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1. About the Company 

The Mark Bruce Company was 
formed in 1991 as a vehicle for 
the uncompromising dance 
theatre of Mark Bruce. 
 
Based in Frome, a rural market 
town in Somerset, Mark Bruce 
Company is a multi-award-
winning dance theatre company 
that tours widely and to great 
acclaim. It also runs a 
progressive education 
programme in Somerset and on 
tour.  
 
 
Rooted in both dance and theatre and with a strong choreographic language, Bruce’s 
work draws from a broad spectrum of influences and has a strong filmic quality; it stakes 
out territory unoccupied by any other English dance company. 
 
The Mark Bruce Company creates work for both traditional and unconventional venues, 
and is keen to explore any ideas that might lead to the further development of a diverse 
audience. 
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2. Mark Bruce’s Return to Heaven 

Return to Heaven is the story of an obscure expedition into the darkness of a jungle 
led by two explorers seemingly pursuing only a feeling that something awaits them, 

something they need to uncover.  The tale is non-linear and told in a series of flashbacks.  
Like music, dance theatre can transcend narrative; it doesn’t need to be followed…it can be 
‘felt’ and is open to interpretation.  The characters, places and events the explorers 
encounter are a juxtaposition of associated visions - contemporary metaphors alongside 
ancient mythology and ritual that reveal what resides within their own nature.  It’s where 
they meet their demons; creatures they must be reconciled with if there is to be progression, 
redemption and hope.  
 

I’m returning to and moving forward with the ‘world’ of my 2012 piece, Made In Heaven 
which ended with the Prairie Girl character arriving on the shore of an island.  In Made in 
Heaven this character constantly evoked the world around her through her dreams but in 
Return to Heaven this character is older and I thought this was an interesting place to start.  
However it is not essential to have seen the previous production although those who did 
might recognise characters and themes.  
 

The use of the word ‘return’ is also a reference to the journey the protagonists take to their 
beginnings - universal legacies that lay inside of them. It references Ancient Egyptian 
mythology - but spirals - and the point is - is allowed to spiral, in all kinds of directions. It 
references many eras, styles and mediums. It is concerned with the relationships, 
companionship between individuals but the big picture of everything as a whole.  As always it 
is very filmic. I find cross references of themes in everything and find ways to connect them.  
I have allowed myself a lot of freedom so I can push myself and the ability the medium of 
dance theatre has to communicate beyond words - as music, or visual mediums can.  

 
              Mark Bruce 
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Mark Bruce Company creates dance theatre that employs influences from many art forms. 
Its productions reference many mediums both in content but also in method; they are 
informed and utilise the skills and craft of different art disciplines and combine them. The 
work is visually driven - with a strong filmic aesthetic, and employs an open and diverse 
choice of music that encompasses many eras and cultures. The company’s productions aim 
to communicate with a broad audience - transcending language through the medium of 
dance to touch universal human truths and emotions within us all. The work is open to 
interpretation, intends to tap a viewers subconscious, stimulating imagination and thought 
through association in each individual. 
 
Return to Heaven crosses lands, cultures and time to create a mythology and symbolism of 
its own. Hounded by scientists and supernatural forces, and trying desperately not to lose 
one another, two explorers journey 
perilously through lands of unleashed 
demons and gods to play their role in the 
resurrection of an ancient deity.  
 
With influences of William Burroughs, old 
horror films and Victorian chillers, Mark 
Bruce Company presents visions of cursed 
tombs, jungles, science fiction nightmares 
and islands of paradise. Set to music 
ranging from Penderecki to Lanegan, 
Return to Heaven is visceral and poignant, 
intricately choreographed and laced with 
dark humour.  
 
The movement vocabulary of Return to Heaven is varied but clearly rooted in 
contemporary and classical technique. There is both fluidity and weight to the 
choreography, with detailed expression of arm gestures, suspensions and turns. Dancers 
weave through the space on complex pathways, performing phrases of rhythmic 
complexity. During the rehearsal process, Bruce works to create a specific movement 
vocabulary to express his interpretation of the characters. Choreographic devices such as 
motif development, repetition and variation create a narrative coherence and allow the 
audience to understand character development and relationships. His work invites the 
audience not just to understand, however, but to feel – to connect emotionally with the 
performance. 
 
Mark Bruce Company are an independent dance theatre company, based in Frome, 
Somerset. They have won the Sky Arts South Bank award for Dance, the National Dance 
Award for Best Male Dancer for Jonathan Goddard as Dracula, and the award for Best 
Independent Company. They are part of the National Portfolio Organisations and receive 
regular funding from the Arts Council. 

3. Introduction 
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Mark Bruce has choreographed, directed and danced  
internationally for over 30 years, working with Rosas,  
Bern Ballet, Ballet Black, Introdans, Gibson/Martelli, 
Probe, and DJazzex among others. 
 
He formed the Mark Bruce Company in 1991.  
Productions include Moonlight Drive (1991), Lovesick 
(1995), Helen, Angel (1996), the celebrated  
collaboration with Polly Jean Harvey and John Parish 
titled Dance Hall At Louse Point (1997), Horse, Dive 
(1999), Sea of Bones (2006) Love and War (2010), Made 
in Heaven (2012) and Dracula (2013) which won the 
Sky Arts South Bank award for Dance, the National 
Dance Award for Best Male Dancer for Jonathan God-
dard as Dracula, and the award for Best Independent  
Company. Bruce’s production of The Odyssey toured in 
2016 and his Macbeth in 2018, both received National 
Dance Awards nominations for their dancers. 
 
In 2005 Bruce created Fever for Probe, Green Apples 
for the Royal Opera House’s Clore Studio Summer  
Collection and in 2006 Bad History for The Place Prize. In 2008 he created The Sky or a Bird 
for Probe and Stars for Dance South West. Bruce’s first commission by Bern Ballet, Crimes of 
Passion, premiered in January 2010 and his second, Medea, premiered in February 2011. He 
created Second Coming for Ballet Black in 2015. Bruce’s theatre work includes the Royal Ex-
change Theatre’s productions of Peer Gynt, The Bacchae, Antigone, The Revenger’s Tragedy, 
Antony & Cleopatra, The Glass Menagerie, As You Like It, Fast Food, Still Time and The Way 
of the World. He co-devised Skellig, an opera based on the book by David Almond, for the 
Sage Gateshead in 2008. He directed Rick Bland’s award winning Thick which toured the UK, 
US and Canada. He worked with Singapore Repertory Theatre on their 2015 production of 
The Tempest. 
 
Bruce has also worked in a variety of new media, screen and interactive stage productions 
with Ruth Gibson & Bruno Martelli. He has written music for his own work and also for art 
installations and is published by Mute Song. His album Girl in a Graveyard was released in 
2019. His book of short stories, Blackout Zones was released in May 2010 and his book On 
Choreography and Making Dance Theatre was published by Oberon in 2018. 

4. The Creative Team 

WRITER, CHOREOGRAPHER AND DIRECTOR – MARK BRUCE 
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Can you cite some of your major influences in your work in general?  

I am influenced by many artists and art mediums. I am especially influenced by film and this 
is clearly apparent in my work. I began my company so I could present productions informed 
by the crafts of every medium that has captured my imagination - whether it be theatre, film, 
music, literature, graphic novels... anything. It all goes into a melting pot from which I create 
a ‘language' for a production; and every production will have different influences. 

 

And in Return to Heaven so 
far? 

Return to Heaven has a vast 
array of influences and some I 
still can’t even identify. Here 
are a few - some directly 
apparent - some only in 
methods, craft that I have 
learnt from: 

In terms of structure - 
particularly juxtaposition I 
would think David Lynch’s films 
have probably informed me - 
especially Lost Highway, 
Mulholland Drive and Inland 
Empire. Also David Bowie’s 
Blackstar - though I have not 
included any of his music in the production. There are  elements of Victorian Chillers - Arthur 
Conan Doyle among such authors, in the work. William Burroughs’ The Western Lands has 
been a strong influence. I suspect also Joseph Conrad’s Heart of Darkness. Hammer horror 
films are present, as are road movies from the 1970s, early George Romero films, and also a 
touch of Raiders of the Lost ArK. Ancient Egyptian Mythology underpins the work - the Land of 
the Dead, and the narrative and philosophical elements of the dismembering of the god Osiris 
by his brother Set. As well as reading about Egyptian mythology I also took several trips to the 
British Museum to visit their ancient Egyptian collection. old Dr Who series are ever present - 
notably The Brain of Morbius and The Pyramids of Mars. The characters in Return to Heaven 
set off from the world of a previous production titled Made in Heaven. They are characters I 
have been writing about in the form of novels, screenplays and graphic novels for many years 
- they are also the subject of some of my songs. 

 

You always use music as an important part in telling your stories. Can you talk about your 
music choices for Return to Heaven? 

I work with music on many levels. Music can used to tell a ‘story’ but can often be strongest 
when catching the emotion or states of being of the characters living a story. Music is a 
powerful medium and one has to be careful with choices. It can set and offset worlds - bring 
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cultures and eras together through common themes and this is very much the intention of 
Return to Heaven. Melodies or rhythms can marry with subject matter but push me in 
different ways of expressing it.  It will completely change an audiences perception of what 
you are communicating. It can be used to build a world - atmosphere. Whatever my choices 
I never chose music just because I ‘like’ it; it has to work with the production, in context 
as a whole but also with where it sits amongst other sounds or scores. With all this in mind 
there is a very diverse mix of music in this production  but Return to Heaven sweeps 
through many worlds and eras - sometimes there is a suggestion that the music is 
responsible for changing the environment because the ‘story’ is very much a journey 
through the character’s subconscious. There is one particular scene in which two 
characters listen to different channels on a car radio - and that the sound alters the world 
around them. Belafonte - longing, beauty, love, escape, an island. The Mark Lanegan's 
remixes I have used evoke the archetypal - the words of Judgement Time could be 
associated with the Ancient Egyptian land of the dead - a place between life and what is 
beyond death. The lyrics have an ambiguity and can be approached on different levels.  

The Penderecki compositions build atmospheres of suspense, horror or science fiction as 
well as rhythmic detail that evoke creatures and jagged states of mind that suit the 
production. These works coupled with Harry Belafonte’s songs create counterpoint worlds 
and states of being that should ensure the production does not linger in any one place for 
too long so an audience becomes inured to what you are presenting them with. 

 

Your last three full length productions have been pre written stories, is there any 
reason why you have chosen to not do that this time? 

I always knew I would return to making my own work - it is less limiting. I am inspired by 
artists that  have pushed their mediums beyond the normal boundaries through the making 
of individually unique work. Bowie’s album Black Star provoked me to get back to rooting 
around in my mind, pushing myself and digging stuff out - things that are pretty off the 
wall in their raw state, and crafting something from them. I can use what I have learnt 
from tackling established classic tales  - both with my company and many theatre 
productions, to craft a narrative of my own. It’s a vulnerable place to be because I am 
working beyond myself. But this is the place to be. Life is short, I want to see where it 
leads me. Films like David Lynch’s Lost Highway or Mulholland Drive cannot be created 
without trusting and believing an artist has to venture into the dark to find things they 
cannot always explain in rational terms but touches the collective subconscious. It is 
important to be doing this now - we live in a very prosaic time, we don’t spend enough 
time exploring deeper things. The work of artists such as Bowie and  Lynch are a 
benchmark, and I can’t shy away from this. 

 

How do you choose your dancers for productions? 

Sometimes I will have particular dancers in mind for a production and this will have a 
bearing on whether I pursue it or not - whether it is an established narrative or something I 
have written myself. Return to Heaven was written for six specific dancers, they very much 
inspired it. It doesn’t always work like this - sometimes I hold auditions when I have a part 
written but need to find the right person to play and dance it. 
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LIGHTING DESIGNER: GUY HOARE 

Guy has been designing lighting for dance, theatre and opera for 20 years, creating work 
throughout the UK and Guy has been designing lighting for dance, theatre and opera for 
20 years, creating work throughout the UK and internationally. He has collaborated with 
Mark Bruce Company since 1999, designing Macbeth, The Odyssey, Dracula, Made in 
Heaven, Love & War, Sea of Bones, Bad History, Green Apples and Dive. 

Other designs for dance include Chotto Desh and 
Chotto Xenos for Akram Khan 
Company, Metamorphosis for Arthur Pita, Overflow for 
Alexander Whitley, Strange Blooms for Shobana 
Jeyasingh Dance Company, And Who Shall Go to the 
Ball? for Candoco. He has also designed work for The 
Royal Ballet, Sadler’s Wells, Scottish Dance Theatre, 
NDCWales, Sydney Dance Company, Skånes Dansteater 
(Malmö), Maqamat (Beirut); he has collaborated with 
Christopher Bruce, Theo Clinkard, and Martin Forsberg 
amongst many others and has designed a number of 
works for Gandini Juggling. 

Designs for theatre include Seawall / A Life on 
Broadway; Julie, The Deep Blue Sea and Here We 
Go for the National Theatre; Jesus Hopped the A Train, 
A Doll’s House and Wings for the Young Vic; Clarence 
Darrow for the Old Vic; Roots and Serenading Louie for 
the Donmar Warehouse; One For Sorrow and In 
Basildon for the Royal Court; A Delicate Balance and 
Waste for the Almeida; Wife for Kiln; Cock for 
Chichester Festival Theatre; West Side Story for 
Leicester Curve and various pieces for NTS, Theatre Royal 
Bath, Headlong and Bristol Old Vic. 

Designs for opera include The Firework-Maker’s Daughter at the Royal Opera 
House, Jakob Lenz for English National Opera, and American Lulu in Bregenz. 

Guy is an Associate Artist at Wilton’s Music Hall. 

Photograph © Christopher Tandy 

How did you become a lighting designer? 

I first became involved in the creative side of theatre as a scenic artist at school. 
Initially brought in to help paint scenery, I soon became fascinated by light. When I 
could no longer study art at school and university, lighting began to fill that void. By the 
time I finished my degree I knew that I wanted to become a lighting designer and took 
every opportunity to work in the lighting department in any theatre I could, starting on 
the crew, assisting other designers on smaller projects and eventually designing my 
own. My theatre work introduced me to opera and then I met Mark and started 
designing for dance as well. 

 

AN INTERVIEW WITH GUY HOARE 
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You have worked with Mark for many years now. What would you say makes your 
collaboration work well?  

I think from the very outset – when we made Dive in 1999 – we shared a number of interests 
and cultural touchstones. Even though I had never worked in dance before, I had a sense of 
theatre which seemed to suit the direction Mark’s work was taking and his cinematic visions 
really chimed with a lot of my design aesthetics. That shared taste – along with an almost 
obsessive eye for detail and a strong work ethic – laid the foundations for a long future 
together. 

Over the years our disciplines and styles have developed in parallel – informed both by our 
work together and our separate projects with others – and now (10 pieces and 20 years 
later) we have both an intricately developed shared language and a great sense of mutual 
creative trust both of which are essential I think for a successful collaboration. 

 

How much interaction do you have with the rest of the production team? 

Most conversations tend to be as inclusive 
as is practical. The decisions I make 
obviously have a major impact on Doro 
(costumes) and Phil (set) and their choices 
will also have a big impact on mine. To an 
extent light is the last element that we 
absolutely have to commit to but in order 
for it to play an active rather than a 
merely passive, responsive role in the 
creative process it’s crucial to have as 
many conversations and pool as many 
ideas as possible early on. For logistical 
reasons we can’t all get together in the 
same room very much until near the end 
of the process – not least because Doro is 
based in Berlin – but recently we have tried to get the whole creative team together for 
early photo-shoots which serve almost as a design R&D phase and provide an opportunity for 
us all to discuss materials, light and structures in context with the performers. 

 

What colour palettes will you be using for Return to Heaven and why? 

I think there will be more colour in Return to Heaven than in some of our recent work – 
particularly Dracula and Macbeth which were very monochrome. However I suspect much 
the palette will be a little more desaturated and muted than some of our early work. There 
will be echoes of Made In Heaven, but I think it will be like re-discovering an old photograph 
rather than being a newly minted copy. There will be a lot of dusty, sandy tones and an 
evocation of the tropics. But there may also be the odd surprise along the way. 
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You use a lot of haze in your lighting for Mark. How does this contribute to your design? 
 

Haze is often used to create atmosphere and draw attention to architectural shapes of the 
light, however we tend to use it more structurally - almost as a scenic element its own right. 
Lighting through haze in certain directions can help to make things disappear; creating solid 
walls of light so it really helps us shift location and reveal (or conceal) performers and 
scenic elements. 
 
 
 
What has been different in this process compared to previous productions you have 
worked on with Mark? 
 

Scenographically I think is possibly the most complex and ambitious piece we have made to 
date – in terms of the sheer quantity and variety of locations required to tell the story; 
moreover the narrative itself is quite complex so we really need all elements of production 
design to be as coherent and clear as possible about where (and when) we are at any given 
point. All of these 
locations are being 
created by a 
combination of 
scenery and lighting 
but there is inevitably 
a limit to how much 
equipment – and 
different scenery – we 
can fit on stage so 
we’ve had to really 
grapple with quite a 
few challenges. 
 
 
 
 
 
 
Return to Heaven 
has a narrative but it is non-linear. Are some of your decisions about lighting purposely 
made to help guide the audience? 
 

I don’t think we want to spoon-feed the audience, it’s important that they do some thinking 
to unlock the puzzle of the story, but yes, we absolutely want to make sure we are giving 
them the clues to do that. It’s always a delicate balance deciding how clear to make things 
without over-simplifying, but this narrative is complicated and – perhaps more crucially – it’s 
a narrative the audience won’t be familiar with so we need to make sure the lighting helps 
with that. Partly it’s about clearly establishing time and location, partly it’s about making 
sure significant moments are really highlighted and not missed. 
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PHIL EDDOLLS — SET DESIGNER  

As a freelance designer and maker Phil has worked both nationally and internationally on 
indoor and outdoor events throughout his career. One-offs include Commonwealth Games 
2002 and Olympic Games 2004 opening ceremony. 

Recent designs include The Light Princess for the Tobacco Factory, The Boy Who Cried 
Wolf and Treasure Island (outdoors) for Bristol Old Vic, Science Museum Live with London 
Science Museum, Jonsi world tour (lead singer Sigur Rós), Angelmoth and Rapunzel for Ballet 
Lorent at Sadlers Wells, Chasing Fate at Birmingham Hippodrome, Alex with Robert Bathurst 
and numerous co-designs with Julian Crouch for Improbable. 

Other shows include The Epic of 
Gilgamesh at Belgrade Coventry and the 
Coventry Mysteries 2006 in the Cathedral 
outdoors, Sticky with Improbable at many 
international outdoor festivals and the 
Metropolitan Opera Gala 2009 in New York. 
He won Best Designer at TMA Awards in 2003 
for The Hanging Man. 

Phil is a longtime collaborator with 
Improbable and Imagineer and helps design 
and realise Carnivals throughout the 
country. 

Performance work includes Opera chorus 
with ROH production Lady Macbeth of 
Mstensk, Satyagraha for ENO and Met New 
York (skills ensemble) and Dot Comedy’s Get 
Lost.  

How did you get started in this profession? 
 
I trained as a teacher, and whilst working summer jobs, joined a stage crew. I was offered a 
full-time job and became an Actor Assistant Stage Manager (ASM), and performed small 
roles from several years whilst scene changing and ASM ing on the shows too. Promotion 
took me to Technical director of a big multi venue building, and I began to assist a lot of 
young designers straight out of college. I helped them with practicalities and getting their 
shows up. I began to realise that I could maybe do this too. 

I left the Theatre I was in full time to tour with a show I helped to devise; Shockheaded 
Peter then toured the world for 2 years and I went as Understudy, Production Stage 
manager and Crew chief.  On my return, I was asked to co-design their next show, The 
Hanging Man, This won the TMA award for best Design in 2003. The rest is history.  
See some of it on phleds.com 

Photo graph (c) Mark Bruce 

AN INTERVIEW WITH PHIL EDDOLLS 

http://phleds.com
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Can you describe your collaborative process with Mark? i.e. how you both start to create 
the world of the piece and the progress from there? 

The collaborations are very organic, and they need to "just happen" to be at their best. 
Mark will invite us to share in the work so far, and there it will begin. I watch for space 
really, space I may be able to put something in. The show is the Dancers. The set surrounds 
them with the language that the story insists upon. Mark will have very specific ideas, and 
also allow freedom too, and through this, almost like a sculptor with a block of stone, bits 
will be chipped away here and there, ideas and concepts to and fro, paper torn up as we 
start again until a version of what we will end up with comes slowly to view. 

The set may only reveal itself at the last minute, but run-throughs, props and ideas always 
flow, and it is up to us to cap 
them and begin to work with the 
best ones. We kind of know that 
the product will be brilliant, but 
only because it has drained us in 
every way to make it so. 

Previous productions you have 
worked on with Mark have 
been based on established 
stories, whereas  Return to 
Heaven he has written himself. 
Has this changed anything in 
your approach and process? 

Return to Heaven is the sequel 
to a show Mark produced before 
I became a collaborator. This 
means that I needed to do a 
little research into the style of 
the first show Made in Heaven.  
The show used spoken text and many surreal images and flamboyant props to service the 
powerful choreography.  This gave me a certain amount of freedom and confidence to head 
into the same territory. The fact that it is a new piece, and has such a surreal and multi 
layered thread means that visually we as a creative team can free ourselves up in terms of 
how literal we need to be. The setting needs to be ambiguous in its ability to morph from 
the now to the then, as well as shifting in location without too many huge scenic changes. A 
basic set is the vehicle for each scene, with props added and taken away to ground us in 
location or time. 

It has been an enjoyable process so far, and because we have had such a diverse method of 
physical production from two workshops and various props makers, as well as costume, we 
get to see it all together only when it comes in from the four corners of the world. (At least 
our world) What we have seen of the show and the choreography and direction so far is 
enough to fuel the fire for a little more risk or jeopardy to be added. In my eyes, this is 
what any setting needs to entice our audience into the show before a performer enters into 
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it. There are certain lovely threads which join the two shows together for the viewer who 
saw the first production, but no spoilers here. 

I look forward now to production week, when we see all the components come together for 
the first time, and I get to create the next stage with Mark, Guy, Doro and the cast and 
ultimately stage this for our first show in Frome.  It is then a challenge to tour this show to a 
number of very different  sized venues, adapting and tweaking as we go. 

 
What team have you worked with to create the set for Return to Heaven? 

The team is headed up by 
Mark Bruce, our producer 
Anne and a very close knit and 
amazing group of dancers. 
Though to call these people 
dancers is kind of an 
understatement. I have seen 
more emotional performance 
from them, more ensemble 
acting, than I have seen in 
many of my 30 years doing 
this stuff. 

My other two design partners 
Guy and Doro, light and 
costume the show and give 
the set its personality. I enjoy 
the way our work kind of 
bleeds into the show, like 
dripping 3 or 4 bright colours 
onto a cloth and watching the magic as they mix in the middle?  It is great because I can 
never guess to well what will come out of our collaborations, but I know it will always be 
stunning. The sound must be mentioned too.  

The emotive collection of music, sound effects and voices is intoxicating and shocking at 
times, which always leads to high emotion and vivid experience. I work with a props expert 
and painter called Scott. His input also adds a layer of huge beauty to this whole process. 

What visual references did you research when conceiving the design for Return to 
Heaven? 

After the discussions and early showings of scenes and sections of the show, I begin to get the 
imagined images down as sketches. Then, in this instance I was straight to the British 
Museum, John Soane’s house and of course Google.  Ancient Egypt, Mars, jungle and Victorian 
equipment mixed with earthy images from South America of Militia, Guns, knives, tribes etc.  
I researched Cars and Jungles, Meteorites, Night skies and Horror films from the 70’s. My 
paint references to the workshops come very late as I need to see things made, and decide 
along with Mark, which way to go. Some of the painting will go on in the Studio, when it’s all 
together. My references I always keep loose.  Don’t look at other shows.  Look at life, beauty 
and people. 
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DOROTHEE BRODRÜCK - COSTUME DESIGNER  

Dorothee Brodrück studied costume design at Berlin’s esteemed Universitat der 
Kunste. Additionally she pursued painting and etching at Freie Kunstschule, Berlin. 
After graduating, she moved to Switzerland 
where she became assistant costume designer 
in Bern’s Stadttheater for 2 years, contributing 
to numerous ballet and theatre projects.  
She has collaborated with Mark Bruce Company 
since 2012, designing costumes for Made In 
Heaven, Dracula, The Odyssey and Macbeth. 
As a freelancer, Dorothee has created 
costumes for dancers, musicians and actors for 
venues as varied as the Komische Oper (Berlin, 
Germany), Stadttheater (Bern, Switzerland), 
Hans- Otto-Theater (Potsdam, Germany), 
Theater Koblenz and Theater an der Sihl 
(Zürich, Switzerland) among others. 
Based in Berlin, she co-founded the avant-
garde Dieter & Thomas label with Karoline 
Lobeck in 2010. 
 
Since 2014 she has taught fashion design at 
Designschule Schwerin. 

Could you tell us about your role as costume designer in the production? 

 

As costume designer, I help to characterise each role in the piece. Through costume, 
you can enhance the character’s personality. Each detail has a meaning on stage - in 
dance even more than in a play. It’s like looking through a magnifying glass. Every 
part of the costume can tell a story. I try to visualise the pictures Mark has in his 
head. The character’s costumes can help you understand the piece, they add 
another layer to the story.  I’m involved in the process very early which is great, so I 
can ask Mark many questions to find out what is the best way to go with the 
costumes. Also, a very important thing is to make sure the dancers can move in their 
costumes and don’t feel restricted by anything. 
 
How do you progress from the first idea to the final design? 
 

Sometimes first ideas go too far- so it can be good to simplify things. To extract the 
right elements from the first ideas and get rid of everything which isn’t important 
for telling the story.  A great thing when working with Mark is having the photoshoot 
very early in the process. It’s a very good opportunity to find out if the design works 

Photograph © Chris Tandy 

AN INTERVIEW WITH DOROTHEE BRODRÜCK  
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for the story and if the costumes are strong enough. The photoshoot reveals very 
clearly whether a costume design needs to be rethought.  Later on in the process there 
are practical aspects which have an impact on the design as well.  The most beautiful 
costume doesn’t work if the dancers can’t move freely or can’t see a thing. But the 
dancers in the company make almost everything work, even if they can’t see a thing or 
the costume change seems impossible, it mostly works in the end. It is also important 
to consider the fact that everything you see on stage has to go on tour and should be 
able to fit in a certain amount of 
space. 
 
This is your 5th production 
designing costumes for Mark’s 
work. How have you found working 
on Return to Heaven, has there 
been anything different in your 
approach this time?   
 

The process is not totally different, 
certain things are quite similar- first 
I try to get to know the world and 
the characters of the piece. I listen 
to the music that will be used in the 
piece, I read books and watch films 
that are related to the story. The 
reference to an ancient world is new 
and it’s challenging to transfer this 
into costume without just copying 
what we know from pictures. 
While that process is quite similar, 
beginning the research for a new 
piece is always exciting as it’s 
different for every production. 
 
What colour palettes and materials 
are you working with for Return to 
Heaven? 
 
 

For the costumes referencing 
ancient Egypt I used bold colours 
we’ve seen in the museums. Gold 
and bright blue and red for example. 
I use very different materials for the 
costumes. For dresses, it’s important 
that the fabrics move well. I do also 
use fake leather and leather in some costumes, it’s beautiful as it catches the light 
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differently than a velvet or a cotton fabric. For one scene we will have some fur, to make the 
scene look more eccentric. There are some practical aspects too. I’m trying to use materials 
that do not require hand washing and can last a whole tour without too many repairs. 
 
Can you talk a little about the costumes for Return to Heaven? 
 

There is a wide range of characters who travel through different times. There are Egyptian 
gods as well as people on a party in the 60s, and there’s also a scientist in a lab. We see the 
main characters as two explorers, but also as gods in Ancient Egypt. 
Most of the dancers have several costume changes, sometimes because they play different 

roles.  For certain characters it is important to 
give a visible through-line with costumes or a 
certain colour they are wearing to make clear 
to the audience they are the same characters. 
The costumes are very contrasting - there is 
artistic license when designing costumes for 
ancient gods, but some characters just have to 
be obvious, like a cop or a scientist. 
On this production we have several crossovers 
between masks, costumes and props where we 
are working together as a team. 
 
You are based in Berlin, how do you make 
this work? 
 

Whenever we talk I feel like I’m around the 
corner. However, a lot of things have to be 
organised well in advance. This works well 
because we have a close connection. 
 
I think I can use the benefits of both locations. 
Berlin is great for finding material and fabrics. 
I’m always buying fabrics in 4 or 5 different 
shops and markets, and Hamburg is not far 
with very good fabric stores too. Also, many 
materials are cheaper here. In Frome I enjoy 
going to the vintage and charity shops. They 
are better than in Berlin and I can rely on 
finding costumes and costume parts there.  I 
do hope this all will work in the future too 
despite the current political situation. 

 © Dorothee Brodrück  
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5. CAST LIST 

All characters and creatures are played by members of the cast  

Jordi Calpe Serrats 

Jordi, from Mallorca, trained in Ballet at the London Contemporary Dance School and 
at the Rambert School of Ballet & Contemporary Dance. 

Jordi has been a company member since 2013, since graduation he has also worked 
with the Richard Alston Dance Company, Yorke Dance Project, National Ballet 
Ireland, English National Ballet, English National Opera, Royal Variety Show, Hubert 
Essakow, Anthony Van Laast, Lucy Burge, Aleta Collins, Tim Casson, Opera Holland 
Park, Lynne Page, Christopher Marney, Drew McOnie, Morgann Runacre-Temple, 
Reuben Feels, Arthur Pita, Supple Nam, Maxine Doyle and Robert Cohan amongst 
others. 

Film and television credits include BBC Radio 2 Live @ Hyde Park: Pet Shop Boys, TV 
Series Brave New World, Andrea Bocelli, the art film The Death Of Pentheus; the art short film Crystal Delays 
(choreographed by himself); BBC Blast; feature films Acts Of Godfrey and Sunshine On Leith and music video 
Moves by ‘Bright Light Bright Light’. 

Eleanor Duval 

Eleanor grew up in France and trained at the Hamburg Opera in Germany and The 
Rambert school in London. She has danced with The Mark Bruce Company since 2006 
performing in productions Sea of Bones, Love and War, Made in Heaven, Dracula, The 
Odyssey, Macbeth and most recently Return to Heaven. She has also danced with 
Dansconnect performing works by Scott Ambler, Jonathan Lunn, Nikki Smedley, Yael 
Flexer, Kenneth Tharpe, Mark Bruce and Richard Banks as well as various productions 
at Glyndebourne Opera and The Royal Albert Hall. 
 

Eleanor received a nomination for the National Dance Award's Outstanding Female Modern Performer 2018 
for her role as Lady Macbeth. 
 
Eleanor has taught extensively in the South West including Tri Art, Swindon CAT scheme and Bath Dance 
College. She heads up the education programme at the Mark Bruce Company, developing the residential 
Summer School for vocational students. Eleanor combines her dancing career with taking care of her three 
children. 

Carina Howard 

Carina trained at Rambert School of Ballet and Contemporary Dance where she graduated with a first class 
(Hons) degree. Following this, she completed a masters at Northern School of Contemporary Dance with 
Distinction and the award for most outstanding achievement. 

Carina joined Mark Bruce Company in 2017, touring in their production of 
Macbeth and performing in videos for Mark Bruce's album, Girl in a 
Graveyard. Carina is also a company dancer with Rosie Kay Dance Company, 
having toured in their production of MK Ultra in 2018 and Rosie Kay's Fantasia 
in 2019. Carina also worked with Payne Productions in 2019 on their research 
and development for Bluebeard: The Chamber's Scent. 

Other performances include Mark Baldwin's, The Creation, at Sadler's Wells 
Theatre alongside Rambert Company, Arielle Smith's, Cradle, at the Barbican, 
BBC Young Dancer 2017 Contemporary Category Semi Finals at Dance East 
and Rambert School's Graduate Tour in works by Mark Bruce, Didi Veldman 
and Jenna Lee. 

In her spare time Carina enjoys working at Ascot Rehab as a Creative Movement Therapist for patients 
with Parkinson's disease. 
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5. CAST LIST cont. 

All characters and creatures are played by members of the cast  

Dane Hurst 

Dane Hurst is a South African/British Dancer, Choreographer and Creative Director 
based in London U.K. 
He won the Critics Circle, Best Male Dancer of the Year Award in 2014, was voted 
3rd in the top 100 Dancers of the Year for Dance Europe and received the 
Spotlight, Best Emerging Dancer of the Year Award in 2007. Since 2004 Dane has 
performed nationally and internationally with the Rambert Dance Company, 
National Dance Company of Wales, Phoenix Dance Theatre, Umanoove/Didy 
Veldman, Company Wayne McGregor and Moving Assembly Project. 
As a choreographer Dane graduated with MA Choreography from University of Kent. 
He won a Standard Bank Ovation Encore Award at the National Arts Festival in 
South Africa in 2018. Dane appeared on BBC 2 in performance for Shakespeare Live! From the RSC and in No 
More Boys and Girls: Can Our Kids Go Gender Free? documentary 2018. Dane is Artistic Director of the Moving 
Assembly Project. 

Sharol Mackenzie 

Sharol’s first experience of dance was in her birthplace Swaziland. Moving to England in 
2005, she soon obtained a place with Swindon Dance, a Centre for Advanced Training. She 
joined National Youth Dance Company in 2012, when she performed Jasmin 
Vardimon’s (in between) on a national tour. Her contemporary dance training progressed 
and she graduated from Rambert School of Ballet and Contemporary Dance with a first- 
class honours degree in 2017. 
 
During her training at Rambert she worked with and performed pieces by a variety of 
choreographers such as Robert Cohan and Ross McKim. In her third year she performed 

alongside Rambert Dance Company in Mark Baldwin’s The Creation. Later that year she also performed work by 
Didi Veldman and Mark Bruce. Upon graduating from Rambert she worked on short projects with Arielle Smith 
Dance, Richard Chappell and Mark Bruce before joining VERVE, the Postgraduate Performance Company of the 
Northern School of Contemporary Dance (2017-2018). Here she performed works by Matthew Robinson, Lenka 
Vagnerova, Hannes Langolf and Sita Ostheimer on a National and European tour. Since finishing VERVE Sharol has 
worked on short projects with Mark Bruce and toured nationally Richard Chappell’s work At The End We Begin. 
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Christopher Thomas 

Christopher Thomas started acting in London’s West End under directorship of Cameron Mackintosh, 
Andrew Lloyd Webber and Bill Kenwright. He then joined The Royal Ballet School, then Rambert School 
graduating with a First Class BA Hons (2017). 
 
At Rambert he performed with Rambert Dance Company performing works by Mark 
Baldwin, Itzik Galilei and worked with Didi Veldman and Mark Bruce in his final 
year. Since graduating Christopher’s worked in multiple film projects with 
Nowness, VENI VIDI, Antonia Grove, Charlotte Edmonds and performed with Arielle 
Smith, Travis Knight, Polly Wright, Gemma Payne, Carolyn Bolton, Matthew 
Bourne’s New Adventures and Mark Bruce Company.  
 
Christopher is Co-director of Retrospect Dance Theatre performing, across various 
European and UK platforms, shown it’s first full-length work In light of Those You 
Love (2017) as a live performance piece and feature-length film directed, 
performed and edited by Christopher. His choreographic achievements include the 
Charlotte Kirkpatrick Award 2016 (RS), Young Choreographer 2017 and Summer 2018 joined the Cohan 
Collective as a creative collaborator. Christopher’s biggest choreographic achievement to date is joining 
Sadler’s Wells as a Young Associate Artist, where he has since created works for both stages in the 
theatre.  
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6.STRUCTURE AND PLOT SUMMARY 

SCENE LOCATION MUSIC 

Act 1, Scene 1 Jungle 
  
Evening into night 
  
Dramatic scene 

The Dream of Jacob (Extract). 
(1994 Remastered Version) 
Krzysztof Penderecki 

PLOT SUMMARY 

Introduction of the explorer couple. The man senses something in the jungle and raises 
his gun to shoot. 

Scene 2 A Lake in the jungle 

  
Night time 

  
Solo 

The Lake. 
Mark Bruce 

PLOT SUMMARY 
A young woman dances 

Scene 3 Beach 
  
Night time 
  
Group dance 

Melodies from Light and Orchestra 
Akira Nishimura 
  
Scratch, Scratch  
Harry Belafonte 

PLOT SUMMARY 

Introduction of Anubus 

  
An image of a web appears on a backcloth as 
if filling the sky, instigated by the female 
explorer. A man (Anubus) watches the miracle 
take place. 
The rest of the cast join - a general crowd on 
the beach in an ‘island of the sun’ 
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STRUCTURE AND PLOT SUMMARY cont. 

SCENE LOCATION MUSIC 

Scene 4 Beach / desert 
  
Duet 

Hymn of the Cherubim. 
Peter Ilyich Tchaikovsky . 

PLOT SUMMARY 

An astronaut has landed, it is the explorer. 
  
The explorer couple know each other - they have a disturbing history - but it is like 
they have been apart - lost from each other for a long time. They dance… 

Scene 5 Tent 

  
Dramatic scene 

Symphony No. 1  
(1995 Remastered Version):  
I. Arche - Dynamis I 
Krzysztof Penderecki 

PLOT SUMMARY 

The female explorer awakes in a tent in the 
jungle to find it covered in hieroglyphics, 
she panics as she sees the explorer man 
there with a gun and then realises her back 
is also covered in hieroglyphics. 
He tries to touch her back but she runs away 
and finds herself trapped on her own in the 
jungle. 

  

Scene 6 Desert 

  
Dawn 

  
Dramatic scene 

Jonas Papp (Soulsavers Aural 
Disorientation remix)  
A Thousand Miles of Midnight 

Mark Lanegan 

PLOT SUMMARY 

Female explorer wakes up in the jungle where she is approached by a scientist and a 
headless God. 

Photograph ©Nicole Guarino 
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STRUCTURE AND PLOT SUMMARY cont. 

SCENE LOCATION MUSIC 

Scene 7 Beach 

  
Night time 

  
Duet 

Lucy’s Door  

Harry Belafonte 

 
Da Pacem Domin 

Arvo Pärt 

PLOT SUMMARY 

We see Anubus - as a man in a suit setting a 
meal on a crate. The explorer couple meet 
and sit. A young couple enter and dance. 
Butterflies appear on the young girls’ 
fingertips and in her hair. 

  

Scene 8 Jungle nighttime 

  
Dramatic scene 

  
Group dance 

MUSIC: Da Pacem Domine  
(continued from previous scene) 
Arvo Pärt 
  
MUSIC: (Extract): Cello Concerto No. 1 
(1973 Remastered Version) 
Krzysztof Penderecki 

PLOT SUMMARY 

We return to the when the female explorer 
is left after being visited by the scientist and 
headless God. They are approached by a 
group bearing flaming torches. The group 
lead the couple to a tree in which an 
ancient Egyptian sarcophagus is trapped in 
the branches. The sarcophagus is lifted 
down and the male explorers tries but fails 
to open it. The female explorer approaches 
the tree which bears and exotic fruit. Long 
spider legs emerge from the hole. She is 
caught by the spider legs as she reaches for 
the fruit and is dragged into the hole. 
There is a struggle as she reappears infected 
and the explorer’s team become possessed. 
She is rescued by her partner. 

  

Photograph ©Nicole Guarino 

Photograph ©Mark Bruce 
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STRUCTURE AND PLOT SUMMARY cont. 

SCENE LOCATION MUSIC 

Act 2 
Scene 1 

Jungle 
  
Dramatic scene 
  
Text involved 

MUSIC: Jonas Papp  
(Soulsavers Aural Disorientation remix) 
A Thousand Miles of Midnight 
Mark Lanegan 

PLOT SUMMARY 

A car is set on stage facing the audience - presenting a ‘dashboard scene’. The 
sarcophagus is on the back of the car. 
A couple in a car are approached by soldiers at a check point. They are asked 
questions before being allowed to  continue on their journey. 

Act 2 

Scene 2 

Unspecified space 

  
Night time 

  
Solo 

MUSIC: Judgement Time  
(Alain Johannes Tempus Judicii Venit 
remix) 
Mark Lanegan Band 

PLOT SUMMARY 

A young woman dances 

Scene 3 Jungle 

  
Dramatic scene 

MUSIC: Dead Cops     Mark Bruce 

MUSIC (Extract): Be My Baby 

The Ronettes 

MUSIC: (Extract): Island in the sun    
Harry Belafonte 

MUSIC (Extract): Fonogrammi (1994 
Remastered Version) Krzysztof 
Penderecki 

PLOT SUMMARY 

The couple drive away. 
The explorer changes channels on the radio. 
Different music plays and the car seems to 
journey through the places the music 
evokes. 
A body suddenly begins to hammer from 
inside the sarcophagus. The action possesses 
the woman explorer. She attacks her partner 
and the car crashes 

  

Photograph ©Nicole Guarino 
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STRUCTURE AND PLOT SUMMARY cont. 

SCENE LOCATION MUSIC 

Scene 4 Unspecified space 
  
Duet 

MUSIC: Snake . 
P J Harvey 

PLOT SUMMARY 

A woman performs a snake charming dance 
with a man representing a snake. 

  

Scene 5 Various locations 

  
Dramatic scene 

  
duet 

MUSIC: Da Pacem Domine 

Arvo Pärt 
MUSIC: Island in the sun. 
Harry Belafonte 

PLOT SUMMARY 

The explorer woman awakes from a car crash, holding the head of her lover. She walks 
away and appears in a Drive-in where she is handed an ancient key. The woman is then 
enveloped in a blue silk as if she is walking under the sea. She emerges on a beach 
where she is rescued by Anubus in the form of a man. 

Scene 6 Beach 
  
dramatic scene 

 Sound of storms and rain 

PLOT SUMMARY 

Encounter of a washed up shark. A scientist 
removes the head of the male explorer from 
the shark’s mouth 

  

Photograph © Mark Bruce 

Photograph ©Nicole Guarino 
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STRUCTURE AND PLOT SUMMARY cont. 

SCENE LOCATION MUSIC 

Scene 7 Laboratory 

  
Surface of Mars 

  
dramatic scene 

MUSIC: (Extract): Melodies from Light 
and Orchestra 

Akira Nishimura 

PLOT SUMMARY 

The scientist attends the male explorer who 
is prepared as an astronaut about to embark 
on a mission. There is an image of a rocket 
ship taking off. The astronaut meets Anubis 
on the surface of Mars and is led into a 
temple. 

  

Scene 8 Ancient temple on Mars 
  
duet and dramatic scene 

MUSIC: EXTRACT: Cello Concerto No. 1 
(1973 Remastered Version) 
Krzysztof Penderecki 

PLOT SUMMARY 

A reenactment of the Ancient Egyptian myth 
of the Gods Osiris Isis and Set in which Set 
tricks Osiris into a sarcophagus and 
dismembers him and is consequently 
banished. 

  

Photograph ©Nicole Guarino 

Photograph ©Mark Bruce 
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STRUCTURE AND PLOT SUMMARY cont. 

SCENE LOCATION MUSIC 

Scene 9 1960’s club 
  
group section 
  
dramatic scene 

MUSIC: Science Fiction Sleep 

Mark Bruce 

PLOT SUMMARY 

1960's party 

Anubus approaches with the butterfly and 
hands it to the explorer as he dances with oth-
ers in a club. This triggers memories inside him 
and begins his exploration, his quest for an-
swers to histories he feels inside of him. 
The scene finishes with an image of 
transformation. 

  

Scene 10 Jungle 
  
Desert 
  
Dramatic scene 

MUSIC  
(Continues from previous scene):  
Science Fiction Sleep    Mark Bruce 
 
Jesus Alone  
Nick Cave and The Bad Seeds 

PLOT SUMMARY 

The female explorer wakes in a pit full of skulls and fingers like spiders rippling over 
her. The scene transforms to a desert where scientists present a headless patchwork 
god (Osiris) . She sews the head of her former lover (set) to the god. She then opens 
the sarcophagus from which appears a mummified Goddess (Isis) The Gods merge and 
Isis emerges reborn with butterfly wings. 

`Scene 11 Beach 
  
Duet 

MUSIC: Unchained Melody 
Harry Belafonte 

PLOT SUMMARY 
The female explorer is asleep on the beach. 
She wakes. She is drawn to the tree where the 
fruits still hangs. She reaches up and plucks it, 
takes a bite. the male explorer appears and 
they dance. At the end she is left alone. 
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7. PRACTICAL ACTIVITIES and WORKSHOPS 

This section provides a framework for students to develop their response to Return to 
Heaven through a series of tasks that track the choreographic process.  

 

Reflecting Bruce’s choreographic style and process, they are designed to be used either 
as standalone activities or to support a choreographic project for students or teachers.  

 

Ideas and work from this pack are designed to support the study of choreography at 
GCSE, A-Level and BTEC at Level 2 and Level 3. It can also be developed to generate 
performance material suitable for assessment.  

 

1. Influences and source of Return to Heaven:  

2. Creating Movement Material: Spider and Snake 

3. Structuring movement material: memories and feelings 

4. Return to Heaven critical analysis and response 

Photograph © Jack Bruce 
The Company in Rehearsal 
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8. WORKSHOP 1 -  
Influences and sources of Return to Heaven 

Read the interview with Mark on p.7. Notice how many influences 
and references he makes, ranging from film to music to literature. 
These influences are evident throughout the work, in terms of image-
ry, narrative, structure, design and structure of the work. They are 
woven together to create an interconnected, symbolic and ambigu-
ous series of references and associations.  

1. Research the following influences from Return to Heaven: 

“A piece begins with a collection of interconnected ideas images, 
feelings, movement, music, dreams – anything – things that are 
special to you.”   p. 5 

Return to Heaven 

Blackstar by  

David Bowie 

Raiders of the Lost 
Ark (Spielberg, 

1981) 

The following quotation from  

Heart of Darkness by Joseph Conrad 

“The broadening waters flowed through a mob of wooded 
islands; you lost your way on that river as you would in a 

desert, and butted all day long against shoals, trying to find 
the channel, till you thought yourself bewitched and cut off 
for ever from everything you had known once - somewhere 
- far away - in another existence perhaps. There were mo-
ments when one’s past came back to one, as it will some-
times when you have not a moment to spare to yourself; 
but it came in the shape of an unrestful and noisy dream, 

remembered with wonder amongst the overwhelming reali-
ties of this strange world of plants, and water, and silence. 

And this stillness of life did not in the least resemble a 
peace. It was the stillness of an implacable force brooding 

over an inscrutable intention. It looked at you with a 
vengeful aspect. I got used to it afterwards; I did not see it 

any more; I had no time.”  

(p.66, Penguin, 1973). 

 

Films by David Lynch 

 

The Egyptian Myth 
of Osiris and Isis 

Photograph ©Nicole Guarino 
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WORKSHOP 1 - cont. 
 
2. Create a mood board using images and tracks from the list, selecting those which are the most 
iconic, striking or memorable to you. You can annotate the mood board with feelings, associations and 
ideas if you wish, as well as key words from The Heart of Darkness.  

3. Then create a playlist to work alongside your mood board, 
using the film soundtracks, songs from albums or music that 
you feel connects to the images and atmosphere. 

4. Consider your personal response to both the 
mood board and soundtrack. Note down your 
thoughts, feelings and associations as a stream of 
consciousness writing activity, i.e. without stopping 
to think, judge or rationalise your ideas. Try, for 
example, writing non-stop for 2 minutes.  

5. Extend your response into movement – this time, 
moving non-stop for 2 minutes to express your thoughts, 
associations and feelings evoked by the mood board and 
soundtrack. Once more, try not to stop to think, judge or 
rationalise.  

6. You can continue to alternate between writing and 
dancing to start to select those movements and ideas 
that contain the seed of a dance idea – something 
you wish to explore further.  

Photograph ©Nicole Guarino 

Photograph ©Mark Bruce 
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WORKSHOP 2  - Creating Movement Material 

Objective: To create action content from the 
stimulus of a spider and snake 
 
Spider 
 
In Return to Heaven, the images, movements 
and characteristics of a spider is a key 
movement theme, from the gestures and 
shapes created to the ‘Scratch my Back’ 
episode in Act 1.   

Imagine the movement of a spider. Visualise 
the precise movement of each joint, and the 
placement of each foot, as it travels.  

Start to translate this image into your body, 
finding ways to express the spider’s action 
with precision to create a travelling 
movement.  

There are recurring references to animals, used both literally and symbolically, in ‘Return to Heaven’; we see spiders, 
butterflies and snakes. This is shown through action content, where the animals movements contribute to the character’s 
movement vocabulary.  

Imagine the spider is moving to capture its prey. Visualise where your prey is and move towards it. How does this change your 
use of speed and dynamics?  
 
Now imagine the spider’s prey is in the audience. Starting upstage, move towards the audience as if they are the spider’s prey. 
Consider your use of eyeline and focal point. Ask a partner to sit in the audience – how does it make them feel?  

Extension task:  
 The image of the spider’s web, or silk, is a key element of the 

set design in Return to Heaven. Can you develop a series of 

contrasting actions exploring the idea of spinning spider silk, a 

sticky fibre considered to be five times stronger than steel. 

Consider the pathways, lines and texture of your movements. 

“Spiders have no 
emotions. It’s all 
about the prey.”  

Mark Bruce in rehearsal. 

Photograph ©  Mark Bruce 

 ©  Phill Eddolls 
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WORKSHOP 2 cont 

 
Snake 

The snake, or serpent, is a powerful symbol in Egyptian mythology, notably the cobra. It is often used to symbolise roy-
alty, protection or authority. In Act 2 of Return to Heaven, Mark Bruce uses ‘Snake’ by PJ Harvey (1993) as the accompa-
niment to a duo between a demonic figure and a dancer in a snake mask. The action content clearly references the 
movements of the snake:  

1. Using the movement principles 
outlined here create a solo move-
ment phrase.  

Use of space Circling and twisting around each other. 

Moving towards and away from each other 

Use levels to highlight key moments in conflict – consider power and status 

Use of relationship Find moments of contact to develop the sense of attack between you 

  

Use of dynamics Consider extremes of speed. Perform your own movement phrases whilst maintaining the same 
speed of movement as your partner. Include pauses, slow motion and fast forward. 

Ensure you sustain the sense of attack and aggression. 
 

Develop movement connections in your duo by finding small moments of unison. Add these into the duo phrase 
you have developed, avoiding unison at the beginning and end of the phrase if you can.  

Ask another pair to observe your duo and select the most powerful moments. Find ways of repeating these 
movements within your duo.  

2. Working with a partner, develop your movement material into a duo, us-
ing the following guidelines : 

Spirals through 
the body 

Snake 

Floorwork, rolls, 
crawls, with torso 
low to the floor  

Sense of attack and 
aggression 

Backbends 
(‘cobra’ pose) 

Upper body rising 
lifting from floor 

Shoulder stand 
with twisted legs 

Fluid sequential 
movements 

through torso 

Rotation of wrists 

Upper body rising 
lifting from floor 

Photograph ©  Mark Bruce 
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WORKSHOP 3— Structuring movement material: memories and dreams 

 

5. Refine your duo by considering pathways and 
dance relationships. Try moving on the same pathway 
as your partner, circling each other and using call and 
response to develop the phrasing.  

Return to Heaven follows a non-linear, episodic structure in which the characters appear to remember previous 
experiences, to move seamlessly between dreams and reality, and to return to earlier places and moments. The final 
duo of Return to Heaven develops earlier movement material to explore the relationship between the two characters. 

The repeated gestures and movement phrases are performed with differing dynamics and qualities, often in slow 
motion and a light, sustained dynamic.  

Task:  

1. Using your action from spider and your snake 
duo, create an epilogue that explores the idea of 
memory, of remembered movement. You may also 
include movements from the mood board exercise. 
You are looking to fragment and juxtapose 
movements from each phrase, putting them in a 
different order that disrupts any sense of narrative 
or chronology.  

2. Describe a dream – any dream you can recall – to 
your partner. Ask them to note down the speed and 
tone of your speech: often this is irregular in pace, 
with extended pauses then rapid expressions of 
thought. Use the speed, volume and pace of your 
speech to shape the phrasing of your choreography, 
as if your movements are sentences. Take care to 
avoid literal translation of words and rhythm here. 

3. To extend the expression of these phrases, connect 
your use of breath with the phrasing of your choreog-
raphy.  

4. Perform your memory sequence in the space at the 
same time as your partner from your snake duo. Look 
for moments of suspension or stillness: add in slow 
head movements towards each other to punctuate 
your phrase at these points.  

Photograph ©  Mark Bruce 

Photograph ©  Mark Bruce 
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8. CRITICAL ANALYSIS AND RESPONSE  

Return to Heaven: ‘a journey beyond dreams and reality’ 
 
 “I don’t consider every movement and think – so what does this mean? Dance isn’t like that. It is 

like music – you feel something.” 
 
Return to Heaven has an episodic, nonlinear structure. This creates a strong dream-like effect, 
where images, characters and locations are connected and revisited, but without a chronological 
narrative structure.  

 

As a critical response, it is worth questioning how the 
work makes you feel and imagine, in contrast to what 
it means and what you understand.  

Here are some key terms that can help frame your 
response  

Non-linear 

The definition of non-linear is ‘not arranged in a straight 
line, not sequential or straightforward’. A non-linear 
narrative structure is one which may jump around in time, 
and does not present events in the order they happened. 
Mark Bruce uses a non-linear structure to distort the audience’s sense of dreams and reality.  

Juxtaposition 

A juxtaposition puts two things that are not similar next to each other. It is a filmic and theatrical device 
that forces the audience to rethink their understanding of the two things. In Return to Heaven, an 
astronaut watches the events from Egyptian Myth. 

Surrealism 

Surrealism is ‘characterised by the evocative juxtaposition of incongruous images in order to include 
unconscious and dream images’. One of Bruce’s intentions in Return to Heaven is to trigger the audience’s 
subconscious and imagination through surrealist techniques.  

Symbolism 

The use of symbols – images, objects etc. – to represent abstract ideas or qualities. In dance, movements 
can also be symbolic. Consider the repeated gestures and 
movements you notice within the work – tracing a tear 
down the cheek, for example – what do they represent to 
you?  

Hybrid 

Hybrid forms combine two or more different elements. In 
dance, this can be movement styles and genres. Mark 
Bruce sums up Return to Heaven as 'an old-fashioned-
science-fiction-horror-adventure-road-movie, but on 
stage', for example. In movement terms, ‘Scratch’ is a 
hybrid dance, comprising of salsa, tango, American jazz, 
gesture and contemporary partner work, alongside Mark 
Bruce’s original movements.  P
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CRITICAL ANALYSIS AND RESPONSE cont. 
 

Discussion points 

Identify moments from the work that use each of the above techniques. What was your 
response to each of these moments? Try to consider feelings, associations and connections 
you made in your imagination.  

 

‘A narrative is a clear way to get people into your world and take 
them on a journey, and I like to do that. However I also like to 
not be tied down by narrative. Dreams don’t always have a clear 
pathway, your subconscious takes you to different places. Dreams 
are surreal. Audiences are allowed to be submerged without 
knowing all the story. You don’t need to get every detail.’  

Mark Bruce on Return to Heaven 

Discuss your thoughts and 
interpretations of the characters – 
what ‘stories’ and journeys did they 
express? How did the characters 
develop? Can you evidence your ideas 
with movement examples?  

 

 

Analyse the use of imagery and 
repeated gesture. What do they 
represent to you? Did the meaning 
change during the work?  

Photograph ©  Mark Bruce 

Photograph ©Mark Bruce 

Photograph ©Nicole Guarino 
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9. COMPANY PEOPLE  

Executive Producer — Anne Hipperson 

Anne’s job as the producer is to bring in the resources to 
realise Mark Bruce’s Return to Heaven and ensure that all 
elements of the production run smoothly. She will 
organise financial and practical resources, such as grants 
and fee income, and ensure the right support system i.e. 
artistic and technical collaborators. Anne is responsible 
for preparing and delivering budgets, and monitoring the 
income and expenditure of the company. A big part of 
Anne’s job is to book the tour of Return to Heaven, 
liaising and negotiating financial contracts with venues 
and with all the people who make up the company. 

Company Administrator — Juliette Bevis 

Juliette assists the Artistic Director and Executive 
Producer in ensuring the smooth day to day 
running of Mark Bruce Company and is responsible 
for activity schedules and day-to-day liaison with 
dancers and collaborators. She manages the 
logistics of a tour, booking travel and 
accommodation. Juliette also collects and analyses 
performance data for purposes of evaluation and 
monitoring, maintains, updates and develops 
databases and keeps all company administrative 
systems and IT systems up to date.  

Assistant Artistic Director—Eleanor Duval 

Eleanor Duval is responsible for combining 
practicalities with Mark’s artistic ambitions and 
needs in the set-up of Return to Heaven. She 
takes care of logistics in the studio i.e. organising 
of teachers, rehearsal schedules and the general 
wellbeing of the dancers. Eleanor takes on Mark’s 
responsibilities as artistic director when he is not 
on tour, as well conceiving, and having an 
overview of the company’s education initiatives 
and talent development. 
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COMPANY PEOPLE cont. 

Company Stage Manager (Tour) 
Dean Sudron 
On tour Dean will be backstage queuing the 
show in coordination with Rob, making sure 
all props are available for the dancers, and be 
the communication between dancers and the 
technical crew. Every show is logged by Dean 
and a show report written and emailed to all 
the team, this keeps the show monitored and 
fresh and ensures any issues raised are 
addressed. The get-in and get-out of each 
venue is run by Dean. This job takes more 
than a full day to get-in (setting the show up) 
and a long night after the last show in each 
venue for the get-out (packing the show 
away). 

Dancers 
All Mark Bruce Company dancers are employed 
on a free-lance basis. Mark’s dancers change 
from project to project depending on what 
characters Mark is looking for. For Return to 
Heaven Mark has employed six professional 
dancers. 

Company Stage Manager (Rehearsals) 
Gemma Brooks 
Gemma is responsible for the time keeping of 
rehearsals, general sourcing of props and 
other consumables.  She liaises with the set 
designer and builders, costume designer, 
lighting designer and director as well as 
communicating with the technical 
departments of tour venues in advance of our 
tour. She is also responsible for managing the 
production budget.  

Relighter—Katie Davies 
On tour Katie visits each venue for the get-
in.  She is responsible for rigging and focusing 
lights in each new theatre space, adapting 
the equipment available to suit the needs of 
the show. 

Assistant Stage Manager—Rob Fletcher 
On tour Rob is back stage supporting the 
dancers, he ensures all props are ready and 
in the right place at the right time, helps 
with quick changes, carries out scene 
changes and operates some of the moving 
parts of the set.  He is also responsible for 
the washing and maintenance of costumes. 

Host families in Frome: 
During the rehearsal period all dancers 
move to Frome where the company find 
them appropriate accommodation with 
supportive local families.   

Company class teachers: 
During the rehearsal period of Return to 
Heaven, the dancers will have a 1.5 hour 
ballet class or contemporary class every 
morning as part of their warm up and 
development as a dancer. This class is run by 
a member of the company or a specially 
employed guest teacher. 
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10. A DAY IN THE LIFE OF AN  
     MBC DANCER  

The rehearsal period for Return to Heaven is 8 weeks in the studio.  
All dancers will move to Frome in Somerset where the company is based to work 
with Mark during this time. 

8.30 am … The start of a typical rehearsal day. 

Depending on each dancer’s needs to prepare and 
look after their bodies the studio is open for the 
dancers to warm their bodies up, do some 
conditioning exercises and/ or aerobic fitness. This is a 
good way to make sure they are ready for the day and 
for injury prevention.  

9.30-10.45am … Time for Class. 

The dancers will have a class taught by Mark 
Bruce, another member from the company or a 
guest teacher. The class will either be a ballet 
class or a contemporary technique class. This 
enables the dancers first and foremost to warm 
their bodies up for the day and also to carry on 

their progression and learning process as a dancer. You never 
stop learning! 

 

10.45-11am … A short tea break! 
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11- 1.30pm … Rehearsals with Mark Bruce.  

Mark will be creating the work, if he is concentrating on solos or duets the rest of the 
cast will be practicing other scenes at the side of the studio. When Mark has finished a 
creation, he will then make sure it is well rehearsed. Group sections need to be spaced 
correctly, unison needs to be perfect and lifts worked on so they are performed safely.  

1.30-2.30pm … Lunch break. 

Dancers will make sure they have a 
healthy lunch. This is important to maintain 
their energy levels for the rest of the day. They 
will probably eat a lot but what they eat is nu-
tritious. 

A DAY IN THE LIFE OF AN MBC DANCER cont. 
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2.30-4pm … More rehearsing.  

Mark needs to ensure that the 
dramatic side of the production 
makes sense to an audience and 
that his vision is portrayed correctly 
by the dancers and designs. 

 

4-4.15pm … Short tea break 

A DAY IN THE LIFE OF AN MBC DANCER cont. 

4.15-5.30pm … More rehearsing. 

 

 

 

The day will end at 5.30pm however 
dancers tend to stay in the studio to 
stretch for another half an hour. 

Photographs ©  Mark Bruce 
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On Tour 

During a tour the first day in a new theatre is the longest. 

12pm Dancers will travel to the theatre in the morning and arrive about midday.  They will 

check all their costumes and make sure props and make up etc. are all unpacked. 

1-2.15pm Dancers will have technique class to warm their bodies up for the day. 

2.15-2.30pm short break 

2.30pm Dancers will need to be avail-

able for the technical crew to mark 

out tricky lighting cues. They will also 

have marks on the floor with tape for 

various scene changes. 
3pm Rehearsal Run of the show. This 

can go very smoothly however every 

venue brings up new challenges both 

for the dancers and the technical 

crew so sometimes the run of the 

show can be very stop/start. 5pm Notes and re runs of tricky sections. This will be 

run by Mark and Dean. Mark will let the cast and pro-

duction team know what corrections they have and 

these will be worked on and corrected before the 

evening show. 
5.30pm Dinner break. Dancers will make sure they 

eat something nutritious before the show so their 

energy levels don’t drop 

6.15-6.55pm Costume and make up. Dancers have 

their own timings and will each run this at their own 

pace. 

6.55pm half hour call.  This is given to dancers so they 

know how long they have until the beginning of the 

show, they will do all their prop checks and make sure 

their bodies are ready for going on stage. 

After the show dancers will cool their bodies down with stretches, make sure all costumes are 

put into the wash and prepare their make up for the next day. They will often eat again before 

going to bed. 
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