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Abstract 

 

Noises Off is the epitome of farce.  Doors everywhere, mistaken identities, and unrequited 

love.  The characters push themselves to the limit, both mentally and physically.  They stop at 

nothing to put on their production and their stage manager, Timothy Allgood, becomes the 

babysitter of the group, which at times becomes comparable to herding cats. 

 This document describes the journey made from casting to final bows.  It contains 

biographical research on the playwright, Michael Frayn, as well as a historical look at the genre 

of farce, techniques pioneered by Sanford Meisner and Konstantin Stanislavski, along with 

materials, including a scored script, character analysis, personal evaluation, and rehearsal 

reflections.  
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Introduction 

 

Michael Frayn’s Noises Off was produced by Theatre13 at Rivertown Theaters for the 

Performing Arts in Kenner, LA from March 8-24, 2013.  The production was directed by David 

W. Hoover who was assisted by Dexter Rodgers, Stage Managed by Jennifer Billot who was 

assisted by Sarah Berardi and Kayln Hepting. The designers for the production were Eric Porter 

(scenic), Linda Freed (costumes), Troy “Scratch” Buckley (lights), Rachel Clegg (props), and 

Mike Harkins (sound).  The role was performed as part of the requirements for obtaining a 

Master of Fine Arts Degree in Theatre Performance from the University of New Orleans. 

 Here Goes Nothing is a record of the preparation, performance, and reflection of the 

production and contains research materials, a character analysis of Timothy Allgod, rehearsal 

reflections, and a self-reflection.  Also included is the scored script used to prepare the role.  In 

addition to being a requirement for completion of the degree, this document is meant to be a 

research tool for any actor who is looking for assistance in preparing this, or any other role. 
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Chapter One: Farce 

 

“Comedy is acting out optimism.” 

                     --Robin Williams 
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Farce 

 

What sets farce apart from other comedic genres is the fact that it centers on the 

physicality of the performances. The characters in a farce are reach a goal, but one thing after 

another stands in their way so they come up with new ideas and schemes that do nothing but lead 

to more chaos.  In her book, entitled Farce, Jessica Milner Davis states, “The simplest kind of 

farce requires little more than a suitable victim, a practical joker and a good idea for a prank” 

(Davis pg 89).  Farce centers around the worst case scenario, or the idea that everything that 

could go wrong will.  “Farce deals with the unreal, with the worst one can dream or dread. Farce 

is cruel, often brutal, even murderous” (Bermel pg 21).  Farce creates an environment that 

stretches the bounds of reality.  Characters have physical damage inflicted upon them, but 

recover very quickly and carry on, much like Wile E. Coyote of the Looney Toons cartoons. 

“One of the clauses in an unwritten contract between farceurs and their audiences used to state 

that the characters will…come out of their ordeals unscathed, because the audience must be 

permitted to laugh” (Bermel pg 23).  Farces are, for the most part, not what people would call 

“realistic.”  Not only because of the physical damage inflicted on the characters, but for the 

actual events that take place.  For example, in the farce What The Bellhop Saw by Billy Van 

Zandt and Jane Milmore, the character Georgie floats away from a hotel window holding only a 

handful of party balloons which could obviously never happen in “real” life (VanZandt pg 73).  

Most farces are also relatively prop heavy.  This plays into the confusion that fuels the farcical 

fire.  The props almost become characters on their own, like the sardines in Noises Off.  In this 



4 
 

case, the prop may play a larger role than most, seeing as it is a play within a play.  That is what 

makes “Noises Off” successful as a farce.  The props cause problems for the characters and also 

the characters they are playing in the play within.   

Props are not the only technical element that can be pivotal to farce.  The set can play a 

large role as well, more specifically doors and windows.  This is used most effectively in 

bedroom farces like No Sex Please, We’re British by Alistair Foot and Anthony Marriott and 

Donkeys’ Years by Michael Frayn, who used the performing of bedroom farce as his source of 

inspiration for Noises Off. The comedy in these plays comes from multiple characters 

unknowingly inhabiting the same environment.  The characters are usually paired off and contain 

somewhat of a sexual element, hence the name.  

 One of the oldest and truest farces is Aristophanes’ Lysistrata.  In the play, Lysistrata 

convinces the women of Athens and Sparta to withhold sex from their men until peace is reached 

between the two city states.  This falls into the category of farce, in part, because of its extremely 

unrealistic nature.  During ancient times, women of Greece would never coordinate with the 

women of the enemy to make peace.  Even in non-militaristic societies like Athens, the 

preservation of life in the city state was the number one priority, and the women befriending the 

enemy in any way would compromise that.  

 Shakespeare is known as much for his comedies as he is for his dramas. “Of 

Shakespeare’s thirty-seven plays only fifteen…do not have any farcical scenes or characters in 

them. These are mostly history plays, either British or Roman.  But even among the fifteen, three 

offer us villains who are all the more sinister for being playful: Richard III, Iago in Othello, and 

Aaron the Moor in Titus Andronicus” (Bermel pg 92).  
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 In the middle of the seventeenth century, there was a change in the theatre of England.  

There was a battle going on between the church and the theatre centered on the morality of the 

medium.  Not only was the subject matter of the plays in question, but also the relationships 

between the adult male actors and the younger who played the female roles.  It looked as though 

the theatres were finished.  With the rise of Puritanism and new ideals in the government, it was 

made a crime to participate in such activities while there was a war going on.  So, on September 

6, 1642 every theatre was forced to close its doors. There may have been some travelling troupes 

that still performed, but there is little to no record of it.  The next step in the evolution of farce 

came from France.   

In 1643, the year after the religious revolution in England shut down the theatres, Jean-

Baptiste Poquelin gave up a career as a lawyer and began writing plays.  He travelled around 

France with his theatre troupe and most likely crossed paths with travelling comedy troupes from 

Italy.  “Most of Moliere’s early plays contain scenes and characters that lay French names and 

interpretations on commédia farce routines. They also consist, as do the commedia scenarios, of 

distinctive turns or acts written for the individual members of the company” (Bermel pg 95-96).  

Moliere would return to those days later in his career when writing plays such as Tartuffe.  

Moliere not only helped bring farce back from the dead, but gave it a new-found credibility with 

his dramatic prowess.  His work made such an impact that British playwrights began to “adapt” 

his works, re-writing them to fit their own social situations, which was acceptable then due to 

lack of copyright law.  They emulated Moliere not only because of his comedy, but because of 

his storytelling ability. “By the end of the seventeenth century no fewer than twenty British 

playwrights, among them the cream of Britain’s playmakers (Dryden, Otway, Vanbrugh, 
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Shadwell, Wycherley, and Aphra Behn), had more or less rewritten sundry Moliere plays at least 

thirty-eight times. And the polite pillaging has continued ever since” (Bermel pg. 96). 

 The most pivotal time in the development of farce came in the 18th century with Georges 

Feydeau. Feydeau’s influence can be seen in virtually every successful farce, especially Noises 

Off.  He focused on the negative aspect of life, i.e. adultery, physical deformities, and mental 

faults.  For example, “A Flea in Her Ear” has a character who must use a false palate, without 

which he can utter only incomprehensible sounds. Naturally, he knows a piece of information 

that is vital to the story, and when he leaves his palate soaking in a glass of water, somebody else 

innocently drinks it down, so that the information is left unsaid” (Bermel pg. 113).  Feydeau’s 

take on adultery is prevalent in Noises Off.  His work never leads us to believe he feels adultery 

is acceptable because his adulterous characters don’t have happy endings.  “…His characters, 

especially his middle-aged men, land in hot water, not to say boiling acid, every so often as a 

result of chasing other men’s wives; but trysts and fleeting rendezvous are what wind them up 

and keep their lives catastrophic.   

Not only the situations, but the character types he used are also often used in farces today, 

“women of pleasure, painstaking lechers, shrewd wives, fumbling servants, sundry old people 

well passed their dotage, and bewildered scapegoats, some of them doubles or look-alikes” 

(Bermel pg. 113), all of which can be found in Noises Off.  All of that being said, what sets 

Feydeau apart from the rest of the pack is the fact he took what his predecessors did with 

storytelling and completely reinvented it.  He used the multiple, intertwining storylines and gave 

them a time limit.  He put his characters in a race against time and upped the stakes, creating an 

urgency which forced them to act without thinking.  This only creates more havoc than was 

already there.   
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In Noises Off, the time limit is set immediately when the audience finds out the play the 

cast is rehearsing opens the next day.  The play within the play also has a time limit that is set 

when Roger says he’s waiting to show the house to a client.  He therefore must complete the 

affair with Brooke and find out who else is in the house, as well as remove them, all before the 

client arrives.  This is another trait that makes Noises Off the perfect farce.  There are two 

different stories going on at once, and they both have the “life or death” urgency.  

 Farce made its way to Russia, but it wasn’t until the mid to late nineteenth century.  Even 

Anton Chekhov, the man responsible for ground-breaking works like The Seagull, The Cherry 

Orchard, The Three Sisters, and Uncle Vanya, was a great writer of farce.  “Half a dozen of 

Chekhov’s early one-acts consist of farce of the realistic type.  Four of them are subtitled ‘a joke 

in one act,’ but they all work up a sweat of desperation as some characters try to convey their 

anguish to others who are too busy with their own anguish to listen” (Bermel pg 107).  This is 

most prevalent in The Bear and The Proposal. 

 While Chekhov’s works were being brought to life by Stanislavski and his ground-

breaking techniques at the Moscow Art Theatre, things were changing in America as well.  The 

film industry was beginning to take shape and no one had more of a hand in bringing farce to a 

wide audience than Mack Sennett. Sennett started Keystone studios and would bring to America 

a man who would change the face of comedy forever: a young Englishman by the name of 

Charles Chaplin. Chaplin’s roots were in vaudeville, where he would perform farcical routines as 

different characters. Sennett had sent Chaplin a letter on two separate occasions, both a year 

apart, asking him to join Keystone and perform in their films.  Chaplin threw both letters away. 

Only by chance did he embark on a journey that would change the face of comedy forever. “One 

day, while I was walking down Broadway with a chance acquaintance, we passed the keystone 
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offices and my companion asked me to come in with him.  He had some business with a man 

there. I went in, and was waiting in the outer office with Mr. Sennett came through and 

recognized me” (Chaplin pg 114).  Sennett asked Chaplin how much money it would take to get 

him to agree, to which Chaplin made what he thought to be an absurd request of $200 per week 

for two years.  Much to Chaplin’s surprise, Sennett immediately agreed.  His world famous 

character “The Tramp” made his debut in 1914 and has since become one of the most widely 

known icons in not only film history, but overall dramatic history.  

 Once actors began speaking in films, it took the genre to a whole new level.  Most 

notably, the Marx brothers made a great impact on how we find our laughs.  “As W.C. Fields 

practiced aloofness and Laurel and Hardy practiced fraternity, Harpo, Chico, and Groucho 

practiced upstaging” (Bermel pg 217). They are constantly trying to get the best of one another.  

A great example of this, which Bermel also describes in his book, is in their film Duck Soup.  

There is a scene in which Groucho runs into and breaks a mirror that is separating two rooms.  

Once the mirror is broken, Harpo appears in the other room, pretending to be Groucho’s 

reflection.  He is dressed the same and wearing a mustache and glasses identical to Groucho’s.  It 

is a perfect example of the physical precision required to perform farce.  The films in the early 

days through to the likes of Monty Python, rely on a certain physicality being brought to each 

character.  Each character has its own quirks and ticks that play off those of the other characters 

to create the conflict which fuels the comedy. 

There is still the one great difference between film and theatre.  In a film, the audience 

sees what the filmmakers believe to be the best version of a given moment. This means they can 

use body doubles and record the same action multiple times and from multiple angles until they 

get the final product they’re looking for. In the theatre, however, you have time to prepare and 
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rehearse, but when it comes down to it, the actors have one chance to get it right for that specific 

performance. Audiences laugh through their applause when an actor performs a difficult physical 

feat on stage during a farce. This exact situation comes about in Noises Off when the actor 

playing Garry must fall down a flight of stairs. This is brought on by the way farces are written.  

They are written in builds.  There are minutes of chaos leading to a beat change, which comes in 

the form of something physical or a punch line.  Because of this aspect, stage farce will continue 

to not only draw audiences, but will continue to please those audiences for years to come. 
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Chapter Two: Michael Frayn 

 

“The Ideas of the great playwrights are almost always  

larger than the experiences of even the best actors.” 

                                        --Stella Adler 
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Michael Frayn 

 

Michael Frayn came from what he describes as a “lower middle” class family (Frayn pg 

29).  His father was an asbestos salesman whose family was almost entirely deaf, and who would 

eventually meet the same fate. His mother was a violinist. Even though his mother was his first 

exposure to the arts, she died when he was twelve, so his father would end up being the greatest 

influence on his life.  

He was born in the London suburb of Mill Hill and moved to Surrey when he was young. 

He described his birth as “the unexpected result…of a night out together rather than of any 

conscious planning, which I find rather touching and perhaps the hidden source of my interest 

later in life in the random and disordered” (Frayn pg 37).  He had a knack for writing at an early 

age that didn’t go unnoticed.  When he was eight years old, his father read one of his essays for 

school and told him he could be a journalist.  He inherited a bit of that talent from his father who 

was “a good storyteller, and the colleagues and relatives who [figured] in his stories [became] 

characters like himself, slightly simplified and larger than life” (Frayn pg 47).  

Despite his father’s suggestion of journalism, he had other aspirations for young Michael.  

Frayn’s father was intent on turning his son into a world class cricket player.  Michael’s 

shortcomings would prevent this from coming even close to fruition.  He was never a fast 

learner, whether it was cricket or driving or anything else.  This caused issues between the two.  

Frayn even said in his book entitled My Father’s Fortune, that “My slowness is causing 

problems…By the time I’m four or five it’s already clear that the son-and-heir project is not 
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going as well as [he] might have hoped.  Little Michael’s a bit of a disappointment” (Frayn pg 

83-84).  He blamed the slow learning on poor coordination, and even a bat that may or may not 

have been too small to hit with, but when Frayn was nine, the truth came out.  He had acute 

astigmatism.  He could barely see the ball coming, let alone hit it.  He also was what he refers to 

as “slow witted” (Frayn pg 91).  Because of his father’s storytelling, along with his lack of 

athletic ability and slow learning, Frayn steered more toward literature.  He makes an interesting 

statement about finding yourself saying that, “You can back yourself into being who you are just 

as easily as you can walk or get pushed into it” (Frayn pg 95). 

Frayn began writing professionally in the early 1960’s writing columns for The Guardian 

and The Observer.  His columns from the two British newspapers have since been reprinted in 

several collections.  He began writing novels a few years later and received the Somerset 

Maugham Award for his first novel, The Tin Men. The Maugham award is given to the best 

writers in Britain under 35. He’s continued writing novels and non-fiction for the rest of his 

career, but began writing plays as well.  He received the London Evening Standard award and 

the Laurence Olivier award, both for best comedy, for his first two full-length plays Alphabetical 

Order and Donkey’s Years, respectively.  In 1978, he began his career as Britain’s leading 

Chekhov translator when he translated The Cherry Orchard. He would later translate The Three 

Sisters, Wild Honey, Uncle Vanya, and The Seagull.  His greatest success, and the work he’s 

most famous for came in 1982. 

In 1970, Frayn wrote a collection of one act plays for two actors entitled The Two Of Us. 

One of the plays in the collection was a farce called Chinamen.  While watching a performance 

of Chinamen, Frayn was enthralled with the action taking place backstage, with the two actors 

quick changing over and over and the hilarity that ensued.  He said of the experience, “it was 
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funnier from behind than in front and I thought that one day I must write a farce from behind" 

(Mehlman).  In 1982, he did just that when he took what he saw that night in the theatre and 

transformed it into Noises Off. 

Since Noises Off, Frayn has written many novels, plays, and even non-fiction pieces.  

Noises Off may be what he is best known for, but his other works are not to be over-looked.  He 

has come quite a long way from the disappointing little boy with bad vision but it appears as 

though his vision is now quite clear. 
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Chapter Three: Character Analysis 

 

“The best characters are the ones that somehow manage  

to be attractive and repulsive at the same time.” 

                            --Nicholas Cage 
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Character Analysis 

 

Timothy Allgood is the definition of a workhorse.  He is the member of the theatre 

company who will do anything and everything in his power to make sure the show goes as 

smoothly as possible.  Throughout the play, this ranges from fixing the set to running errands.  

He even goes on stage in place of two different actors during the performance.  He is 100% team 

oriented.  Everything he does is for the good of the production.  It is exactly this that causes most 

of his conflict throughout the play. 

Frayn was both comical and generous to the actors when creating the characters in Noises 

Off by adding an actual bio for the program as if the play were happening in reality.  This gives 

the actor a bit of a back story to start with when developing their character.  It helps a great deal, 

especially when doing farce, because, most times, the lines aren’t necessarily as informing as 

they would be in a drama, or even a different type of comedy.  Tim found the theatre as an adult, 

but jumped right in.  He had no theatre background, but “trained for a career in Market 

Research” (pg 11).  This information provided a side of Tim that was very structured and logical, 

which played very well against the frantic nature of the actors in the company.  During 

performances, Tim is always trying to make sure the actors are in their places and making their 

entrances as cleanly as possible.  A great deal of humor comes from his failure to do so, but he 

never gives up. 
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Lloyd: And God said, Where the hell is Tim?  

(Enter from the wings TIM, the company stage manager. He is exhausted.) 

Lloyd: And where the hell was Tim.  And God said let there be doors, that open when 

they open,  and close when they close. 

 Tim: Do something? 

 Lloyd: Doors. 

 Tim: I was getting the bananas. For the sardines. 

 Lloyd: Doors. 

 Tim: Doors? 

 Lloyd: I bet God had a stage manager that understood English, too. 

 Belinda: Tim, my love, this door won’t close. 

 Garry: And the bedroom won’t, you know. 

 Tim: Oh, right. (sets to work on the doors) 

 

This exchange is very telling of Tim.  It shows his willingness to be assertive and start working 

on replacement sardines after overhearing an exchange on-stage earlier about using mashed 

bananas instead.  He did not, however, wait to hear the end of the exchange where it is said that 
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the sardines were not going to be used after all. Despite being in the middle of one project, he 

drops what he is doing to make sure the problem with the doors is taken care of right away. Only 

moments after he is finished with the doors, Tim is asked to go on as the burglar in place of 

Selsdon.  The fact he is asked to jump from technical work to performing at the drop of a hat just 

shows the amount of trust his fellow company members, or at least the director, have in him.   

Unfortunately, Tim is unable to find the costume needed to go on as the burglar.  His next 

exchange with Lloyd shows, once again, his dedication to the production. Even Lloyd’s first line 

gives us Tim’s given circumstances. 

 

 (Enter TIM from the wings.) 

 Lloyd: Tim, you look strained and anxious.  You’re not trying to do too much are you? 

 Tim: I can’t find the gear.  I’ve looked all through his dressing-room.  I’ve looked all   

through the wardrobe.  LLOYD indicates SELSDON) Oh. 

 Selsdon: Beer? In the wardrobe? 

 Lloyd: No Selsdon.  Tim, you need a break.  Why don’t you sit quietly upstairs and do all    

the company’s VAT? 

 Tim: I’ll just do the bananas first. (Exit TIM into the wings.) 

 

This exchange not only tells of Tim as a person, but also shows a lot about how he is seen by 

Lloyd.   
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Tim’s relationship with Lloyd is not a simple one.  On one hand, he is very overworked 

by Lloyd, as seen in the last exchange where Lloyd’s idea of Tim taking a break is doing the 

company’s taxes. It is also apparent when he immediately chooses Tim to help Frederick with his 

costume, not even thinking about the fact he’s already on-stage as Frederick’s double.  On the 

other hand, he confides in Tim enough to tell him all of the issues he’s having with his 

production of Richard III in London.  Lloyd orders Tim around, but he knows Lloyd is 

depending on him not only professionally, but personally as well.  This aspect of their 

relationship comes out in Act 2 when Lloyd entrusts Tim with the task of buying flowers for 

Brooke to cheer her up so she will perform.  It is this task that provides the majority of the 

comedy for the character.   He rushes back and forth between the theatre and a flower shop 

buying several different bouquets that end up in everyone’s hands except Brooke, most notably 

Poppy, whom Lloyd warned him to avoid. 

Act 2 provides the most dialogue for Tim, and in turn, shows the audience more of who 

he is as an individual, rather than how he fits into the company.  The act takes place backstage 

for one of the performances and it is a time of great worry for Tim.  There have been quarrels 

between cast members that have left their status uncertain.  Garry thinks Dotty has a relationship 

with Frederick behind his back, while the love triangle between Poppy, Lloyd, and Brooke only 

escalates when flowers start being handed out.  On top of all that, Selsdon insists on wandering 

off to drink whiskey during the performance.  He knows the production is not on the right track, 

and expresses his concern to Poppy at the top of the act. 

 

Poppy: You know what Dotty’s like. 
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Tim: We’ve only been on the road for a month!  We’ve only got to Goole!  What’s it 

going to be like by the time we’ve got to Stockon-on-Tees? 

 

Tim is left with the dilemma of finding flowers for Lloyd to give to Brooke, while at the 

same time keeping all of the actors in their places and civil long enough to get through the 

performance.  There is never a moment during the performance where Tim gives up, but he 

comes about as close as one can to giving up when Garry ties Frederick and Brooke’s costumes 

together so they pull each other in opposite directions (pg 136-137).  Tim can’t believe one of the 

actors would go so far as to sabotage the entire show to spite another actor, but he quickly 

remembers his entrance and rushes to put his own costume on.  To his dismay, it is snatched 

from him by Lloyd and thrown to Frederick to use.  Now with no costume for his entrance, Tim 

looks to Lloyd for help, only to be rushed on-stage wearing an overcoat backward.  It’s not 

pretty, but he managed to get everyone, including himself, through the performance. 

Act 3 is what can easily be considered a stage manager’s nightmare. Tim’s goal for the 

act quickly becomes “Just get through it.” Everything that could possibly go wrong with the 

production does.  Right at the start of the act, things are already out of place.  Tim is on-stage 

working on props when the curtain comes up and he must rush off before Dotty comes on.  Later 

in the performance, Tim comes on for Frederick because of an accident backstage.  Tim is not a 

performer and this is the point where the audience can see this.  Tim knows the lines for 

Frederick’s part, but his acting ability is very minimal. I played with the idea that somewhere 

along the way, Tim may have taken a beginner’s acting class, so he would try to mimic 

Frederick’s delivery and movements as closely as possible, but fail miserably.  I only looked 
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directly at the audience when speaking and used big, rigid hand gestures.  He simply wanted to 

do the scene, and get off stage as soon as possible. He must do it again, however, and this time it 

is for Selsdon.  He goes as the burglar expecting an empty stage like it says in the script, but he is 

horrified to find the entire cast waiting for him.  He is immediately pulled into whatever 

unscripted plotline the cast is following.  Not being an actor, he simply stands there and says 

nothing until he hears something familiar.  This causes issues when Selsdon, who is the actual 

burglar, and Lloyd both enter dressed for the part.  Tim and Lloyd follow the script, and the three 

end up performing part of the burglar simultaneously.  They realize there is no usable phone on-

stage, at which time Tim snaps back into stage manager mode and rushes off to find one.  While 

searching for a phone, he hears his cue to enter as Frederick’s double and rushes on.  However, 

the script has long gone out the window and Tim just exits and pulls the final curtain, which also 

doesn’t work. 

It is because of all the mishaps, drama, and never ending failure that, in my mind, Tim 

never works in the theatre again after the run of this production.  If he were to work in theatre 

again, I’m sure it would only be with Lloyd or Poppy.  Tim is the only one who really knows 

what’s going on in Lloyd’s life both personally and professionally.  He seems to trust Lloyd 

blindly and he would drop everything to help him.  Poppy is his right hand lady throughout the 

entire production and other than Poppy’s personal dilemmas, they’re the glue that holds the 

production together.  They both perform multiple characters in the play within and without them, 

the production would have been a disaster. 
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Chapter Four: Rehearsal Reflections 

 

“All the real work is done in the rehearsal period.” 

                                    --Donald Pleasence 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



22 
 

 

Rehearsal Reflections 

 

There are many issues an actor may run into while preparing a role.  They may have 

trouble with blocking, lose their voice, or maybe even get sick.  All of these happened to me 

while preparing to play Timothy Allgood in Noises Off.  It may come across as cliché, but the 

show really must go on.  We, as actors, have a responsibility to our cast, crew, and craft to put 

forth our utmost effort in order to reach the goal of putting on a successful production. 

We started rehearsing at the very beginning of the semester, and I happened to be taking 

a voice class.  I had no idea at the time how influential that class would be toward my 

performance.  Being the beginning of a new semester, I was not exactly accustomed to the rigors 

of my schedule.  I was taking classes, working in the scene shop, and rehearsing almost every 

day.  This took an immediate toll on me, both physically and mentally.  Having the voice class 

most definitely helped me to build my respiratory stamina and kept breathing and vocal warmups 

fresh in my mind.  I also had a 20-30 minute commute to rehearsal, during which I could do 

vocal exercises so when I arrived at rehearsal, I could focus on stretching and breathing 

exercises.  In a show as physically demanding as Noises Off, it is very important to take good 

care of your body.  I failed to do so in an adequate fashion and actually almost lost my voice 

during the rehearsal process.  I was screaming a lot during the super bowl, which made my voice 

very hoarse.  It also led to coughing fits, which does not mix well with stage performance.  I had 

to keep a sweatshirt with me backstage to cough into so as not to distract my cast mates. 

In order to combat this, I changed my diet and tried as hard as I could to talk as little as 

possible outside of rehearsal.  I kept cough drops in my pocket at all times so I would cough less, 
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thus allowing my throat to heal.  Changing my diet and sleeping as much as possible also helped 

a great deal, but what helped the most was advice given to me by a fellow cast member.  Trina, 

the actress playing Belinda, recommended a type of organic herbal tea that was specifically 

designed to help with throat issues.  I drank several cups every day with honey added and it 

helped a great deal.  Sometimes, despite our greatest efforts, things just go wrong.  Not too long 

after I was having trouble with my voice, I actually got sick and had to miss two rehearsals.  

While this hindered my ability to rehearse the show itself, it did give me time to really work on 

my lines and learn about my character.  Even though I could not physically rehearse, I still owed 

it to my fellow cast members and my director to be as prepared as possible when I did finally 

return. 

Even when health is not an issue, there are plenty of road blocks we, as actors, run into 

during rehearsal.  Sometimes, it can be conflicting views on how a certain moment should play 

out.  While rehearsing Noises Off, I ran into that exact problem.  There is a comic bit in Act 2 

that required my character to shuffle props between multiple characters.  When I read the bit in 

the script, I thought it was hilarious.  When it came time to block the bit, our director decided to 

change the order in which the props were handed from one person to another.  My immediate 

reaction was discomfort and I thought the change took away from the comedy. However, being a 

respectful actor, I did as requested and moved on.  After rehearsing the bit several times, it 

became clear to me the simplification of the exchange took nothing away from the comedy of the 

bit. There was also an instance when my director had to reposition another actor to make a long, 

fast cross easier for me. We may not always like when something gets changed because we can’t 

pull it off the way it’s written, but we must always trust our directors and their vision because 

they are the ones who have focused their energy on the big picture.  
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 This was true on another occasion during our rehearsal process when I was asked to 

completely change the energy of my character.  Being the stage manager of the company, Tim is 

constantly being pulled in different directions by different people.  Sometimes it gets to be too 

much for him.  My instinct was to express this frustration with slightly more aggression than he 

usually shows.  After talking with my director, he felt that it would be more interesting if Tim’s 

sensitivity took over and he was pushed to the verge of a breakdown, rather than being the 

aggressor.  He was exactly right.  This added another layer to two different relationships Tim has 

in the play.  The change allowed him to connect more with Poppy, the other stage manager, who 

was a more sensitive character for the majority of the play.  It also added a great contrast to the 

aggression of the director with whom Tim has a close relationship. 

From time to time, dialect will be thrown into the mix.  In Noises Off, all of the characters 

are English.  For our particular production, we did not have a dialect coach, so we were left on 

our own to come up with how our characters would speak.  Tim is an educated man, and quite 

sensitive, so I gave him a more proper English dialect and spoke with a calm, soft tone.  Even 

when Tim gets worked up about something, I still never truly raised my voice.  I felt it aided in 

showing the audience his lack of dominance and, much like his reaction to turmoil, added to the 

contrast between he and the director.  In order to gain a consistency with my dialect, I began 

rehearsing my lines on my own with no dialect at all.  Once I decided where I wanted to go with 

the dialect, I began reading my lines out loud with the dialect, but much slower than I would say 

them on stage.  This allowed me to focus on the specificity of each sound the individual words 

made.  I also over-annunciated everything while rehearsing on my own.  This acted as an 

exercise in muscle memory for my mouth and tongue. 
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 Every once in a while, especially in the academic arena where funds and rehearsal time 

could be hard to come by, we may run into issues with props or the set.  In a farce, this can be 

especially frustrating because of how important the props and set are.  During Noises Off, as is 

common with a lot of farce pieces, there is a great deal of going on and off stage through doors 

and windows, along with props being switched and misplaced.  The biggest hurdle was our 

doors.  The doors were one of the last things added to the set, and it was pretty late in the 

process, so we spent a great deal of time miming them.  There’s actually a big difference 

between miming a door and actually opening one, both physically speaking and in regards to 

timing.  In order to avoid any miscues, I made sure to take several minutes during my warm up 

to work with each door I used during the show.  This meant approaching, opening and closing 

each door from on and off stage.  It’s something that may seem so small and easy, but when in 

the heat of the moment, you need to know how each door opens and closes. 

 As an actor, there are many obstacles to overcome throughout a production.  Some are 

smaller than others, but they are all equally as important to the success of the production.  

Whether it is vocal, physical, structural, or mental, we need to find a way to persevere and 

overcome.  We’re all different, and different methods work for different people, but one thing 

will always be the same: the show must go on. 
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Chapter Five: Self-Evaluation 

 

“The real man smiles in trouble, gathers strength  

from distress, and grows brave by reflection.” 

                                 --Thomas Paine 
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Self-Evaluation 

 

Leading up to this production, I was feeling a mix of emotions.  I was very excited 

because I’d heard how incredibly funny this play was and how fun it is to do, but at the same 

time, I was quite intimidated.  I have a great deal of confidence in my ability, but I knew I would 

be working with a cast of not only more experienced, but award-winning actors.  I’m the type of 

person who doesn’t put much thought into the idea of awards, but having seen these actors’ work 

before; I knew I would have my work cut out for me.  It could not have been more of a blessing.  

I have never met a more collaborative, inviting, and supportive group of actors in my life.  My 

role in the show was not one of the larger roles, but the collaborative nature of the play itself, 

along with the attitudes of the other actors, it turned out to be one of the greatest learning 

experiences of my life. 

 When I first read the script and saw I had little stage time in Acts one and three, I knew I 

would have to bring something extra to make my time on-stage count.  That being said, I also 

had to keep in mind not to go too far. “Assume what’s in a script is there on purpose.  Assume 

the writer knew what he or she was doing. If you trust the play enough to stage it, trust its 

author” (Ball pg 83).  I also knew I had a great deal to do in Act 2, so my character would have 

his chance to be explained to the audience.  I also realized after we started really working scenes 

that Tim is really what holds the company together and he is handed the task of controlling the 

chaos that ensues throughout the play.  This is a bit of a change for me as an actor because in 

plays like this, I am rarely the straight character.  My character wasn’t the one with all the funny 
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lines or all the funny physical bits, but he served a specific purpose.  My job was to figure out 

what it was and show that to the audience.  Sanford Meisner says in his book On Acting that, 

“The first thing you have to do when you read a text is find yourself—really find yourself.  First 

you find yourself, then you find a way of doing the part which strikes you as being in character. 

Then, based on that reality, you have the nucleus of the role” (Meisner pg 178).  I used my 

anxiety about the production to fuel Tim’s reality and I feel it made for a great base to work 

from. 

 While my technique is based in Meisner’s teachings and the use of actions as described in 

A Practical Handbook For The Actor, I am of the belief system that you can never have too 

many tools.  I liken it to going into battle during the 18th century.  You knew you were going to 

stand face to face with the enemy and fire straight on, but you needed more than just muskets.  

You needed cannons, horses, swords, or anything else that can inflict damage.  I use the same 

idea when looking at acting.  I use Meisner’s “moment to moment” concept a great deal, but I 

rely heavily on Stanislavski’s magic “if.” In An Actor Prepares, Stanislavski says to a student, 

“…all action in the theatre must have an inner justification, be logical, coherent and real…if acts 

as a lever to lift us out of the world of actuality and into the realm of imagination” (Stanislavski 

pg 49). Using these two concepts, along with Uta Hagen’s concept of substitution, which 

“applies technically to an individual moment of the play when the given material fails to 

stimulate you sufficiently, and you must search for something that will trigger an emotional 

experience and send you into the immediate action of the play” (Hagen pg 35), I was able to find 

a personal connection with the character I was playing and could then use that to fuel my actions. 

 The hardest part of the production was the physical nature of the script.  Being a farce, 

the play revolved more around the physical comedy than lines.  There was a great deal of 
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running around, going on and off stage, and prop shuffling.  I had some difficulty with one of my 

prop heavy moments in which I went back and forth between a table and grabbing flowers from 

someone.  It took a while to get the movement down, but after moving the other actor a bit closer 

and a little more focus, it ended up being a really great moment in the show that got laughs every 

night.  That’s the biggest reward for me when doing a comedy.  There’s no better feeling than the 

big laugh you get after working a bit over and over until it’s just right.  I had a little trouble at 

first figuring out how Tim felt about all of the madness happening around him.  I started off 

playing an angered frustration and I’m glad David stopped me because, looking back, it really 

made Tim’s interactions very stagnant.  It made it seem like he didn’t want to be there anymore, 

which was the exact opposite of how he felt.  Once David had me soften him up, it provided 

much more room to play.  Something I’ve been guilty of all through my graduate studies is not 

consciously playing actions.  I’ve been caught by an acting teacher on several occasions not 

knowing what action I’m playing.  I would know what my character is thinking and feeling at the 

time, but I wouldn’t have it simplified to one playable action. Now, having worked on the same 

character for nearly three months, I feel I have a better understanding of why that is necessary, 

and will continue to try to grow in that aspect of my craft. 

 This production, as I said before was one of the great learning experiences in my life.  I 

have a re-found confidence in myself I didn’t think I would ever have again.  I feel I have not 

only become a better actor on-stage, but I take myself more seriously as an actor off-stage and 

that is something I will always keep with me. 

 Sometimes when putting together a production, you can feel when it’s going to be 

“good.”  I think we all had that feeling while we were rehearsing, and I know it felt that way 

when the show closed.  We were not the only ones who felt that way.  Our production of Noises 
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Off received five nominations at the 2014 Big Easy Theater Awards.  The Big Easy Theater 

awards are, more or less, the Tony Awards for local theater in New Orleans.  Our production 

received nominations for Best Comedy, Best Director of a Comedy (David Hoover), Best 

Supporting Actor in a Comedy (Jimmy Murphy), Best Supporting Actress in a Comedy (Tracey 

Collins), and Best Set Design (Eric Porter).  Out of the five nominations, we took home two 

awards, Best Comedy and Best Director of a Comedy.  All nominations and wins were well-

deserved and proved that hard work and passion can be recognized, not only by fellow cast 

mates and crew members, but by the public as well. 

 Along with success, also comes failure.  There was an aspect of my performance in 

which I failed.  I wanted the audience to see that Lloyd needed Tim more than Tim needed 

Lloyd.  Which his work ethic and attention to detail, Tim could work in any theatre he desired, 

but he stayed with Lloyd because he wanted to.  I feel my performance did not entirely show this 

part of their relationship.  I believe my performance did show Tim’s work ethic and attention to 

detail, as well as his loyalty and compassion, but I also believe that in showing this, I made Tim 

appear weaker than I had intended. 
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Appendices 

 

Appendix I: Production Photos 
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“The Master Plan” 
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“Lost In Transportation” 
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“Return To Sender” 
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“Success Requires Discipline” 
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“…” 

 



37 
 

 

“Guess Who” 
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Appendix II: Production Documents 
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Noises Off – Rehearsal dates.  This will alter as I know everyone’s conflicts.  It seems like we are starting 

very early, which we are, but that is due to the lost dates in February.  There are obviously few things I 

can rehearse without everyone so I need to know all conflicts with these dates and I will work from 

there. 

Mon. Jan. 7 – 7:00                                                               Feb. 17 – 10:00-1:00 

                 8 – 7:00                                                        Mon. Feb. 18 – 7:00 

                9 – OFF                                                                          19 – OFF (opening of Orestes) 

               10- 7:00                                                                           20 - OFF 

               11 – 7:00                                                                         21 – 7:00 

               12 – 10:00-1:00                                                              22 – 7:00 

               13 – 10:00-1:00                                                               23 – 10:00-1:00 

Mon. Jan. 14 – 7:00                                                                       24 – 10:00-1:00 

                 15 – 7:00                                                        Mon. Feb. 25 – 7:00 

                 16 – OFF                                                                         26 – OFF 

                 17 – 7:00                                                                         27 – 7:00 (w/o David) 

                18 – OFF                                                                          28 – 7:00 (w/o David) 

                19 – 10:00-1:00                                                       March 1 - OFF 

                20 – 10:00-1:00                                                                  2 – TBA (keep open) 

Mon. Jan. 21 – 7:00                                                                           3 – Tech/Dress 

                 22 – 7:00                                                       Mon. March 4 - Dress 

                 23 – OFF                                                                           5 - Dress 

                 24 – 7:00                                                                           6 - Dress 

                 25 – 7:00                                                                           7 – Dress (invited audience??) 

                26 – 10:00-1:00                                                                  8 – Opening Night 

                27 – 10:00-1:00 

Mon. Jan. 28 – 7:00 

                 29 – 7:00 

                 30 – OFF 

                 31 – 7:00 

          Feb.  1 – 7:00 

                   2 – OFF 

                  3 – OFF (SuperBowl) 

Mon. Feb. 4 – 7:00 

                 5 – 7:00 

                 6 – 7:00 

                 7 – OFF  (Mardi Gras) 

                 8 – OFF (MG) 

                9 - OFF (MG) 

               10 – OFF (MG) 

Mon. Feb. 11 – OFF (MG) 

                 12 – OFF (MG) 

                 13 – 7:00 

                 14 – OFF 

                 15 – 7:00 

                16 – 10:00-1:00 
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Appendix III: Scored Script 
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