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ABOUT MALTHOUSE THEATRE 

Malthouse Theatre is at once a treasured building, a 
theatre company, a creative site and an engine for 
change.

It is also the imaginative expression of a committed 
team of artmakers reaching out to an even larger 
number of local, national and international artists. 
All are dedicated to an ongoing conversation with 
audiences of exciting diversity and character.

This conversation chooses contemporary theatre 
as its vehicle: a compelling annual program of 
adventurous, multi-disciplinary work inspired by 
writers, directors, designers, choreographers, audio 
artists and performers. Here, the combined possibilities 
of all theatre arts are offered centre stage – for 
entertainment, for inspiration, and even for fun.

https://vimeo.com/39691129
https://vimeo.com/malthouse/bloodwedding
http://vimeo.com/malthouse/bwprompt1
http://vimeo.com/malthouse/bwprompt2
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LORCA - A BRIEF BIOGRAPHY

I sing to Spain and I feel her to the core of my being, 
but above all I am a man of the world and brother of 
everyone.” 

Federico Garcia Lorca 

Federico Garcia Lorca was born on June 5th, 1898 in a 
small village in the South of Spain, Fuente Vaqueros. He 
was the son of a wealthy landowner (his father gained 
wealth from his first marriage to a woman who died 
suddenly from illness). His mother was the only daughter 
of a widow and had been educated and brought up by 
Nuns. Frederico Garcia Lorca was born 9 days and 9 
months after their wedding. When Lorca was four his 
younger brother died of pneumonia, this instilled in him 
a fascination with death and the funereal. He also had a 
little sister Concha, who he was very close to. As a young 
boy his family moved to Granada.

Lorca’s family were quite wealthy and as a result he was 
able to attend University and travel extensively during 
his studies. His father paid for the publication of his 
first book of poems. Lorca was a poet, playwright and 
a musician. Although he is mainly remembered for his 
writing, his greatest love was music and he trained to 
be a concert pianist. Lorca was a Moderninst and drew 
influence from Surrealism and Dadaism.  Lorca’s work 
was inspired by the colours, the music and the people of 
Southern Spain. 

Lorca lived in his native Spain, the US and Central 
America. His close friends included painter Salvador 
Dali and film-maker Luis Bunuel. Lorca was gay, which 
he could not be open about in the time that he lived. As 
a result much of his private life remains unknown. It is 
known from his writings that Lorca was a pacifist.

At the start of the Spanish Civil War, Lorca, was arrested 
as a political prisoner. At the age of 38, on 19th August 
1936, he was assassinated. His body had never been 
found.

WELCOME

Welcome to the Prompt Pack for Blood Wedding. When 
an actor forgets a line in rehearsals they may call for a 
prompt to provide a clue or a cue so that they can keep 
telling the story. This document aims to provide just that 
– a next step, a reminder, a series of provocations. It is 
full of information but also poses many questions of the 
audience.  

 
The Prompt Pack invites us to see how relevant and 
exciting contemporary theatre can be. As a resource, 
these pages are by no means definitive but we hope 
they’ll take you on an interesting journey and keep you 
travelling through the world of the play well after the 
curtain call.  And, who knows where you’ll end up?

BLOOD WEDDING: SYNOPSIS

Blood Wedding declares its plot from the outset – 
there’ll be a wedding and there will be blood. From 
the very first scene there is a sense of inevitability, 
a kind of fatal circularity. The future is a known 
quantity, and the present is just a moment the story 
travels through in order to get there. The dual forces 
of sex and death, procreation and destruction, 
future and past are neatly captured in the title from 
which love and death pour out messily but in equal 
measure.

Marion Potts

ACT 1

Scene 1: In the house of the Bridegroom

The Mother and The Groom are at home. He is heading 
out and requests a knife with which to cut grapes. The 
Mother laments the loss of her husband in a family 
feud. They also discuss his upcoming marriage before 
he leaves for work in the vineyard. A neighbour visits 
The Mother and gossips about the Groom’s bride to be 
and her rather suspicious romantic past.  She was once 
involved with Leonardo Felix, it was the Felix family who 
killed The Mother’s men.

Scene 2: Leonardo’s House

Leonardo’s wife and mother-inlaw sing a lullaby as they 
rock a baby to sleep. Leonardo’s wife asks him why his 
horse is always tired; he denies riding his horse across 
the plains to where the Bride lives. 

Scene 3: In the Bride’s Home

The mother of the Bridegroom and the father of the 
Bride broker the deal of marriage, they each praise the 
worthiness of their offspring. The Bride is demure and 
reticent in company, but once alone with the Servant 
we learn how impatient and frustrated she really is. The 
Servant asks her if she heard a horse at the house the 
night before, and the Bride says no. But, at this point, a 
horse is heard and both see that it carries Leonardo.

ACT 2

Scene 1: At the Bride’s house on the day of the wedding.

The celebration preparations are underway with singing 
and chatter. Leonardo, his wife and mother-in-law are 
the first guests to arrive. Leonardo tries to talk to the 
Bride and convince her that they should be reunited. She 
replies that she is marrying to finally bury the past and 
the memory of him. 

Scene 2: The ceremony has taken place and the party 
begins. The Bride announces that she needs a rest. Later, 
when her husband tries to find her he discovers that she’s 
vanished. And Leonardo is nowhere to be seen.

ACT 3

Scene 1: In a forest.  

The lovers are being chased on horseback by the 
vengeful Bridegroom. This is as far as they have managed 
to flee by the time the party catches up with them. Three 
woodcutters open the scene, commenting on the tragic 
events. A Beggar Woman (representing Death) and the 
Moon also appear in this scene, relishing the idea that 
soon someone will die. Fearing that he will be killed, the 
Bride encourages Leonardo to escape without her, as 
their horse is unable to carry them both but he refuses 
to leave her. The Bridegroom catches the lovers. Two 
shrieks are heard. 

Scene 2: The home of the Mother.

The women are waiting for news.  Finally, the Mother is 
told the horrible truth; her last son is dead at the hands 
of Leonardo. Leonardo is also dead. The Bride appears, 
mournful, asking for death. The Mother barely registers 
her presence as she announces her final descent into 
inconsolable pain and suffering.

ABOUT PROMPT PACK

Prompt – cue, induce, make, motivate, 
persuade, encourage, stimulate, impel, inspire
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PROMPT

PROMPT

STRUCTURE

Blood Wedding is a tragedy in three acts and seven 

scenes. In many ways the play is structured to imitate life.

The design of the play is tri-partite; its structure 
rests on the three points that define the arc of life: 
the promise of birth, the fulfillment of sexuality, and 
the limitation of death. 

Zimbardo

 

What is a tragedy?

TRAGEDY

Quote: Tragedy is an imitation of a noble and 
complete action, having the proper magnitude; 
it employs language that has been artistically 
enhanced by each of the kinds of artistic 
adornment...it is presented in dramatic, not narrative 
form, and achieves, through the representation of 
pitiable and fearful incidents, the catharsis of such 
pitiable and fearful incidents.  

Aristotle

Tragedies are often characterised by:

UNAVOIDABLE DESTINY/FATE

A HERO WITH A TRAGIC FLAW 

CHORUS

CATHARSIS

Who is the tragic hero of Blood Wedding? 

Which character does the audience feel most sympathy 
for? And why?

PROMPT

ORIGINAL CONTEXT

The play was inspired by a newspaper account of a real 
event that occurred in Almería, in 1928. An arranged 
marriage was set to take place but the bride ran away 
with her cousin, who was shot dead by her betrothed.

Lorca wrote Blood Wedding in 1933. So it’s important 
to consider what the world was like at that time. What 
Spain was like at that time. And what rural Southern 
Spain was like at that time.

Investigate world events in 1933.

Here’s a few things to get you started: 

It was a time of economic depression, it is the year in 
which Hitler became chancellor of Germany. 

It was the year the film King Kong was released. 

And according to some sources, it was the year the choc-
chip cookie was invented. 

It was the first year in Spain in which women could vote 
in the election.

CURRENT CONTEXT

So, in what ways does Blood Wedding resonate to a  
modern Australian audience? Themes of love, betrayal 
and loss are certainly universal and continue to speak to 
a modern audience.

This bi-lingual (English and Spanish) production exists 
to allow audiences some experience of Lorca’s play 
through the potency and musicality of his own language. 
Australia is an ideal site for this kind of experimentation. 
Our vast migrant population knows and lives with the 
experience of “other” on a daily basis, our bilingualism 
is widespread and our palate for a plurality of cultural 
experiences is highly developed. 

For all this, the cultural discourse in Australia is largely 
homogenous and Anglo-centric: rarely are languages 
other than English spoken on the mainstage. This is a 
skewed representation of Australia, also of the fact that 
the majority of the world’s population learns English 
as a second language: the social phenomenon of not 
understanding is almost universally experienced. That 
Spanish is also the second most widely spoken language 
in the world is in no way expressed. In short, we are 
interested in the extent to which a production like this 
can lead us to re-frame our perspective. 
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LANGUAGE

Watch Marion Potts talking about Language in her 
production of Blood Wedding.
vimeo.com/malthouse/bwprompt1

Lorca’s language is full of word play which is often lost in 
English translation. Even the title for example (Bodas de 
sangre) means both wedding of blood which indicates 
the tragedy of the deaths following the wedding but also 
hints at the inspiration of the story - the love between 
cousins who are related by blood.

“The bilingualism in this production activates the 
tension between past and present: a theatrical 
world that speaks an ‘old’ language and a ‘new’ 
language, a world that that has adopted a kind of 
mongrel form of expression – a world where people 
speak as though their experience of culture is cross-
generational and has had to absorb great change. 
Spanish and English can be seen as a metaphor for 
any languages of the colonized world: the language 
of the invader vs. the language of the original 
inhabitants or the language of the inhabitants 
vs. the language of the migrant. Whatever 
the dominant culture, there is here a working 
metaphor for the ‘otherness’ that plays havoc with 
the omnipresence of history. The fact that this 
past is represented by the original text of Lorca, 
emblematic of Spain’s great cultural legacy, adds 
to the provocation and also poses an underlying 
question: how do the canonized writers of our 
imperial past continue to be valued or destroyed as 
the world changes? 

‘Translation’ itself riffs on this idea. We talk about 
‘conquering a language’ and the fact that they 
elude us often feeds our desire and fascination for 
them. We trip ourselves up on our own exoticism 
when we ‘fall in love’ with the sound of a foreign 
language. But it is true – if subjectively so – that few 
translations come close to the thrill of Lorca’s own 
poetry in his third act of Blood Wedding. The sound 
of the language and its discernible rhythms carry 
emotional meaning way beyond the conceptual. The 
art of translation is an imperfect one and embodies 
in itself many of the contradictions of the human 
race.” 

Marion Potts 

Notice how the production uses Spanish chiefly in these 
ways:

• Common Expressions (such as greetings, affirmations) 
- in Spanish and largely understood by non-Spanish 
speaking audiences. Greetings used to punctuate scenes 
and provide a frame within which more fluid linguistic 
transactions take place.
 
• Recurring Words/Images. Choice of Spanish for words 
that recur with great frequency… the audience “learns” 
what these mean by their repetition in context.
 
• Register - the choice of formal or informal, intimate or 
public… Intimate moments such as lullabies, expressions 
of love in Spanish as well as throw away or colloquial 
expression vs formal address in English (often carrying 
plot: betrothals, public announcements, the formulation 
of plans) 
 
• Generational Change - The mother, mother-in-law and 
father speak more Spanish than their offspring. A familiar 
experience in many Australian households and therefore 
a highly a-tuned audience. Also enacts theme: language 
as a measure of the changing morality and family 
disintegration seen by the older characters.
 
• Thought Process And Sentence Structure - reflecting 
the way bi-lingual people actually speak: one language 
per complete thought/clause; the spontaneous 
‘searching” for an individual word and substituting 
another language…this provides real and deep structural 
logic to the utterance. 
 
• Emotional Pitch - also reflecting the way many bi-
lingual people revert to their mother tongue in instances 
high stake emotion, fear, grief, exuberance - moments 
where the character can’t mediate their feelings 
intellectually... The language of emotion that transcends 
barriers when dealing with big themes that unite us and 
engage us in rituals that cross culture. 

Also consider how Non-verbal language: the language 
of the stage, spatial dynamics and body language (as 
opposed to mime or demonstration) are employed to 
communicate and complement Spanish.

PROMPT

SET AND COSTUME DESIGN 

Watch the Sisters Hayes discussing how and why they’ve 
used hair in the design of Blood Wedding.  
vimeo.com/malthouse/bwprompt3

The designers for Blood Wedding are three sisters, 
The Sisters Hayes. Christina, Esther and Rebecca have 
worked collaboratively to construct a design that creates 
a tension between the old and the new. They have 
created a design that offers the audience a sense of the 
bucolic, the remote, the domestic, the familial and the 
unfamiliar.  They have worked with the tension of private 
and communal spaces. They have incorporated ideas of 
stockpiling and preservation. They have also featured 
many motifs which appear in the text including earth, 
water, walls and hair. They have created a design that 
amplifies the feeling of oppressive heat.

9

http://vimeo.com/malthouse/bwprompt1
http://vimeo.com/malthouse/bwprompt3
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PROMPT

TEXT

Here’s the opening scene to Raimondo Cortese’s 
adaptation of Blood Wedding. Notice the lack of stage 
directions in this script, why do you think Raimondo 
made this choice? How would you stage or block this 
scene?

There are a number of English translations available for 
comparison. See if you can find the translation by Ted 
Hughes online or in the library.

Act 1 – Scene 1 - Bridegroom’s House

Bridegroom  Madre.

Mother  ¿Que?

Bridegroom  Me voy.

Mother  ¿Adónde?

Bridegroom  A la viña.

Mother  Espera.

Bridegroom What’s up?

Mother Take something to eat.

Bridegroom Give me a knife.

Mother ¿Para qué?

Bridegroom To cut down the grapes. 

Mother Why?

Bridegroom So I can eat them.

Mother La navaja, la navaja... damn all knives…  
  damn the bastard who invented them.

Bridegroom Don’t go on about it mother.

Mother Same goes for shotguns… revolvers…  
  even the tiniest scalpel… not to mention  
  pitch-forks… even a spade… damn the lot  
  of them. 

Bridegroom Bueno.

Mother Anything that can tear and slice up a  
  man’s body. Un hombre hermoso… con  
  un flor en la boca… going out to his vines  
  or his olives to look after them… to    
  nurture them… because they have been  
  inherited from his fathers…

Bridegroom Calle usted.

Mother And he never comes back. Or he comes  
  back with a palm leaf over him and a  
  plate of salt or fat to stop his body   
  swelling in the heat. Why do you want  
  to carry a knife? Why do I even allow  
  these snakes in my own kitchen?

Bridegroom Stop going on about it.

Mother If I live another hundred years I won’t  
   stop talking about it. First your 
father,    who smelled like a carnation, I  
  enjoyed barely three years. Then   
  your brother. You think that’s fair? How  
   can a little thing like a gun 
or    a knife destroy a man who’s 
built like a bull? No callaría nunca. Pasan los meses y la 
desesperación me pica en los ojos y hasta en las puntas 
del pelo.

Bridegroom ¿Vamos a acabar?

Mother No. No vamos a acabar! Is anyone going 
to bring back your father? Or your brother? While they 
sit in prison? What’s a prison? You get to eat… smoke… 
play guitar. My dead are pushing up weeds… their mouths 
clogged with dirt… dos hombres who stood tall like 
geraniums. The murderers… they’re in prison… lazing 
about… admiring the view.

Bridegroom You want me to kill them?

Mother No.

Bridegroom Then why talk about it?

Mother Because I see you go out that door. And 
I don’t want you to see you with a knife. I don’t want you 
to go out to the fields.

Bridegroom ¡Vamos!

Mother I wish you were a girl. If you were a girl 
you wouldn’t go down to the stream right now. You’d stay 
with me and embroider the handkerchiefs with two little 
borders and beautiful little woollen dogs.

PROMPT

PROMPT

LIGHTING DESIGN

Paul Jackson, the Lighting Designer, has used darkness 
to evoke heat. In the searing Summer, the blinds are 
closed as we try and shut out the scorching sun. The 
effect of the light on the earth is often dappled, creating 
a visual effect that is soft and textured.

How has Paul Jackson used light to denote place within 
the play?

Consider how colour is used in this lighting design. Why 
do you think this choice was made?

How is lighting used in the transition between scenes?

It may be useful to create a list of adjectives to describe 
the mood evoked by the lighting design at different 
points of the play. Melancholic, Sinister, Festive….

SOUND DESIGN

Watch Tim Rogers talking about his process and 
concepts for Blood Wedding. 
vimeo.com/malthouse/bwprompt2

What do you notice about the sound design and the 
music within the play? Lorca himself was a musician and 
his plays often contain songs or lullabies. What, do you 
think, is the purpose of the lullaby that the women sing 
in Act1 Scene 2. Tim Rogers’ music collides the old with 
the new – there are hints of Andalusian folk music but we 
also hear Eurotrash techno beats. 

The Sound Designer, Russell Goldsmith, has used 
microphones and created a world using both diegetic 
and non diegetic sound. 

Try and list all of the diegetic and non diegetic sounds 
you remember from the production. 

How, for example, was water used as part of the diegetic 
sound score?

Mother If I live another hundred years I won’t  
  stop talking about it. First your father,  
  who smelled like a carnation, I enjoyed  
  barely three years. Then your brother.  
  You think that’s fair? How can a little  
  thing like a gun or a knife destroy a  
  man who’s built like a bull? No callaría  
  nunca. Pasan los meses y la   
  desesperación me pica en los ojos y  
  hasta en las puntas del pelo.

Bridegroom ¿Vamos a acabar?

Mother No. No vamos a acabar! Is anyone going  
  to bring back your father? Or   
  your brother? While they sit in prison?  
  What’s a prison? You get to eat…   
  smoke… play guitar. My dead are pushing  
  up weeds… their mouths clogged with  
  dirt… dos hombres who stood tall like  
  geraniums. The murderers… they’re in  
  prison… lazing about… admiring the view.

Bridegroom You want me to kill them?

Mother No.

Bridegroom Then why talk about it?

Mother Because I see you go out that door. And  
  I don’t want you to see you with a knife. I  
  don’t want you to go out to the fields.

Bridegroom ¡Vamos!

Mother I wish you were a girl. If you were a girl  
  you wouldn’t go down to the stream  
  right now. You’d stay with me and   
  embroider the handkerchiefs with two  
  little borders and beautiful little woollen  
  dogs.

http://vimeo.com/malthouse/bwprompt2
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CHARACTERS

Apart from Leonardo Felix, all of the other characters 
have titles rather than names - The Bride, The Mother 
etc. This has the effect of de-individualising them, they 
become functions for the narrative. 

One son is literally branded (he is the only ‘named’ 
character in the piece) by his father’s past actions. 
The other almost suffocates under the weight of 
expectation. They both live with impossible legacies, 
fighting the gravitational forces that keep pulling 
them downwards, the traditions and the rituals that 
they are nevertheless bound by. Both are trying to 
carve out an identity and a future at a point when 
their very worth is being challenged. 

As characters that embody a wider, collective 
phenomenon, they allow us to explore an enormous 
amount: what happens when a community 
lives in the shadow of an ancient and ‘great’ 
civilisation? How does its passing affect notions 
of shame and anger? How do communities assert 
themselves against the tide of cultural assumptions, 
expectations and demands, and what does that 
do to our sense of self-worth? In many ways this 
production alludes to the demise of the great 
European civilizations. It is also about the ongoing 
challenges of a post-colonial world – about diverse 
globalised societies in which two or more cultural 
influences co-exist, interact, compete and co-
depend.  

Marion Potts

For those of you studying Theatre Studies, keep in mind 
the key skills and knowledge for Outcome 3:

This knowledge includes

• the character/s in the production including status, 
motivation and characteristics;

• interpretation by actor/s of a playscript in performance;

• expressive skills including facial expression, voice, 
gesture, movement, stillness and silence used 

by the actor/s to realise character/s;

• use of focus and the acting space;

• use of verbal and non-verbal language to convey the 
intended meaning/s of the play;

• application of stagecraft;

• establishment and maintenance of actor–audience 
relationship;

• interrelationships between acting and theatrical style/s 
utilised in the production;

• understanding of theatrical language, terminology 
and expressions to analyse and evaluate a theatrical 
production.

Key skills

These skills include the ability to:

• analyse the character/s in the production including 
status, motivation and characteristics;

• analyse and evaluate interpretation by actor/s of a 
playscript in performance; the acting skills used 

by actor/s to realise character/s; and use of focus and the 
acting space;

• analyse use of verbal and non-verbal language to 
convey the intended meanings of the play;

• analyse application of stagecraft;

• analyse and evaluate establishment and maintenance of 
actor–audience relationship;

• analyse the ways actor/s work within theatrical style/s 
utilised in the production;

• use of appropriate theatrical language, terminology and 
expressions.

 

THEMES

Consider the way in which the design elements and the 
characters themselves are informed by these themes.

DESIRE

THE INDIVIDUAL AGAINST SOCIETY

THE ROLE OF WOMEN IN SOCIETY

PRIDE

PASSION

DEATH

FERTILITY

MOTIFS 

Similarly consider the following motifs and how this 
production uses them to dramatic effect.

KNIFE 

EARTH

MOON

FLOWERS

BLOOD

WALLS

WATER

HAIR

HORSES

LULLABY
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PROMPT

MOTHER

The mother is the most tragic figure in the play - she 
emphasises our fear of extinction and loneliness. The 
Mother is filled with foreboding about the impending 
marriage. She believes that women should cloister 
themselves away from society and focus on raising 
children and pleasing their husbands. She is prone to 
histrionics and gossip. She blames the existence of knives 
for the murders and often complains about them.

How did you imagine The Mother when you read the play. 
In what ways is Mariola Fuentes’ interpretation of this 
character different to your expectations?

Describe how The Mother uses space in the final scene. 
What effect does this have on the audience? 

Consider how Mariola Fuentes uses stillness in her 
interpretation of the Mother.

MARIOLA FUENTES 

Since making her film debut in Imanol Uribe’s award-
winning Días Contados, Mariola has been a mainstay 
of Spanish cinema. She has worked with celebrated 
film director Pedro Almodóvar on Live Flesh, Broken 
Embraces and Talk to Her, and appeared in several 
movies by director Miguel Albadalejo. Alongside her film 
career, Mariola has also been a regular on Spanish TV 
shows including A las Once en Casa and Mis Adorables 
Vecinos. 

PROMPT

BRIDEGROOM

The Bridegroom is a virtuous young man. He is the last 
surviving child of his Mother and as a result is rather 
overprotected by her. However, he generally accepts this 
with good nature. He is cheerful and excited about the 
prospect of marrying the Bride.

 

How does the actor playing the Bridegroom use his 
physicality to demonstrate excitement at the wedding 
scene?

How would you describe the Bridegroom’s status 
compared to the other men in the play? And how does 
his status compare to the female characters in the play?

What do the Bridegroom’s wedding shoes tell us about 
his character?

DAVID VALENCIA 

David is an Australian actor of Latin American roots. 
Since being granted a place at NIDA in 2009, he has 
collaborated on more than a dozen stage productions 
and has been selected to engage in master classes with 
Kevin Spacey and Ellen Burstyn. His theatre credits 
include Pains of Youth, Noises Off!, Twelfth Night, Flight, 
The Seagull, and A Man for All Sea



LEONARDO FELIX

Leonardo is a poor farmer and a hard worker. Rash, 
bitter, scattered and flighty, Leonardo Felix is the primary 
antagonist of the play. He was in love with the Bride, but 
married her cousin instead. He lives with the resentment 
of unrequited love and is not at peace with himself. 
As the only named character, there is irony in his title: 
‘Leonardo’ means ‘as strong as a lion’ and ‘Felix’ means 
‘lucky, happy, fortunate’.

Matias describes Leonardo as “The venom in the apple, 
sweet venom though”, do you agree? What metaphor 
does The Bride use to tell The Mother about Leonardo?

MATIAS STEVENS 

Matias Stevens, a graduate from NIDA, was born in 
Sydney, but grew up in Santiago, Chile. Whilst at NIDA, 
Matias played the roles of Grigory Smirnov in The Bear, 
Evan in Don’s Party, Don Adriano de Armado in Love’s 
Labour’s Lost and various roles in The Laramie Project, 
to name a few. After graduation, Matias adapted, co-
produced and acted in his first professional short film 
The Pain of the Macho, which won numerous prestigious 
festival awards. Soon after, he was cast in the short film 
Amanecer, for which he won Best Actor at the Colourfest 
Film Festival and the film itself took out the Best Short 
Film award at the Sydney Latin Film Festival. Matias has 
also had the opportunity to fulfill a successful career 
in Chile, having played the lead role in the twelve-part 
Pacific War series Adios al Septimo de Linea (Goodbye 
to the 7th Battalion). Other credits on TV include: Warner 
Brothers’ series H+, Woman of Luxury, Jobless, Secret 
Diary of a Call Girl (Chile) and Decibel. Film: Supay 
and The Exorcists. Theatre: King Lear playing Edmund, 
Him and Her: Two is a Crowd and Patients or Family 
Members?.

PROMPT

SERVANT

The Servant provides a rational voice in the play. She 
is a bit rougher in speech and manner than the other 
characters but she is the most earthy. She understands 
the gravity of what’s unfolding and tries to prevent it. 

 

Consider what choices Ruth has made to bring texture, 
depth and authenticity to this character?

RUTH SANCHO HUERGA  

Ruth has worked on the stage for more than 20 years. 
She studied English Philology at the University of 
Barcelona, Cultural and Social Anthropology at UNED 
(Castellon), Theatre Studies at Laboratorio de Teatro 
William Layton (Madrid) and Drama at Col.legi del Teatre 
(Barcelona). She is an actress, poet, playwright, and 
theatre and short film director. She has published and 
performed theatre and poetry in festivals in countries 
around the world including Spain, England, USA, Mexico, 
Colombia and Australia (at the Melbourne Writers 
Festival 2005, Overload Poetry Festival in 2006 and 2010 
and Perth Poetry Festival 2011). 

In 2010 she finished her visual poetry collection titled 
The Shadows of the Words. Her new Digital Interactive 
Poetry Project called Trip-T(l)ics, supported by the 
Spanish Ministry of Culture and Education, Australian 
National University, the European Studies Centre and 
RMIT University, is a collaboration with different artists 
and will be launched in 2012. She is pursuing a Masters 
in Digital Literature at IL3 University of Barcelona and 
a Masters by Research in Media and Communication at 
RMIT University and was recipient of the 2012 Australian 
Endeavour Postgraduate Award.

PROMPT
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WIFE

Possibly the most down-to-earth character in Blood 
Wedding, Leonardo’s Wife is only slightly aware of his 
infatuation with her cousin. She is a naïve if well-intended 
woman, frequently praising the virtues of both the Bride 
and her husband.

NICOLE DA SILVA  

Nicole graduated from Theatre Nepean in 2003. Theatre 
credits include A Behanding In Spokane (Melbourne 
Theatre Company), B.C. (The Hayloft Project) and 
This Is Our Youth (FortyFiveDownstairs). Nicole also 
produced and performed in Queen C (B Sharp) and A 
Life in the Theatre (Darlinghurst Theatre). Television 
credits include Rush (AFI Winner for Best Drama), Carla 
Cametti P.D (Monte Carlo Television Awards Best Actress 
Nomination), All Saints and East West 101. In 2008, 
Nicole was nominated for the Graham Kennedy Logie 
Award for Most Outstanding New Talent for her role as 
E.C in Dangerous. Nicole has been a proud member of 
Equity since 2003.. 

PROMPT

BRIDE

The Bride is frustrated and behaves like a bit of a brat 
for most of the play. She believes that she will grow to 
love her husband, though she is marrying him out of 
convenience. 

 

What do the Bride’s costumes tell us about her state of 
mind in each scene?

 

SILVIA COLLOCA 

Born in Italy, Silvia first came to prominence as Dracula’s 
queen bride in the feature film Van Helsing, alongside 
Hugh Jackman. She went on to co-star in The Detonator 
opposite Wesley Snipes. Silvia also appeared in David 
Leland’s Virgin Territory alongside Tim Roth and in the 
camp classic Vampire Killers for UK producer Steven 
Clark-Hall. Silvia’s television credits include Packed to the 
Rafters, L’Avvocato, Cops LAC and ABC’s Rake. She is a 
trained opera singer having graduated from the Scuola 
Musicale in Milan. She toured the UK with the show 
A Night at The Opera, which culminated at the iconic 
London Palladium, accompanied virtuoso violinist David 
Garrett in his German Encore tour and recently sang the 
role of Orfeo in the Italian opera Orfeo ed Euridice at the 
PACT Space in Sydney. In 2013, Silvia will co-star in Aaron 
Wilson’s feature film, Triple Happiness. 
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THE MOON

The Moon represents death. Lorca wrote this character 
as a Woodcutter representing the Moon. He is a poetic 
symbol and while The Moon is usually a female symbol, 
Lorca insists that the actor must be male. 

IVAN DONATO  

In the first half of 2012, Ivan appeared as Macduff in 
the Bell Shakespeare production of Macbeth in Sydney, 
Canberra and Melbourne. In 2011, Ivan was part of the 
inaugural Bell Shakespeare Learning Ensemble. He 
graduated from NIDA in 2007. Since graduating he 
has appeared in stage productions including Strange 
Attractor for Griffin Independent, Orestes 2.0 for Cry 
Havoc/Griffin Independent, Bang for White Box/B Sharp 
at Belvoir Downstairs and The Berryman for Hothouse. 
Ivan was nominated for a Sydney Theatre Award for Best 
Newcomer in 2008.
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THE FATHER

A Landowner who is mainly concerned with extending 
his acreage. He speaks boastfully of his daughter to 
broker the marriage.

GREG ULFAN   

Greg works as a theatre actor, director and educator. 
As an actor, he has worked with Melbourne Theatre 
Company: Frost Nixon, Festen, The Rover; Australian 
Shakespeare Company: Romeo & Juliet; Eleventh Hour 
Theatre: The Merchant of Venice Retold, Not What I Am: 
Othello Retold; Melbourne Workers Theatre: The New 
Model; Opera Australia: Nabucco; not yet it’s difficult: 
K, Scenes from the Beginning of the End, The Desert 
Project and several others; Playbox Theatre: Face to Face. 
Directing credits include The Roulettes (Courthouse 
Theatre, Theatreworks), The Room (Storeroom Theatre), 
Zoo Story (Theatreworks), Antigone (National Drama 
School) and Extremities (Red Stitch Actors Theatre). 
Greg has also worked in film, television and installation 
art, is a VCA graduate, has undergone a thirteen-year 
apprenticeship with Russian director Professor Leonid 
Verzub in the Stanislavski and Michael Chekov disciplines 
and is currently doing his Masters in Performing Arts at 
VCA, Melbourne University.
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BEGGAR WOMAN

Strange, scary and possibly mad, the Beggar Woman 
speaks directly to the Moon and hopes for violent, 
horrible deaths for Leonardo and the Bridegroom. She 
foretells the murders, and she brings the news of the 
deaths to the women the next day. Although she is called 
“Beggar Woman” in this script, Lorca’s original character 
list refers to her as “Death as Beggar Woman,” hinting at 
her supernatural significance.

 

How does the Beggar Woman interact with the props?

What is the Beggar Woman’s relationship to the other 
characters in the play?

What is the Beggar Woman’s relationship to the 
audience?

Why do you think the director, Marion Potts, and the 
writer of this adaptation, Raimondo Cortese, chose for 
the Beggar Woman speak almost entirely in Spanish?

IRENE DEL PILAR GOMEZ  

Irene, Madrid-born and raised, is an actress, dancer, 
screenplay writer, illustrator and assistant news producer. 
Irene has studied acting, dance and cinema at various 
institutions, including the Theatre Art School of Angel 
Gutierrez, the Charles III University of Madrid and at 
the Roma Tre University, Italy. Irene has been involved 
in several theatre productions including: Alla fine dell 
Terzo Atto, The Talkers (Los Habladores), El Quijote, The 
Olives, The Little Prince and The Wedding. For seven 
years she was an ensemble member of the Chekhov 
Chambre Theatre in Madrid, which included a role in The 
Jealous Old Man (El Viejo Celoso), for which she received 
a best actress award on tour in San Juan, Puerto Rico. 
Now Melbourne-based, Irene has continued to work as a 
dancer and actress and has acted in short films including 
Barefoot and The Lark, and written and directed a 
theatrical version of Rapunzel for a Children’s Theatre 
Festival organised by the Spanish Consulate. 

PROMPT
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AUDIO DESCRIPTION

The Malthouse offers audio description to blind patrons, 
this is the introductory script written by Josh Wright, 
Associate Producer and Audio Describer. It contains 
detailed visual descriptions of the set and characters.

A DESCRIPTION OF THE SET

We are sitting in the Merlyn Theatre of the Malthouse. It 
is a large black box space about four stories high with 
balconies which wrap around the walls on all four levels. 
From ground level you enter the Merlyn at the bottom 
Right Hand corner of the square theatre. The seats are in 
an L Configuration with seating banks on either side from 
this bottom right corner looking out into the rest of the 
space. 

The Blood Wedding set, by The Sisters Hayes is an open 
space 10 metres deep and about 15 metres wide. From 
the floor and less than a metre from the front of the first 
seats is a 5cm wooden frame which holds compacted 
pale yellow gravel which creates the stage foundation. 
The gravel appears dusty and parched. It covers the 
whole floor and provides a decent audio clue to the 
movement of characters in the space.

The balconies of the Merlyn on the back wall between 
the first floor and the third floor and shielded by a 
mottled and sun-affected wall of teal-green concrete 
besa blocks. Each block tessellates with the next and has 
a simple cut-out design of a circle and cross. They form a 
textured see-through surface. 

Beneath the overhang of this besa block back wall, 
there is a range of stacked objects and fridges which 
cover the whole back wall and perhaps beyond. The 
fridges, of which they are about 15, range from large 
4-door industrial and commercial fridges to smaller 
domestic fridges. None of the fridges are new. Some 
have characteristic brown and silver retro panelling whilst 
others could be close to antiques. Three of the larger 
fridges appear to be for commercial use – ones that you 
might find in corner shops. They have 3 of 4 glass doors 
and are brightly illuminated from within by harsh blue 
white fluorescent lights. Partially filling the shelves of 
these fridges we can see slabs of bottled water, plastic 
jugs and large replacement bottles for water coolers. 
An old beige rounded corner fridge of 1950s design sits 
sturdily and prominently among the stacks. 

The fridges sit next to each other and form a heavy 
framework in which other objects are placed, stacked 
and hung: cheap plastic stools in dark green, red and 
navy, milk crates and cutlery trays, a white table fan, a 
bright blue esky, a baby blue plastic rubbish bin. It feels 
that most of the available space on the back wall around 
the fridges is filled and stacked with useful plastic items, 
around, atop, aside and between the fridges. This is a 
wall of convenience. A space well prepared with tools for 
cleaning, preserving and cooling. 

Adjacent to the back wall, the left wall of the Merlyn 
theatre is obscured by a large free-standing besa block 
wall. This wall is positioned 2 metres from with the end 
of the seating bank and about 2 metres deep onto the 
stage. It is an imposing free standing wall about 8 metres 
long and three stories high. It frames the stage space. 
Structurally, it offers entry points into the empty stage 
space both to the front of the stage (I will call this front 
stage) and towards the back of the stage between the 
fridges and overhang (I will call this back stage). 

The wall is covered and woven with a material which 
could be large, thick spider webs of various browns 
and greys, but on closer inspection can be discerned as 
human hair. It is weaved and plaited through the cut-out 
bricks and climbs and clings to the free-standing wall like 
ivy. Some of the hair is long and wispy and other parts 
seem to be full-heads of long brown hair which are fixed 
to the wall at standing height. It looms across the space, 
a disturbing background to the action in the centre.

The gravelled stage space in the centre is left 
completely bare. In the bottom right hand corner of the 
L configuration, closest to the stage is a single black 
microphone and stand. 

STAGE AND LIGHTING DYNAMICS

Structurally, the stage remains unchanged throughout 
the performance. It is, however, radically affected by light 
and haze. 

Lighting in Blood Wedding is often mediated through the 
bricks walls which line the upper back wall and the free 
standing wall to the right. Lights are placed behind these 
walls and will, at times, filter and create stretched and 
eerie patterns on the gravel below.

In the third act, the space is transformed by light, sound, 
haze and shards of darkness. It is other-worldly, ethereal, 
uncanny. It is often not easy to make out shapes, figures 
or clothes and characters sometimes move through 
darkness or are only partially illuminated.

Currently, as the audience enters, there is a very soft 
yellow wash across the stage but the main light comes 
from the industrial fridges on the back wall which cast 
their harsh, bright light on the stage space.

A DESCRIPTION OF CHARACTERS

With one exception, Blood Wedding does not give 
characters proper names. Instead they are referred to as 
‘mother’, ‘bridegroom’ or ‘servant’. 

Some of the actors play multiple roles which I will 
describe now.

Major roles, in order of appearance…

Bridegroom (David Valencia) is a casually smart looking 
early 20 something year old man with handsome 
features. He has wavy brown hair, dark brown eyes and 
light olive skin. He is clean shaven. He wears smart-casual 
clothes of crisp linen and cotton: light brown pants rolled 
at the ankle with casual brown sling-back woven sandals. 
He always wears a smart collared shirt with the sleeves 
rolled to his elbows. In the opening scene, he wears a 
bright burnt orange shirt. At the wedding her wears a 
dark navy suit, white collared shirt and hand-crafted tan 
calf-skin lace-up shoes.

He is the son of Mother (Mariola Fuentes) she wears a 
calf-length dress of cotton with a quietly printed fern 
pattern in moron and charcoal. She is attractive and 
could be mid to late 40s, maybe early 50s. She has a 
sharp face and lean body. She wears black leggings 
beneath her dress and wears her long brown shoulder-
length hair in a loose bun. She does not wear make-up. 
She has a long black cotton cardigan which hangs to her 
knees and which billows and shifts as she moves. She 
wears slip-ons which are see-through with a black lace 
design.
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AUDIO DESCRIPTION (CONTINUED)

Neighbour (Ivan Donato) also plays First Youth (which 
I will also call the Singer) and Moon. Ivan plays key 
mechanical characters throughout the work and has a 
distinctive resonant and clear voice in both Spanish and 
English. He wears very casual clothes: boxy beige shorts 
to the knee. Black sandals with white socks and a singlet 
with red and black horizontal stripes. He is a stocky late 
20s to early 30s with short, ruffled jet black hair and 
thick black beard. He appears to have Mexican or central 
American background. As the Moon he wears the same 
clothes with the addition of iridescent face paint roughly 
applied.

Wife (Nicole Da Silva) is a very attractive slight woman 
with long auburn hair. Elegant and pretty she is medium 
height aged late 20s to early 30s. She wears summer 
dresses which run to her mid thigh. She is consciously 
attractive, but modest in her appearance. Her dresses 
are strapped exposing her brown shoulders. In her first 
scene she wears a canary yellow cotton dress and a black 
and orange paisley headcloth but hurriedly tied around 
her hair. She is noticeably pregnant – perhaps 5 months 
into her pregnancy, maybe more. She often holds or rests 
her hands atop her belly and her dresses modestly fit 
her shape. At the wedding she wears a beaded orange 
embroidered and sequined dress and a grey loose 
cardigan to her knees.

Later, Nicole Da Silva plays an ethereal role called First 
woman but she remains concealed by dark light.

Wife is the sibling of Sister-in-law (Irene Del Pilar Gomez) 
a strapping young woman with long limbs and thick 
black hair. She wears her hair up in a high loose knot 
and wears a simple dark indigo dress with detailed cut-
shoulder panels. 

Wife is married to Leonardo (Matias Stevens) a 
shady and sultry character. He is strapping and 
characteristically tall, dark and handsome. Lean and 
tough he wears faded tight black jeans and black calf-
length workers’ boots. He has a loose crinkled floral 
overshirt in indigo and purple. He wears a weathered 
blue singlet tucked into his jeans beneath. His hair is 
unkempt and clearly last shaved his black beard a few 
days ago.

The Father (Greg Ulfan) is a healthy older man silver-
haired and casual with a black goatee. He wears white 
linen pants, slip-on black leather sandals and a button-up 
pale green and white vertical striped shirt.

He employs Servant (Ruth Sancho Huerga); a petite 
young to middle-aged woman. She wears casual clothes 
to work in. She layers a luscious orange slip dress over 
a pink rose print floral singlet. She wears striped navy 
sports leggings to the calf and casual red patterned 
feminine joggers. She has a retro apron in yellow, orange 
and brown paisley flanked by pale yellow deep pockets. 
Her hair is swept up with a hairclip which shows gold 
medium sized hoop earrings.

The servant attends Father’s house and most importantly, 
Bride (Silvia Colloca). Bride is strikingly beautiful with 
thick, soft-curled, dark brown hair past her shoulders 
which frame her almond face. She has an elegant figure 
and wears simple but elegantly detailed dresses. In her 
first scene, she wears a contemporary navy summer 
dress buttoned to the neck with bright red trimming, 
buttons and floral embroidery on her breast and sleeves. 

At the wedding, Bride wears a dress which is worthy of 
explanation now! It is thigh length with a medium-body 
skirt. It is a dusty pink – potentially discoloured by age 
and tradition. Hand-made the dress has small rosettes on 
the skirt and is embroidered all over with flushes of pink 
roses which run through the dress and concentrate on 
the bodice. The dress shimmers and sparkles silver as it 
moves. She wears printed tan leather high heels. Bride’s 
wedding crown is referred to as ‘orange blossoms’ but 
is in fact pearlescent teardrop beads bunched into a 
blossoming tiara. 

Beggar Woman (also played by Irene del Pilar Gomez) is 
a dishevelled contemporary gypsy character. She wears 
a dishevelled silk tracksuit of baby blue, stripes of yellow 
and pink triangles but it is clearly very dirty… disgusting 
even. Its seams are brown with grime and rubbish. Bright 
wooden bangles tighten her zipped-up jacket to her thin 
arms. Her hair is long, thick and obscures her narrow 
face. She wears filthy calf-length tracksuit pants over the 
tops of black lace leggings. On her feet she has battered 
white sneakers – one with fluorescent pink laces, one 
with blue laces.
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