following question. 
 

1. What were you expectations before seeing the production? 
2. Did you enjoy watching TO KILL A MOCKINGBIRD? 
3. Did the characters match the image created for you by the book? 
4. How did the lighting, set, sound and costume help the play? 
5. What role did the music play within the story? 
6. What were the differences between the book and the play? 
7. Describe what you enjoyed about the play? And also discuss what you might not have enjoyed 

about the play. 
8. If you were the director, what would you have changed? 
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 EXERCISE Individual work: Be the Critic Using this questions as a starting point write your own 

review of the play. 







EXERCISE Individual work: 
 
What does the title ‘To Kill A Mockingbird’ mean?  
 
Think about Miss Maudie’s description of a Mockingbird and why is wrong to kill one, and then Scout’s 
description that hurting Boo Radley would be like “shootin’ a mockingbird, wouldn’t it?” 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
This Education Pack has been compiled as a means to prompt discussion and facilitate work in response 
to the touring production of TO KILL A MOCKINGBIRD. All sources and credits regarding materials are 
given throughout. No part of this pack should be replicated out of context. 


