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The Producton
THE BONE SPARROW
Original Novel by Zana Fraillon
Adapted by award winning playwright S. Shakthidharan
“a heartrending tale about how our stories make us” The Times
Subhi is a refugee. Born in an Australian permanent detention
centre after his mother fled the violence of a distant homeland,
life behind the fences is all he has ever known. But as he grows,
his imagination gets bigger too, until it is bursting at the limits
of his world. The Night Sea brings him gifts, the faraway whales
sing to him, and the birds tell their stories.
One night in the form of Jimmie, a scruffy, impatient girl who
appears from the other side of the wires, and brings a notebook
written by the mother she lost. Unable to read it, she relies on
Subhi to unravel her own family’s mysterious and moving history.
Subhi and Jimmie might both find a way to freedom, as their
tales unfold. But not until each of them has been braver than
ever before.
“With an affecting and distinctive narrative voice ... [Zana
Fraillon] builds a convincing and complete world. Moving and
memorable, The Bone Sparrow deserves to be read by all who
care about our common humanity” The Guardian

tour dates
York Theatre Royal
25 February – 5 March 2022
Theatre Royal Bury St Edmunds
8-12 March 2022
Derby Theatre
15-19 March 2022
Belgrade Theatre, Coventry
22-26 March 2022
Mercury Theatre, Colchester
29 March – 2 April 2022
Theatre Peckham
7 April – 23 April 2022
Details about BSL and accessable performances can be found
on the venues’ websites

pilot-theatre.com

The Bone Sparrow is a co-production with York Theatre Royal,
Derby Theatre, Belgrade Theatre, Coventry, and Mercury Theatre
Colchester.
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about this pack
Resource pack by Carolyn Bradley
Edited by Oliver O’Shea
Designed by Sam Johnson
Video by Ed Sunman
Photography by Robert Day
If you have any questions about this resource pack or how to use it,
please contact education@pilot-theatre.com.
This pack is designed for Drama educators and GCSE Drama students
who may be watching The Bone Sparrow in preparation for the live
theatre section of the GCSE Drama written exam. This is Part B and is
designed to be used after watching the production, to provide specific
key details on moments from the live production that students may
want to explore. Part A of the GCSE pack can be used to help students
understand the context of the story, themes and concept behind the
production. In this pack, there are suggested activities and prompt
questions to help engage students in the production, and also a devising
workshop so the students can explore the play practically.
We are not responsible for the content of external links, and we strongly
recommend checking the suitability of external content before sharing
with your students.
We would also suggest that you consider whether any of the subjects
explored in this pack may be triggering for some of your students if they
have experience of seeking sanctuary.

All material in this pack is copyright of Pilot Theatre and its use is
solely for educational purposes. By accesssing this pack you are
agreeing to this condition.
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first impressions
It is useful to have a general discussion about what students thought
about the production as soon as possible after watching. In Part A we
provided a notes template for students to use to record their notes – it
may be useful to ask students to complete this for homework and bring
it with them to the first lesson after you watched the play.
You could start with a general class discussion about the show, using
lots of broad and open questions, such as:
•
•
•
•
•
•

What was your overall impression of the production?
Which moments stood out to you?
Why did you think that?
How did the production make you feel?
Which moments of acting particularly stood out to you?
What can you remember about the design elements used in the
production?
• How did you feel about the end of the production?
• What have you learnt from watching the production?
It’s important to try and engage all students in this discussion, so you
could also try putting students in small groups and giving them one
question each, or pairing students up for this discussion and then
feeding back. If your students would be comfortable, you could try
cold-calling and using no-hands up questioning.
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Initial Responses – Thoughts and Feelings
Before zooming in on specific elements of the production, which
you will do in future lessons, at this stage it is useful to focus on what
students thought and how students felt during the production – by
remembering these responses now they can use them as part of their
evaluative comments in the exam.
You could focus on the following responses to start with:
•
•
•
•
•

Which moments made you laugh?
Which moments made you smile?
Which moments made you jump?
Which moments made you feel sad?
Which moments made you feel angry?

Students could also come up with their own wide range of valid
responses to certain moments.
Zooming in on aspects of the production
When you have generated some initial responses, you may want
to ask students to now focus in on what they can remember about
specific aspects of the production, such as the acting and design.
This could be your next lesson after one lesson spent on the first
impressions exercises.
• Using large A1 pieces of paper, write categories on each one and
then spread them out around the room: acting, lighting, sound, set,
costume, multimedia. Ask students to rotate around each piece of
paper, adding notes to each one as they go around. To keep this
pacey, set a timer of 3 minutes at each ‘station’.
• Alternatively, put students in groups with one category as their
focus, and give them 15 minutes to prepare a mini presentation,
and 5 minutes for each group to feed back to the class.
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interview with yaamin chowdhury

NOTEs

1. How does Subhi’s character develop throughout the story?
2. How did you show the development of Subhi’s character in
your performance?
3. How would you describe the relationship between Subhi and
Eli?
4. How would you describe the relationship between Subhi,
Queeny and Maá?
5. Can you talk about Subhi’s accent?
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Interview with Mary Roubos

NOTEs

1. How did you interpret Jimmie’s character?
2. How did you show the development in your character through
your performance?
3. How would you describe the relationship between Jimmie and
Subhi?
4. What is Jimmie’s role within the play?
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Interview with Devesh Kishore

NOTEs

1. Could you tell us about the different characters you play in the
production?
2. What are the challenges of playing multiple characters?
3. How did you use your performance skills to portray each
character differently?
4. What are the challenges of performing in masks?
5. Can you talk about the different characters’ accents?
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interview with the designer

NOTEs

1. What were your initial designs for the play?
2. How does the set design create different locations and time
periods?
3. What atmosphere did you want to create with the set design?
4. What was your concept for the costume design?
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interview with the puppetry director

NOTEs

1. Which characters are puppets and how was that decision
made?
2. How can puppetry and masks help a moment come to life on
stage?
3. What’s the process for designing and making puppets and
masks?
4. How are the puppets and masks manipulated during the show?
5. How could students make their own puppets for drama work?

15

16

interview with the lighting designer

NOTEs

1. What is your role within the production?
2. Could you describe the process of lighting design?
3. How does lighting work with set design to create different
locations?
4. Could you explain your thoughts behind the different colours
and types of lighting in the production?
5. Are there any specific moments where mood or atmosphere are
being created through lighting?
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interview with the composer

NOTEs

1. Can you explain how you have designed the sound and music?
2. What is the function of music and sound design in a
production?
3. Could you explain the process of going from page to stage
with the stage design?
4. What style and genre is the music and what instruments are
used?
5. How does sound and music help to create atmosphere on
stage?
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key extracts
Below are five key extracts from the production, which students
may find useful to watch again and make notes on. Each scene
features acting and design moments which students could analyse
and use in their Live Theatre exam responses. There are prompt
questions which students may want to consider, and some analysis
of each key scene is provided.

1. The Night Sea
Commentary: In this extract, Subhi introduces us to his family,
and tells us about The Night Sea, which comes to him at night.
Subhi has never seen the sea and so describes how he sees it
in his imagination. The scene then transitions to daytime in the
Camp.
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Questions for students to consider:
• How do we know Subhi has never seen the sea from how he
describes it?
• Why has Subhi developed the idea of The Night Sea? How
does it help him?
• How does Subhi describe the difference between him and
Queeny? What do you think their relationship is like?
• How does the music and sound help to move the action
forward in this extract?
• How does the music and sound help to create atmosphere in
this extract?
• What is the function of the animation in this extract?
• Look at the ensemble work in this extract – how do they help to
bring the moment to life?
• How does the animation support the action in this extract?
• How does the lighting create different atmospheres and
settings in this extract?
Analysis: In this extract the sound, lighting and animation work
together to create the magical world of the Night Sea in Subhi’s
imagination. The effect of the animation washing over the
ensemble creates a fluid effect, and their fluid choral movements
accentuate this even further. Music is also used here to create
the transition from the tent into the Night Sea, and from the
Night Sea into daytime at the camp. From Subhi’s description of
the sea as red, we know it exists only in his imagination, and the
physical work from the ensemble support this. The way Subhi is
carried by the ensemble could suggest the way that the comfort
of the Night Sea carries Subhi. The animation brings Subhi’s
drawings to life, further suggesting the idea that the Night Sea is
in his imagination, he has drawn it and it comes to life here, so the
stage here represents his mind and the power of his imagination.
When we transition to daytime in the camp, the lighting changes
from deep blue to a cool white to signify a more naturalistic day
time, and the music fades to silence.
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2. jimmie’s second visit

Questions for students to consider:
• What impression do you get of Jimmie’s character in this scene?
• How does Subhi and Jimmie’s relationship develop in this
scene?
• What parallels do we see between Subhi and Jimmie’s lives and
how do the actors portray these?
• How does Mary Roubos use her performance skills to show
Jimmie’s feelings towards her Mum?

• How does Yaamin Chowdhury use his performance skills to
show Subhi’s hope that Ba will arrive?
• How is atmosphere created and changed in this scene?
• How is the story of Oto and Anka brought to life through
the ensemble?
• How does the lighting change in this scene and what is the
effect of this?
• How does sound contribute to this scene and what is the
effect of this?
Commentary: In this extract we see the developing
relationship between Subhi and Jimmie, and the beginning
of the ‘story within a story’ as we hear about Oto and Anka
– Jimmie’s ancestors. The stories were written down by
Jimmie’s Mum, but she can’t read them, so Subhi reads them
aloud and we see them brought to life on stage through
puppetry and mask by the ensemble.
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Analysis: We see Jimmie’s inquisitive nature as she asks
questions about Subhi’s life, but also how she accepts him
without judgement. Through the dialogue we understand
more about Subhi’s family, such as how Ba was imprisoned.
There is a clear difference in tone from when Jimmie is asking
about Subhi to when she is talking about her Mum, who she
clearly misses. Subhi’s alarm at the use of the torch suggests
how accustomed he is to following the strict rules of the
detention centre, having only ever lived there.
The Shakespeare Duck, appearing as a figment of Subhi’s
imagination, appears to warn him, but he ignores the duck.
Now Subhi has found a ‘real’ friend, he perhaps doesn’t need
Duck as much. Duck also adds an element of comedy and
metatheatre to this scene.

24

We get the impression that Jimmie is lonely and has no one to
talk to, which is why she tells Subhi so much about her Mum.
There are a lot of parallels between Jimmie and Subhi, which
we begin to see here - such as the absence of Subhi’s Ba and
Jimmie’s Mum. Jimmie also reveals the Bone Sparrow, the
titular metaphor of the piece. Duck reveals Subhi’s initial fear
in response to the Bone Sparrow.
There is an absence of sound in the first part of this scene,
representative of the silence of the night in the remote
Australian desert. At the start of the story within a story,
music begins to mark the transition from reality to the magical
world of the puppetry. The lighting is low intensity and blue,
and stars are projected on to the back projection screen to
represent the night sky. A moving animation of a sparrow
is projected to highlight the significance of the sparrow in
the story. Jimmie’s anger when Subhi says they could move
suggests she still clings to the memory of her mum in this
physical place. This is paralleled by the way Subhi hopes that
his Ba will arrive in the detention centre one day.
When the story of Oto and Anka begins, the back fence
is pulled back to signify we are no longer in the detention
centre, and warm amber lights highlight stage centre to create
a separate ‘world’ on stage from Subhi and Jimmie. The
ensemble work together to create the story on stage, using a
simple ladder prop to create a well, and Oto entering the well.
Baby Anka is created through puppetry, with the puppeteer
providing the voice and moving the baby’s head. We see
the ensemble create the characters of Oto, Anka and Mirka
through full head helmet masks. In this type of mask work it
is important for the actors to concentrate on their focus and
eyeline, and to turn out to the audience frequently so we can
see the mask.
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The performers also need to use bigger physical gestures
and exaggerated, expressive movement as we can’t see facial
expressions. The use of stage space is interesting as Subhi
becomes part of the story, embedded within the action as
he tells it, whilst Jimmie remains outside of the story as a
spectator.

26

3. eli in alpha

Commentary: In this scene, Subhi visits Eli in Alpha, the area of
the camp for single men where he has been moved to. Subhi
confesses to Queeny and Eli that he was attacked by some older
boys, they took his shoes and made him tell them where the
stash of packages was. Queeny reveals that she has got hold of
a camera, so they can show people on the outside “the truth.”
Subhi is worried they will get caught. Eli explains that in order
for them to be free one day, they have to show the world these
pictures. The detainees then stage a photograph with a protest
banner. When they all leave, Subhi is left on stage alone.
Questions for students to consider:
• What is the significance of the set configuration in this scene?
• What is the relationship between Subhi and Eli and how is this
conveyed in this scene?
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• How does Siobhan Athwal use her performance skills to convey
Queeny’s anger and determination in this scene?
• Why is Subhi so frightened about taking photographs with the
camera? How is this conveyed on stage?
• How is atmosphere created and changed in this scene?
• What does the sound design contribute to this scene?
• What is the significance of Subhi being left alone on stage at
the end of the scene?
Analysis: The set configuration is interesting in this scene,
as despite the closed fencing there is still an intimacy in the
relationship between Eli and Subhi, suggesting that the fence
can’t divide them. Subhi is delighted to see Eli, suggesting
he looks up to him. In this scene, Athwal shows an angry
determination in Queeny’s character about showing the truth of
what it is like in the camp, and Subhi is too young to understand
this. Queeny lashes out at Subhi, wanting him to wake up.
Perhaps because Subhi was born in the camp, he is fearful of rulebreaking and getting caught, which Chowdhury conveys through
his performance. Tense, percussive music starts when Eli climbs
up the fence to display a banner, and the detainees pose for a
photograph. The music, combined with the urgency in Athwal’s
performance creates a tense atmosphere on stage. When the
detainees pose for the photograph, the fencing is effective in
creating the impression that they are imprisoned or ‘caged’.
The set design here creates a real divide between the detainees
and the rest of the world – which Queeny is trying to break down
through her photographs. At the end of the scene, Queeny is
triumphant that this photograph will make the newspaper, leaving
a moment of hope for the audience at the end of Act One. As the
other characters leave, Subhi is left alone and is spotlit downstage
left. The bright intensity of the lighting combined with Yaamin
Chowdhury’s body language could suggest that Subhi has
experienced a loss of innocence, something has changed in Subhi
– he has been confronted with the harsh bright light of reality.
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4. Oto, Anka and the Soldiers

Commentary: In this scene, Jimmie visits again and Subhi has
more insight into life ‘outside’. Jimmie takes a selfie of them
which is a new concept to Subhi. In the Oto and Anka story, we
see Oto and Anka’s village attacked by soldiers, and the couple
are separated: Oto is beaten and Anka is taken away by the
soldiers. Oto and Anka are created through full head helmet
masks, and the Soldiers are backpack puppets, worn over the
shoulders of the actors.

• How have the characters of the Soldiers been created?
• What is the effect of the Soldier puppets and what is your
reaction as an audience member?
• What is the significance of this moment in the Oto/Anka story?
• How does the atmosphere on stage change when the puppets
enter?
• How does the sound contribute to the storytelling in this scene?
Analysis: The innocence and naivety we see in Subhi when
Jimmie takes a selfie is a stark reminder of his life inside the
detention centre, and how removed it is from life outside. The
fact that Jimmie wants a selfie with Subhi could suggest she feels
very close to him now, and proxemically they are much closer on
stage now, compared to when they first met. When Subhi begins
to tell the Oto and Anka story, again the back fence is pulled back
to mark the transition, and soft, melodic piano music starts. The
music creates a calm, loving atmosphere on stage and represents
the close relationship between Oto and Anka. This changes when
the Soldiers enter, with the repetition of a low pitched single note
on the piano signifying their arrival. The proxemics of the two
Soldiers entering upstage behind Oto and Anka increases the
sense of threat. The lighting also changes, as the warm amber
used to show the magical world of the story within a story is
replaced by cold blue lighting. As Subhi and Jimmie watch the
story from the edges of the stage, their body language is hunched
and tense, further creating a sense of fear. There is a high-pitched
tinkling sound effect as Mirka places the bone sparrow on Oto,
creating a sense of magic and suggesting its mysterious power.

Questions for students to consider:
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• Can you imagine seeing a smartphone for the first time? What
would your reaction be?
• How does Subhi react to the selfie photo and how does Yaamin
Chowdhury convey this?
• How has Subhi and Jimmie’s relationship developed since they
first met?
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5. the riot

Commentary: In this extract we see the detainees rising up and a
riot in the detention centre, led by Eli and Queeny. Subhi is caught
up in the midst of this, and then Jimmie arrives, who is now very
unwell after the scratch on her arm from a rusty nail has become
infected. Subhi tries to avoid the Jackets, now wearing riot gear,
and get to Jimmie whilst the riot rages on.
Questions for students to consider:
• How does the music change to create the atmosphere of the riot
on stage?
• How do the actors use the stage space and their physical skills to
create the riot?
• How does the lighting change to create the atmosphere of the
riot on stage?
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• What are the different sources of lighting used in this scene?
• How is the set design used in different ways in this scene to
convey different locations?
• How does Mary Roubos convey Jimmie’s illness and fear through
her performance skills?
• How does Yaamin Chowdhury convey Subhi’s emotions in this
scene through his performance skills?
Analysis: The music by Arun Ghosh in this scene has a drum and
bass style with South Asian influences through the use of the tabla
drum, to create a really interesting soundscape. The pounding
beat helps create the rising tension of the riot. The vocals by
Sohini Alam could help to create a sense of hope and excitement
in the scene. The detainees, led by Eli and Queeny, use sharp
choral movements choreographed to the music to create a stylised
impression of a riot. The lighting design also works in sync with
the music to create tension. The actors use the full stage space
and the high energy and pace of their movement keeps the
tension high. At first Subhi cowers downstage left and watches the
action, suggesting he doesn’t understand what is happening and
is frightened. Subhi then moves through and amongst them, with
stumbling disorientated movements as he looks for Queeny. When
Subhi sees Jimmie at the fence, the ensemble move in slow motion,
so our focus is drawn to Jimmie and Subhi, spotlit downstage
left. As the two Jackets enter in riot gear, their movements are
controlled, slow and in unison, and contrast to the movements of
the detainees. The back fence is pulled back to show we are now
outside the centre as we see Jimmie stumble across the back of the
stage, looking very unwell, as Subhi frantically cuts the wire at the
front of the stage – this juxtaposition and use of proxemics raises
the tension even more. The stage space is used to show a change
of location as we see Subhi escape from the detention centre
through the fence down stage, and Jimmie is lying centre stage, in
an empty space which represents her street. An animation of a tall
Gum tree is projected on the back projection screen to show we are
near Jimmie’s house. The frantic beat fades out as Subhi reaches
Jimmie, allowing a moment of calm as Subhi calls the emergency
services to help Jimmie.
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set design
Task: Ask students to sketch the set from memory, labelling it with
details they can remember. Students could also list all the different
locations created on stage by the set. If they can remember, they
could also sketch how the fences were configured in different ways at
different moments.

the process of set design
As she explains in her video interview, Miriam researched ideas for the
set first, and was also inspired by contemporary artists such as Fred
Williams, an Australian painter.
Task: Students could conduct their own research and create a mood
board showing images of: detention centres, protests, the Australian
outback, deserts, diamond fences, tents used in refugee camps, and
Fred Williams’ art work.
An important part of the set design process is for the designer to
produce a model of the set, which is then shared with the director and
creative team. In these images you can see Miriam’s model of the set
design – students could think about how these images developed into
the final set design they saw in the production.
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Creating different locations
on stage

production images

In the production, the set was used to create different locations on
stage, such as:

Students can study the images on the next pages and use these
to analyse the use of the set design in particular moments of the
production.

• Maá’s tent: A canvas sheet was hooked on to the fence to represent
the opening of Maa’s tent
• The canteen: One section of the metal fence swung down to create
a serving hatch, and a blackboard was hung on to the fence to
display a menu
• The family area: The stage was empty to show the ‘general’ family
area of the camp
• Alpha: The fence was fixed across the centre of the stage to create a
division between Eli in Alpha and Queeny and Subhi in Family
• The Camp Perimeter: A section of the fence was brought
downstage and fixed diagonally to create a division between Subhi
on the inside and Jimmie on the outside
• The Oto/Anka story: The back fence was pulled back to create a
free, empty space during the telling of the Oto/Anka story within a
story. This helped to represent the space of imagination and fantasy,
away from the reality of the camp.
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by Robert Day
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Questions for students to consider:
• Was the set design naturalistic? Was it sometimes symbolic?
• What atmosphere did the metal fencing create?
• Did the set design create certain emotional responses for you? When?
• Was the fencing always ‘visible’ or were there times when you didn’t
notice it?
• Can you think of examples when the actors interacted with the set to
create specific effects?
• Can you think of examples when the set and the lighting worked
together to create specific effects?

costume design
Task: Ask students to sketch the costumes they can remember from the
production; they could do this in pairs or small groups and you could assign
them one character each. Remind students that detail is important and
ask them to label with colour, length, shape, fit, fabric, and pattern if they
can remember. You could then ask them to label the costume with analysis,
suggesting what was significant about the different aspects of the costume
and what it communicated about the character.
The process of costume design
As explained in her video interview, designer Miriam Nabarro started the
process of costume design with research, and then developed draft designs
to share with the director and creative team. Students could research
the following and bring a mood board of ideas to a lesson where you will
explore the costume design in more detail:
•
Colour palette of Australian desert
•
Traditional Rohingya clothing
•
Images of asylum seekers in detention centres
•
Guards in detention centres
Miriam’s costume sketches
Here are images of Miriam’s costume design which you can share with
students. Here, students can see the process of design and how these
initial images developed into the final costumes.
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Aspects of the costume design
Rohingya Clothing - Traditionally, men and women wear a Longyi,
a long cloth wrapped around the waist, with a check pattern. In the
play, Nasir, Ba, Maá, and Queeny wear this. Rohingya women would
dress modestly and cover their heads, which is reflected in Maá and
Queeny’s costumes. Maá wears a hijab, a traditional head covering for
Muslim women. Older men would also cover their heads.
‘Found’ clothing – Maa, Queeny, Eli, Subhi, Nasir and the detainees
in the ensemble wear found or donated clothing, as they would have
arrived at the detention centre without some of their own belongings.
Ensemble base costume – Miriam designed the ensemble costumes
to be in earthy, warm tones to reflect the hot, dry and dusty setting of
the Australian desert. The costumes are neutral and give the ensemble
a sense of being a chorus.
Questions for students to consider:
• What is the significance of Maá, Queeny, and Nasir wearing a
combination of traditional Rohingya clothing and found clothing?
• Why does Subhi not wear Rohingya clothing?
• What is the significance of Eli wearing an ‘Australia’ hoodie in the
play?
• How do the Jackets’ costumes contrast from the detainees’
costumes, and what effect does this create?
• How would you describe Jimmie’s costume and what does her
costume signify about her character?
• What is the effect of the ensemble base costume, and how do you
see this work in specific scenes?
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costume photographs
by Robert Day
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lighting design
In the production, several different types of lighting devices were used
to create a wide variety of effects:
Tungston lamps – Traditional wide angled lights with bulbs, to create a
wide beam of light.
LEDs – LEDs are more modern, cost effective lights which are lower in
energy to run, and can change colour. They can create full washes of
colour on stage.
Spotlights – Tightly focused beams of light to illuminate one or two
people or a small area of stage.
Set practicals – Working lights that appear on stage within the world
of the play, such as the security floodlights.
Haze – Water vapour that creates a smoke effect and allows the beams
of light to be more textured and visible.
Projection - A back projection screen is used, and this can be
projected on from the front with animation or can be backlit to create a
wall of colour.
Questions for students to consider:
• How did the lighting create different times of day during the
production?
• How did the lighting help to create a sense of the location of the
Australian Outback?
• Was the lighting naturalistic, or symbolic, or both?
• Can you think of examples of when the lighting helped the audience
to focus on a particular area of action on stage?
• Can you think of examples when the lighting helped to create or
change the atmosphere on stage?
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production
photographs
by Robert Day
In these photographs from the production, students could try to label
the lighting effects used, and comment on the effectiveness in these
particular moments of the play. To extend this exercise, students could
have one moment each and could create a mini group presentation, or
could write an exam-style response based on their moment from the
play.
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Composition and Sound Design
The Bone Sparrow has original music and sound design composed by
Arun Ghosh, with vocals by Sohini Alam.
Task: Students could watch the video interview with Arun Ghosh and
make notes on the role of a composer and sound designer. Students
could look for the answers to these prompt questions:
•
•
•
•

What does a composer and sound designer do?
Who does a composer and sound designer collaborate with?
What is the function of music and sound in a production?
What examples does Arun give of using sound to create specific
effects?
• What has influenced Arun’s sound design?
• What instruments were used to create the music?
Students can use the key extracts in this pack to listen to the sound
and music design. You may want to ask students to close their eyes if
they are comfortable to do so, just to focus on the sound, and then ask
them to watch again to see how the sound supports the action.
Key moments to look at:
Key extract 1 – The Night Sea: Students could listen to the music and
sound in this extract and analyse how the sound helps to create the
magic of Subhi’s Night Sea, and also how the sound design supports
two transitions in this section.
Key extract 4 – Oto, Anka and The Soldiers: Students could listen
to the music and sound in this extract and analyse how the sound
supports the creation of the ‘story within a story’ section of the play.
They could look at how the sound helps to transport us to a different
world of storytelling.

Puppetry and Mask Design
There are several different types of puppets used in the production,
designed by Alison Duddle and made by Alison and Marc Parrett.
Task: Ask students to make a list of all the different puppets and
masks they can remember from the production. As an extension, they
could write down or sketch how each puppet was operated.
Puppets and masks used in the production:
• The Sparrow - stick puppet made from wood
• The Shakespeare Duck – A small puppet operated by hand, and a
larger stick puppet on wheels, designed to look like a real rubber
duck. Another version of the large puppet was also occasionally
operated by hand.
• Oto, Anka and Mirka - full head helmet masks, made from paper
• The Soldiers – backpack puppets worn by the actors
• Eli’s Whale – silk windsock puppet
As extension work, students could research each of the above types
of puppetry to find out more about how they are made and operated.
Questions for students to consider:
• Why do you think some of the characters are puppets? Why were
these creative decisions made?
• What skills do the puppeteers need to have?
• What function do the puppets and masks serve in the story?
• How did the puppets and masks help to tell the story in certain
sections?
• What is the significance of the materials and colours of the puppet
and mask designs in the play?
• How did the puppets interact with the actors in the play?

Key extract 5 – The Riot: Students could listen to the music and
sound in this extract and analyse how the sound supports the action
and creates a tense and exciting atmosphere.
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Puppetry
Photographs
by Robert Day
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Using The Bone Sparrow as a Devising Stimulus
The following practical exercises could help develop students’
understanding of the text and could spark creative ideas for a devised piece
of theatre using The Bone Sparrow as a starting point. After watching
the play, some or all of these exercises could also help students focus on
key scenes and characters they want to explore in more depth for their live
theatre work. You could pick and choose from these activities or put them
together for a longer workshop.
1. Key moments: After students have watched the play, ask them to split
the story into 10 key moments, which they could write on sticky notes or
paper. Once they have established their 10 key moments, they can then
develop each moment into a still image, and then work on transitions
between each image.
2. Day in the Life: Using their knowledge of the play, ask students to write
down on large pieces of paper what an average day in the detention centre
camp would look like for Subhi. Where does he go? Who does he see?
What does he do? Students could then write down what an average day in
their own lives would look like, to prompt discussion about the challenges
some people face and the inequality which exists in the world.
3.Letter Writing: Ask students to imagine they are one of the characters
in the play, and write a letter in role to another character. Examples of
letters they could write are: Subhi writing to Ba, Subhi writing to Eli when
he is moved to Alpha, Jimmie writing to her Mum or Dad, Maá writing
to Ba. Students could then develop their writing in role into monologue
performances or group performances.
4. Untold Stories: Students could consider the characters in the play who
we know less about and deepen their understanding of these characters
through improvisation work. They could think about the backstories of
Harvey, Nasir, Ba, Eli or Beaver, and develop a short improvisation to show
this character’s life outside of the play.
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5. Journeys: Journeys are a key aspect of the production, both literal and
figurative. Students could think about the journey Subhi’s family would have
had to make from Myanmar to Australia, and the conditions they may have
travelled in. Students could look at maps to research the route or use the
internet to research the treacherous journeys asylum seekers make

Students could use this research as a stimulus for a piece of devising on
the theme of journeys.
6. Shadow Puppetry: The story of Oto and Anka is told through mask,
puppetry and movement in the play. Students discuss how this was done
in the production, and could retell a section of this story through simple
shadow puppetry – using a white sheet, card puppets, and a strong torch.
7. Staging the Riot in the Camp: The climax of the action is a fire that
spreads through the camp and the ensuring chaos and rioting. Students
could dramatize this complex section of the text in their own way. The
following stage directions could be used as a starting point:
• Queeny and Eli, caked in sweat, set fire to two different parts of the
stage. This act is done with reverence, urgency and rage. They are fed
up. This is their protest.
• Over the course of the scene, the smoke grows and takes over the
stage.
• The yelling grows, the sound of fire and things breaking grows.
• The sound of the riots grow and grow. There are more scuffles.
• The riots break open the set. Scuffles with detainees break down
fences. The stage becomes a mess.
To stage this part of the action, students could use physical theatre,
soundscapes, coloured fabric, multimedia, lighting and sound – or
whatever resources they have available to them. Encourage students to
be imaginative with the resources available, for example – classroom chairs
could be held up to represent fences.
8. Epilogue: The play ends with Subhi talking to Zara, an investigator. He
decides to tell her what happened in the detention centre. Students could
stage an epilogue scene, which continues Subhi’s story. Here are some
ideas for scene work:
• Students could start a scene with the final line of the play: “Once there
lived a kid in limbo called Eli. And this is his story” and tell the story of
the play from Eli’s perspective.
• Students could show what happens to Subhi or Queeny after the play
has ended.
• Students could show a scene between Subhi and Jimmie set after the
play has ended.
• Students could develop a scene showing an interview between Zara
and Harvey.
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scene extracts
These scene extracts could be used in the devising process, or to help
jog students memories of key scenes in the performance.

Extract 1 – Subhi, Queeny and Eli
A worker puts up a sign for the meals that day. Breakfast is porridge,
dinner is soup. But lunch is chicken and roasted vegetables and fruit
salad for dessert.
QUEENY: Subhi, look. Look!
SUBHI: Fruit! At lunch time! Real fruit.
QUEENY: And real chicken.
ELI: And real vegetables.
QUEENY: (nudging Subhi) See? Good news.
SUBHI: But why?
ELI: Government people must be visiting.
QUEENY: Or the Human Rightsters. The food is always the tastiest
when they come.
SUBHI: So that’s why Beaver’s on today
QUEENY: Mmhm.
ELI: One day, when we’re outta here, we’ll eat like that everyday, little
bud.
SUBHI: Really?!
ELI: Even better than that! You know, there are places in the world that
are so cold that you can’t last an hour without freezing right up, and the
only thing that can save you is hot chocolate so sweet and hot it burns
your throat and thaws you out from the inside.
SUBHI: What’s hot chocolate?
ELI: Sugar and chocolate and milk and more sugar all melted and / hot
and
SUBHI: No way?!
Queeny just shakes her head but Subhi laps it up.
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ELI: One day, the two of us will be world famous hot-chocolate chefs.
I’ll make it and you’ll do amazing drawings in the milk.
SUBHI: You’re crazy!
ELI: That’s something people do!
SUBHI: Really?
ELI: Really. People will come from all over just to taste your drawings.
They laugh. Then a worker comes over and serves breakfast. It’s slop.
It’s disgusting.
SUBHI: (deflated) Lunch feels so far away.
ELI: Just imagine it’s hot chocolate, Subhi.
SUBHI: No thanks. I’ll wait. (he pushes the food aside) Queeny? Tell
me the donkey story?
QUEENY: / Subhi...
SUBHI: Please! Just like Maá used to? Before she stopped....
QUEENY: Subhi.
SUBHI: (whispering) We made a deal. I run the packages for y’all, you
tell me Stories
QUEENY: / Shut up!
ELI: Sssssh! For god’s sake tell him a story, Queeny.
QUEENY: (frustrated) Once there was a donkey called Ansuro. The
end.
SUBHI: / Queeny!
ELI: Yeah come on Queeny! What kind of story is that?!
QUEENY: Argh! ... In the village we grew up in
SUBHI: Yay!
QUEENY: Shut up! In the village we grew up in- Me, Maá and Ba
SUBHI: When I was still / in Maá’s belly
QUEENY: When you were still in Maá’s belly, yes. We had a donkey.
Called Ansuro.
Subhi begins to draw in his book.
QUEENY: (grabbing his book) How many donkeys and stars do you
have in there?
SUBHI: (grabbing it back) There are other things too!
QUEENY: What, fences and dirt?
SUBHI: Just tell the story!
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QUEENY: On special days, when we went swimming in the river
SUBHI: Which was in the jungle, / at the edge of the village
QUEENY: In the jungle / at the edge of the village, yes. The donkey
would follow us into the water. Donkeys don’t usually like to swim. But
this one did.
So we called it (RUÁINGGA) Ansuro. Swimmer.
SUBHI: (tasting the word) Ansuro.
ELI: I’ve always liked this donkey.
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Extract 2 – Subhi and Jimmie

NOTEs

SUBHI: Jimmie?
JIMMIE: Yeah?
SUBHI: ...What’s it like?
JIMMIE: What?
SUBHI: Your room.
JIMMIE: Like... a normal bedroom.
SUBHI: We live in a big tent. Our beds are made of steel. In those
books Harvey brings me? None of the beds look like that.
Jimmie stares at Subhi, then nods, understanding.
JIMMIE: ...Well, I have my bed in the corner, so when I’m lying on it
I can look out the window to our back garden and the washing line. I
have two pillows on my bed and a photo of my mum on the drawers
next to it. I have the dragon poster and... my school bag. (she shrugs)
That’s kind of it. And the walls are green.
Subhi soaks up every word.
SUBHI: When the people here tell me their stories, they’re from far
away. Stories from other countries and other times. Stories of getting
here. But no one has a story from just Outside. None of us knows what
it’s like just the other side of the fences.
Beat.
JIMMIE: I’ll show you all over someday, Subhi, I know this place better
than anyone. Near my house there’s this paperbark tree full of pink
galahs. They always come before the rains. And there’s an abandoned
mine with the biggest holes I’ve ever seen in it. You could see them
from space! And there’s a lake in the desert! A real lake! I followed the
birds there. Someday I’ll take you everywhere there is to take and we’ll
explore together everything there is to explore. I promise, OK?
SUBHI: ...Ok.
Subhi nods, overwhelmed.
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Extract 3 – Maá and Subhi
Maá takes Subhi’s hand.
MAÁ: Subhi? ... Ba is dead. He’s been killed. I know its true because
I saw. They showed me photos. After that I... it was like the light had
been pulled out of the world. What had we come all this way for, then,
for him not to follow?
QUEENY: I’m sorry, Subhi. But Maá . . . Maá wanted to tell you herself.
She kept saying she would, that she just wanted to find the right time.
And then she started sleeping more and . . .
Long pause.
SUBHI: (despondent) So I’ll never meet him.
MAÁ: It doesn’t matter that you didn’t meet him. You are so much like
him.
Ba enters, and watches his family.
SUBHI: I’m not like him. Ba was brave, and spoke the truth. Ba would
have stopped Beaver. I just....
MAÁ: You are just a boy. You are like your Ba, but you have not
become him yet. Someday, though...
As Maá speaks, Subhi stands and walks to the ghost of his father,
staring at him, studying him.
QUEENY: Someday, you will become him.
MAÁ: And you will tell our story. Of not being allowed. Of how we
woke up one day to find we were no longer citizens in our own country.
Of Queeny not being allowed to go to school or Ba to work or me to
the hospital. Of having our house burnt down and our animals killed.
Of being arrested. And the military taking away our food and our
property and our access to any land. Of running from the police and
the soldiers. And so much running. Of Ba being arrested for writing his
poems. And not being allowed back. Of our friends disappearing and
people dying. Of being attacked by the military again and again and
again until we got the message. You are not welcome here and you will
never be welcome here. Of fleeing. A million people on a thousand
boats. And so much fleeing. And not to one place but many.
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Of a breaking up that can never be put together again. Of every new
land telling us that we do not belong. Not in their place. And not in
any place. So now an endless waiting. Of becoming the largest group
of people in the world with nowhere to live. And knowing that if we
go back home, to Burma we’d be killed. We would be returning to a
genocide. But we do belong Subhan. We made it here. And we are
here. We survived a genocide. And so now we do belong. And you will
tell our story.

NOTEs
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