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O1—INTRODUCTION

THE NYT REP COMPANY IS MORE THAN A MATCH FOR THE BEST OF THE WEST END WHATSONSTAGE
Introduction by Paul Roseby,
CEO and Artistic Director
The National Youth Theatre of Great
Britain is a world-leading youth arts
organisation. We were established
in 1956 as the first youth theatre
in the world and have performed
critically acclaimed productions
for over 6O years. Our approach is
unique because we believe that the
best place for young performers to
learn is in front of an audience. Our
ensemble ethos means young people
working with us learn as much about
themselves as they do about acting
and how to relate to an audience.
Whilst some go on to be great actors,
many others go on to be great
lawyers, journalists, doctors, teachers,
entrepreneurs and CEOs. What they
all have in common is that they stand
out from the crowd.

The Ambassadors Theatre has
provided an invaluable platform for
our young talented REP Company for
the past five years. Every production
continues to offer young theatre
audiences affordable, inspiring and
relevant theatrical experiences in the
heart of the West End.
The National Youth Theatre owe a
great deal to fantastic teachers
around the country. Every year
educators bring groups to see our
productions or encourage their pupils
to be a part of the organisation by
championing our work and sharing
our ambitions to deliver life-changing
opportunities to young people.
Thank you.

In Collaboration
Frantic Assembly and
the National Youth Theatre
The National Youth Theatre are
delighted to be collaborating with
award-winning theatre company
Frantic Assembly for the very first
time. Frantic Assembly are world
leaders in innovative and fearless
theatre making and this autumn will
see their unique version of Othello,
presented by the NYT REP Company
for the first time. This new version of
Frantic Assembly’s Othello, directed
by associate director Simon Pittman
sets Shakespeare’s classic tale in
contemporary Britain.

Shakespeare text is abridged by
Scott Graham and Steven Hoggett
and the production features new
movement inspired by the original
production and created by Simon
Pittman and the cast. We’re delighted
to be working with a company
who share our belief in the value
of learning by creating something
new and empowering and inspiring
young talent through collaborative
participation.

To keep this setting in 2O17 felt like
it would be too much of a period
piece. Yet the questions the play
raises about how difficult it is to
integrate disparate people and their
personal and cultural narratives
hold just as vivid a contemporary
resonance as ever. I was equally
keen to celebrate the essence of the
adaptations’ original concept: shifting
the context of the Venetian military to
the fractious racial and social politics
of a contemporary working-class
pub. And so, the microcosm of the
pub at the heart of the local estate

is where we’ve set Othello. But this is
a more diverse, youthful world where
aspiration and bravado clash with
inequality and seething frustrations.
Today, our Othello is about urban
tension in all its guises.
It has been a privilege to work on this
new production with such a vibrant
and talented young REP Company.
We’ve been exploring the high stakes
of love, sex, honour, paranoia and
jealousy that run rife through the play;
asking ourselves what it means to
grow up on the fringes of a Britain that
seems to have left you behind.
We’ve also been celebrating the
visceral brilliance of Shakespeare’s
text and grounding it in a local
working-class community. In exploring
a movement quality that feels both
dangerous and authentic we’ve
discovered that actions can often
speak louder than words, and
perceptions can be challenged and
shifted (sometimes quite literally).
It is a world full of the complex sexual,
racial and economic tensions of
urban life. The characters are part

of a community that feels ignored
and unrepresented – they see a
world of plush modern developments,
corporate bonuses and advertising
billboards that aren’t for them.
Perhaps Iago is a product of this vast
community of people seething with
the anger, hurt by the pain of being
overlooked and under appreciated.
I hope your visit to the ‘The Cypress’,
the local pub where we lay our
scene, shows you a good night out.
But a word of warning; let’s not forget
it’s also a violent, dog-eat-dog kind of
place. This is Othello for 21st Century
Britain. And it’s about to kick off.

O2—DIRECTORS NOTES BY SIMON PITTMAN

When we first discussed how to
approach a new version of Frantic
Assembly’s Othello with the NYT REP
Company, I knew it couldn’t and
shouldn’t be a remounting of the
original. Scott Graham and Steven
Hoggett’s adaptation originally set
Othello in a Yorkshire pub in 2OO1
against the backdrop of riots and
growing racial tension. It was a result
of reading Nick Davies’ harrowing
book ‘Dark Heart: The Shocking Truth
About Hidden Britain’ - a book that
unravels the threads of Britain’s twisted
social fabric.
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Two Worlds Collide | Othello
and Dark Heart
By Scott Graham and
Steven Hoggett
While the idea of doing Othello sat
at the back of our minds we were
introduced to a book called ‘Dark
Heart’ by journalist Nick Davies. ‘Dark
Heart’ was a journey through the
underbelly of UK society, of deprived
council estates, child prostitution
and drugs. It was a disturbing and
sobering read.

takes. By the door stood a couple of
performers playing bouncers. They
could not move from their posts and
could only look on enviously as the
other groups were having fun. It
became fascinating watching these
people who protected the values
of the pub but were ever defined
as outsiders. The were powerful
enforcers but could not get involved
with the people within. Imagining such
a person as a black man, and the
world of Othello started to unfold in
front of our eyes.
There were early conversations purely
about ‘Dark Heart’ and whether it
could inspire a production for us.
Instead it opened up Othello and it
seemed possible and exciting.

Our ambition was always to create
a contemporary version of the play.
At the time we were reading the
We treated the text like a film script,
book we were both working on an
looking at ways in which we might
advert set in a pub. The pub was an
convey moments or sections of the
elaborate mock up in a massive film
play in either physical or visual ways.
studio. In between takes we all had
This forced us to examine the play in
to stay in our sections of the pub
more imaginative ways. It also exists
while the production team assessed
as an exercise in economy – how
camera angles and lighting. It was
might Act 3 Scene 4 (lines 1O8-15O)
then that ‘Dark Heart’s’ stories of rough operate as a visual sequence rather
pub life came back.
than the lengthy textual scene, for
instance. Film is a fantastic exercise
Being constricted to our positions
in focus, each shot being carefully
in the ‘pub’ it struck us that this was
selected by the director to pinpoint
like the natural structure of a pub. It
the attention of the viewer in a very
seems that young men enter a pub at specific place. It was at this early
certain age and appear to belong in stage that we talked about the use
a certain area of the pub; young guys of ‘IagoVison’ in the show as a way of
hanging around the fruit machine;
achieving moments of very specific
higher status guys strutting around the focus on events and actions.
pool table… This is a social structure.
You graduate through age and deed.
This is when Othello crept back into
our consciousness. All the mock
pub performers were laughing and
joking trying to pass time between

From here we took on the task of
watching some of the film versions
of Othello. These films ranged from
Oliver Parker’s 1995 version starring
Kenneth Branagh and Laurence
Fishburne (the first actor of actual
African descent to portray Moor in
the major studio release) to ‘O’, a
modern reworking that places the
‘action’ in and around an American
high school basketball tournament.
Out of all of these, the most surprising
was the Orson Welles version. The
success of the film lies in the strong,
bold visual style Welles created the
brave, sparse adaptation he made of
the play. We studied the screenplay
which provided many key ideas and
approaches to our own adaptation.
From it, we could see how Welles
used evocative imagery to provide
short cuts to plot development. He
also employs voiceover which we
realised was not an option to us but
the places where it was used in the
film were informative in seeing where
the action needed moving forward.
It also flagged up moments where
Welles saw fit to make substantial cuts
to characters exposition of events in
favour of a voiceover.
Another valuable viewing was of
the RSC version directed by Trevor
Nunn featuring performances by Ian
McKellen as Iago and Willard White
as Othello. It was liberating to realise
that even institutions such as he RSC
felt it necessary to adapt the play in
order to make it work for a modern
audience.

With several alternative version of the
play floating around on our desk we
somehow put together our own hybrid
that we then took into a workshop
period with several actors. The
adaptation was completed and then
fine-tuned in the following months and
a rehearsal draft was completed a
few weeks before rehearsals began.
The original cast were our biggest
critics and most excellent supporters
and everyday saw us challenged and
amazed by the collective effort to
make this adaptation do everything
it should. Structurally much has
stayed the same but the last stages
of this adaptation have been about
character details. In some instances,
the cast came to us with lines we had
omitted that they felt were essential
to their performance, many of these
made it into the final version. In
other instances, the cast embraced
the idea of thinking about the show
on a physical and visual level as
well as textually – understanding
that a modern audience is adept
at understanding these theatrical
techniques. In communicating this
story of Othello, we found that, on
occasion, actions do speak louder
than words.

O5—THE ORIGINS OF FRANTIC ASSEMBLY’S OTHELLO

Frantic Assembly’s Othello was
first adapted and staged by Scott
Graham and Steven Hoggett
in 2OO8. Here you’ll find more
information on how the production
came into fruition and the origins
of their inspiration.

An unusual documentary helped the
company connect the hybrid of the
modern world and classical texts in
our Othello. Channel 4’s ‘The Seven
Sins of England’ looks at apparently
modern sins, namely binge drinking,
rudeness, violence, slaggishness etc
and then the use of 16th Century
onwards to show that this type of
behaviour had always been around.
The text was taken from the council
notes, from tourists’ diaries, from all
kinds of works concerned with the
working classes ‘at play’.
The premise of the film was not
without its flaws and it did seem to
turn into a completely different and
contradictory film at the end but it
employed a brilliant technique in
putting this text across. For each sin
there was a figurehead who was seen
to exemplify those virtues. These were
real people, filmed in apparently real
contexts delivering these 4OO-yearold lines of text. The effect is palpable
and heart-pumping.
Here are people who feel and look at
home in the world of rough pubs and
clubs spouting Shakespeare text in
utter clarity and authority. Neither the
text nor their contemporary credibility
is compromised. They had achieved
exactly what we are striving for.

O6—CLASSICAL TEXT IN A MODERN WORLD

Classical Text in a Modern World
By Scott Graham and
Steven Hoggett
There was a massive challenge facing
us on this project. Would it be possible
to have a clear and intelligible
Shakespearean vocabulary and
retain the energy and contemporary
sensibility needed to tell the story of
Othello and of this pub? It is a place
rife with the complex urban tensions
of modern Britain.

Othello
By Mohammed Mansaray
Othello was born and raised in the
Throughout the rehearsal process
concrete jungle of South London.
each cast member developed a
A single parent household meant that
unique approach to the original
he was isolated at home as a child.
characters in Othello. Set in a modern His mother was out grafting day and
world, the cast found ways to access
night to make ends meet and provide
and relate to their characters by
for them both. She was discipline and
using the text and creating vivid
handwork personified. His Father died
character backgrounds.
years back in Sierra Leone where his
parents hailed from and although he
never met the man, his mother would
tell countless stories of his Father and
their previous life back home.
Street life taught Othello how to
survive. And he quickly realised that
in order to make it out on top in this
violent fast paced jungle of a world,
he had to have the brains as well
as brawn. This is where he and Iago
understand each other.

Iago
By Jamie Rose
“I am not what I am.” Iago takes on
many different forms. He’ll be your
best mate one minute and then
he’ll stab you the back the next. He
realises that in this community you
have to take matters into your own
hands to get what you want. I think
he sees himself as a victim of society,
which fuels his ambition to break out
of that. Iago refuses to accept his
reality and responsibilities. So much of
his energy is put into conducting and
studying other people’s lives, that he
neglects his own.

Iago is a very sad man, although
he’d never recognise that himself.
For him, sadness manifests itself into
frustration, paranoia and anger.
He feels deep emotions above and
beyond his comprehension, and tries
to control these feelings by creating
Othello’s personal code of conduct
his own reality, projecting it onto
earns him respect amongst his peers
everyone around him, in order to
and leads him to meet the love
survive and happily exist in this dog
of his life; a rose amongst thorns;
eat dog society. On the surface, he
Desdemona. Their lives would change can appear to be one of the lads
forever.
and the life and soul of the party, but
this is just one of his many facades in
order to gain peoples trust. He can
never actually live in the now, forever
looking in from the outside and
picking apart what he sees.
The Cypress (the pub where our
play is set) is his world. He was born
and brought up here, it’s rightfully
his domain, and when that world
is threatened, he panics, and it
sends him into a place of darkness,
where he almost can’t differentiate
between reality and his own warped
imagination. He finds himself trapped
in a torment of passionate jealousy
and a deep repression.

Incredibly defensive and protective
of his position in the pub, he has the
outward appearance of being the
outspoken, honest, independent man,
but he desperately wants affection,
praise and respect from others. Iago
is intelligently perceptive – carefully
reading everyone else around him.
He knows what makes people tick,
what irritates them, where their
vulnerability lies. He can prod and
provoke people all night long, but
he couldn’t tell you his own life story
without twisting something. Iago is
a pathological liar, and justifies his
deceitful behaviour by accusing
others of committing equally deceitful
acts. He believes his wife Emilia has
been unfaithful to him (particularly
with Othello). Emotionally he’s a
dangerous child. I still see him as that
little boy in the playground, who steals
someone’s lunch money after having
seen them steal it from someone else
first. Perhaps returning some of the
money, saying that he’d found it. Iago
makes his own rules, and obsessively
plays by them.

O7—CHARACTERS

By the National Youth Theatre REP
Company 2O17

It’s his fixation with reputation that
forces him to keep his relationship
with Bianca behind closed doors.
She’s often mocked by his peers and
he sees their true intimate feelings for
each other as a potential stain on his
record – if ever made public.

Desdemona
By Rebecca Smith
Desdemona is a Warrior of Light.
She’s honest and loving in a world
full of violence. She is persistent in
what she believes in, loyal to those
she holds close and it’s her generous
impulsiveness, sometimes nativity,
which tends to be her downfall.
Since the death of her Mother at
a young age, Desdemona has
experienced things that have made
her grow up quickly. It’s just her
and her father, Brabantio. She has
had to be tough in a world full of
misogynistic, manipulative men… so
she knows how to handle herself! She
has a young, fearless nature and uses
that to her advantage. Her vivacity
fuels her love for Othello, he changed
her life and they’re great together.
Both feel privileged to be loved by
the other and perhaps a bit unworthy.
Desdemona has no real female
influence in her life now and this is
what makes her bond with Emilia so
special.

Brabantio
By Leo Shirley
Brabantio is the father of Desdemona.
He is a racist, misogynistic, older
man. The bull at the bar of the local
pub. He is also fond of Othello until he
hears of their secret marriage. In the
original text he is a wealthy Venetian
but has been reinvented for the ‘pub
world’ of the play. A landlord, a bull –
the top of the food chain… at least to
begin with.
I found that the best way to help
discover and unlock Brabantio is
through his physicality. He doesn’t
need to move for anyone and so
to play him at a measured pace
helps assert his dominant status. I
feel the relationship between him
and Desdemona should be a close
and loving one, as it eventually
has to juxtapose the tragedy of
his daughter’s betrayal and his
subsequent disowning of her.
“She had deceived her father and
may thee”.

overlooked it only made things worse
between the pair of them.
Desdemona is like a sister to Emilia,
we are close in age as in this
production: Emilia is only 23 and
is still discovering her voice in this
world of men like Desdemona is. Her
betrayal of her friend is driven by
her need to salvage the ambitious,
passionate and intelligent relationship
she shared with Iago. Iago abuses
the manipulative emotional hold he
has over her as well as financially.
Their relationship has turned into
a transactional contract and an
unhealthy power struggle which Emilia
tries to fix. She hides all of this under
her tough, playful, sarcastic exterior.

In the end she breaks out of those
constraints when she realises that
her actions have helped contribute
to Desdemona’s death. Her betrayal
of her best friend breaks her as she’s
been a puppet to Iago’s desires which
she began to suspect were more
dangerous but did nothing about.
Brabantio leaves the play heartbroken It’s her love and pride in Desdemona
and alone.
which means she has to try no matter
the cost to prove Desdemona’s
Emilia By
innocence which Iago could never
Megan Burke
understand.
Emilia is a vibrant, playful, fighter; she
is a watcher and a knower in this play
as she sees the comings and goings
of the Cypress pub. Emilia is immersed
in a world where she is not ok with
how one rule applies for men and
another for women. At the beginning
of the play she is still optimistic and
desperate to rescue the relationship
with her estranged husband, Iago,
who she still loves even though over
the four years they’ve been married
their relationship has turned sour
and abusive. As Iago’s position at the
Cypress became more and more

O8—CHARACTERS

Cassio
By Eddie-Joe Robinson
For Cassio, his reputation is
paramount. Being a northerner, and
therefore a relative outsider to the
South he relishes his role as Othello’s
lieutenant and the status associated
with it. This position within the
hierarchy of his perceived ‘pub family’
gives him purpose and is made ever
more important given his fractured life
outside of the pub; his parents have
separated due to his father infidelity,
and his father’s also is in prison on a
GBH charge. He carries the baggage
with him, though all the hidden very
close the surface which tends to
manifest itself through acts of violence
and heavy drinking – two habits which
tend to go hand in hand for Cassio.

Ant (Ensemble)
By Scott Oswald
I’ve called my character Ant and he’s
from Niddrie, Edinburgh. He’s one of
the older people in the regular Cyprus
group, being 3O. He joined the army
at the age of 17 and remained there
for the next 8 years. For the last 5
years he’s been slowly decaying with
the aid of dodgy drugs, random fights
and cheap lager.
Prospects aren’t good for him, but
being a bit older than the others, he
keeps himself to himself mostly, and is
starting to think whether this is the life
he wants to carry on with. Is it time for
a change?

O9—CHARACTERS

Montano
By Marc Benga
Also known as the Rottweiler in the
group, Montano has a very loyal
nature and gentle attitude towards
those he is familiar with. However,
this can all change very easily and
he can become very dangerous
within seconds when confronted by
unfamiliar faces. If there’s a fight you’ll
be sure to catch him in the middle
of it. Born and raised in an extremely
violent household, violence is a
language he knows well.
Violence aside, Montano is a hardworking builder who is an old school
gentleman. Montano’s admiration
and respect for Othello comes from
how articulate and charismatic he
is; two traits Montano would love to
possess more of.

Act 2, Scene 3
Cassio is getting more and more
drunk and is losing control fast.
Iago is manipulating him and
encouraging him to have ‘one
more cup’.
We needed to create a scene
that captures Cassio’s experience
of losing control and becoming
drunk, Cassio gradually growing in
misplaced confidence, and loosing
his inhibitions. The group play pool
and drink shots: the swagger and
confidence of the group’s ‘pregame’ before a night out. But we also
wanted the room to conspire and
tell a different story as Iago gently
manipulates the situation to Cassio’s
disadvantage.
In rehearsal we started by playing
with simple physical tasks.
One was about giving weight and
supporting and shifting someone from
point to point around the set.

The second was about weaving in
small groups around a pool cue. We
started with the use of the pool cue
to manipulate and affect Cassio as
he drinks. Exploring the use of contact
and weight we layered the phrases
of material together into a sequence.
The focus was then on how to create
the feeling of Cassio’s experience
in the scene through the generated
movement material– disorientation,
skewed perception and a loss of his
inhibitions.
It was important to work with the set
from the start of rehearsals in order
to fully imbed the choreography
and storytelling in the world of the
play. The pillars undulate and offer
Cassio no support. The solid pool
table revolves and spins away from
him. For these movement sequences
to be devised and be integral to the
production, it was vital we had the
set in the rehearsal room as early
as possible. While this movement
sequence needed to look like an
intoxicating and chaotic night out,
the choreography had to be very
precise to ensure consistency in each
performance as well as the safety of
the company.

1O—SCENE STUDY

Cassio Drunk
By Simon Pittman

As with every Frantic show, it is never
really known what the physical
content of the show will actually
demand of the performer, as the
material created for the performance
will come from the company
members themselves. It is rare that
we stand at the front of the room and
teach ‘steps’. Instead, the performers
will be set a number of tasks that we
will then film and look at for possible
sequences. For Othello this working
method was the same but in terms
of knowing what the physical quality
might be, we had a better idea than
usual.

and then return to a believable
everyday physical environment.
Even the most conservative
production of Othello faces the task
of presenting an awful lot of fighting.
For us, this came with the additional
challenge of being super-brutal.

No swords for us, just fists, bottles, and
pint glasses. This means that we have
to development movement quality
for the show that was reckless – not
an easy task when health and safety
have to be paramount in everybody’s
mind! The job becomes even more
challenging given our own thoughts
about most examples of stage fighting
we have seen. Our pub world is
shattered if, at any point, anyone
is seen to nap a punch or twist
This was due to the setting of the show somebody around and away from the
in an urban pub. Immediately this
audience in a headlock in order to
demands that the performers inhabit
deliver that archetypal fist to the face.
a very specific physical characteristic,
one that identifies most of the
To this end, the Othello company
characters as being strictly working
have undergone a physical training
class and spending most if not all of
that looks to combine precise strength
their social time with one another in a building exercises with the extensive
single room where drink is cheap and work on core stability and yoga. In
the police turn a blind eye. In this, a
this way, they are able to understand
main consideration of the physicality
and develop physical strength at the
in Othello is one of authenticity. In the same time as learning how to achieve
rehearsal room we had a number
control and precision – essential
of DVDs that we encouraged the
elements for safe fighting sequences
company to watch for this purpose.
that do involve considerable risk.
Chief among these was the Channel
4 docu-drama ‘The Seven Sins of
England’, ‘This is England’ and ‘Made
In Britain’, all have a fantastic physical
authenticity. It was vital for us that the
company ground themselves in the
physical day-to-day reality of these
people. Without physical grounding
we would have no capacity to
explode the physicality into the more
hyper-realistic movement sequences.
Such heightened moments are only
successful if they are seen to emerge

11—PHYSICAL TRAINING

By Scott Graham
and Steven Hoggett

The symbolic use of a pool table
not only anchors the production in
a specific world and context, but it
offers the characters an animated
space to posture for status. Own the
back room and own the pub - the
table becomes the key currency at
The Cypress.
In a practical sense the pool table
offered us lots to play with in the
rehearsal room. Levels and ledges
were used to explore status, draw
focus in storytelling, or to shift the
dynamics in physical choreography.
The pool table’s wheels offered
opportunities to develop fluid scene
changes and movement sequences.
But essential to the production of
Othello the pool table gradually takes
other forms, a general’s table, a
lover’s bed, a place of tranquillity in a
violent world, and finally a death bed.
As with the wider concept of the
production, the pool table offers a
hybridity of meaning and metaphor. It
allows us to blends classical imagery
with modern context and resonance,
and of course the metaphorical
potential of the white and black
balls. The pool table was so central
to the world of this adaptation that
we felt we had to preserve it in this
production.

12—THE POOL TABLE

The Pool Table
By Simon Pittman

Designer Laura Hopkins was given
the exciting challenge of reworking
the original design concept for this
version of the production and it’s new
context at The Ambassadors.
There was a lot to consider in
the reimagining of the staging, the
main constraint being the limited
space we had to store the set,
meaning it was essential the design
could break down into a small space
between shows.

The pillars are articulated so they can
be moved, leaned on, and collapse.
The pool table is set on wheels so it
can glide and spin, allowing us to
create two settings, the pub and the
pub’s car park. But Laura and I have
been clear from the outset that these
pliable elements should not be used
merely for scene changes. In a play
about paranoia and perception a set
that morphs and changes perspective
seemed a great tool for our story.
In many ways this is a play about
storytellers and their gullible listeners.

The movement of the roof, pillars and
table allow us to explore and intensify
a moment of subtext, a character’s
psyche or help us connect with a
character’s subjective experience.
The movement of the set allows us to
comment on key events in the story.
We looked at how the set could be
another character, twisting with the
narrative, and finally breaking down
as the characters reach their own
demise. They undulate as Cassio
gets more and more drunk, and
they buckle as Othello’s mental state
begins to fragment.

This has been a labour of love. How
to create the concrete world of an
urban environment, which could bend
and change with the characters’
experiences, and be set up and
struck before and after every show!

13—THE PILLARS

The Pillars
By Simon Pittman

During rehearsals we continued to
ask a crucial question throughout
the music selection process, what is
it adding? We didn’t want the music
to simply echo what was happening,
we wanted it to bring another quality.
We felt like the music should add
something new. Sometimes this
meant a juxtaposition of genres,
often between strings and beats.
This formation added a new tension
in the production which we wouldn’t
have gained if we’d have used music
to simply mirror the action or tone of
a scene. In animation or film this is
often referred to as Micky Mousing
(synchronized or parallel scoring).
Initially we experimented with other
soundtracks away from the original
production. But we returned to the
same palette of music by Hybrid,
realising it was still in a brilliant fit
for us.
Frantic Assembly first discovered
Hybrid in 1998 during rehearsals for
‘Sell Out’. One of the cd’s was used as
warm up music was the Renaissance
series that featured two tracks by
the band, ‘Finished Symphony’ and
‘Theme from Wide Angle’. Around this
time they began to understand what
it was that rendered a frack a ‘Frantic’
track, using the term ‘bedroom
cinematic’ to describe the kind of
music that had a huge sweeping
sound yet retained a quality of the
personal.

The Hybrid sound is quite unique
within modern music making. Hybrid
are their own producers meaning
that they themselves are the ones
who will spend hours in the studio
deciding exactly what sounds they
create as well as writing the songs.
They manage to combine two very
distinct musical forms, on one hand
they are pioneers of electronic dance
music, particularly breakbeat. Then
there is the orchestra, with soaring
string arrangements that are stirring,
and dramatically charged. When
you look at the distinctive capacity
to fuse the modern with the classical,
our decision to return to the original
choice of Hybrid to score our show
seems obvious. The symphonic
element of the music is in direct
reference to the use of a classical
text. At the same time the breakbeat
element is suggestive of a modern,
urban landscape – the perfect sonic
setting for ‘The Cypress’.
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Music
By Scott Graham and Steven
Hoggett

This adaptation is for me, an exercise
in telling this story with the utmost
economy. There are things to be told
visually and moments where we pull
back from relying on the text. Often
these moments drive the narrative
forward.
In their adaptation Scott Graham
and Steven Hoggett also tried to
be economical with the textual
exposition. There are several large
cuts from the original text that
originally helped to establish the
world of the play and the existing
relationships between the characters.
Our adaptation substitutes and
condenses these cuts into economic,
essential stage directions. The
adaptation calls for the following as
the opening of the play:
Overture
Includes these images:
–– Introducing Pub Life
–– Brabantio and his daughter
Desdemona
–– Iago buys drinks for Desdemona
with Roderigo’s money
–– Brabantio and Othello drink
together
–– Othello evicts thugs. Has a fight.
Cassio backs him up. Iago
arrives too late. Othello shows his
appreciation.
–– Othello and Desdemona - they are
good together. We like them.
–– What Iago sees - details, paranoia
and opportunism

Aspects of our Overture included
Othello’s arrival in The Cypress; the
racial tension in the pub; A positive
relationship between Othello and
Brabantio. Othello’s achievement of
status; He and Desdemona getting
together; Othello’s appreciation of
Cassio; Tension between Emilia and
Iago; Iago taking Roderigo’s money
and trying to chat up Desdemona for
him; Cassio and Bianca.
The Overture almost immediately
establishes roles, relationship and
status within The Cypress and
introduces the audience to the
world of the play in one continuous
eight minute movement sequence.
Embracing the complex and precise
choreography of the Overture meant
that we would feel justified in pushing
on with a text that had reduced from
around 28,OOO words (the original)
to about 13,OOO (Frantic Assembly’s
version).
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Hidden Counts
By Simon Pittman

There has been lots written about
‘verse speaking’ – how actors
should speak Shakespeare’s iambic
pentameter as opposed to prose.
There are books by director Peter Hall,
the Globe’s ‘Master of Words’ Giles
Block, and academic Abigail Rokison
which all go into lots of detail about
the best way to deliver Shakespeare’s
verse. There’s a great debate among
some of our best actors about what
comes first: metre or sense.
We had some fantastic discussions
in the rehearsal room about what
it means to deliver Shakespearean
language in a contemporary setting
– and how the actors, playing very
contemporary characters – can
make that text their own. We also had
the joy of celebrated actor Brendan
O’Hara – a highly experienced
Shakespeare actor – come in to give
his own take on achieving precision,
clarity and emotional engagement
through this early modern English.
One deceptively simple exercise –
great for actors and students alike –
goes as follows:

Next, stand on a chair (not a wheelie
chair).
Then, as you say the last stress of
each line, you stand up on the chair.
On the first stress of the next line, you
stand down.
What this forces you to do is deliver
the last stress of each line with
ENERGY – forward momentum – and
means you have to use up all your
breath to get that final stress out (as
you stand up on the chair). The sense
of Shakespeare’s language often
relies heavily on the last word in the
line.
Once you’ve stood up on the chair
and used up all your breath, you
need a tiny moment to breathe in
again (a ‘top up breath’ or ‘energised
hesitation’ – not a pause). In
performance, this tiny gap allows the
audience to process the line they’re
just heard.
Then, standing down on the first stress
of the next line, you kick off the next
line, ‘landing’ the listener at the start
of the next unit of sense.

You can also do this by throwing up
and catching a tennis ball instead
First, work out the first and last stressed of standing up and down on a chair.
syllable of each line. For example, in If you let you up/down energy affect
Emilia’s speech in IViii:
how you speak those last and first
But I do think it is their husbands’ faults stresses, it gives a shape and drive
If wives do fall. Say that they slack
to the verse that will hopefully keep
their duties
audiences listening for what comes
next.
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By Thomas Bailey, Bryan Forbes
Assistant Director

From January 2O18 we’ll be heading
to over 4O arts venues & schools
across the UK to meet undiscovered
talent to join our celebrated company
of talented individuals.
Apply Now: nyt.org.uk/auditions
Or call: O2O 3696 7O66 to find
out more

What do they have to do?
Visit www.nyt.org.uk/auditions
–– Find your nearest venue
–– Book your audition
–– Prepare a short speech
On the day:
Morning:
Take part in a 3 hour workshop
with professional theatre director
Afternoon:
Perform a short speech of your
choice from a published play

Backstage Interviews
Our shows couldn’t go on without our
vital backstage teams. If your passion
for theatre is more off stage than on,
join our backstage courses and get
industry led experience in:
–– Stage Management
–– Lighting
–– Sound
–– Costume
–– Scenic Construction
On the day:
Morning: 3 hour workshop and
Q&A with an industry professional
Afternoon: One on one interview
about your interests in backstage
theatre.

Apply or find our more:
nyt.org.uk/courses/backstage
@NYTofGB
NationalYouthTheatre
NationalYouthTheatre
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How your student’s can get involved
National auditions & backstage
interviews are now open to join the
National Youth Theatre of Great
Britain. For young people aged
between 14–25 living in the UK.

Mrs
Dalloway
27 Sept—6 Dec 2O17
In a radical reimagining
by Evan Placey
Based on the novella
by Robert Louis Stevenson
Directed by Roy Alexander Weise
Thomas Bailey, the 2O17 recipient of
the Bryan Forbes Director’s Bursary,
will direct Mrs Dalloway in a brand
new, free adaptation by Hal Coase.
On a single day in 192Os London, we
delve deep into the life of Clarissa
Dalloway, as she prepares to throw a
party for her high-society friends and
members of the Government.

In the same city, a very different story
unfolds, as first world war veteran
Septimus Warren Smith seeks help
from the ruling class that Clarissa
entertains. This fast-paced, dynamic
staging of Virginia Woolf’s classic tale
will be performed by the National
Youth Theatre’s 2O17 REP Company.

27 Nov—4 Dec 2O17
Based on the novel by
Virginia Woolf
Adapted for stage by Hal Coase
Directed by Thomas Bailey

On a single day in 192Os London, we
delve deep into the life of Clarissa
Dalloway, as she prepares to throw a
party for her high-society friends and
members of the Government.

Thomas Bailey, the 2O17 recipient of
the Bryan Forbes Director’s Bursary,
will direct Mrs Dalloway in a brand
new, free adaptation by Hal Coase.

In the same city, a very different story
unfolds, as First World War veteran
Septimus Warren Smith seeks help
from the ruling class that Clarissa
entertains. This fast-paced, dynamic
staging of Virginia Woolf’s classic tale
will be performed by the National
Youth Theatre’s 2O17 REP Company.
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Book Now
The Ambassadors Theatre
www.theambassadorstheatre.co.uk
O2O 7395 54O5

Bring one of our specialist Frantic
Assembly practitioners to work with
your group and experience what it
is like to be an actor in the rehearsal
room.
This workshop:
–– Offers participants an insight into
how a professional company
creates new material
–– Provides a bank of skills to take
away and use in their own devising
work
–– Promotes the physical confidence
needed for participants to be brave
and bold with the material they are
making
–– Uses production specific exercises
from shows like Lovesong,
Stockholm, Beautiful Burnout and
Othello
–– Instructs participants on the
various devising processes used
by Frantic Assembly when working
collaboratively to produce multidisciplined performance, which
will transfer perfectly to their own
productions
–– Addresses skills required
for participants to enhance
their abilities in the areas of
performance, movement, directing
and critical analysis including the
opportunity to workshop movement
into meaning.

All of our workshops are active
explorations of the Frantic method of
devising, which is about empowering
people to be better at making theatre
from a physical starting point. For this
reason, our workshops do not explore
suggested themes or texts.
Frantic Assembly’s
In House Teacher Training
This highly energetic and creative
workshop allows teachers be become
students again, introducing Frantic
Assembly’s unique approach to
creating physical material.
Our Teacher Training workshops are
perfect for teachers and practitioners
working with young people who
wish to extend their knowledge and
practice of devising and physical
theatre techniques. No prior
experience is necessary.
–– Experience the processes used to
create Frantic Assembly’s awardwinning shows and find out how
to develop key skills crucial to the
performer/director relationship
–– Learn new and exciting
approaches to devising work from
a recommended theatre company
on Edexcel, IB, WJEC, AQA and OCR
exam syllabuses
–– Build your own physical confidence,
develop your skills and transfer them
to your classroom
If you have any queries about
our workshops or masterclasses
please don’t hesitate to contact us.
Tel: O2O 7841 3115
Email:
admin@franticassembly.co.uk
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Frantic Assembly’s
Masterclasses
Revitalise your devising skills!

