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WUTHERING HEIGHTS
Emily Brontë’s classic tale of love, loss
and revenge is stunningly re-imagined by
Stephanie Street in a bold new adaptation
staged by the National Youth Theatre.
When Heathcliff, a mysterious child is
rescued and brought to Wuthering Heights,
he develops an inseparable bond to
Cathy. Their friendship soon develops into
a passionate and iconic love, which spans
generations and ends with tragic results.
A beloved classic adapted for today’s
audiences, not to be missed!
Education Pack to support Key Stage 3,
4 & 5 students and teachers.
This pack was developed with teachers
and theatre professionals to support
schools’ visits to the production. The
pack is designed for Drama and English
students who are exploring either the
play or the novel Wuthering Heights.
Alongside contextual information and
supporting resources are interactive and
fun curriculum-inspired classroom activities
which encourage a deeper engagement
and analysis with the production.
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INTRODUCTION FROM PAUL ROSEBY
NYT empowers the most talented in the
most unique and challenging way. We
reach out to those with no life-line, no
confidence, and no hope. We also reach
out to those who believe they are sitting
comfortably in a world of opportunity
but encourage them to go beyond their
perceived comfort zone.

With schools discounts, free education
packs and Q&As as part of our exclusive
school package, the National Youth
Theatre REP Season is catered to support
busy teachers with a limited budget.

Not only have we received critical
acclaim, our feedback from students
and teachers has been excellent [see
The magnetic result is a creative
quotes below and to the right]. We are
powerhouse which celebrates the nation’s increasingly aware of the extraordinary
diversity and ever evolving cultural heritage value of peer-to-peer learning.
with some of the most relevant work on
offer for young people today. We create
As we approach our 6Oth year as the
a company of young voices that mixes
world’s first youth theatre company
the demographic of privilege and poverty, we hope to continue and expand our
with the character of vulnerability and
partnership with schools across the UK
verve, and in doing so we all learn the best with our REP season, free careers events
lessons from the best of each other.
and our auditions.
Two of our West End Season productions
each year are chosen from the School
curriculum to inspire those studying
the plays in a way no other company
of actors could. Our NYT REP season
captures students’ imagination, with a
cast trained to professional standard but
young enough to keep their attention, and
award-winning playwrights and directors to
produce great theatre in the heart of the
West End.
For our 2O13 limited run (Sept-November)
over 65OO students were in attendance
with many shows sold-out in advance
of the run. For our 2O14 limited run over
1O,OOO students were in attendance and
we hope this to will continue to grow.

‘NYT productions are particularly good
for our students as they are performed
by young people with a professionalism
which makes it both relatable and
aspirational for the learners. Following
visits to the performances students have
embraced Shakespeare which has
impacted positively on their own studies
in this area. Travelling to London, visiting
professional venues and being able to
access the performers via a Q & A is
enriching and offers the potential for wider
progression choices and opportunities.’
Education Section Leader in Performing
and Production Arts

‘I could happily have sat through a piece
twice this length and so, it transpired,
could the school students watching enrapt
alongside me.’
Evening Standard on Prince
of Denmark
‘One of the best productions of Romeo
and Juliet I have ever seen.’
The Stage
‘It didn’t feel like a Shakespeare play
because it was so easy to follow and I
enjoyed it.’
Student who attended Romeo
and Juliet
‘My students loved the show – and what
great value. I’ve already started using the
education resource pack to prepare them
for exam time.’
Teacher who attended Romeo
and Juliet
‘As a school governor, someone who works
in youth engagement, and someone who
is passionate about providing opportunities
for young people to find their voice and
for creative ways to working out what they
are good at, I think that the National Youth
Theatre is a wonderful organisation, which
just does this.‘
School Governor at Stoke Newington.

INTRODUCTION
The National Youth Theatre
The National Youth Theatre of Great
Britain (NYT) 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 over the past 59 years.
Our training is unique because we believe
that the best place for young performers to
learn is on stage in front of an audience.
We showcase young talent on West End
stages, in stadiums worldwide and at
iconic sites both at home and abroad. We
commission brave and relevant new writing
and reinterpret classic stories for our time.
We are as ambitious as the young people
we serve.
NYT’s world renowned alumni include:
Helen Mirren, Daniel Craig, Chiwetel Ejiofor,
Colin Firth, Rosamund Pike, Daniel DayLewis, Orlando Bloom, Catherine Tate, Ben
Kingsley, Ashley Jensen, Derek Jacobi,
Timothy Dalton, Zawe Ashton, Matt Lucas,
Hugh Bonneville, Matt Smith and many
more.

The National Youth Theatre Rep Company
The NYT Rep Company was launched
in 2O12 in response to the rise in tuition
fees to offer an affordable alternative
to expensive formal training. It offers 16
of Britain’s most talented young actors
nine months of free talent development
with NYT and other leading professionals
and organisations including the National
Theatre, The Royal Shakespeare Company
and the BBC.
Each REP member is also mentored by an
industry professional. The REP culminates
in a 1O-week West End boot-camp-style
residency at the Ambassadors Theatre
thanks to an innovative commercial
partnership.
Each REP member plays three roles in three
different productions over 49 performances
and last year over 2OO acting agents
and casting directors attended. All of the
company were signed by leading talent
agents and the majority are currently
working professionally in TV, Film and
Theatre.
Many individuals from the 2O14 West End
Rep cast gone to appear in an impressive
range of theatre, TV and film. Fabian
McCallum was cast in a major role in NBC
comedy-drama You, Me, and the End of
the World starring Rob Lowe, Jenna Fischer
and Patterson Joseph. Stuart Wilde recently
appeared in the West End production of
Shakespeare in Love, whilst Grace Chilton is
currently appearing in Pride and Prejudice
at the Crucible Theatre. 1OO% of the 2O13
cast have now gone into professional work.

INTRODUCTION FROM STEPHANIE STREET
I first read Wuthering Heights when I was
sixteen. The racing winds and grey hills
moulded my susceptible, teenaged self
and set the stage for a good number of
heartaches in my twenties. Revisiting Cathy
now, with my forties in clear view, I see with
some nostalgia how immense everything
felt then. But that idea of finding a fellow
for my soul has always stayed with me and
is the bedrock of this new and very free
adaptation.

I’ve taken Heathcliff at his word and created a space where he and Cathy can
be together. This isn’t Victorian Yorkshire,
nor is it 2015. The actual starting point of
my retelling is the moment in the narrative when he unearths Cathy’s grave after
Edgar’s death to see her and pull the side
out of their coffin. He does this so they can
at last be together. What follows is a kind of
wish-fulfilment. This is Cathy’s haunting.

Stephanie Street
Cathy and Heathcliff live in a space of
Adapter, Wuthering Heights
intractable emotion, an absoluteness of
NYT, 2015
the heart that seems a little alien in today’s
adrenalin-fuelled world. Yet in our R&D for
this production I saw, again with nostalgia,
that the members of the REP company
were living and breathing the same epic
emotions that crackle through Brontë’s
moors. Love, death and loss are as real to
these young actors as they were to Brontë,
sixteen year-old me, Cathy and Heathcliff.
Many times these iconic lovers (who are
never actually lovers in the narrative) evoke
death, longing for a time when they will
finally lie together, deep in the earth:
“Catherine Earnshaw, may you not rest as
long as I am living; you said I killed you haunt me then! I know that ghosts have
wandered on earth. Be with me always”

WUTHERING HEIGHTS SYNOPSIS
Adaptation by Stephanie Street
Act One
Our story begins at Wuthering Heights, a
rambling and impressive country home
of the Earnshaw family. The father of
Catherine and Hindley Earnshaw, and
head of the household, returns from a
journey with an orphaned, wild child,
Heathcliff, who becomes his favourite.
Hindley, threatened by Heathcliff, hates
him and constantly puts him down, angry
that the unbred Heathcliff is placed
alongside him in the household. Cathy
and Heathcliff however develop an
incredibly deep bond and love.

Act Two
Years later, Heathcliff returns as abruptly as
he left, seeming to be quite transformed
for the better. He lodges with Hindley,
who is now widowed with a young son,
Hareton. Heathcliff encourages Hindley’s
drunkenness and gambling, and wins
from him the deeds to Wuthering Heights.
Heathcliff then elopes with Isabella, who
he treats cruelly. Catherine becomes
pregnant, and a sudden irruption by
Heathcliff induces her labour: she dies
giving birth to Cathy. Isabella also has a
son, with Heathcliff.

Following Mr Earnshaw’s death, Hindley
continues to humiliate Heathcliff, who
endures this in order to stay at Wuthering
Heights with Cathy. Cathy meanwhile,
has formed a relationship with Edgar
Linton, who resides at Thrushcross Grange.
Heathcliff overhears Cathy telling Ellen, the
housekeeper at Wuthering Heights, that
it would degrade her to marry Heathcliff
– but he runs away before he hears her
declaring her extraordinary love and bond
for Heathcliff. Heathcliff vanishes, and
Cathy accepts Edgar’s proposal.

Step by step, Heathcliff takes control
of the younger generation. But Young
Cathy develops an affection for Hareton,
and the possibility emerges of eventual
happiness and redemption. The fulfilment
of Heathcliff’s plan should have been
the destruction of them both, but his
only desire becomes to be reunited with
Cathy beyond the grave. And this is where
Street’s adaptation ends – with Heathcliff
at Cathy’s grave, stepping into it, trying to
meet her once more.

A BRIEF BACKGROUND TO THE NOVEL:
WUTHERING HEIGHTS BY EMILY BRONTË
Wuthering Heights was written by Emily
Brontë, the third of four Brontë siblings.
The Brontë sisters, Charlotte, Emily and
Anne, inspired each other to write stories,
novels and poems, many of which began
life in the games they used to play as
children.

Emily Brontë’s novel Wuthering Heights was
published in 1847 when she was thirty. Her
first and only published novel, it was initially
released under her pseudonym, Ellis Bell.
She, along with her author sisters Anne and
Charlotte, all chose male pseudonyms
under which to publish their books feeling
that a female author may be met with
Emily Brontë was writing in a time of
prejudice and criticism. Wuthering Heights
considerable change. When she was
divided critics. Some praised its wild and
nineteen, Queen Victoria came to the
bold writing, its evocation of the stormy
throne. The Victorian era was marked by
moors which become a character in their
significant and rapid democratic, industrial own rights in the novel. Yet others were
and cultural development which changed fiercely derisive: “How a human being
Britain forever. With the industrial revolution could have attempted such a book as
came a new middle class, whose wealth
the present without committing suicide
rivalled that of some of Britain’s landed
before he had finished a dozen chapters,
gentry. Furthermore, as an agricultural
is a mystery. It is a compound of vulgar
revolution took hold, society and business
depravity and unnatural horrors.”
in the countryside changed too. With a
burgeoning railway network, people were
Tragically, Emily Brontë never lived to
able to move around the country with
see Wuthering Heights earn its place as
considerably more ease, creating new,
a literary classic. A year after the novel
diverse communities.
was published, she died tragically of
tuberculosis.
There was also rapid population growth
in this period, which put a strain on
Updating the novel for today
housing, food and resources. With the
National Youth Theatre has chosen to
rise of inner city factories came slums,
bring the novel right up to date with
busy workhouses and the necessary rise
Stephanie Street’s adaptation. Set in
of social welfare. With people living in
modern Britain, the characters are
such cramped conditions, diseases such
struggling with the same fundamental
as cholera, smallpox and tuberculosis
human problems and emotions, the
became epidemic, and many Victorians
humanity of which have endured
lost their lives to these conditions.
beyond Brontë’s time and are relevant
to us all today.

MAIN CHARACTERS
Heathcliff
An orphan who is brought into the
Earnshaw family and raised alongside
Cathy and Hindley. Dark, moody
and wild, he and Cathy develop an
incredibly strong and passionate bond.
Cathy
Earnshaw’s daughter and Hindley’s sister.
Despite her feelings for Heathcliff, she
marries Edgar Linton. She is in turmoil
over Heathcliff’s betrayal of her, and
her betrayal of him, and dies during
childbirth after a period of madness.
Edgar
Sweet and good, Edgar is a counterpoint
to Heathcliff in many ways. Kind and
sweet, he is loyal to Cathy and a good
father to their child Catherine.
Isabella
Edgar’s sister. Isabella marries Heathcliff
and has his son. Heathcliff is a cruel
husband to Isabella, and she dies when
her son is young.
Hindley
Cathy’s brother, he feels threatened by
Heathcliff, especially when he returns
to Wuthering Heights to take over the
estate.
Earnshaw
Cathy and Hindley’s father. He is kind
and generous and brings Heathcliff into
the family and treats him as his own.
Ellen
Housekeeper at Wuthering Heights then
at Thrushcroft Grange.

CLASSROOM ACTIVITIES: ENGLISH
Analysis of the Production
Activity 1: Writing a Narrative Synopsis
As a class, discuss the production. Note
down key moments from the story. Think
in particular about Cathy and Heathcliff,
and their journeys through the story. How
do they change or adapt in the play, and
how do they stay the same?
Now, working individually, students should
write up the synopsis as a piece of prose.
Activity 2: Writing a Review
As a class, discuss their experience of
the production. You may want to use
the following questions to shape your
discussion:
Did they like or dislike the play? Why?
How were the characters portrayed? Did
they seem ‘real’?
What was the purpose of the ‘chorus’?
How did the set and costume design help
to tell the story? Was this effective?
Following the discussion, students should
write their review of Wuthering Heights and
give a 1 – 5 star rating. It may be useful to
share some online or newspaper reviews
of other productions to help students
structure their reviews – each review should
include both exposition of the play itself,
key creative team members and their
personal opinion.

Activity 3: Critical Thinking
Individually, students should answer the
following questions:
1) During the time that Emily Brontë
was writing, novels had a strong moral
message. What do you think is the moral
message or messages of Wuthering
Heights?
2) Wuthering Heights is often read as a
feminist novel. How would you define
feminism? And how might Wuthering
Heights be read as a piece of feminist
literature? Are there any parts of the story
which you think contradict the feminist
interpretation?
3) The two houses – Thrushcross Grange &
Wuthering Heights – are set in opposition
to each other in the story, and the story
is largely divided between these two
houses. The houses are also set against
the background of the tempestuous
moors. In Street’s adaptation, she prefaces
the action with the stage direction: “the
weather should always be a presence in
the storytelling.” How does this setting help
to tell the story of the piece?

Character Exercises
Activity 1: Character Traits
Look at the characters of Cathy, Edgar,
Heathcliff, Isabella and Ellen. In groups,
ask students to draw a simple outline of
the character on a large sheet of paper.
Within the outline, write qualities which are
internal qualities of the character, those
which they might feel about themselves.
Outside the outline, list how other people
perceive them.
NB: Do the characters change as the play
progresses? Or do they stay roughly the
same?
Use your sheets to write a paragraph
character description about each
character.
Activity 2: Diary Entry
Imagine you are Cathy or Heathcliff on
the evening that Catherine marries Edgar.
Write each character’s diary entry for that
day, remembering how each character
feels about each other, at the point in the
story.
Activity 3: Similar & Contrasting Pairs
Wuthering Heights is filled with paired
characters – people who are either so
similar to each other or so different that
they are set next to or against each other.
One example could be Heathcliff & Edgar
– Cathy’s two lovers, who are opposed in
every way and represented very differently
from one another.
Can you think of other paired characters,
and what traits they represent which place
them as similar or different from their
counterpart?

Textual Analysis
Activity 1: Comparing the Play to the
Novel
Look at the final extract provided at the
end of the pack. It is from a crucial turning
point in the story – Cathy’s decision to
marry Edgar. It causes Heathcliff to flee,
which in turn sends Cathy into a state of
delirium.

Activity 2: Role of the Chorus
Stephanie Street uses a chorus to narrate
and comment on the action of the play
and the characters. Look at the following
piece of text from the opening of the play:

Write a textual analysis of this extract.
In their answers, it may be useful to
address the following questions:

Why do you think the playwright has used a
chorus here rather than given these lines to
The day she was buried there came a fall
a character?
of snow.
How does the structure of the writing differ
The quiet kind
from the rest of the dialogue in the script,
Read through both the extract from the
That doesn’t make a sound when it comes; and why do you think the author has
play & from the novel.
Like death.
made that choice?
We woke and there it was –
What are the origins of dramatic chorus?
In groups or individually, answer the
A blanket of mourning closing out the
Who is the “you”, “me” and “her” of this
following questions:
world,
passage?
Closing down the heart.
This is the opening passage of the play,
Which do you prefer reading – the play
Our little world, these square miles,
what does the language indicate about
script or the novel? Why do you think that
This place.
the story to come, and what effect does
is?
Is everything.
this have?
Why is this an important turning point in the A kingdom and a walking, waking
Why do you think the playwright uses
story?
purgatory.
images of nature in this passage?
Why do you think Cathy chooses to marry
The eternal rocks beneath
Edgar rather than Heathcliff? Do you agree That hold us up, keep us turning on our
Now, rewrite this opening passage in your
with her choice?
axis,
own words as if it is the opening of a novel,
What are the differences between Edgar
Keeping the sun and moon at bay,
and share these passages back to the
and Heathcliff?
Are us. Are you, and me, And her.
class.
At the end of the playscript extract, Cathy
Are rocks and bones, and ashes to ashes,
cuts her arm. What does this action signify To dust and dirt, to skeletons in nests,
to you? How did you feel about Cathy at
To children and fathers.
the end of this scene?
My soul is dust.
How can I live without my soul?

Original Writing
Activity 1: Script Writing
In groups, students should imagine a
scene which is ‘missing’ from the play.
Examples might include:
Heathcliff and Cathy – confront each
other about their feelings before Heathcliff
leaves and before Cathy gets married
Ellen, Joesph and Zillah – discuss Cathy’s
death and what will happen to the families
Share back thoughts. Individually, ask
pupils to write up one of the ideas into an
epilogue scene. This might be in the form
of:
— a monologue by one of the characters
— a dialogue or short scene between 		
characters
Ask the pupils to redraft and refine their
scenes, then add stage directions. In
groups, act out the scenes for each other.
Lyrics can be recited like poetry.
Activity 2: Adaptation
Choose a passage from a novel which
they know well, and adapt this into a script
for a scene. Remember that you need
to include some of the intentions and
descriptions from the prose need to be
translated in some form in your dialogue or
stage directions, although you may not be
able to include them all.

CLASSROOM ACTIVITIES: DRAMA
Character Exercises
Activity 1: Hot Seating
Students should choose one of the
following characters to become: Cathy,
Heathcliff, Isabella, Edgar, or Ellen.
In pairs, or as a class, hot seat each
character in turn. Most important is that
their characters start to feel genuine.
Which answers are particularly convincing?
What discoveries are made?
Ask pupils to note down pertinent facts
or discoveries about their characters by
creating a character profile.
Activity 2: Status
Status plays a very important role in
Wuthering Heights. Introduce the word
status and its meaning. What gives
someone status? Ask the pupils to
discuss in pairs who has the highest
status between the characters they are
inhabiting.
Sill in their pairs, and working silently,
students as their characters should move
around the room. The higher status
characters should use gesture and body
language to communicate what they
want the lower status characters to do
(e.g. this might involve them getting a
specific chair for them to sit on, trying it
out, sending them back for a new one
using the servant as a footstool etc).

Activity 3: Characters’ Secrets
Imagine that your character has a secret
that they haven’t told anyone. It may not
be a dark secret, but some fact or feeling
that they’ve never told anyone. It’s not in
the script, it’s just something only you know
about them.
What is the secret? Share it with the class.
Now imagine what does your character
always keep in their pocket – what do they
always carry with them and why?
Use these choices to help inform your
character. Add this to your character
profile that you are creating.

Creating scenes
Activity 1: Script work
Using the Wuthering Heights script extracts
provided at the end of this pack, students
should rehearse and share their scenes.
During the rehearsal process, students
should think about:
- Always starting with a physical warm
up which helps them to get into their
character
- Who has the status in the scene? Does
this shift as the scene is played out? How
could physical positions in the scene help
with this?
- What is the intention of the character
in this scene – what does their character
want and how might they get it?
Share back their scenes with the class,
allowing students to feed back and
evaluate each other’s performances.
Activity 2: Improvisation
In pairs or small groups, create the
following scenes which are “missing” from
Wuthering Heights. Each scene should be
about 2 minutes long. Pupils may want
to start scripting the scripts after initial
development of work. Possible examples
to use would include:
— Heathcliff – what happens to Heathcliff
when he goes away? Imagine what may
have happened and who he might have
met.
— Edgar and Cathy’s Wedding – who
would be there, how do the characters
feel inside?
— Pupils or teachers can imagine their
own scenarios if they would like to.
— Pupils may want to introduce costume,
props or set to their scenes.
— Chorus Work

Chorus Work
Stephanie Street uses a chorus to narrate
and comment on the action of the play
and the characters. Below are some
exercises which might help as a warm up

Activity 2: Plateau
This exercise will experiment with a different
kind of choral movement.

Imagine that the floor is a large flat
platform balanced on a tennis ball at the
Activity 1: Moving as a Chorus (shoaling) centre. Put a marker down to show the
Assemble in groups. Set off together and
mid point. Begin with one person at each
move together, at the same speed as
end. The pair must work together to keep
one another and keeping the spacing
the ‘tipping platform’ balanced on the
between you constant. When you
ball, remaining equidistant from it. They
approach an obstacle, turn as one to face must not mirror one another, but rather
a new direction. Whoever finds themselves counter balance one another, keeping
at the front of the group becomes the
moving at all times, remaining silent and
leader, and they set the speed and
collaborating equally to balance the
direction of movement until another
platform. Neither should “lead”.
obstacle is reached. The chorus then turns
again, and finds a new leader at the front Other participants find a moment to join
of the group. The aim is for the chorus to
one party. They then become a team,
move as fluidly as possible, like a shoal of
remaining close together to balance the
fish.
other team, moving as one, maintaining
the same small distance between them.
To extend the exercise, broaden the
More and more participants gradually
scope of the movement. Students can
join each team until the whole group is
move between different levels. Include
included. Ask the group whether they have
arm movements, upper body movements made one chorus or two. Although they
etc. Ask their group to make their chorus
are not standing as a single group, they
convey a mood or an atmosphere.
are still working as a single entity to keep
the platform balanced.

Activity 3: Choral Speaking & Movement
My heart needs those hills like my body
needs water;
The coarse rocks have hardened my
bones.
There are thrills elsewhere;
The sharp perfume of exotic fruit, the
scorch
Of the sun on bare arms,
Territories to be conquered…
But my flesh always comes back to this
soil.
This is where I grow.
This is my inheritance.
Take one line from this passage from the
end of Act One.

should be responding in the moment
to the offers made by the group, while
maintaining what they have created
previously in terms of speech and action in
a disciplined way.
Forum Theatre
Use forum theatre to create the moment
when Catherine is discussing with Ellen
who she should marry, and freeze the
action where Heathcliff overhears her. The
audience should shout freeze to stop the
action at any time, and suggest a new
action or direction – for example to stop
Heathcliff from exiting the scene.

Allow the scene to play out as a rolling
improvisation with audiences making
Ask one member of the group to perform
different suggestions about the direction
the line as they might on stage. Ask the rest of the action.
of the group to copy the way the sentence
was spoken, practicing individually,
matching the speed, pronunciation and
inflection exactly. Then, when they think
they have learned it perfectly, ask them all
to speak the line together. It should sound
like one person with many voices, rather
than a group. What happens if the lone
speaker and the chorus speech layer over
each other?
Play with each line of the text. Are there
lines or words which stand out or should be
highlighted by the chorus?
Now ask the chorus members to each
choose a different word from the text
which appeals to them and to create a
gesture or physical action to accompany
that word. Then stand as a chorus, and
speak the text as before, incorporating
each of these actions. No one member
of the group should pull focus, and the
spoken version of the text should sound
no different to how it did before the
actions were added. Now try to perform
the speech, with actions, while shoaling.
There should be no pre prescribed pattern
or trajectory for the chorus to follow, they

INTERVIEW WITH EMILY LIM
& STEPHANIE STREET
Back in May, we asked Wuthering Heights
Director Emily Lim and writer / adapter
Stephanie Street to talk to us about this
new production:
In your own words, tell us about the
story of Wuthering Heights.
Stephanie Street: Wuthering Heights is
one of the most iconic love stories that
exists. It tells the story of a number of
young people but two young people
in particular, Cathy and Heathcliff, who
meet when they’re children. Cathy’s father
brings Heathcliff in as an orphan boy to
live with their family, which causes all sorts
of destabilising ructions on the whole
of the household (the house they live in
is called Wuthering Heights.) There is a
power struggle between Cathy’s brother,
Hindley and Heathcliff, while the love story
between Heathcliff and Cathy that is the
most thwarted love story that exists.
The themes and messages of the novel
have been interpreted and reinterpreted
since its publication. Is there a particular
message you want to convey with this
production?
Emily Lim: What we’ve found very
interesting and inspiring was that fact that
all of these young performers are almost
at the exact age that Cathy is in the story
when she dies (she’s nineteen.) Cathy
and Heathcliff’s story is so epic in the
book, and spans so many generations,
we thought that focusing in on the point
when she dies and he is dealing with his
grief was an interesting starting point. We
were very drawn to the concept of their
spiritual connection and the famous line
when Cathy says to Nelly, ‘I am Heathcliff.’
The idea that their souls somehow inhabit
both of their bodies and that they are
a shared spirit and they are soulmates
was an idea that really resonated with
the company during one of our research

and development sessions together. It is
something that feels very youthful, eternal
and universal.

and I work closely with Stephanie to find
inspiration and new ideas for the rehearsal
room.

The two central characters of the novel
are both iconic in their own way. How will
you work with the actors to bring these
characters to life on stage?
Stephanie: I think it’s very easy to hold up
these great love stories, like Romeo and
Juliet or Wuthering Heights, as pinnacles
of feeling or of narrative, but actually
in truth, when we were doing the
development work, this level of emotion
was not in any way alien to these young
actors. Their experiences with love and with
death entirely chimed with passages of
the novel that we looked at. The universality
of these experiences means we don’t
have to strive as hard as you might think to
find the truth in those moments when we
put them on stage.

Can you tell us about the casting
process for a season like this? What
are you looking for when you cast a
production and how is casting for a
REP season different from another
single project?
Emily: We are taking into account the
fact that these performers are all taking
on two whole other projects as well so we
are in conversation with the two directors
of the other pieces to make sure that the
balance feels quite evenly split so that
nobody is tearing their hair out trying to do
three lead roles.

Emily, as a director, where does
your inspiration come from when
approaching a play like this? How much
is planned out and what is added in the
rehearsal process?
It really varies. We don’t have very long.
We’ve got about three weeks in rehearsal
and we’ve had a few development
days with the company already. I like to
work in a very responsive way and in a
very devised way so I set the company
lots of different challenges and tasks,
chucking offerings at them from the script
and then asking them to go away and
make an interpretation. But obviously a
lot will be planned. Creating work with
a large company like this requires a lot
of mathematical precision. I do a lot of
reading and research around the play,

Stephanie: And I think we’re also seeking
to be unexpected, unpredictable,
unprejudiced, openminded, openheaded, openhearted about who we feel
is right for the roles.
Emily, how would you describe the job
of a director?
I’ll quote someone who’s much wiser and
much more experienced than me. Rufus
Norris always says that he’s a manager.
He says that his job as a director is to
manage people and I think there’s a lot in
that. It’s a very creative role but you also
need to bind together a team of different
creatives and different performers and
keep everybody on the same railway line,
driving towards the same finishing point.
You need to keep exciting, enthusing
and guiding people as you go, asking
questions and then really listening to the
answers.

How do you work with the other creative
and technical teams on the production?
Emily: It’s important to be as collaborative
and as open as possible, understanding
that everybody else is better at doing
their job than you are at doing their job. I
think an excellent lighting designer, sound
designer and designer are the most
extraordinary tools. If you’ve got the right
people on board, and can make those
people feel supported and empowered,
then as a team you can create something
really special.
Do you need to train to become a
theatre director or are there other ways
into the profession for aspiring directors?
Emily: I think training is brilliant and I think
it’s the right option for some people
but I don’t think not training should be
an obstacle to other people. There are
loads and loads of different short courses,
workshops and schemes (like The Young
Vic Genesis Directors scheme). But I didn’t
train. I did lots of directing at university, and
assistant directing other people too. I’ve
done some really great assisting recently,
which has been hugely impactful. I think
my advice to anyone who wants to be a
director is to be brave enough just to get
up on your feet and have a crack at it.
You need to back yourself.

INTERVIEW WITH ALAN KINGSLEY-DOBSON,
PRODUCTION MANAGER, NYT REP SEASON
2O15
Back in July, we asked Wuthering Heights
Production Manager Alan Kingsley-Dobson
(founder of KD Productions) to talk to us
about his role and what a Production
Manager entails:
In a nutshell, what does a production
manager do?
The production manager’s job is simply
to organise the practical and technical
elements to make a show happen:
everything from getting sets built and
arranging transport, to lighting and
sound installation and recruitment of
the production crew. I act as the buffer
between the creatives and the producer
to control the budget and to determine
what is possible within the parameters of
the production. I don’t usually have much
creative input but I often work with directors
and designers to make the ideas work in
reality.
What is the Production Manager’s role
like before and after the show opens?
Usually before a show opens it’s bedlam,
however if the job has been done well the
production manager shouldn’t need to
be too involved once the show is up and
running.

Can you describe to us what happens
during the technical rehearsals in the
theatre?
Tech rehearsals are usually the time when
the production manager needs to be on
hand, particularly if there are technical
aspects of the show which require tweaking
or working out for the first time. The show
will be ‘staggering through’ lighting, LX
and stage cues often for the first time. This
period can be fairly stressful as it’s the time
when everything on stage needs to work.
Generally it’s the production manager who
gets the finger when they don’t!
What do you have to be aware of when
you are planning for a rep season that
might be different from an individual
show?
It isn’t really much different to any other
theatre show: the shows are in a single
venue and the same people are running
each show. The issues are that there is a lot
more work to do in terms of changeovers.
We are storing three shows in a limited
space and need to make sure we have the
space to keep everything that’s needed
for each show, and of course we need to
remember what’s required for each show
every time we changeover!

How did you become a production
manager?
I started out at 18 as just a crew member
with an agency before forming my
own crew business at 23 in 2OO7. The
production management aspect of what
we do just developed over time as we
became more and more involved in the
production of the shows we would work
on. This is the kind of job that really needs
experience from the ground up so that you
know what to do, where to get things from
and who to call when you need something.
The more you know about how to make
things happen, the easier planning the job
becomes, but there’s always a lot to do.

What advice would you give someone
who wants to find out more or become
a production manager?
This is the kind of job where people want to
know where you’ve been and what you’ve
done. It’s not the kind of job you’re likely to
get a formal interview (although that can
happen). The top production managers
normally started at the bottom as stage
crew, carpenters or stage managers
and someone realised they had a knack
for getting to grips with making a show
happen and went from there. NYT is a
good avenue for that as you can get to
know how a show works straight away. The
production managers who look after the
big productions get paid very well indeed
so I’d say go for it!
What qualities do you need to be
a production manager?
Most production managers have various
shows happening at the same time so
organising yourself and your time is key. Be
prepared to work all hours too, there’s no
9–5 in the entertainment business! Having
good people skills to motivate teams to get
things done, and to appease people when
things go wrong is a very important quality
too I would say.

INTERVIEW WITH CECILIA CAREY, THEATRE
DESIGNER
Back in July, we asked Wuthering Heights
Theatre Designer Cecila Carey to talk
to us about her role and what a Theatre
Designer entails:
When did you first want to be a Theatre
Designer and how did you get into it?
Cecilia: I did Graphic Design as my
degree and worked in publishing for a
couple of years, where the combining of
text and image was key. However, I started
making giant scaled props and painting
murals for people’s houses alongside
and loved creating in a ‘real’ scale, so
I decided to quit the Mac working life
and go to ‘Motley’ to do a post graduate
course in Theatre Design. This was a brilliant
intense year taught by the amazing
designer, Alison Chitty, and all her superb
theatre contacts. It was the first I really
knew of how theatre design worked and
the variety the job entails. From there I
contacted theatres such as Hampstead
Theatre to design their education shows,
designed new plays in Fringe venues in
London and assisted designers, Es Devlin
and Chloe Lamford as much as I could.
What’s your favourite part of the job?
Cecilia: I love those first meetings with
the director to discover where we match
up, from masses of images I bring to it
initially. Another special moment is when
the design is realised from a 1:25 model
you’ve been working on for months in the
studio to being executed 1:1 scale - it
is amazingly satisfying. I love working as
a team and I’m always excited to see
how the different disciplines can take the
design in ways I didn’t expect or realise
were possible.

Where do you find the inspiration for
your designs?
Cecilia: From my studio desk window I
can spy on all walks of life spilling out from
the local market and high street - perfect
for costume and character observations.
Aesthetica and Gup magazines
publish inspiring visual culture and unique
photography stories respectively.
Is it hard working on a REP season like
this, designing 3 shows at once?
Cecilia: It’s important to be as organised
and disciplined as possible to be able
to meet the three directors enough and
working out what needs to take priority splitting my time between being in the
rehearsals, to see how a show is shaping
up and getting on with designing the other
later shows. Working with three different
directors of the first time is really exciting
but also another reason to be organised
and remember to ask the important
questions to inform the design as everyone
has different ways of working. My training
at Motley has been invaluable in giving
me the confidence in working in a similar
structure each time on how to approach a
project from start to finish.

How does a set design become reality
from a design on the page, and how
involved are you in that process?
Cecilia: The Production Manager is key to
getting the design to how you imagined
it to be. There is a provisional ‘white card
design meeting’ to check things are
possible and roughly in budget and then
changes might be made before the ‘final
design’ hand in. It always pays to give lots
of references to the stage management
team, prop makers and wardrobe and
double check everything that’s being
ordered or made as it never feels like
there’s enough time as we get closer to
technical rehearsals in the theatre!
Is it different working on a new play like
Consensual vs something so established
as Wuthering Heights?
Cecilia: I try to approach every project
with the same openess and I don’t get
distracted about how shows have been
done before. The key is to talk to the
director as much as possible to find a new
way into it together.

What advice would you give someone
who wanted to be a theatre designer?
Cecilia: You need lots of energy and
determination! Meeting lots of different
teams of creatives is what is exciting about
working in theatre, but it means there will
always be challenges you didn’t expect
or encounter from the last project so it’s
good to be clear what you are going to
be doing and not get swept into other jobs
of the team. Contacting designers to ask
to assist them is a really good way in and
try to work in as many different theatres
or sites as possible as it gives you the
experience to be confident in designing in
lots of types of spaces.

FURTHER RESOURCES
The Brontë Society
The society which runs the Brontë family
home has a collection of resources and
insights into the Brontë family history
https://www.bronte.org.uk/
British Library
A collection of articles by academic John
Bowen which explore different themes of
the novel Wuthering Heights.
http://www.bl.uk/people/emily-bronte
Charlotte Brontë’s 1850 Preface to the
novel
Charlotte Brontë wrote this insightful and
reflective preface to the novel following
Emily’s death
http://www.bl.uk/collection-items/charlottebronts-1850-preface-to-wuthering-heights
General Introduction
This website offers information on all key
characters, plot and settings, as well as
links to other adaptations and reviews
http://www.wuthering-heights.co.uk/
THEATRE ADAPTATIONS – TEACHER
RESOURCES
The Birmingham Rep Theatre Company’s
resource on April de Angelis’ adaptation
of Wuthering Heights from their 2008
production:
https://www.birmingham-rep.co.uk/
files/downloads/1292/REP+Insight++Wuthering+Heights
Shared Experience’s production BRONTË
has interesting articles on Emily Brontë
and Cathy:
http://www.sharedexperience.org.uk/
media/education/bronte_edpack_2005.
pdf

SCRIPT EXTRACTS
Wuthering Heights by Emily Brontë
Adapted by Stephanie Street
Act One, Scene Two
Earnshaw comes in carrying a large
bundle, swaddled in a dark blanket.
CATHY: (Dancing around) Daddy, Daddy,
Daddy!
HINDLEY: Wow! Look at that present!
CATHY:Presents! Presents!
HINDLEY: What d’you get us/, Dad?
EARNSHAW: Let a man breathe!
He gently sets down the bundle.
HINDLEY: (Beside himself with the
excitement) What is it?!
Earnshaw reveals Heathcliff aged 7,
covered in filth, scared half to death.
EARNSHAW: (Tenderly to Heathcliff) Here’s
your new home. Cathy, Hindley, this is your
new brother.
HINDLEY: Where’s the presents?
CATHY: My whip?
EARNSHAW: Where’s your manners, you
two? We’ve a new soul in the house and
nobody’s welcomed him.
A long silence as the children stare at
one another. Joseph is visibly disgusted.
Cathy sniffs deeps, hawks and spits full
in Heathcliff’s face. He barely flinches.
Earnshaw grabs her round the shoulders full
of rage.
EARNSHAW: CATHY/!
ELLEN: Catherine/ Earnshaw!

CATHY: I wanted a whip!
Earnshaw lets her go, turns to Heathcliff
and wipes his face.
EARNSHAW: God forgive me Cathy for
bringing you into the world.
Hindley breaks into earnest sobs, weeping
like a child.
HINDLEY: Daddy, you promised!
EARNSHAW: Yes, well... the pair of you...
There’s people out there with
nothing. Worse than nothing. He was
wandering the streets, reeking of piss.
What should I have done? Leave him to
the authorities who don’t give a fuck for a
stinking blackie? Or bring him back where
there’s food and a bed and an ounce of
Christian charity?
ELLEN:Where’s he from?
EARNSHAW: I’ve tried asking but I can’t
make out a bloody word. (slowly and
loudly) Where are your parents?
HEATHCLIFF: (In another language) Please
can I have some food. My stomach hurts.
JOSEPH: We speak English here.
ELLEN: Sorry love, we don’t understand. He
mimes eating.
EARNSHAW: Get him something to eat.
JOSEPH: We’ve not got enough for us, Mr
Earnshaw.
EARNSHAW: For heaven’s sake!

He hands a couple of bananas to
Heathcliff which he wolfs down. Hindley
stares in disgust, then makes monkey
noises at him. Earnshaw clouts Hindley
round the ear. Hindley wails. Heathcliff
stares at him, the battle won.

Act One, Scene Six
HEATHCLIFF: Imagine… we’re on the grass,
out by the birch, looking up at the night
sky. Can you see them? The stars in the
sky?
Cathy nods
HEATHCLIFF: How many can you see?
CATHY: Lots.
HEATHCLIFF: How many?
CATHY: Millions and… more than there are
numbers for.

CHORUS: Space, time and the seasons
circle on.
Warm air rises, rain falls, thunder strikes,
Branches break –
Death, marriage, birth.
CATHY: I hope our chicks survived.
HEATHCLIFF: I never saw any.
CATHY: What do you mean?
He doesn’t reply

CHORUS:Their nests are always getting
plundered. Predators in every hedgerow,
HEATHCLIFF: Yeah. And every single one is these days, Waiting to devour another
a ball of rock and smoke and dust, burning vulnerable newcomer.
with the fire lit by a soul when it passes. Like
your Daddy.
CATHY: And Mum?
HEATHCLIFF: Yeah.
CATHY: And your mother and father.
HEATHCLIFF: Yeah. And from where they
are, all they can see is stars. Swirling out
and falling into tomorrow. Imagine how
beautiful that must be… A moment
CATHY: Stay here with me.
They hold each other.
CATHY: How did you know that?
HEATHCLIFF: What?
CATHY: About the stars. It’s incredible they’re everywhere.
HEATHCLIFF: You wanted me to stay… But
it wasn’t enough for you in the end, was it?

Act One, Scene Thirteen
EDGAR: I just got your message and I
raced over! You haven’t been waiting long
have you?

CATHY: Ellen!

Cathy is lost in silence, looking after
Heathcliff

CATHY: Can you… just go and do that
somewhere else.

EDGAR: My lovely Cathy…?

ELLEN:I’m sorry but I’m not carting the
washing out into the hallway just so/as you
can

ELLEN: Shhh, shhhh my love. I won’t let Aunt EDGAR: You just… hit me.
Cathy near you, don’t /you worry.
She is breathless with quiet fury and panic
CATHY: You’re a fucking drama queen you which builds and builds
know that, /Ellen
CATHY: It’s you…! All of you! Making me
EDGAR: Cathy, should we…?
fucking insane and- … No, you know what,
go! Fuck off! I knew you didn’t have it in
CATHY: What?! What, Edgar?
you. No one gives a fuck… whether I die or
breathe, or, have a breakdown… or what I
ELLEN: Come now, sweetheart.
want. Just take care of yourselves, and…

CATHY: Yes you are.

Hareton wails and wails.

CATHY: What…? No. No… I’m so glad you
came.
EDGAR: And me… I brought this.
He brandishes a book of poetry.
EDGAR: I thought we could… if you like.
CATHY: Oh yes! Read to me!
EDGAR: Only because you ask so nicely…
He opens the book and starts reading
EDGAR: “Beauty, midnight, vision dies:
Let the winds of dawn that blow
Softly round your dreaming head”

ELLEN: Yes, Cathy?

She grabs Ellen by the arm and tries to
ELLEN: Shhhh, shhhh, Hareton/ my love.
wrestle her out, but Ellen resists and a tussle
ensues. During which Hareton wakes up
CATHY: Just, shut up! The pair of you!
and starts wailing.
Cathy grabs Hareton out of Ellen’s arms
ELLEN: Mind Hareton, Cathy, Jesus!
and shakes him firmly
CATHY: Just… will you take your nosy self/
out!
ELLEN: That hurts! You’re /hurting me!
CATHY: Ellen, stop being such a fucking
nightmare, will you!

ELLEN: Cathy!

EDGAR: Cathy, please…

EDGAR: No!

CATHY: Go, Edgar. You said you were
leaving, so go!

Ellen breaks free
ELLEN: You pinched me!

EDGAR: “Such a day of welcome show
Eye and knocking heart may bless.
Find the mortal world enough”

CATHY: Don’t be ridiculous!

ELLEN: Stop!

ELLEN: What’s this then?

EDGAR: Catherine, my God! A moment

Ellen rolls her eyes and Cathy sees

Shows a deep red bruise on her arm.
Cathy slaps her around the face.

ELLEN: Oh my darling, Nelly’s here. I’m here
my love.

CATHY: How dare you!

Edgar stares at Cathy a moment then turns
to go.

ELLEN: Will I what?
Cathy gestures for her to bugger off. Ellen
pretends not to get it.

EDGAR: Cathy!

CATHY: Don’t touch me!
He stands, totally powerless. Her grief does
not relent.

Ellen snorts, barely disguising how
fantastically pretentious she thinks it all is.
He soldiers on:

Ellen is at her work with gusto, the sleeping
Hareton tucked into a sling around her.

EDGAR: Cathy…? Cathy…?

CATHY: Hareton! will you stop!

Ellen and Edgar launch on Cathy, he
grabbing her by the arm and Ellen
rescuing the baby. Cathy, as soon as she
feels Edgar’s hand on her arm, lands a
blow on his cheek.

CATHY: Ellen, will you…?

She cries with the force of all of her soul.
Edgar watches her, her body wracked with
sobs.

CATHY: Where are you going? Edgar?!
Ellen does not budge. She takes the blow
then returns her attention to Hareton whose EDGAR: I’m sorry, I can’t…
cries have cranked up a gear
CATHY: What?! You can’t go!

Act One, Scene Fourteen
CATHY: Oh my God it hurts, Nelly…! But,
today… and by the way I’ve already
decided and told him my answer, but I
need you to tell me if I’ve been stupid and
done the wrong thing, so… today… Edgar
asked me to marry him.

CATHY: And we’d have a lovely life.

ELLEN: Right.

CATHY: Yes, well, I don’t know them, do I?

CATHY: And what do you think I should
have said?

ELLEN: Ok, so until you meet one of them,
for now, Edgar’s good enough

ELLEN: Why the hell are you asking me?
If you’ve already decided?! It’s your life,
Cathy, it’s your choice.

CATHY: Stop it, Ellen!

CATHY: No, I need your advice Ellen…!

ELLEN: So, all the important things, all the
things that matter. Never mind that there
are a million other handsome and rich
and clever fellers out there

ELLEN: And he adores every inch of you
so… where’s the problem?

CATHY: Where?
ELLEN: Well…given the theatrics earlier, you
should have said no. Because any man
She brings her hand up to her chest. Here.
who proposes after being battered round
And then on her stomach.
the face is clearly unstable, /so
Or here. I’m not sure where it is, my soul.
CATHY: For fuck’s sake, be serious will you!
I’ve got no one else to talk/ to…
But I’m sure it’s telling me I’ve made a
mistake. When Daddy died, I knew his
ELLEN: What do you want me to say?
soul had left his body. And I knew I could
still see it in the stars or feel it in a glass of
CATHY: I said yes. Have I made a mistake? cold, cold water. It hadn’t gone. But then
one day Joseph said, yes, yes it had gone,
ELLEN: You said yes. Well there you are.
Daddy’s spirit was in heaven - I don’t even
What’s the point talking about it?
know what heaven is, Ellen! I don’t want my
soul to go anywhere; I want it here always!
CATHY: Because… because, it’s not that
Here… with Heathcliff.
simple, is it?
ELLEN: Heathcliff?
ELLEN: Yes, yes it is… Do you love him?
CATHY: But Hindley fucked it. Hindley’s…
CATHY: Don’t be an idiot! Of course!
ruined Heathcliff... So I can’t marry him.
ELLEN: You see? You love him… because
he’s good-looking and smart…?

ELLEN: Marry Heathcliff?!

CATHY: Yes.

CATHY: Of course not, Ellen! It would…
degrade me.

ELLEN: Yes, and rich?

Heathcliff walks away and time stops.

CATHY: Hindley ruined it all. And Heathcliff
can never know how I love him. But we’ll
never have to be apart, will we? We’re…
I mean, you don’t thank the gritstone for
being under your feet, for holding you up.
But without it, where would you be? You
can live without leaves on the trees - you
do in the winter, don’t you? - but not the
rocks, or the earth. Or without blood…
running through your veins…
She rolls up her sleeves, takes out the knife
she had earlier and starts cutting into her
arm the initials CH. The blood runs freely.
Here, somewhere… he’s here… In here.
Aren’t you?
Her conscious starts to waver. But she
stands nonetheless, deeply distressed
It’s raining, why’s he gone out in the
rain…?! What did I say? Did I say
something awful? Joseph, go find
Heathcliff and tell him to come. Tell him
I have to speak to him. Heathcliff! Come
home! Heathcliff!
She collapses, unconscious. And time
marches on…

And here is the abridged text from Emily
Bronte’s novel, with Ellen narrating:
“I’ve no more business to marry Edgar
Linton than I have to be in heaven; and if
the wicked man in there had not brought
Heathcliff so low, I shouldn’t have thought
of it. It would degrade me to marry
Heathcliff now; so he shall never know how
I love him: and that, not because he’s
handsome, Nelly, but because he’s more
myself than I am. Whatever our souls are
made of, his and mine are the same; and
Linton’s is as different as a moonbeam
from lightning, or frost from fire.”
Ere this speech ended, I became sensible
of Heathcliff’s presence. Having noticed a
slight movement, I turned my head, and
saw him rise from the bench and steal out
noiselessly. He had listened till he heard
Cathering say it would degrade her to
marry him, and then he stayed to hear no
further.

“My great miseries in this world have
been Heathcliff’s miseries, and I watched
and felt each from the beginning: my
great thought in living is himself. If all else
perished, and he remained, I should still
continue to be; and if all else remained
and he were annihilated, the universe
would turn to a mighty stranger: I should
not seem a part of it. My love for Linton
is like the foliage in the woods: time
will change it, I’m well aware as winter
changes the trees. My love for Heathcliff
resembles the eternal rocks beneath:
a source of little visible delight, but
necessary. Nelly, I am Heathcliff! He’s
always, always in my mind: not as a
pleasure, any more than I am always a
pleasure to myself, but as my own being.”
….Catherine paced up and down the
floor, exclaiming:

“I wonder where he is – where he can be.”
It proved the commencement of delirium,
the doctor, as soon as he saw her,
pronounced her dangerously ill; she had a
fever.

EXPERIENCE THE THRILL OF THE ENTIRE
WEST END SEASON
WILLIAM SHAKESPEARE’S
THE MERCHANT OF VENICE
ABRIDGED BY TOM STOPPARD
DIRECTED BY ANNA NILAND
29 SEPTEMBER – 2 DECEMBER
11+ (KS3,4,5)

CONSENSUAL
WRITTEN BY EVAN PLACEY
DIRECTED BY PIA FURTADO
18 SEPTEMBER – 2 DECEMBER
14+ (KS4, KS5)

BOOK NOW
WUTHERING HEIGHTS
THE MERCHANT OF VENICE
CONSENSUAL

If you prick us do we not bleed?
If you tickle us do we not laugh?
And if you wrong us shall we not revenge?
Shakespeare’s iconic tale of prejudice,
justice and mercy is set against austerity
and immigration in Tom Stoppard’s
specially commissioned abridgement,
exploring the laws of society and how far
your heritage dictates your destiny.
In modern Venice, where austerity prevails
for all but those at the top, Portia a wealthy
heiress is looking for a suitor. Bassanio
borrows money from Antonio to finance
his attempt to win her over. Antonio in turn,
takes a loan out from the moneylender
Shylock. When the contract is broken,
racial tensions boil over in electrifying
courtroom scenes, where Shakespeare’s
most unforgettable outcast demands his
pound of flesh.

“Think of Sexual Relationship Education as
a war zone and you’re the journalist. Give
the facts, show the photos, but don’t get
too close unless you want your head blown
off.”
As Head of Year 11 Diane is meant
to be implementing the new ‘Healthy
Relationships’ curriculum. But then Freddie
arrives. She hasn’t seen him since that
night six years earlier when he was fifteen.
She thinks he took advantage of her. He
thinks she groomed him for months. But
neither is sure.
The National Youth Theatre presents an
explosive and thought-provoking piece
of new writing from Evan Placey (Writers’
Guild Award winner) exploring what
happens when buried secrets catch
up with you. But when it comes to sex
and consent, are there really any
blurred lines?

THE AMBASSADORS THEATRE
www.theambassadorstheatre.co.uk
O8448 112 334
TAKING PART
Do you have students aged 14-21?
The National Youth Theatre auditions
and interviews thousands of young
people aged 14 to 25 every year to join
it’s exclusive membership in acting or
technical theatre.
For more information and to apply visit:
www.nyt.org.uk/auditions
Week-long Masterclasses during Term
Breaks
The National Youth Theatre also offers a
range of courses and experiences that
bring performance and theatre to life for
young people across the UK.
Activities include masterclass in Audition
Technique, Acting for Screen, Performing
Shakespeare and many more.
Find out more:
www.nyt.org.uk/masterclass

