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The National Youth Theatre empowers 
young people to take centre stage in 
their lives

We are a world leading youth arts charity. 
We have been centre stage for over 
60 years, inspiring young people and 
audiences alike in the importance of live 
theatre. Our charitable remit is to give free 
and affordable opportunities both onstage 
and backstage to young people aged 
14-25 from across the UK. 

We seek out the most diverse, the most 
talented and the most vulnerable through 
an active audition programme and 
community engagement to give unique, 
life-changing experiences working with 
some of the UK’s leading professional 
directors, writers, producers, designers and 
stage managers.

We have engaged over 150,000 young 
people since 1956 and reached an 
audience of over 2 billion people from 
stadiums to studios at national and 
international events. We continue to 
represent the best of British young talent 
whilst sharing our best practice abroad to 
extend opportunities for young voices and 
to effect positive change in a
complex world.

Our work benefits each new generation 
of artists, creative leaders, and social 
and political game changers in both the 
private and public sectors. These alumni 
represent our four pillars of excellence, 
opportunity, compassion and community. 
They often return to NYT to offer free 
mentorship, leadership and vital job 
opportunities across all art platforms.

We believe we are a force for good, 
breaking down social and economic 
barriers by our investment in diversity 
and community and telling relevant 
challenging stories for our time.In an 
increasingly virtual world, the value of LIVE 
has never been greater.

We learn by doing, vocation is at our 
heart, experience at our finger tips and 
excellence at our core.

We are as ambitious as the young people 
we serve.

Paul Roseby, CEO and Artistic Director

Photo: Ali Wright
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Mumba Dodwell (Diversity School 
Initiative, Black Ice, Theatre 503) directs 
a bold new version of Bartlett’s dynamic 
adaptation. Told through a fusion of 
music and ensemble storytelling, Great 
Expectations is a coming of age tale 
about aspiration with love and class at 
its centre. Performed by Britain’s best 
young talent from the NYT REP Company, 
this production puts young people at the 
forefront of a Dickensian world. 

Act One
The play opens with it’s narrator and 
central character, Pip deciding to share 
his story with the audience, beginning with 
a memory of himself, as a young orphan, 
visiting his parent’s grave. It is here that 
he first meets Abel Magwitch, a convict 
who has escaped from a nearby prison 
ship, Pip helps Magwitch, bringing him 

Photo credit: Ali Wright

food and drink from the home of his sister, 
Mrs. Joe, and a file from the workshop 
of her husband, Joe Gargery, the local 
blacksmith. Magwitch is eventually caught, 
but does not reveal that Pip helped him, 
instead taking the blame himself for the 
stolen food and tool. 

A year later, Mrs. Joe is excited by the 
news that Pip is to be taken by their 
uncle, Mr. Pumblechook to Satis House, 
the home of the wealthy Miss Havisham. 
Deserted on her wedding day by her 
fiancé, Miss Havisham has kept the house 
as it was on that day, and has adopted 
Estella, a young girl with whom Pip has 
been brought to play with. Pip begins to 
visit Satis house regularly, and becomes 
infatuated with Estella, believing that it is 
Miss Havisham’s intention to make him a 
gentleman, and for him to marry Estella.

However, Miss Havisham instead guides 
Pip to become Joe’s apprentice. Pip grows 
increasingly resentful of his position and 
status, until his life takes an unexpected 
turn, when the Gargerys are visited by a 
lawyer, Jaggers, who reveals that Pip has a 
secret benefactor, and that he is to move 
to London immediately to become a 
gentleman. Believing this benefactor to be 
Miss Havisham, Pip returns to Satis House to 
say his goodbyes, and departs for London.
 
Act Two:
Pip arrives in London, and becomes friends 
with Herbert Pocket, a young man who 
Estella once manipulated him to fight for 
her affections, rewarding him with a kiss. 
Together they begin their journey towards 
becoming gentlemen, as Pips disdain 
for his family and his origins growing 
increasingly strong.  
 
During a visit to Satis House, Pip is re-
introduced to Estella by Miss Havisham, his 
love for her rekindled, only to be dashed 
by her coldness towards him and the 
news that she will marry Drummle, a cruel 
and wealthy member of the nobility. A 
tormented and confused Pip is further 
distressed when he discovers that his secret 
benefactor is not Miss Havisham, but Abel 
Magwitch, the convict he assisted in the 
marshes when he was a child.

After their meeting on the marshes 
Magwitch was transported to Austrailia, 
where he became a wealthy sheep farmer. 
Magwitch considers the kindness shown 
to him by Pip on that fateful day as the 
inspiration for his success, and has returned 
to visit him, as his benefactor as payback 
for that kindness. However, he is pursued 
by both the authorities, and Compeyson, 
his former partner in crime, who Pip later 
discovers to be the same fiancé that left 
Miss Havisham stranded at the altar all 
those years ago.

The heartbroken Miss Havisham had 
adopted Estella in order to raise her to 
break men’s hearts, just as Compeyson 
had broken hers, with Pip an unknowing 
pawn in this game. Pip discovers that 
Estella is Magwitch’s daughter, and returns 
to Satis House to confront Miss Havisham, 
only to find her distraught that Estella has 
married the cruel Drummle, and keen 
for Pip to forgive her. As she bends over 
the fireplace, her clothes catch fire, and 
despite Pips efforts to save her, during 
which he severely burns his hands, dies.

Pip returns to London and attempts to get 
Magwitch out of the country by the river, 
only for the authorities and Compeyson to 
discover them, during the ensuing struggle 
Pip, Magwitch and Compeyson are thrown 
overboard. While Pip emerges unscathed, 
Magwitch is mortally wounded, and dies in 
Pip’s arms. With Pip’s dream of living as a 
gentleman shattered, he is forced to face 
reckonings, both with his own origins, and 
the debts he has amassed. At the end 
of the play, Pip finds himself once again 
in the grounds of Satis House, now a ruin, 
face to face with Estella, who asks for his 
forgiveness, and his hand as friends.
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 Exercise
Creative Writing Exercise 
From Another Point of View
Dickens wrote the story of Great 
Expectations through the eyes of Pip. He 
is both the narrator of the story and the 
protagonist, and so everything we see, 
hear and read about the events that 
unfold are told entirely from his perspective. 
Even when another character is speaking, 
they are speaking the words as Pip heard, 
remembered and interpreted them.

As a creative writing exercise, select an 
extract from the novel, a short section 
from Chapter 8 on page 13 describing 
when Pip first meets Miss Havisham in Satis 
house is included below. Read the extract 
through and consider how Miss Havisham 
might describe her surroundings, how she 
might describe Pip when she first sees him, 
and then rewrite this meeting, from the 
perspective of Miss Havisham.

You may then want to consider doing this 
with other sections of the book, identify 
some key moments, the first time that Pip 
meets Magwitch on the marshes – maybe 
try and describe what it is that Magwitch 
sees in Pip that inspires him so to make his 
fortune in Australia. Or you might want to 
rewrite the ending of the story from Estella’s 
point of view. What is she thinking as she 
asks for Pip’s forgiveness?

Acting 
The Rashomon Exercise:
In his book Games for Actors and Non-
Actors, theatre practitioner Augusto Boal 
describes an exercise inspired by the story 
line of the film Rashomon, by Japanese 
director Akira Kurosawa. In the film the 
same series of events is told from the 
perspectives of four different characters, 
with each element adding some new 
revelations about what really happened 
for the audience (there is a very famous 
advert from the 1980’s for The Guardian 
newspaper that does the same thing).

Boal suggests that actors can create an 
image of an event, from the perspective 
of one of the minor characters in the story, 
and then potentially animate, or bring 
this image to life, to reveal more about 
what is really going on in the drama. Try 
this exercise with a scene from Great 
Expectations, what does the story look 
like from the point of view of a character 
other than Pip – this may inspire a devising 
task to create a new version of the play, 
from the point of view of an entirely 
different character.
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Interview with REP Company Members 
Joseph Payne, playing Pip and Alice 
Franziska playing Estella 
 
Great Expectations opens with Pip 
deciding to tell his story, could you say 
a little bit about your journey as an 
actor, to the point you are at now?
 
AF: Yes - I was born in the marshes of 
Kent… I’m joking. I was born in England 
and then we moved to New Zealand when 
I was three, my dad’s a New Zealander, 
and we lived there until I was nine. I did 
dance and drama stuff over there, and 
then when we came back to England, me 
and my sister didn’t really know anyone. 
So Mum enrolled us at a youth theatre 
in Warwickshire and we started going to 
courses and whatnot, and we both just 
really fell in love with it. I decided that I was 
going to do a quote-unquote ‘academic’ 
degree at university to keep my parents 
happy, and so I did English literature 
and then when I graduated from Uni I 
auditioned for NYT. After I’d done my Epic 
Stages course I joined this amazing queer 
female collective and did some shows 
with them, and I did some screen acting 
classes and auditions, and I did a small 
theatre thing in London and then I did a 
couple of tiny jobs and then I auditioned 
for NYT rep and now I’m here.

JP: I did my NYT intake course at a time 
when I wasn’t really sure if I really wanted to 
be an actor anymore. I was kind of sick of 
it all, and I didn’t really know where to put 
my efforts. It can be very daunting to have 
this idea of wanting to be an actor without 
necessarily knowing how to even start to go 
about it, and it just felt like this impossible 
thing. And so when I did my NYT Senior 
course, I just focused on really enjoying 
it, and that experience came at a really 
good time for me. After that I did castings 
for a couple of NYT shows, and ended up 
doing DNA and F-off with NYT, and then I 

went to Uni to study acting. And then when 
I finished, at another time when I was a 
little lost and asking myself: ‘So what am I 
going to do?!’ I auditioned for the Rep, and 
now I’m here. So this opportunity came at 
a good time too. I think it always feels like 
your progress should be a smooth and 
steady upward climb but it never is, there 
are always moments that can feel like 
you’re just throwing darts at a dart board 
and none of them are sticking, it’s never 
just one steady climb. 
 
What has your experience of the Rep 
been so far? 

AF: It’s been fantastic, a bit overwhelming, 
but in the best way. The amount of stuff 
we’ve done, all compressed into 9 weeks 
of training, at times felt like a bit of a blur. 
But when you come out of that and begin 
rehearsals for the three shows, you find that 
you’re able to draw on that experience, on 
what you’ve learnt in that whirlwind, and it 
makes it a more self-directed process. It 
gives you a toolkit, and an image of what 
you want to make, but you have to make it. 
 
JP: Rep has been wicked. I always thought 
it was a bit strange to talk about ‘finding 
yourself’ and things like that, but NYT Rep 
has this amazing way of flushing out your 
fakeness. I think sometimes you can put 
on a bit of a front, but in this Rep company 
everyone is very much themselves. It’s 
great to be in a room with individuals, 
people with their own identities, which is 
such an amazing thing, and a testament 
to how diverse the company is.  
 
AF: But at the same time everyone really 
balances, there’s this ensemble feeling that 
brings us all together. 

JP: Absolutely, and it’s such an amazing 
thing to be a part of such an incredible 
spectrum of people. 
 

Photo: Ali Wright
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his detriment, but he really tries. Ultimately 
he’s very human, he’s very flawed but he’s 
good-natured, underneath it all.

AF: I feel the same way about Estella, 
I’m just hesitant to call it love. I feel 
really passionately compelled by her, 
and I can see why she makes all of the 
decisions she makes, and I think they are 
justifiable when you consider everything 
she’s going through. I also love that 
she’s one of Dickens’ few well-rounded 
female characters – she’s doesn’t fit into 
a stereotype. In fact we were doing an 
exercise (Alignment – see below) and when 
anybody suggested she was evil, I really 
reacted. I don’t think she’s cold or evil, I 
think her actions come from a feeling of 
being unlovable, she wants to be left alone 
because she can’t see or feel that she’s 
capable of loving anyone, or being loved 
by anyone. There’s a wildness inside her, 
which is contained by the facade of a prim 
and proper porcelain doll. And so it’s not 
that she feels nothing, she feels everything 
that Pip feels but she’s even less equipped 

to deal with it than he is. She doesn’t 
understand what it is, so she just cuts herself 
off from it entirely.

What advice would you give to a student 
or performer approaching this story? 
 
JP: Find ways to empathise with the 
reasons behind the characters’ actions in 
the story. You might not agree with them, 
but If you can begin to see the way that 
they act from their point of view, it helps to 
understand them and what they represent 
more clearly.

AF: I think the story gets more interesting 
when you consider all of the social 
context, when you look at it from different 
perspectives, not just from one point of 
view. So you look at the role of women, 
and you look at the way that society 
treated ethnic minorities, and you look at 
the disparity between like the wealth divide, 
and you look at all of these factors that 
these characters are contesting with, and I 
think that really opens them, and the story 
up to the reader.

What for you are the central themes of 
the play? 

JP: Identity. In Pip’s case the story is about 
him trying to work out what he believes his 
identity should be. He wants to become 
who he actually wants to be. To do that, 
in the beginning, he creates a bit of a 
façade, he’s like: ‘I need to find myself, I 
should be a gentleman, I’m destined to be 
this “thing” so I’m going to be it’ and that’s 
the front he’s putting up to the world, his 
fakeness. And the play shows him coming 
to terms with the fact that he’s not really 
destined for anything. We all have stuff that 
we’re passionate about, and we can work 
towards those things, but nothing in life is 
certain. Pip thinks that Miss Havisham is his 
benefactor, and has expectations built 
on that, but it turns out that she wasn’t. In 
fact everything he thought was true about 
his journey through life, wasn’t. He had this 
desire to be loved, and for his love to be 
reciprocated, and it wasn’t. Which is kind of 
a bleak thing to think about, but life throws 
some serious curve balls at you. In the end 
he seems to find a sense of reconciliation 

with who he really is and who he thought 
he was supposed to be, by being 
someone who works hard and goes about 
his life and doesn’t let things eat away at 
him in the same way he did when he was 
younger.

AF: I think it’s about love. For all of the 
characters love plays a huge part in 
their lives, and their actions. Magwitch’s 
entire arc is motivated by his love for Pip, 
because Pip showed him charity, which 
is love. Miss Havisham’s identity is shaped 
by a loss of love and Estella is shaped 
by an absence of love, and Drummel is 
incapable of love, while Herbert Pocket and 
Pip have this incredibly loving friendship. I 
think it’s about every type of love you could 
possibly have in your life right now, and the 
people without love are the people who 
are miserable and wretched. The story 
suggests that it is through love that we 
thrive, that we find our place, that we find 
our identity. Which is why Estella is so distant.
JP: I love the character of Pip, despite all 
the things he does wrong I admire how he 
goes about his life - he just throws himself 

Photo: Ali Wright

‘Captivating from 
start to finish’  
The Upcoming
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The Alignment Grid below was originally 
developed for the Dungeons & Dragons 
roleplaying game, in which it acts as a 
categorisation tool for the characters 
in the game, and guides players in 
how to act when they are playing their 
character. It is this grid that Joseph and 
Alice refer to in their interview, after 
Mumba Dodwell, the show’s director, 
introduced the cast to it during their 
rehearsal process. 
 

In the context of the game, alignment 
serves to help the player understand the 
motivations of the character that they are 
playing, offering guidance, not only on the 
character’s attitude, but more importantly 
giving guidance to the player, on how 
they should act when they have decisions 
to make in the game. While the narrative 
of Great Expectations doesn’t require the 
actors to make decisions between different 
options, alignment does offer a framework 
for them to understand how they might 
relate to each other, and help them to 
categorise their characters based on the 
evidence offered to them by the script.

The law versus order axis dictates how 
likely a character is to follow the rules, or 
to disobey them, with a character who is 
neutral being freer to deice to either obey 
or disobey dependent on the situation.

The good versus evil axis is slightly more 
complex, and dictates how a character 
feels towards others. A good character is 
more likely to put others before themselves 
and to make sacrifices for the good of 
another, whereas an evil character will 
be more harmful towards others, and 
potentially even intend to victimize or hurt, 
potentially even kill others. 

By combining these two axis, the alignment 
grid gives 9 potential categories of 
character.

Aligning the Characters of Great 
Expectations:
Take a look at the list of characters below, 
and see where you would place them on 
the grid above. Begin with discussing them 
as they appear in the novel, and then see 
if their actions as you witnessed them in 
the play make you feel differently towards 
them. Are there any surprises in where 
certain characters end up? What insight 
does this give you into their actions and 
motivations, and what light does this shine 
on the themes of Dickens’ story…?
 
Pip (as a child, and as a young man)
Joe Gargery
Mrs Joe
Miss Havisham
Estella
Mr Pumblechook
Herbert Pocket
Compeyson
Bentley Drummle
Abel Magwitch

Character Alignment:

Law Vs Order

G
o

o
d

 V
s 

Ev
il

Lawful

Lawful Good

Lawful Neutral

Lawful Evil

Neutral Good

Neutral

Neutral Evil

Chaotic Good

Chaotic Neutral

Chaotic Evil

Good

Neutral

Evil

Neutral Chaotic



9

O
7 —

 G
rea

t Exercises
Bomb and Shield:
This is another game taken from the work 
of Augusto Boal. In it, the group are invited 
to move around the room and to choose 
one of their fellow participants to be their 
‘bomb’, and another to be their ‘shield’. 
They must then keep their ‘shield’ between 
themselves and their ‘bomb’ as the 
facilitator counts down to detonation.

While a fun and energetic game, it can 
also be applied to the world of the play, 
and the story of Great Expectations. Having 
played the game a few times, discuss with 
the group which characters in the play are 
bomb’s and which are shields, whose is 
whose? What interesting relationships and 
combinations of bombs and shields occur 
in the play. 

Extension:
Explore how this game might be used to 
roughly ‘block’ a scene – what happens 
if you play the game in role as Pip, Estella 
and Miss Havisham, or some of the other 
characters. Does this present any insight 
into the actions, motivations or experiences 
of the characters?
 

Going Further – Forum Theatre:
If your group are already familiar with 
Boal’s work, it might be of interest to 
explore how the technique of Forum 
theatre may work in telling this story. 
Forum theatre is a process in which the 
audience watch are invited to identify 
points in a piece of theatre in which the 
characters could make a different choice 
which might change the outcome of 
their story, which they can revisit and 
offer advice to the characters. Can the 
group devise a shortened version of Great 
Expectations that has clear moments for 
the audience to intervene? What new 
insight might this process offer to the 
story? Which characters can make a 
difference to how the story unfolds?

Photo: Ali Wright
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This progression of exercises was 
inspired by one of the Rep Company 
Warm-ups during the rehearsal 
process and the National Youth 
Theatre’s approach to working as  
an ensemble. 
 
Exercise 1: Solo Improvisation.  
What are you doing?
Use this simple and popular 
improvisation game to encourage the 
group to use their imaginations, and to 
set up the progression of exercises that 
follow. If the group already know the 
game well, it may be worth jumping 
straight into the extension activity below.

The group stand in a circle, with one 
performer (‘A’) stood at the centre 
performing a mime of a simple 
everyday task, for example – painting 
a fence. Once they have established 
their mime, another performer (‘B’) 
steps forward and asks ‘A’, ‘What are 
you doing?’ To which ‘A’ answers with 
a new activity, ‘looking at headstones 
in a graveyard’ (for example), which 
becomes the activity that ‘B’ performs.

Once ‘B’ has established their mime,  
‘C’ enters and asks the same question 
and is given a different action to  
perform as mime. The game continues 
around the circle until everyone in the 
group has performed.

Extension 1:
Explain to the group that the aim of this 
task is to bring a sense of the environment 
and atmosphere that the mimed action is 
taking place in, and encourage them to 
focus more on giving a sense of this than 
on perfecting their mime, ask them to 
consider what details they can add when 
they describe the action to be performed, 
how can they use adjectives creatively.

Extension 2:
As the group grow more confident in 
creating the atmosphere, have the person 
coming into ask ‘What are you doing?’ join 
in the action before they ask the question. 
It may be beneficial to ask the watching 
group if the atmosphere and environment 
become clearer with more than one
performer in the space.
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Exercise 2: Ensemble Improvisation. 
What are we doing? 
This exercise starts in the same way, with 
‘A’ building a shed, for example. This time 
however, when ‘B’ enters, they ask: ‘What 
are we doing?’ to which ‘A’ replies ‘We’re 
building a shed’, adding an emphasis in 
how they deliver the line, physically and 
vocally, to suggest the style in which ‘B’ 
then joins ‘A’ in building the shed. ‘A’ might, 
for example suggest that they are fearful, 
or that it is cold, and ‘B’ then adds to this 
in atmosphere as they join the activity. ‘A’ 
and ‘B’ then stay building their shed, as 
‘C’ comes in, asking ‘B’ this time, ‘What 
are we doing?’ ‘B’ answers in a way which 
suggests a new context or atmosphere, 
and C joins A and B. The group continue 
to add themselves into the improvisation 
1 by 1 until everybody is working together 
to build the shed. Plenary:

Once this exercise has been completed 
a few times, each time ideally with a 
different group action (building a shed, 
doing the weekly shop, meeting Miss 
Havisham), a group discussion about the 
benefits and challenges of working as 
an ensemble may help to unpick some 
of the lessons – what helped the group 
‘get’ the instruction? How did they work 
effectively as an ensemble? It may then 
be beneficial to watch in two halves, 
giving each ensemble an audience, and 
offering feedback on how successfully 
different atmospheres are created. 
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Exercise 3:  
Creating Worlds Together.
Divide the whole class into 2 groups, 
narrators and atmospheres, and give 
both groups a short descriptive extract 
from the novel, again the extract from 
Chapter 8 describing when Pip first meets 
Miss Havisham at Satis House may be of 
use here. The narrators task is to select 
some key descriptive lines from the text, 
and decide upon ways in which they 
can deliver those lines as an ensemble. 
Meanwhile the atmospheres are tasked 
with reading through and seeing what 
sounds and actions they might be able to 
make to created the atmosphere of satis 
house. With the group sat in a circle have 
the narrators read their chosen lines, with 
the Atmosphere’s accompanying them 
with vocal and percussive sounds – they 
may echo certain words, or repeat whole 
sentences to develop a sense of the 
atmosphere that the passage evokes.  
The resulting piece can then be developed 
and refined, before the roles are reversed 
and the Narrators take on the job of 
creating the atmosphere and vice versa.

Note: It may be worthwhile doing some 
general soundscape work, and maybe 
experimenting with word and sentence 
at-a-time stories in advance of this task, 
although again, the group may already  
be familiar with these tasks.

Extension:
If you have created some work around  
the characters to find different  
perspectives and viewpoints in the story 
using the previous run of exercises, or if 
the group have generated some creative 
writing from the point of view of a character 
other than Pip, it may be interesting to 
combine these two sequences of exercises 
– does the moment that Pip and  
Magwitch first meet on the marshes sound 
or feel the same when it is told from 
Magwitch’s perspective?

Photo: Ali Wright ‘Utterly compelling’ 
Love London  
Love Culture ★★★★
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Extract from Chapter 8:
I was half afraid. However, the only thing 
to be done being to knock at the door, I 
knocked, and was told from within to enter. 
I entered, therefore, and found myself in 
a pretty large room, well lighted with wax 
candles. No glimpse of daylight was to 
be seen in it. It was a dressing-room, as I 
supposed from the furniture, though much 
of it was of forms and uses then quite 
unknown to me. But prominent in it was a 
draped table with a gilded looking-glass, 
and that I made out at first sight
to be a fine lady’s dressing-table.

Whether I should have made out this 
object so soon, if there had been no fine 
lady sitting at it, I cannot say. In an arm-
chair, with an elbow resting on the table 
and her head leaning on that hand,
sat the strangest lady I have ever seen, or 
shall ever see.

She was dressed in rich materials - satins, 
and lace, and silks - all of white. Her shoes 
were white. And she had a long white veil 
dependent from her hair, and she had 
bridal flowers in her hair, but her hair was 
white. Some bright jewels sparkled on her 
neck and on her hands, and some other 
jewels lay sparkling on the table. Dresses, 
less splendid than the dress she wore, and 
half-packed trunks, were scattered about. 
She had not quite finished dressing, for 
she had but one shoe on - the other was 
on the table near her hand - her veil was 
but half arranged, her watch and chain 
were not put on, and some lace for her 
bosom lay with those trinkets, and with 
her handkerchief, and gloves, and some 
flowers, and a prayer-book, all confusedly 
heaped about the looking-glass. 

It was not in the first few moments that I 
saw all these things, though I saw more of 
them in the first moments than might be 
supposed. But, I saw that everything within 
my view which ought to be white, had 
been white long ago, and had lost its lustre, 
and was faded and yellow. I saw that the 
bride within the bridal dress had withered 
like the dress, and like the flowers, and 
had no brightness left but the brightness of 
her sunken eyes. I saw that the dress had 
been put upon the rounded figure of a 
young woman, and that the figure upon 
which it now hung loose, had shrunk to 
skin and bone. Once, I had been taken 
to see some ghastly waxwork at the Fair, 
representing I know not what impossible 
personage lying in state. Once, I had been 
taken to one of our old marsh churches to 
see a skeleton in the ashes of a rich dress, 
that had been dug out of a vault under the 
church pavement. Now, waxwork and 
skeleton seemed to have dark eyes that 
moved and looked at me. I should have 
cried out, if I could.

Great Expectations
By Charles Dickens

Photo: Ali Wright



Have you spotted talent at 
your school?
Auditions and backstage 
interviews to join the 
National Youth Theatre are 
now open 
 
Apply now: nyt.org.uk/apply
 

Bursaries are available 

Photo credit: Helen Murray 
The National Youth Theatre is a registered charity number: 3O6O75/SCO43665

Andrew Lloyd Webber
Foundation

‘A joy’  
Broadway World UK 



