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GROUND RULES:

LIVE THEATRE IS AN ACTIVE EXPERIENCE

As members of the audience, you play an important part in the 
success of a theatrical performance. Please review the following 
theatre rules with your students prior to your LKTYP visit.

Food, drinks, candy and gum are not permitted in the 
theatre.  
LKTYP is a nut-free zone. Many children have severe 
life-threatening allergies; NO PEANUTS or NUT 
products may be brought to our theatre.
No electronic devices are permitted in the theatre 
because they affect our sound system. Photography, 
audio and video recording during a performance is 
prohibited by the Canadian Theatre Agreement. 
Students are not permitted to leave the theatre unless 
they are accompanied by an adult.

•

•

•

•

THEATRE IS A TWO-WAY EXCHANGE: 

Actors are thrilled when the audience is 
engaged and responsive. We want you to 
laugh, cheer, clap and really enjoy your 
time at the theatre. However, please be 
considerate audience members. Excessive 
talking, whispering and movement during a live 
performance can be distracting for the actors 
and disruptive for other audience members.

Enhance your visit by encouraging your 
students to look at different aspects of the 
production. Before the show, identify tasks 
for your class.  Have one group of students 
looking at the set, another listening for the 
music and sound effects, a third watching 
the lighting and a fourth, the costumes. 
Compare notes after the show about what 
they observed.  Your students will be more 
informed and they’ll be surprised by how 
much they noticed.  Ask them to be prepared 
with one question for the actors after the 
show. Brainstorm with them about possible 
topics to get the most out of the experience! 
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Thematic Overview

In this study guide you will fi nd discussion questions, physical theatre exercises, and research and analysis activities that 
explore non-verbal communication. The exercises follow a progression from an introductory level to a more advanced 
level and are therefore suitable for grades SK-5. While working through the exercises, students will explore the 
fundamentals of theatre by asking themselves: what is comedy? How and what does my body language communicate to 
others? How does working as a team help to achieve a goal? How does it feel to express myself to others without using 
words? Also included in this study guide are some tips for students on how to review a play by NOW Magazine Theatre 
Writer, Jon Kaplan.

Recently, Lorraine Kimsa Theatre for Young People held a workshop for educators led by Andy Massingham.  Andy 
led the participants through a series of group exercises that prompted everyone involved to rely purely on impulse, 
instinct and intuition. The group worked without words and communicated solely with our bodies. After about an hour 
of working together, the group had reached a cohesiveness and understanding that is diffi cult to achieve even when 
everyone is allowed a voice. One participant summed it up best when he remarked, “I realized that where I go, it’s not up 
to me.” He allowed the impulses of the group to dictate his actions and therefore contributed to the overall cohesion of 
the group. Observing the group communicate without language was beautiful to watch. This method of creation is what 
led Andy to create Rough House and the principles involved in his artistic process: non-verbal communication, action/
reaction, perception, and following impulses, offer infi nite teaching opportunities.

LKTYP hosts several professional development workshops for educators throughout the season. If you would like more 
information please contact, Educational Services Coordinator, Karen Gilodo at 416-363-5131 x 230 or email kgilodo@
lktyp.ca .

THE STUDY GUIDE: Thematic Overview , Curriculum Connections

THE STUDY GUIDE

Curriculum Connections

In addition to DRAMA         and LANGUAGE ARTS         Rough House directly relates to student development in the 
areas of:

Physical Theatre/
Spatial Awareness through Theatre

Decision-Making 

THIS STUDY GUIDE will help you to prepare your students to see the play and integrate the performance 
into your curriculum.  

Problem-Solving

Laws of Motion

Storytelling through Movement

HEALTH SCIENCE PHYSICAL EDUCATION
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Cast & Creative Team          

THE COMPANY

Curriculum Expectations

By participating in the exercises in this study guide students will satisfy the following curriculum expectations as outlined 
by the Ontario Ministry of Education:

SK-Grade 2
• communicate effectively by listening and speaking.
• listen and react to stories and recount personal experiences.
• use the conventions of oral language, and of the various media, that are appropriate to the grade.
• organize ideas in a logical sequence (e.g., write stories that have a beginning, middle, and end).
• talk about characters and situations in stories.
• produce pieces of writing using a variety of forms.
• listen to discussions and ask questions to clarify meaning.
• retell stories, demonstrating an understanding of basic story structure and including information about
 characters, action, and story ending.
• contribute and work constructively in groups.
• demonstrate a positive attitude towards themselves and others.
• demonstrate independence and a willingness to take responsibility in learning and other activities.
• perform the basic movement skills required to participate in physical activities: locomotion/travelling 
 (e.g.,skipping, hopping ), manipulation (e.g., throwing, bouncing), and stability (e.g., balancing, twisting).

Grades 3 - 5
• acquire living skills (e.g., basic problem-solving, decision-making, goal-setting, and interpersonal skills) through 
 physical activities. 
• co-operate and collaborate with others on artistic projects.
• interpret and communicate the meaning of stories. 
• solve problems presented in different kinds of dramatic situations through role playing and movement.
• describe, orally and in writing, their response to their own and others’ work in drama and dance, gather others’ 
 responses (e.g., through interviews, research), and compare the responses.

THE STUDY GUIDE

Created and Performed by Andy Massingham
Directed by Brian Quirt
Lighting designed by Rebecca Picherack and 
Michelle Ramsay

Stage managed by Kathryn Westoll
Lights operated by Michelle Ramsay
Set sewn by Nina Okens and built by Kevin Steeper
Produced by Naomi Campbell with Sandra Lefrançois

Cast & Creative Team



Rough House Production Team          

 Rough House is a production of Nightswimming, a theatre company based in Toronto, whose artistic 
mission is to explore “challenging theatrical forms and emotionally rich stories with bold visual style” (www.
nightswimming.com).
 The company was founded by Brian Quirt, a director and dramaturg with extensive experience in 
choreography. Quirt has been nominated for Dora Awards for Outstanding Direction for his work on Rough 
House (2005) and on Don Druick’s Through the Eyes (2003). He is currently the President of LMDA (Literary 
Managers and Dramaturgs of the Americas). In 2003 he received the Elliot Hayes Award for Dramaturgy from 
the LMDA in recognition of his work with Nightswimming.
 The other company principal is Naomi Campbell, an award-winning independent producer of over 60 
plays, most of them new Canadian works. She has over 25 years of experience in the theatre world as an actor, 
administrator, stage manager, designer, director, and producer.
 Quirt envisaged his company as a “dramaturgical theatre company,” one that would commission new 
works in theatre and dance and then see them through the development process. The company’s name comes 
from the title of a song by R.E.M. made popular in the 1990’s. The word, says Quirt, “evoked theatre for me -- 
swimming at night, and dreaming, and being on that line between water and air.”

THE SHOW

Thematic Keywords and Terms        

Dramaturg: dramaturgs contextualize the world of a play; establish connections among the text, actors, and 
audience; offer opportunities for playwrights; generate projects and programs; and create conversations about 
plays in their communities. Dramaturgs serve as experts on our dramatic past and as advocates for writers of 
today and the important work of the future (www.lmda.org).

Genre: a kind or style, especially of art or literature. category of artistic, musical, or literary composition 
characterized by a particular style, form, or content (Oxford English Dictionary, 491).  

Improvisation: setting out to solve an imaginary problem with no preconception or planning as to how it will 
be resolved (Spolin, 383).

Pantomime:  the use of gestures and facial expression to convey meaning especially in drama and dance. 
(Oxford English Dictionary, 861).

Physical Theatre: the art of telling a story through body movement.

Shaman: witch-doctor or priest claiming to communicate with gods etc. (Oxford English Dictionary, 1113).

GLOSSARY

GLOSSARY: Thematic Keywords & Terms 3THE SHOW: Rough House Production Team



4 THE INTERPRETATION: Description of the Work

A combination of slapstick, dance, and shadow play, Rough House is an example of physical theatre – the art of 
telling a story through body movement. The piece opens with a virtually empty stage; the only props are a chair, a 
light bulb, and a bowl. We also see the translucent walls surrounding the set and the shadows behind them.

A man enters, takes stock of the situation and begins to explore. But the reality he is exploring turns out to be 
maddeningly changeable, and his attempts to control it are constantly undercut. His reality begins to take on 
many metaphors; it is an environment like one’s home, family, or social environment that requires physical and 
mental fl exibility. The character invents, experiments, and occasionally has to submit to the obstacles presented 
before him. 

Rough House is a supremely elemental kind of theatre: there is only one character, one act, and no dialogue. In 
the course of the 50-minute performance, we watch the character confront his reality and assert himself. There 
is: recreation and meditation; triumph and humiliation; rest and extreme physical endeavour. The interplay of light 
and shadow is always there; sometimes mocking the character and sometimes encouraging him thus becoming 
characters in their own right, as does the bowl and chair which also begin to interact with the character.  The 
show ends as it begins in a tableau of darkness and light.

For his performance in Rough House, Andy Massingham won the Dora Mavor Moore Award in 2005 for 
Outstanding Performer. Lighting designers Rebecca Picherack and Michelle Ramsay also received Doras for their 
work.

THE INTERPRETATION

Description of the Work
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5THE INTERPRETATION: A Backgrounder on Physical Theatre

Physical theatre gathers together many strands: dance, mime, clowning, acrobatics, and the art of the silent 
movie. What sets it apart from other kinds of theatre is that physical movement is just as important as words. 
Indeed, physical theatre is often wordless -- many of its adherents feel that the body speaks most clearly without 
language. But since it is theatre, narrative and character are as integral to it as to other forms of literature.

In Europe, perhaps the most famous school of physical theatre was founded in Paris by Jacques Lecoq (1921-
1999). Lecoq’s school emphasized clowning, mask theatre, and mime -- all sophisticated arts with long traditions. 
A number of contemporary physical theatre groups, such as Told by an Idiot and Complicite (both based in 
London, England), and Theatre Columbus and Theatre Smith Gilmour (of Toronto) have been either founded or 
directed by graduates of the Lecoq school. In Canada, a whole generation of physical actors was infl uenced by 
Richard Pochinko (1946-1989), a clown who trained at the Lecoq school but who sought to incorporate other 
traditions into his teaching and performing. Pochinko was friends with the Native American clown Jonsmith, who 
taught him much about the trickster/fool tradition in Native culture. In this tradition, the clown is more than an 
entertainer; he is something of a shaman, in touch with spiritual forces.

In 1988, Michael Kennard and John Turner, two students of Pochinko’s, formed a clown duo called Mump 
and Smoot whose surreal and sometimes disturbing comedy has won worldwide acclaim. They have enjoyed 
successful runs in regional theatres across North America, including the La Jolla Playhouse and the Yale Repertory 
Theatre, and have taught clowning at the University of Tel Aviv in Israel, where the class included both Palestinians 
and Israelis.

Physical theatre relies heavily on improvisation.  A narrative is often created from within, from the body moving 
through space and time; the story unfurls moment by moment, depending on what the actor discovers in the 
space around him. In conventional theatre, there is generally a script -- a framework imposed from without. It is 
interesting to compare the different kinds of stories that emerge from the different forms.

A Bachgrounder on Physical Theatre



Andy Massingham traces his love of physical theatre back to the age of eight, when he saw Charlie Chaplin’s 
classic silent fi lm Modern Times. “I didn’t talk in school for two days after that; I did everything in pantomime” he 
says.  As a self-described “class clown and show-off”, he got involved in high school theatre and went on to study 
theatre at George Brown College. Richard Pochinko, whose practice embraced many traditions – method acting, 
clowning, Native American trickster/fool training – helped Massingham develop his own versatility. From Pochinko 
he also learned that a true clown appeals to the heart fi rst and the mind second, and offers himself in humility 
– “free of ego, free of guile,” as Massingham says –to the audience.

During the early runs of Rough House, Massingham sometimes found himself falling into the role of teacher as 
well as performer. 

“I would come out from backstage,” he recalls “and people had actually jumped onto the stage and were 
duplicating bits of the show. I remember a parent saying to their child, ‘get off the stage, there’s the guy!’ But I 
said, ‘No, let’s do a bit.’ They’d ask me how I did something and I’d show them. That was heaven to me. It was 
not a normal theatrical experience: I was mingling with people and teaching them bits of the show.”

As an actor,  Andy has performed in theatres across the country, including Tarragon, Soulpepper, the Banff Centre, 
Theatre Direct, the National Arts Centre, Factory Theatre plus four seasons at the Stratford Shakespeare Festival. 
He is also an instructor of Movement and Physical Comedy, having taught at the Humber College Comedy 
Workshop, the National Theatre School, Nightswimming and at schools and universities to students of all 
backgrounds and experience. He continues to collaborate with the award-winning dancer/choreographer Nicola 
Pantin and is adapting the Frank Norris novel McTeague for the stage.  Andy is thrilled to be touring Rough House 
across Canada and he hopes that you enjoy the show. He cautions the audience: “do not try this at home... unless 
you have some mats lying about.”

6 THE INTERPRETATION: Andy Massingham Biography

Andy Massingham Biography

THE INTERPRETATION
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THE INTERPRETATION

“When Brian (Quirt) commissioned the piece,” recalls Andy Massingham, “he said, ‘you have carte blanche. 
I don’t even want to be involved until you want me to be.’” Massingham initially worked solo and then with 
choreographer Julia Sasso, developing material and videotaping himself. Eventually he created an immense archive 
of falls, rolls, and slapstick pieces. It was then that Quirt entered the process and started putting ideas in order. 
“He didn’t ask ‘What is the story?’ or ‘What’s it about?’” says Massingham. “It was more like, ‘What are the links 
between this bit and that bit?’” There was no script, of course, but there were video tapes, and Massingham had 
drawn fl oor plans (examples on pages 9 & 10) that traced out his movements on the stage.

In keeping with its fl uid, improvisational nature, Rough House continued to evolve as it was performed publicly. 
Initially there were only two props, a chair and a bowl. In November 2003, lighting designer, Rebecca Picherack 
suggested another prop, a light bulb suspended above the stage, which became an important element at the 
beginning and the end of the show. In January 2005, the translucent walls of the “Rough House” were added, 
enhancing the possibilities of shadow play.

In choosing the music for the piece, Massingham listened above all to “the rhythm the body was making.” He 
points out that in a wordless piece of theatre, music can drastically alter the texture of the action. “The minute 
you get someone doing pantomime and there’s music, you get this dreamlike, silent-movie world -- it looks like 
they’re fl oating, operating at a different speed from normal. We liked the idea of that, but too much of it and it 
seems like one endless dream. We needed this guy to have gravity, to have weight. Those moments when there 
isn’t music are quite startling.”

In actual performances, improvisation is built into the piece. Some sections are deliberately loose, allowing 
Massingham to strike out on his own; if the audience responds, he will go with it. But his lighting designer has to 
know approximately where he is going, and consequently he has devised signals to let her track his movements. 
“If I put my hand to the side of my head, it means that I am coming to the end of the section. We’re loose, but 
we’re tight,” says Massingham.

To prepare for each performance, Massingham does a physical warm-up, then a 20-40 minute spontaneous 
creation to music; the lighting designer improvises with the performances. Interestingly, even though there are no 
words in the show, Massingham generally does a vocal warm-up as well; breath control is essential. Sometimes he 
does a quick run-through of the show, but he keeps it short because it is so physically demanding. “Otherwise,” 
remarks Massingham, “I would just burn myself out.”

The Genesis of Rough House
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The following are excerpts from separate interviews with Andy Massingham (AM), the creator and performer of 
Rough House, and Brian Quirt (BQ), the director.

On Physical Theatre
AM: I’m interested in alternative forms of communication. If I start talking I over explain.
BQ: I’ve always been interested in theatre that isn’t just about words, and I have always believed that theatre 
benefi ts from a choreographer’s sense of space. When I was at the Theatre Centre, I worked on many dance 
pieces, and I loved the way the choreographers saw space – how they used space.

On What Rough House is about
BQ: What is the story you see in it? When we did the run in Toronto, I would overhear people saying things 
like, “I liked the part where he [Andy Massingham] is a paraplegic.” And someone else would say, “what do you 
mean?” After being told where the part was, they would say “No, that part wasn’t about that. Here’s what that 
part was about.” I thought that meant an entirely successful piece of theatre.
AM: It’s about one man’s battle against gravity, and the balancing act that we all do everyday with that. What is 
balance? How do we keep balance? After the show, I ask students,  “did you see yourself on stage, or did you just 
see a funny guy?” Here’s the interesting part: not everyone has the same story. They’re fi lling in their own blanks.

On Complementary Abilities
AM: His (Brian Quirt’s) great strength as a dramaturg is that he can take scripts apart and put them back 
together…and I don’t have a script! I would draw fl oor plans, almost like the play-by-play plans of football 
coaches, and that was my script. And Brian would look at those and arrange them in a way he felt was interesting. 
The running joke is that Brian knows what the play is about, and I don’t have a clue.
BQ: One of the fi rst productions we did together was my adaptation of Jane Urquart’s novel The Whirlpool, which 
was entirely choreographed by a wonderful choreographer, Julia Sasso. One of the actors in that show was Andy 
Massingham. He was trained as an actor, not as a dancer, but the play revealed how beautifully he moves through 
space. After the show he said, “You know, I’ve been working in physical comedy for a long time, and I have an idea 
for a show – but I don’t know what it is or should be.” I said, “Would a commission help?” He said yes, and off we 
went.

On the Artistic Lessons of Rough House
AM: One of the biggest lessons I learned was about editing and cutting. You hang on to the stuff you think is 
great, but then one day you realize, “This is holding me back.” We fought tooth and nail with a bit in Rough House 
that just wasn’t working, and Brian and I were pounding our heads, trying to make it work. Then one day our 
stage manager said, “I have an idea: why don’t we just cut it?” And I’ve never thought about it since.
BQ: We relied entirely on instinct. We couldn’t say, “At this point in the play he has to meet so-and-so in order 
for the plot to make sense.” I had to ask, “What feeling does the audience need to be experiencing at this stage 
in the journey?” Similarly, Andy as a character is acting instinctually, moment to moment, in the way that physical 
comedians do -- you know, “the light bulb is blinking; therefore it’s saying something to me.” It’s an intuitive 
judgment right then.

The Director & Performer Talk about Rough House

THE INTERPRETATION



Creating Rough House from Floor Plan to Script

THE INTERPRETATION

THE INTERPRETATION: Creating Rough House from Floor Plan to Script

Have students look at the 
expressions on the face of 
the stick fi gure.  ASk them 
to consider which emo-
tions are refl ected. Are 
these emotions evident in 
the performance?

Have students use this 
fl oor plan as an an ex-
ample of how to map out 
the blocking in their own 
one-minute play.
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Creating Rough House from Floor Plan to Script

THE INTERPRETATION

Although Rough House 
is a one-man show, 
Andy Massingham inter-
acts with props and set 
pieces as though they are 
characters.  Ask students 
to write a short scene 
between the stick fi gure 
and the stool, using the  
this fl oor plan as a start-
ing point.

Ask students:
When does this mo-
ment occur during Rough 
House? 
What happens before this 
moment? What happens 
after?

Download these fl oor 
plans from the Learning 
page at www.lktyp.ca.
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Discussion Questions: General Overview

• What is mime?
• Have you ever seen a play without words before? Which one? What 

did you think of it?
• What is “body language?”
• Have you ever been able to “say” something to someone without 

using words? How?

Grades SK-5: Pre-Show

Discussion: Creating Comedy

Point of Concentration: understanding the origins of physical comedy as it pertains to Andy Massingham’s creation 
and development of Rough House.

Uses and Applications: the research and analysis activities in this unit can be expanded to examine the origins of other 
genres of theatre, fi lm, poetry, and literature.

Activities

Silent Movies

Directions:

Show the class a classic silent fi lm, either The Railrodder (Buster Keaton) or Modern Times (Charlie Chaplin). With 
students, analyze this genre of storytelling.

• What is their favourite part of the movie? Why?
• How is humour used?
• How does the audience feel toward the main character? Are they sympathetic to him? Do they like him? Do they 

want him to succeed? Why/Why not?
• Assemble students into groups of fi ve or six and have each group choose a one-minute clip from the movie. 
• Once students are in groups and have decided on a one-minute clip, ask them to become the soundtrack by 

creating all of the sounds that would be present in their scene.
• Have students perform their clips for the class while the scene is running behind them.

Extension:  Traditions

Have students do some research (library, online, interviews) on the traditions that make up physical theatre – for 
example, clowning. Ask them to fi nd the answers to the following questions:

• Who is Richard Pochinko?
• Who is Jonsmith?
• What are the characteristics of the trickster/fool character in Native American/Canadian folklore?
• Where did the various traditions of clowning originate?

Critical Thinking
Storytelling

CURRICULUM 

CONNECTIONS: 
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UNITS OF STUDY

Discussion Questions

The body doesn’t lie, while words do. - Andy Massingham

• Do you agree with the statement above? Why? Why not?
Director Brian Quirt says: “In most plays, even when people are alone, 
they can’t stop talking.” Do you think Massingham’s use of physical 
theatre was effective?
Would adding dialogue strengthen or weaken the play? Why? 
Is there a story or journey in Rough House? Ask students to describe 
the story or journey they saw in the show.

• What other themes did students notice in Rough House?

•

•
•

Grades SK-5: Pre-Show

Activities

Detective Work

Point of Concentration: perception, focus, reading body language.

Uses and Applications: heightening awareness and developing and honing intuition and instinct.

Police investigators often have to interpret body language when interviewing witnesses. The Canadian Private Investigator’s 
Manual, by James D. Hawkins and Elaine Konstan, includes a section on how to know when a witness is lying by noting 
eye movements, tone of voice, etc. In this exercise students are the detective and must observe their subject’s body 
language to determine when they are telling the truth and when they are being deceitful.  Some indicators of deceptive 
bevaviour include: avoiding eye contact, hands touching face, throat, and mouth. Some indicators of honest behaviour 
include: maintaining resonable eye contact, direct response to questions and avoiding unnecessary details, and use of 
contractions.
NOTE: The above are only indicators of deceptive and honest behaviour. Defi nitive judgement should not be passed 
based on the information above!

Directions

• Have students fi nd a partner.
• Player A is the witness and Player B is the detective.
• Have Player A think of three stories about themselves; two should be true and one should be made up.
• Player B must try and fi gure out and guess which is the false story from Player A’s body language.

Extension: Play this game as a class. Choose a detective and a witness and play as above.  As a class, discuss how “the 
body lies.” What happens to Player A’s body when he/she is telling the story that is false?

Spatial Awareness
Storytelling through 
Movement
Decision-Making

CURRICULUM 

CONNECTIONS: 
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Grades SK-5 Post-Show

UNITS OF STUDY CONT’D

Spatial Awareness
Storytelling through 
Movement
Decision Making

CURRICULUM 

CONNECTIONS:

Directions

For this exercise you will need two props: a light bulb and a bowl.

• Clear some space in your classroom.
• Have students line up on a diagonal so that they will effectively cross the stage from upstage left to downstage 

right.
• Place the light bulb and the bowl in the centre area of the space.
• Ask one student at a time to cross the space, stopping in the centre area of the space to briefl y interact (the 

student should be affected in some way by the object) with one of the two objects (spending 5-10 seconds).  
After they have interacted with one of the objects, they can exit the space downstage right.

• When everyone has crossed the space and interacted with one of the objects, have students repeat the 
exercise, this time ask students to say a word or a phrase on impulse as they interact with the object.

 Ask students to think about what kind of story is beginning to develop.

Extension: Give students time to develop the story into a one-minute play.
• Have students create a fl oor plan of their one-minute play.
• Ask students to write a short script (incorporating stage directions) of their story including a beginning, middle, 

and end.
• Have them create a title for their play and perform it for their class.

Activities

Be the Playwright!

Point of Concentration: putting students in the role of the playwright 
engages their creative writing and critical thinking faculties.

Uses and Applications: the principles of this activity can be expanded and 
applied to other creative writing or improvisation exercises.
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Theatre is, for me, an art form that tells me something about myself or gets me thinking about the world in 
which I live. 

Whether going to the theatre as a reviewer or simply an audience member, I think that watching a play is an 
emotional experience and not just an intellectual one. I always let a show wash over me, letting it touch my 
feelings, and only later, after the show, do I try to analyze those feelings. 

That's when I start to think about some of the basic questions you ask when you're writing a review – what 
did I see (story, characters, themes); how did I respond to what I saw; what parts of the production (script, 
performances, direction, design and possibly other elements) made me feel and think what I did; why was I 
supposed to respond in that fashion? 

When you go to the theatre to review, take a few notes during a show if you feel comfortable doing so, but don't 
spend your time writing the review during the show; you'll miss what's happening onstage.

Writing a review doesn't mean providing a plot summary. That's only part of the job; you have to discuss your 
reaction to what you saw and try to explore some of the reasons for that reaction.    

I don't believe that there's any such thing as a totally objective piece of criticism. We are all individuals, bringing 
our own backgrounds, experiences and beliefs to a production. In some fashion, every one of us sitting in the 
theatre is a critic, no matter whether we're writing a review or not; we all react to and form judgments about 
what we see on the stage. 

When I go to a production, I always keep in mind that the people involved in putting it on have worked long and 
hard – weeks, months, sometimes years – getting it onto the stage. Even if I have problems with the result, it's 
important to respect the efforts that went into the show. 

Jon Kaplan is senior theatre writer at NOW Magazine, where he's worked for the past 27 years.

A Short Introduction to Student Reviewers

WRITING A PLAY REVIEW
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RESOURCES

Clowning in Canada www.canadianclowning.com

Complicite Theatre Company www.complicite.org

Information about Richard Pochinko www.geocities.com/nion44/comm.html

Mime www.mime.info

Mump and Smoot (Clowns) www.mumpandsmoot.com

Told By An Idiot Theatre Company www.toldbyanidiot.org

A selection of silent or near-silent fi lms:

Modern Times. Dir. Charlie Chaplin. Perf. Charlie Chaplin. 1936.

The Railrodder. Dir. Gerald Potterton. Perf. Buster Keaton. 1965.
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17NOTES

There is empirical evidence that children who live in poverty are at greater 
risk of dropping out of school. Studies have also proven that exposure to arts 
improves scholastic ability and attendance. Thanks to the generosity of CIBC 
World Markets Children’s Miracle Foundation, LKTYP can offer special 
subsidized tickets to qualifying schools.

Connections: Addressing the pattern of poverty

Arts Impact: Making a difference in the lives of students

LKTYP is proud to have Great-West Life, London Life and Canada Life as lead sponsors for its Arts Impact program, which 
provides opportunities for schools in low-income areas of Toronto to participate in quality arts education. Arts Impact’s goal is to deepen 
students’ understanding of theatre, allowing them to be inspired by the material presented on stage and to think in ways that challenge 
their own perceptions.

NOTES



GOVERNMENT AND FOUNDATION PARTNERS

Lorraine Kimsa Theatre for Young People
165 Front Street East

Toronto, ON  M5A 3Z4
416 862-2222
www.lktyp.ca

presenting important TYA work developed elsewhere. In addition to being a producer and presenter of theatre, 
LKTYP has also been home to a year-round Drama School for youth since 1969.  

At the centre of LKTYP’s artistic policy is a desire to have a positive and lasting impact on the emotional, social, 
and intellectual development of young people in order for them to grow into the unique and wonderful people 
they were born to be.  At LKTYP we also believe that the more challenging, the more hostile, the more ‘isolated 
within-the-crowd’ our world becomes, the more we need art to help us interpret the 
universe, connect with each other, and imagine a better future. If adults need this, kids 
need it more. 

The aesthetic vision for LKTYP is one where three streams of performance are 
given importance. Firstly, the classics of children’s literature from around the world 
offer children membership in an ancient childhood, renewing in them the images and 
inspirations of our own lives as children. Secondly, contemporary works and vigorous 
new Canadian play development ensure continuing relevance to the real lives of kids. 
Finally, the Drama School creates theatre for youth by youth.

LORRAINE KIMSA THEATRE FOR YOUNG PEOPLE (formerly 
Young Peoples Theatre) is the largest Theatre for Young Audiences 
(TYA) company in Canada and a signifi cant institution in the Canadian 
professional theatre community. Over our 42-year history we have 
produced many of the most important works that now form the canon 
of plays for young audiences in this country. Learning is at the centre 
of everything we do and LKTYP is renowned as the showplace for 

                    
                                            
  

Education and Participation Department
Karen Gilodo, Ed. Services Coordinator

Thom Vernon, Director
416 363-5131x230
kgilodo@lktyp.ca

Allen MacInnis
Artistic Director 
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