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It	all	started	with	a	party.	The	party	to	end	all	parties.	My	name	is	Blasko	
Tupper	-	oh	wait	-	I	forgot	to	press	hash.	[pauses	before	hitting	the	#	key].	

Prepare	to	die.	[She	hits	the	#	key	–	BOOM]	
Blasko	

	
ABOUT	THIS	RESOURCE	
Part	 1	 of	 this	 resource	 offered	 you	 contextual	 information,	 a	 synopsis,	
information	 about	 the	 cast	 and	 creative	 team,	 some	discussion	 on	 theatrical	
styles	 and	 some	 explorative	 activities	 to	 build	 an	 initial	 understanding	 about	
the	production.	Part	2	is	designed	for	after	the	show	and	for	the	detailed	and	
in	 depth	 discussion,	 analysis	 and	 evaluation	 you	 will	 undertake	 to	 make	
meaning	from	the	production	as	a	Theatre	Studies	student.	You	may	also	find	it	
a	 useful	 way	 to	 build	 a	 bank	 of	 notes	 as	 revision	 for	 the	 end	 of	 year	
examination.	

	
QUESTIONS	FOR	ANALYSIS,	DISCUSSION	AND	EVALUATION	

	
Now	that	you	have	seen	a	performance	of	the	production	here	are	some	questions	and	activities	
aimed	at	evaluating	and	analysing	it	for	the	purposes	of	understanding	and	making	
meaning.	A	reminder	of	the	Key	Skills	you	need	to	focus	on	in	order	to	write	your	SAC.	
	
•	Analyse	the	character/s	in	the	production	including	status,	motivation	and	characteristics 	
•	Analyse	and	evaluate	interpretation	by	actor/s	of	a	playscript	in	performance,	including	
the	acting	skills	used	by	actor/s	to	realise	character/s,	the	use	of	focus	and	the	acting	space	
and	the	interrelationships	between	acting,	direction	and	design 	
•	Analyse	the	use	of	language	to	convey	the	intended	meanings	of	the	play 	
•	Analyse	and	evaluate	the	establishment	and	maintenance	of	the	actor–audience	
relationship 	
•	Analyse	the	ways	that	actor/s	work	within	the	theatrical	style/s	utilised	in	the	production 	
•	Use	theatre	terminology	and	expression	appropriately		
	
	
THE	WORLD	OF	THE	PLAY	
The	world	of	the	play	is	that	which	is	created	on	stage	through	the	narrative,	the	characters,	
the	stagecraft,	the	theatrical	styles	and	the	contexts.	

• How	would	you	describe	the	world	of	MMLSF?		
• Is	it	realistic?	Fantastical?	Of	its	own	construction?	
• What	Theatre	Studies	terminology	can	you	use	to	describe	it?	
• Is	it	a	believable	world?	Why?	Why	not?	
• At	what	point	do	we	enter	the	characters’	lives?	
• At	what	point	do	we	exit	their	lives?		

[NOTE:	 You	 might	 like	 to	 also	 consider	 these	 questions	 when	 you	 approach	 your	
interpretation	of	a	selected	monologue	for	the	Stagecraft	Examination]	
	



	
	
STRUCTURE	
MMLSF	is	a	scripted	musical	play.	It	is	structured	in	two	acts	with	a	very	short	interval.		

• Within	this	structure	was	the	narrative	linear?		
• Were	there	flashbacks?	Was	the	narrative	disjointed?	
• Did	the	production	jump	cut	to	different	moments	and	scenes?	
• If	so,	how	did	this	approach	contribute	to	the	theatrical	styles	inherent	or	intended	

in	the	production?	
• How	did	the	songs	contribute	to	the	structure	of	the	production?	

	
LANGUAGE	–	Verbal	and	Non-Verbal	
Language	guides	the	actors	towards	the	characters…but	if	they	move	to	far	towards	the	
grotesque	it	ceases	to	be	funny	and	we	don’t	care	about	the	characters	any	more…it	is	
important	that	actors	always	place	at	the	centre,	the	truth	–	Anthony	Crowley,	
Writer/Director,	May	2018	

• Discuss	this	description	of	the	writer/director’s	approach	to	language	
• Do	you	think	the	language	in	MMLSF	enabled	the	actors	to	find	a	central	truth	even	

within	the	world	constructed?	
• What	examples	can	you	give	where	this	may	be	the	case?	

	
Writer/Director,	Anthony	Crowley	described	some	applications	of	language	within	MMLSF	
as	follows:	

• There	are	musical-like	motifs	
• Motor	Mouth	speaks	in	a	complex	way	
• Suck	Face	is	more	lurid	–	the	darker	side	of	life	as	a	voyeur	
• The	parents	–	use	language	where	they	never	say	what	they	really	mean	–	subtext.		
• Blasko	is	literal		
• Zombie	Boy	is	expository	

What	examples	can	you	think	of	from	the	production	that	illustrate	these	comments?	
	
	
	
	
	



	

	
	
	
Director	Anthony	Crowley	talks	about	how	the	actors	move	from	spoken	word	to	song	
smoothly.	He	states	that	this	can	be	a	challenge	in	a	musical.	See	this	link:	
https://www.facebook.com/motormouthlovessuckface/videos/2283231028371109/		

• What	did	you	notice	in	the	production	about	how	the	actors	moved	from	spoken	
word	to	song?	

• How	did	their	use	of	non-verbal	language	and	physicality	enable	a	smooth	
transition?	
	

THEATRICAL	STYLES	
In	Part	1	of	this	resource	there	is	a	comprehensive	discussion	about	theatrical	styles	present	
in	MMLSF	as	offered	by	the	writer/director.	Revisit	that	section	and	the	activities	offered	
and	discuss	and	analyse	now	that	you	have	seen	the	production.		
	
Also	consider	the	following:	
	
It	becomes	too	intense	without	humour.	Humour	allows	us	to	have	a	relationship	with	the	
dark	themes	but	let	us	explore	them	and	experience	them	and	open	the	door	to	them.	The	
comedy	is	about	HOPE.	In	the	comedy	is	the	hope.	Catharsis	in	tragedy	or	in	comedy	–	
Anthony	Crowley.	

• How	is	humour	used	to	counter	the	darkness	of	the	impending	doom?	
	
MMLSF	also	has	a	sense	of	the	soap	opera	or	domestic	drama.	

• What	conventions	or	aspects	of	these	styles	do	you	think	were	evident	in	the	
production?	

	
Anthony	Crowley	also	talks	about	the	introduction	of	the	band.	This	is	an	important	part	of	
the	world	of	the	play.	

• How	do	you	understand	the	presence	of	a	live	band	in	a	highly-fictionalized	world?		
• Does	the	band	adopt	a	‘character’?	Do	the	cast	directly	refer	to	the	band?	
• How	would	you	describe	their	function	and	purpose	within	the	world	of	the	play?	



	
The	extremity	and	absurdity	of	the	form	means	it	is	a	metaphor	for	what	we	confront	in	
everyday	life	–	Anthony	Crowley.	

• How	do	the	theatrical	styles	address	the	inherent	violence	of	murder,	zombifying,	
dismembering	etc?	Is	it	just	violence?		

• Do	you	agree	that	the	production	is	absurd	in	its	form?	What	clear	examples	can	you	
offer?	

	
DIRECTION	INCLUDING	USE	OF	SPACE	AND	ACTOR	AUDIENCE	RELATIONSHIP	
Director	Anthony	Crowley	talks	about	how	he	has	worked	with	the	actors	to	enable	them	to	
move	from	spoken	word	to	song	smoothly.	He	states	that	this	can	be	a	challenge	in	a	
musical.	See	this	link:	
https://www.facebook.com/motormouthlovessuckface/videos/2283231028371109/		

• What	did	you	notice	in	the	production	about	how	the	actors	moved	from	spoken	
word	to	song?	

• How	did	their	use	of	non-verbal	language	and	physicality	enable	a	smooth	
transition?	

	
The	director	states;	The	actors	need	a	strong	physical	approach,	we	need	to	raise	the	stakes	
and	to	have	the	actors	responding	fully	with	their	body	and	their	mind.	They	are	archetypal	
characters	as	well	–	carrying	the	character	through	the	body.	

• What	evidence	did	you	see	of	this	physicality	in	the	direction	of	the	show?	
	
The	performance	space	at	La	Mama	Courthouse	is	end	on	for	this	production	

• What	is	an	end	on	performance	space?	
• What	opportunities	and	challenges	does	it	offer?	
• How	did	this	impact	the	staging	of	the	production?	
• What	actor-audience	relationships	were	created,	sustained	and/or	manipulated?	

Give	specific	examples	of	this	using	moments	from	the	production.	
• Where	was	the	band	in	relation	to	a)	the	actors	and	b)	the	audience?	
• Did	the	band’s	presence	and	location	impact	actor-audience	relationship?	
• Given	that	the	performance	space	is	very	small,	evaluate	how	the	director	utilized	

the	space	to	enable		
	
A	dominant	theatrical	style	in	the	production	is	musical	theatre.		

• Discuss	how	the	songs	were	directed	and	choreographed	
• Select	one	song	and	evaluate	and	analyse	how	it	was	directed	in	terms	of	use	of	

space,	actor-audience	relationship,	focus	and	use	of	expressive	skills.	
	
	

SUCK-FACE:	Because	if	you	can	understand	this	–		
BLASKO	enters	with	her	chainsaw. 	
BLASKO:	If	by	some	miracle	clarity	wedges	its	sweet	toe	through	the	dark	door	of		
apathy	– 	
SUCK-FACE:	Then	maybe	-	just	maybe	there’s	hope	for	us	all	–		
MOTOR-MOUTH:	In	this	knee	deep,	existential	sludge-pile	we	so	loosely	refer	to	as	life.		

	



	
The	director	talks	about	working	with	the	actors	in	the	production	to	create	character.	He	
says:		
Motor-mouth	has	 to	 chart	 through	a	physical	 transformation,	 learning	how	 to	 express	his	
passion	 physically,	 for	 another	 person,	 to	 transform	 his	 body	 in	 order	 to	 realise	 that.	 For	
Suck-face	 it	 is	 someone	who	has	 to	 find	emotion,	and	one	who	 is	 scared	of	 their	 feelings.	
Blasko,	spy-cum-only-child,	a	sense	of	being	on	the	spectrum,	everything	about	her	body	can	
be	funny	if	done	inside	the	character.	The	actors	have	to	work	out	what	they	want	and	how	
their	body	expresses	and	they	have	to	pursue	that	throughout	the	play.	
	

• How	does	this	description	of	the	characters	relate	to	direction?		
• What	 directorial	 comments	 might	 have	 been	 made	 in	 order	 to	 guide	 the	 actors	

towards	making	choices?	
• Select	 one	 of	 the	 characters	 mentioned	 above	 and	 examine	 the	 relationship	

between	direction	and	acting	in	more	detail	
• Consider	how	this	may	impact	your	own	approach	to	the	Stagecraft	Examination	at	

the	end	of	the	year.		
	
STAGECRAFT	OTHER	THAN	ACTING	AND	DIRECTION	
Theatre	Studies	Unit	4	asks	students	to	consider	how	stagecraft	and	design	areas	contribute	
to	the	interpretation	of	scripts/monologues.	Let’s	now	consider	the	stagecraft	areas	of:	
Costume	Hair	and	Make-up,	Set	and	properties,	and	Sound	and	Composition.	
	
SET	AND	PROPS	
There	are	‘a	lot	of	props	in	this	show’	according	to	the	director	but	many	of	them	are	used	
and	re-endowed	with	new	meaning.	“It’s	all	about	how	the	actors	endow	the	objects	and	
they	believe	in	certain	things	and	how	you	[the	audience]	believe	in	certain	things	and	we	all	
enjoy	that	game	of	‘let’s	believe’!”	–	Anthony	Crowley,	Writer/Director	

• Make	a	list	of	the	properties	from	the	production	and	the	set	pieces.	
• How	would	you	describe	the	set/property	design	aesthetic?	Does	it	reflect	the	

theatrical	styles?	
• How	did	certain	characters	use	particular	props?		
• How	were	the	set	items	set	and	struck	or	moved?	
• How	were	props	endowed	and	re-endowed	as	the	director	mentions	above?		
• Evaluate	the	endowing	and	re-endowing	of	props	–	was	this	believable?	
• How	did	these	design	elements	contribute	to	the	actors’	capacity	to	create	and	

sustain	character?	
	
SOUND	&	COMPOSITION	
Motor-mouth	loves	Suck-face	is	an	original	musical	by	writer/director/lyricist	Anthony	
Crowley.	Therefore,	sound	and	composition	are	critical	design	areas.		

• Discuss	moments	when	you	particularly	noticed	either	SOUND	or	
MUSIC/COMPOSITION	in	the	show	

• Select	one	of	these	moments	and	more	deeply	analyse	it;	what	were	the	
sounds/musical	elements?		

• Were	they	diegetic	(within	the	world	of	the	characters)	or	did	they	sit	in	the	greater	
world	of	the	play	ie	for	the	audience?	

• Consider	the	character/s	and	narrative	moments	when	this	sound	or	music	occurred.	



• How	did	the	integration	of	sound/music	enhance	the	portrayal	of	character/s?	
• How	did	the	sound/music	reflect	the	theatrical	styles	of	the	production?	
• Did	the	sound/music	contribute	to	the	creation	of	non-verbal	language?	

	
COSTUME,	HAIR	&	MAKEUP	
Motor-mouth	loves	Suck-face	is	a	heightened	world,	an	apocalyptic	world.	It	is	a	world	
inhabited	by	zombies.		

• How	would	you	describe	the	aesthetic/palette	of	the	costumes?	
• How	would	you	describe	the	aesthetic	of	the	make-up	and	hair?	
• Does	the	aesthetic	of	these	design	areas	reflect	the	world	of	the	play?	
• How	do	these	design	elements	reflect	the	theatrical	styles	of	the	production?	
• Select	ONE	character	and	delve	deeply	into	the	costume,	make-up	and	hair	design	

used	in	the	production	
• Evaluate	how	the	design	choices	effectively	enhanced	the	portrayal	of	the	character.	

	
ACTING	AND	CHARACTERISATION	INCLUDING	MOTIVATION	AND	STATUS	
See	the	appendix	at	the	end	where	several	of	the	actors	have	offered	a	range	
of	responses	to	acting	and	characterization,	themes	and	ideas.		
	
But	also	consider	the	following	questions:	
	

• Where	did	the	actors	find	the	humour	in	the	work	-	was	it	through	jokes	-	or	was	it	
through	character	and	situation?		

• What	approach	has	the	most	emotional	impact	-	finding	humour	through	jokes	or	
situation	and	character.		

• The	characters	are	heightened	-	but	do	they	remain	relatable?	If	so	what	makes	
them	relatable?		

• How	did	the	actor	negotiate	the	moment	they	go	from	speaking	to	singing?	Is	there	
any	difference	in	the	way	they	act	-	is	there	a	significant	shift	in	energy?		

• How	do	the	actors	approach	the	text	so	that	it	stays	energised	-	and	there’s	no	“dip”	
as	it	moves	in	and	out	of	song?		

• What	do	the	actors	do	to	help	“raise	the	stakes”	and	make	it	feel	as	if	the	world	
really	is	about	to	end?		

• How	do	the	actors	use	a	vivid	internal	image	to	help	with	the	story-telling	and	
making	the	situation	feel	authentic?		

	

	
FURTHER	EXPLORATION	



In	Unit	4	Theatre	Studies	you	are	required	to	interpret	a	monologue	through	the	stagecraft	
areas	of	acting	and	directing	OR	two	of	costume/hair/makeup,	set,	properties	and	sound.	
This	part	of	the	resource	encourages	you	to	consider	how	you	might	interpret	the	following	
monologue	in	either	of	those	ways.	
	

We	live	to	be	loved.	It	is	the	crown	of	our	existence,	the	ocean	of	forever	upon	which	the	
galleon	of	immortality	floats.	Without	a	soul	to	cherish	our	own,	where	is	the	meaning	to	be	
found	in	a	Godless	world?	For	if	God	does	live,	his	goodness	and	power	only	flourish	in	the	
hearts	of	those	who	truly	know	love.	Standing	before	the	end	of	the	world	I	look	into	the	
darkness,	quintessential	questions	poised	upon	the	eternity	of	my	lips.	Who	am	I?	What	
purpose	did	I	serve?	Is	a	part	of	me	truly	connected	to	stardust	in	the	farthest	reaches	of	the	
galaxy?	All	I	want	is	another	human	being	to	look	into	my	eyes	and	recognise	the	truth	of	
my	soul.	In	that	perfect	moment	lies	enough	sweetness	to	last	a	millennium,	beyond	
planets,	beyond	stars,	into	the	hot	burning	passion	that	is	my	spirit	of	never-ness	and	ever-
ness.		

	
• Consider	how	you	might	interpret	it	in	a	naturalistic	way	
• Take	the	same	monologue	and	perform	it	as	if	you	are	slowly	transforming	into	a	

hideous	zombie.	Now	take	the	same	monologue	but	go	even	further	and	be	WAY	
MORE	GROTESQUE	with	your	physicality	-		while	still	being	true	to	the	monologue.		

• How	does	the	physicality	and	act	of	transforming	affect	the	text?	
• How	does	the	contradiction	-	the	contrast	between	the	physicality	and	the	text	-	

create	drama?	
• Does	doing	two	things	at	one	-	the	zombie	transformation	and	the	monologue	about	

love	-	help	the	performance?	If	so	-	how?	
• What	SET	ITEMS	would	be	present	in	this	monologue?	
• What	PROPERTIES	would	the	actor	need?	
• What	COSTUME/HAIR/MAKE-UP	choices	could	be	made?	

	
SHORT	ANSWER	QUESTIONS	
Select	two	or	more	of	these	to	respond	to	after	having	discussed,	analysed	and	evaluated	
the	play.	Choose	ONE	actor	then:	

• How	did	the	chosen	actor	establish	and	maintain	the	actor–audience	relationship	
during	one	or	more	specific	moments	in	the	performance?	

• Evaluate	how	the	chosen	actor’s	use	of	two	or	more	expressive	skills	was	informed	
by	the	intended	meaning	of	one	or	more	specific	moments	in	the	performance.	

• How	did	the	chosen	actor	use	focus	and	the	acting	space	during	one	specific	moment	
in	the	performance?		

• How	did	the	chosen	actor	realise	one	character	in	the	production,	using	verbal	
and/or	non-verbal	language	AND	Two	or	more	expressive	skills?	

• How	did	the	chosen	actor’s	performance	relate	to	aspects	of	the	production	design	
of	the	selected	play?	

• Evaluate	how	the	chosen	actor	realised	one	or	more	characters	in	the	play	
	
	

	
	



APPENDIX	
ACTING	AND	CHARACTERISATION	–	What	the	actors	said	

	

This	 section	 focuses	 very	 much	 on	 the	 creation	 of	 the	 characters	 in	 the	
production.	 It	aims	to	generate	rich	discussion,	analysis	and	evaluation	of	the	
actor	in	performance,	a	key	part	of	Outcome	3	in	Theatre	Studies	Unit	4.		
	
Some	 of	 the	 cast	 from	 MMLSF	 were	 eager	 to	 talk	 about	 their	 character,	
characteristics	 such	as	physicality	and	voice,	 status,	motivation	and	 the	 ideas	
explored	 in	 the	 production.	 You	 might	 find	 it	 helpful	 to	 your	 analysis	 and	
evaluation	 of	 the	 production;	 considering	 being	 inside	 the	 show	 versus	
experiencing	the	show	as	an	audience,	and	intended	meaning.		
	
It	may	be	helpful	to	select	ONE	character	and	delve	deeply	into	how	they	are	
described	below	and	how	they	were	realised	in	the	performance	you	saw.	This	
could	 be	 your	 MMLSF	 ‘case	 study’	 and	 good	 preparation	 for	 your	 SAC	 and	
exam.	Remember	to	use	specific	moments	in	the	production	as	‘evidence’.	
	
Your	selected	character	may	not	be	one	of	those	presented	below	as	not	all	
the	actors	were	able	to	respond.	
	

Consider:	
• How	were	some	of	the	feelings	and	descriptions	of	their	character	that	

the	actor	talks	about	realised	in	the	show	using	the	expressive	skills	of	
voice,	gesture,	movement,	facial	expression?	

• How	was	non-verbal	language	used	by	the	actor	to	assist	in	the	portrayal	
of	their	character?	

• How	important	was	song	to	the	realisation	of	the	character?	
• How	would	you	describe	status	and	whether	the	selected	character’s	

status	shifted?	When	and	why?	
• How	was	costume,	make-up,	and	hair	design	used	to	enhance	the	

character’s	presence	and	realisation?		
• How	did	the	selected	actor/character	use	space?	Was	there	a	particular	

actor/audience	relationship	established?	Did	this	change?	
• How	did	the	actors	use	the	theatrical	styles	in	the	production	–	musical	

theatre,	non-naturalism,	the	concept	of	‘gothic’,	and	comedy	–	to	
portray	their	characters?		

• How	do	the	actors’	thoughts	accord	with	your	own?	At	the	very	least	
they	capture	a	moment	in	time	before…well…the	end	of	the	world.		

	
SO…let’s	hear	from	Brenton,	Chaya,	Megan,	Isabella	and	Patrick	five	of	the	cast	
of	Motor-Mouth	loves	Suck-Face.	



	
QUESTION:	In	10	words	–	how	would	you	describe	MMLSF?	
BRENTON:	Motor-Mouth	
A	huge	end	of	the	world	over	the	top	party!	
CHAYA:	TANK	
Funny,	quirky,	apocalyptic,	deep,	complex,	sweet,	heartfelt,	existential,	young	and	hopeful.	
MEGAN:	TIFFANY	
Wacky,	creative,	hyper-realism,	explorative,	wonderful,	innovative,	topsy	turvy	
ISABELLA:	HILARY	
Motor-mouth	Loves	Suck-face	is	an	emotional	rollercoaster	ride	through	a	day	in	the	life	of	a	
high	school	student.	
PATRICK:	ZOMBIE	BOY	
Insane,	truthful,	relevant,	original,	relatable,	inspiring,	bizarre,	unexpected,	high	stakes.		
	
QUESTION:	How	would	you	describe	your	character	–	physically,	
psychologically?	
BRENTON:	MM	
Motor-Mouth	moves	with	precision	and	rarely	moves	without	thinking	it	through	first.	His	physicality	
is	tense	which	reflects	his	anxious	personality.	Psychologically,	he	is	very	smart	but	struggles	with	
social	constructs	and	communicating	his	feelings.	
CHAYA:	TANK	
Tank	has	a	very	tough	exterior.	She	holds	herself	strongly,	but	also	has	a	very	cool	manner.	
She's	a	badass,	but	also	tries	to	act	being	‘chill’	in	order	to	hide	her	insecurities	and	
sensitivity	like	all	teenagers.	Ant	gave	us	some	advice	with	our	characters	saying	that	all	
teenagers	have	a	certain	way	of	hiding	their	insecurities	and	with	Tank,	it's	definitely	her	
grittiness	and	cynical	nature	she	hides	behind.	
MEGAN:	TIFFANY	
Tiffany	is	terribly	insecure.	She	knows	who	she	wants	to	be	but	just	doesn’t	have	any	idea	of	
how	to	get	there.	She	envies	traits	in	her	friends	and	tries	to	emulate	them	by	changing	
herself	from	the	outside	eg	nose	piercing.	She	wants	to	be	loved	and	to	find	a	way	to	make	
real	change	in	the	world.	
ISABELLA:	HILARY	
Hilary	is	quite	a	linear	thinker.	English	is	her	second	language,	and	so	most	of	her	dialogue	
reflects	her	curiosity	and	exploration	of	her	second	language,	and	also	learning	the	nature	of	
social	interactions	in	a	different	culture.	Physically,	she’s	quite	petite	and	looks	quite	young	
for	her	age.	
PATRICK:	ZOMBIE	BOY	
Zombie	Boy	is,	well,	a	zombie!	So	physically,	he’s	very	grotesque	and	driven	by	one	thing:	
brains.	I	took	a	lot	of	inspiration	from	video	games	(Resident	Evil,	Left	4	Dead)	and	
film/television	(The	Walking	Dead,	28	Days	Later)	to	embody	what	it’s	like	to	be	a	zombie.	
They	are	lifeless,	rotting	and	deteriorating.	That	said,	MMLSF	is	still	a	musical	comedy,	so	I	
try	and	find	a	balance	of	the	creepy	and	the	comedy.	I	also	try	to	incorporate	small	call-
backs	to	his	past	life	as	a	teenager.		
	
	
QUESTION:	What	motivates	them?	What	is	their	journey?	
BRENTON:	MM	



Motor-Mouth	is	motivated	throughout	the	piece	is	to	feel	loved	by	Suck-Face.	He	needs	her	
to	tell	him	that	she	loves	him	so	that	he	can	relax	into	the	relationship,	and	take	things	to	
the	next	step	of	trust	and	companionship.	
CHAYA:	TANK	
She's	heavily	influenced	by	music	and	pop	culture.	She	connects	strongly	to	her	identity,	yet	
still	feels	an	emptiness	inside	her	because	she	constantly	wonders;	What's	the	meaning	of	
life	and	existence?	(much	like	the	rest	of	the	character	in	the	show).	She	has	cancer	so	she's	
been	pondering	this	question	for	most	of	her	life.	She	also	has	very	strong	feelings	for	Hugo	
who	cares	about	her	as	well,	but	things	are	convoluted	and	they	go	on	a	journey	together	
eventually	discovering	their	true	feelings	for	one	another.	
MEGAN:	TIFFANY	
Tiffany	is	motivated	by	the	notion	that	she	could	get	herself	a	better	life.	She	tries	
desperately	to	help	save	the	world,	ultimately	getting	killed	by	zombies,	but	not	without	one	
hell	of	a	fight!	
ISABELLA:	HILARY	
Hilary	is	motivated	by	her	desire	to	find	true	love.	She	finds	this	in	Motor-mouth	and,	
despite	getting	rejected	multiple	times,	she	continues	to	pursue	him	throughout	the	show	
towards	the	end	of	the	world.	
PATRICK:	ZOMBIE	BOY	
Zombie	Boy	is	motivated	by	fresh	brains	and	human	flesh.	But	as	the	story	progresses,	even	
this	Zombie	starts	to	question	his	place	in	the	universe;	his	own	meaning	of	life	(death?).	
The	show	opens	with	I’d	Rather	Be	A	Zombie	at	the	end	of	the	world.	So	what	if	it’s	the	end	
of	world?	Being	human,	I’d	have	to	deal	with	fear,	relationships,	trying	to	stay	alive.	You	
know,	what?	It’s	better	being	a	zombie!	As	the	show	goes	into	the	next	dimension,	he	is	
constantly	watching	the	other	kids	but	because	Armageddon	hasn’t	happened	yet	in	this	
dimension,	he’s	waiting,	knowing	what	is	going	to	happen	to	these	kids.	He	has	a	building	
hunger.		
Finally,	in	Act	2,	all	hell	breaks	loose	and	he	can	finally	feast.	Not	only	that,	he	finally	has	
other	zombies	with	him!	Even	Zombie	Boy	questions	his	existence	at	the	beginning	of	Act	2	
with	“I	Eat	Brains,	Therefore	I	Am”.	He	sings	to	Professor	Pluto’s	brain	and	asks	himself	
“Why	do	I	eat	brains?	Is	this	my	only	purpose?	This	brain	is	a	very	smart	and	juicy	brain	BUT	
it	could	save	the	planet.	Maybe	there	is	something	more	for	me	than	just	brains.”	He	comes	
to	the	conclusion	that	he	is	not	ashamed	of	what	he	is.	He	is	a	zombie!	He	also	gets	a	
zombie	love	interest	later	in	Act	with	Zombie	Hilary.	What’s	better	than	eating	a	brain?	
Sharing	a	brain	with	someone	else!	The	play	ends	in	the	next	dimension	with	everyone’s	
consciousness	saved,	including	Zombie	Boy,	who	is	now	normal	and	with	the	rest	of	the	
teenagers.		
	
QUESTION:	Do	you	want	the	audience	to	feel	a	particular	way	about	your	
character?		
BRENTON:	MM	
I	want	the	audience	to	feel	empathy	for	Motor-Mouth’s	desire	to	feel	loved	and	follow	his	
journey	and	relationship	with	Suck-Face.	I	also	believe	MM	and	SF	act	as	the	audience’s	
point	of	view	for	the	show,	figuring	out	Blasko’s	plans	and	whether	or	not	what	she	is	saying	
is	true.		
	
CHAYA:	TANK	



I	want	the	audience	to	feel	like	they	can	relate	to	Tank.	Not	only	is	she	a	satirical	version	of	a	
typical	Western	suburbs	Goth	punk	teenager	who	jugs	school,	but	she	has	a	big	heart	and	
mind	underneath	her	facade	that	she	puts	on.	I	feel	like	a	lot	of	people	will	relate	to	that	
part	of	her	and	like	her.	
MEGAN:	TIFFANY	
I	would	love	the	audience	to	be	barracking	for	Tiffany,	not	necessarily	for	her	to	get	the	guy,	
but	for	her	to	get	herself	and	find	a	way	to	find	happiness	without	outside	validation.	
ISABELLA:	HILARY	
Hilary’s	earnestness	and	her	purity	is	endearing.	She	is	unapologetic	of	her	pursuit	for	love	
and	I	think	it	says	a	lot	about	being	human.	This	great	ability	we	have	to	pursue	something	
we	believe	in,	even	when	the	world	is	telling	us	no.	This	quality	of	hers	is	wonderful,	and	I	
hope	the	audience	sees	her	in	that	light.	
PATRICK:	ZOMBIE	BOY	
Zombie	Boy	has	a	big	relationship	with	the	audience.	I	compare	him	in	some	ways	to	the	
Emcee	from	Cabaret.	Through	the	songs	he	provides	exposition	and	guides	the	audience	
through	the	other	characters’	journeys.	As	I’ve	experienced	what’s	happened	in	the	
previous	dimension,	I	give	the	audience	hints	of	what’s	to	come	(or	foreshadowing)	and	
help	to	make	the	story	points	clearer.	I	could	argue	I’m	not	trying	to	make	the	audience	feel	
in	any	particular	way.		
	
QUESTION:	Is	your	character	high/low	status	(or	doesn’t	it	matter	as	it’s	the	
end	of	the	world),	does	their	status	shift?	
BRENTON:	MM	
Motor-Mouth	begins	the	show	as	a	low	status	character	with	very	little	confidence	and	a	lot	
ideas	of	who	he	wants	to	be	as	a	person.	As	the	show	progresses	and	he’s	able	to	prove	to	
himself	and	others	that	he	is	stronger	than	he	initially	believed.	He	becomes	more	
confident.	This	is	reflected	through	how	he	presents	himself	and	his	physicality	within	the	
show.	
CHAYA:	TANK	
I	don't	think	status	matters	to	Tank	nearing	the	end	of	the	world.	I	think	she	just	gets	really	
defensive	about	her	personality	and	will	attack	anyone	who	threatens	that.	
MEGAN:	TIFFANY	
Tiffany	is	a	combo	of	both	high/low	status.	Within	her	friendship	group	she	holds	a	
leadership	position	but	her	own	insecurities	and	sense	of	self-worth	make	her	slip	between	
holding	the	room	and	commanding	attention,	and	fading	into	the	background.	
ISABELLA:	HILARY	
Hilary	begins	as	a	low	status	character	and	by	the	end	it	doesn’t	matter	as	it’s	the	end	of	the	
world	and	hierarchies	don’t	exist	in	zombies!	(or	do	they?)	
PATRICK:	ZOMBIE	BOY	
At	the	beginning	of	the	show,	he	is	virtually	non-existent	with	the	other	character	until	
Armageddon	begins	and	he	begins	to	feast	on	the	teenagers.	Maybe	he	has	a	higher	status	
than	other	Zombies	to	the	Tuppers.	Zombie	Boy	has	been	a	zombie	a	long	time,	he’s	used	to	
what	it’s	like,	he	learns,	he’s	sneaky.	Almost	like	an	Alpha	Zombie.	But	at	the	end	of	the	day,	
all	zombies	want	the	same	thing.	It’s	the	end	of	the	world.	Status	doesn’t	matter	or	come	
into	play	really	with	Zombie	Boy.		
	
	
QUESTION:	Who/what	do	they	most	interact	with?	Why?	



BRENTON:	MM	
Motor-Mouth	interacts	mostly	with	the	love	of	his	life,	Suck-Face,	the	most	during	the	show.	
Although	the	end	of	the	world	is	near,	it	only	makes	gives	their	story	of	MM	wanting	
emotional	love	and	SF	wanting	physical	affection	as	time	is	running	out.	After	that	he	
spends	the	most	time	wth	Blasko	to	help	try	and	save	the	world!!		
CHAYA:	TANK	
She	interacts	a	lot	with	all	of	them,	but	specifically	Tiffany	and	Hugo.	Tiffany	is	my	friend	but	
also	the	opposite	of	me	as	well	as	being	my	worst	threat.	Hugo	is	my	love	interest.	
MEGAN:	TIFFANY	
Tiffany	interacts	the	most	with	Tank	and	Hugo.	This	is	because	Tiffany	is	in	love	with	Hugo	
and	is	envious	of	but	also	has	a	lot	of	admiration	for	Tank.	
ISABELLA:	HILARY	
Hilary	trails	Motor-mouth	throughout	the	show.	She	holds	on	to	the	love	letter	he	wrote	for	
her	from	primary	school,	and	her	goal	is	to	get	him	to	confess	that	he	still	loves	her.	
PATRICK:	ZOMBIE	BOY	
The	audience,	especially	in	the	first	act	are	my	main	interaction.	I	become	a	big	threat	to	a	
lot	of	teenagers	and	reaffirm	to	them	and	the	audience	that	what	is	happening	is	real	and	
dark.	People	are	dying	and	it	really	is	the	end	of	the	world.	And	of	course,	I	fall	in	love	with	
Zombie	Hilary	and	learn	that	I	can	share	my	bloodlust	with	another.	 
	
QUESTION:	Does	your	character	use	verbal	language	in	a	particular	way?	
What	about	physicalisation?	Do	they	move	in	a	particular	way?	
BRENTON:	MM	
Motor-Mouth	uses	language	to	express	his	anxiety,	when	he	is	anxious	he	talks	and	lot	and	
relies	on	his	intelligence	to	get	by.	His	voice	cracks	a	lot	showing	his	nervous	nature	and	how	
he	hasn’t	yet	been	able	to	develop	into	his	own	person	just	yet.	MM	moves	in	a	very	robotic	
manner,	not	quite	comfortable	in	his	body,	his	limbs	don’t	really	feel	like	his.	This	changes	
during	the	show	as	he	discovers	more	of	himself	and	his	emerging	sexuality.		
CHAYA;	TANK	
My	character	has	this	expression	that	can	mean	so	many	different	things.	She	uses	it	after	
almost	every	statement	she	makes	in	the	show,	"Da."	
MEGAN:	TIFFANY	
Tiffany	uses	the	word	‘like’	a	lot	as	well	as	trying	to	create	a	sense	of	brightness	and	
positivity	and	find	a	light	side	in	any	situation.		
ISABELLA:	HILARY	
Hilary	has	a	Spanish	accent	and	it	is	through	this	that	she	emphasises	her	love	for	Motor-
mouth.	There’s	an	aggressiveness	in	the	way	she	approaches	certain	things	which	comes	out	
in	the	accent.	She	also	thinks	in	black	in	white	at	times	and	uses	logic	to	navigate	social	
interactions,	so	her	first	point	of	conversation	is	to	ask	questions.	In	terms	of	physicality,	
Hilary	is	quite	proper	and	well-mannered.	She	acts	like	a	young	woman,	which	is	both	
comical	and	endearing.		
PATRICK:	ZOMBIE	BOY	
Zombie	Boy	is	a	character	devoid	of	any	spoken	lines	(except	one	small	line	at	the	very	end	
of	the	play).	He	is	a	character	that	is	entirely	sung	through.	I’ve	tried	to	find	a	balance	of	
creepy	and	comedy	in	terms	of	his	physical	aspects.	He	walks	with	a	limp,	his	hands	are	
never	rested,	his	fingers	are	always	poked	about	and	deformed.	Even	though	Zombie	Boy	
has	this	broken	and	deformed	body,	I	use	his	lust	for	flesh	to	motivate	his	movements	so	



even	if	he	is	on	the	ground,	he	keeps	crawling,	sliding,	and	pulling	himself	towards	his	
ultimate	goal.		
	
QUESTION:	How	does	singing	and	acting	contribute	to	the	
creation/realisation	of	your	character?	
BRENTON:	MM	
Singing	in	a	musical	I	find	should	only	come	when	a	character	can	no	longer	express	
themselves	by	just	talking.	The	use	of	songs	in	this	production	really	reflect	this	idea	and	in	
this	heightened	world.	Motor-mouth	sings	when	he	can	no	longer	contain	his	thoughts.		
CHAYA:	TANK	
Tank	sings	a	very	beautiful	song	in	the	show	called	"Heart	Be	a	Radio".	It's	one	of	the	key	
moments	in	the	show	for	my	character	because	it's	the	rare	moment	that	she	demonstrates	
her	sensitive	and	real	side	to	the	audience.	Through	the	beautiful	melody	sung	and	acted	in	
this	song,	my	character	discovers	Hugo's	true	feelings	for	her	as	well	as	acknowledging	her	
true	self.	
ISABELLA:	HILARY	
Being	able	to	explore	a	character	through	dialogue	and	song	allows	me	to	find	her	purpose	
in	the	show;	why	the	writer	has	chosen	to	weave	her	into	the	story,	how	she	is	being	utilised	
as	a	means	of	furthering	the	plot,	and	what	the	writer	is	trying	to	tell	the	audience	through	
her.		
PATRICK:	ZOMBIE	BOY	
Zombie	Boy	is	99%	sung	through.	Many	of	the	songs	have	different	musical	styles	-	from	
country,	folk,	rock	to	jazz	-	so	I	use	lots	of	different	vocal	colours	for	the	character.	This	has	
helped	me	discover	moments	of	terror	as	well	as	moments	of	comedy	and	silliness.	As	there	
is	a	lot	of	variety	in	the	musical	styles,	I	discover	a	lot	of	different	‘zombie	feelings’	that	help	
show	that	through	his	long	‘life’	as	a	zombie,	many	strange	and	wonderful	things	happen	to	
him.		
	
QUESTION:	Is	the	audience	acknowledged	in	the	production	or	is	there	a	
fourth	wall?	A	combination?	
BRENTON:	MM	
The	audience	is	acknowledged	briefly	throughout	the	show	breaking	the	fourth	wall.	
However	the	story	is	mostly	contained	those	on	the	stage.		
CHAYA:	TANK	
The	audience	is	acknowledged	but	my	character	does	not	speak	directly	to	the	audience	nor	
does	she	break	the	fourth	wall.	
ISABELLA:	HILARY	
For	the	most	part	the	audience	is	acknowledged	but	not	spoken	to	directly.	There	are	some	
moments	in	the	show	when	the	characters	break	the	fourth	wall	and	share	their	moment	
with	the	crowd.	The	nature	of	the	show	is	that	it	is	a	commentary	on	modern	society,	and	so	
it	calls	for	a	little	interaction	with	the	audience.		
	
	
	
	
	



QUESTION:	If	the	audience	is	acknowledged,	does	your	character	speak	or	
directly	address	the	audience?	Why?		
BRENTON:	MM	
Motor-Mouth	doesn’t	speak	directly	to	the	audience.	
ISABELLA:	HILARY	
My	character	is	oblivious	to	the	audience	until	she	reaches	Act	II	where	she	becomes	a	
zombie	and	occasionally	breaks	the	fourth	wall.	
	
QUESTION:	As	an	actor,	what	are	the	challenges	and	opportunities	this	
production	offers	you?	
BRENTON:	MM	
A	challenge	of	doing	a	new	show	like	Motor-mouth	loves	Suck-face	is	that	it’s	all	being	
rewritten	and	discovered	around	you.	This	is	exciting	as	it	means	you	can	really	help	develop	
the	character	and	make	it	your	own.	However	if	can	be	tricky	with	nothing	previously	made	
to	refer	to.	
CHAYA:	TANK	
As	an	actor,	there	are	a	lot	of	challenges	playing	characters	who	represent	the	idiosyncrasies	
of	people	rather	than	acting	naturalistically.	Another	challenge	this	production	offers,	being	
musical	theatre,	is	breaking	down	the	lyrical	language	of	a	song	in	order	for	it	to	make	sense	
to	the	characters,	the	story	and	the	audience.	
ISABELLA:	HILARY	
Physicality	is	a	big	part	of	the	show,	and	the	task	of	connecting	thought	and	intention	to	
being	a	zombie,	as	an	actor,	was	perhaps	the	most	challenging	part	of	the	process.	Being	an	
actor	relies	mostly	on	your	ability	to	use	expressive	skills	to	create	character,	the	nuances,	
the	specificities.	But	being	a	zombie	sometimes	skips	over	that	as	it	relies	more	on	strong	
physicality.	But	eventually	you	find	a	balance,	and	you	are	able	to	create	character	out	of	a	
“mindless”	zombie.			
PATRICK:	ZOMBIE	BOY	
A	big	challenge	for	me	has	been	making	sure	to	clearly	portray	the	story	to	the	audience	as	
Zombie	Boy	has	such	a	central	role	when	it	comes	to	exposition/narration.	Finding	a	balance	
with	naturalism	and	non-	naturalism.	When	to	be	funny	and	when	to	be	terrifying. This	
production	has	given	me	an	opportunity	to	do	a	very	vocally	demanding	role.	A	role	that	has	
lots	of	room	to	play,	create	and	discover.	An	opportunity	to	share	a	story	that	is	relevant	to	
audiences	today,	both	young	and	old	that,	I	think,	has	the	potential	to	inspire	and	change	
the	world.		
	
QUESTION:	How	do	make-up,	costume,	lighting,	set	and	props	help	in	the	
creation	of	your	character	and	the	broader	world	of	MMLSF?	
BRENTON:	MM	
The	shows	is	pretty	non	naturalistic,	so	we	create	a	lot	of	the	world	through	endowing	the	
set,	actors	and	props.	Different	stage	elements	are	important	to	help	tell	the	story	clearly.		
CHAYA:	TANK	
All	of	those	creative	elements	integrate	in	order	to	create	Anthony's	artistic	vision	of	a	
zombie	apocalypse	and	the	other	dimension.	
	
	
	



ISABELLA:	HILARY	
The	production	parallels	modern	society,	set	in	a	time	and	place	similar	to	ours.	All	the	
different	elements	of	the	production,	however,	are	used	to	create	a	dream-like	state	for	the	
audience.	
PATRICK:	ZOMBIE	BOY	
It	is	difficult	for	me	to	answer	parts	of	these	questions	as	some	of	them	are	still	in	the	
planning	and	development	stages	at	the	time	of	writing.	Many	of	the	props	‘look’	very	
handmade	and	have	a	very	cartoony	look	to	them.	Reminds	me	very	much	of	The	Mighty	
Boosh	in	that	they	help	to	communicate	that	isn’t	something	set	in	naturalism.	It	is	still	a	
musical	comedy	with	an	insane	premise.		
	
QUESTION:	What	about	the	music?	How	important	or	integral	is	to	the	
creation	of	the	story,	the	characters,	the	world?	
BRENTON:	MM	
The	music	is	incredibly	important	in	this	show	as	it	helps	characters	express	things	that	they	
can’t	see.	It	allows	us	some	insight	into	their	internal	monologue	and	how	they	are	feeling	
during	this	crazy	end	of	the	world	party!		
CHAYA:	TANK	
The	music	is	extremely	important	in	telling	the	story.	Music	is	such	a	wonderful	medium	
that	can	connect	the	audience	with	the	characters	and	the	story	and	that	makes	the	
production	meaningful	and	truthful.	
MEGAN:	TIFFANY	
The	music	in	the	show	is	integral	in	expressing	emotions	too	powerful	to	simply	talk	about.		
ISABELLA:	HILARY	
The	music	is	essential	to	the	plot;	it	informs	the	audience	of	what	the	characters	are	feeling,	
what	prompts	them	to	action,	and	hints	at	what’s	to	come.	The	music	creates	cohesiveness,	
and	heightens	the	stakes	of	the	story.	
	
QUESTION:	What	are	the	key	themes	or	ideas	explored	in	this	show?	
BRENTON:	MM	
The	key	themes	in	the	show	are	friendship,	youth	and	self-discovery.	Elements	such	as	
belonging,	global	warming	and	the	political	climate	are	also	present	in	the	show.	
CHAYA:	TANK	
Existentialism,	the	meaning	of	life	and	the	importance	of	youth	in	our	society.	
MEGAN:	TIFFANY	
Belonging,	togetherness,	the	current	state	of	the	world,	global	warming,	love,	angst,	anger,	
friendship.	
ISABELLA:	HILARY	
The	show	is	quite	existential,	and	it	constantly	questions	the	meaning	of	life.	With	this	at	the	
forefront,	we	explore	themes	of	friendship,	love,	and	the	idea	of	being	a	part	of	something	
much	bigger	than	one	individual.		
PATRICK:	ZOMBIE	BOY	
Themes	of	growing	up,	change,	conflict. What	is	your	reason	to	live?	Your	meaning	of	life?	
Why	thinking	about	that	question	is	important	to	discovery	of	one’s	self.	Realization	and	
understanding	that	your	truthful	self	is	real	and	what	makes	you	happy.		
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