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Introduction

Welcome to this Behind the Scenes Guide, designed to give you an insight into the Donmar 
Warehouse’s production of William Shakespeare’s HENRY IV, directed by Phyllida Lloyd. It has 
been created specifically to offer an introduction to the play, give a glimpse into the production 
process and offer the opportunity to experiment with bringing character and language to life.

HENRY IV is the second in a trilogy of plays at the Donmar, following on from Phyllida Lloyd’s 
2011 production of JULIUS CAESAR. Each play is to be performed by an all-female cast and 
aims to reclaim Shakespeare for women’s voices. Phyllida Lloyd is determined to create work 
that confronts the imbalance in gender representation on the stage; opening up opportunities 
for women to play roles that have traditionally been the territory of the male actor is a crucial 
element of the project. 

The questions of who owns this fantastic writing and who has access to it lie at the heart of 
Phyllida Lloyd’s work at the Donmar, stimulating conversation beyond the stage. 

“There is a mission behind this work, which is the question: who owns 
Shakespeare? Yes, it’s about gender; it’s also about diversity, it’s about class and it 
is about how we can extend the project of these productions beyond our stage and 
into the lives of, particularly, young people.”

Josie Rourke, Artistic Director, Donmar Warehouse

These questions are also being explored outside the world of the play and, indeed, outside of 
the walls of the Donmar. As part of the mission to open up Shakespeare, HENRY IV is being 
taken to Mulberry School for Girls in Tower Hamlets, to be performed to audiences with little or 
no experience of either theatre or Shakespeare, hoping to prove it really is for everyone. 

To view the Behind the Scenes guides for other productions, please visit  
www.donmarwarehouse.com/discover/resources.

Phyllida Lloyd and 
cast of Henry IV
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Section 1:
Background to the 
production

Clare Dunn
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What is HENRY IV about?

King Henry IV was born at Bolingbroke in Lincolnshire in 1367 to John of Gaunt and Blanche 
of Lancaster. His prowess as a soldier gained him the favour of his cousin, King Richard II. 
However, by the following year, Richard became increasingly suspicious of Henry’s ambitions 
for the English crown, and banished him for ten years. Henry’s father died within a year of 
Henry’s banishment. His death prompted Richard to confiscate the vast Lancastrian estates 
held by the family. This, in turn, motivated Henry to invade England while Richard was away on 
a military campaign in Ireland, seizing the throne in his absence.

The chaotic and bloody nature of Henry’s accession in 1400 set a pattern for his reign; his 
kingship was incessantly challenged by rebellion. In 1403, the supporters who helped him seize 
the crown – the Percys of Northumberland – conspired against him, joining forces with Owen 
Glendower – the military leader from Wales. The Percys and the Welsh were defeated by 
Henry at the battle of Shrewsbury in that same year.

By the time Henry had regained control of the country, his health was failing and his eldest 
son – Prince Henry – played a greater role in governance. Henry IV died in 1413, leaving an 
undisputed succession for his son to become Henry V.

Shakespeare’s HENRY IV

Shakespeare makes the historical figure of Henry IV the title character in his two plays, HENRY 
IV Parts I and II. He had already portrayed the young Henry’s ruthless accession to the throne at 
his cousin’s expense in his earlier history play, RICHARD II.

Although Henry IV is a significant character in the plays, the central concern of HENRY IV Parts 
I and II is the king’s eldest son, Hal, and his gradual acceptance of his role as future king. The 
questions ‘what makes a good king or ruler?’ and ‘what makes a good father?’ are fundamental 
to the plays.

Who do we meet in the Donmar’s production?

The 
Tavern

The 
Court

Gadshill

Hostess

Peto

Poins

Blunt

Westmorland
Bardolph

Falstaff

The 
Rebels

Douglas

brothers

sister/brother

father/son

father/son in law

Mortimer

Vernon

WorcestorNorthumberland

first cousins

father/son

Prince Hal

King Henry

Hotspur Lady Percy

Glendower

Hotspur’s 
Messenger

5

REH
EA

RSALS

PRODUCTI
ON

BACKGROUND

CONTE
NTS



The Court

Henry IV

Henry IV is the king of England. He is worn down with anxieties over his son, his kingdom 
and his unshakeable guilt about the manner in which he took the throne from the previous 
king, Richard II.

From the opening of the play, King Henry is preoccupied with how he can engender a 
sense of responsibility in his son, Prince Hal, in order for him to maintain the special status 
of his birth.

Prince Hal

Prince Hal is heir to the throne, but leads a carefree life: rejecting the restrictions his father 
wishes to impose upon him and favouring a life amongst ordinary people in the tavern over 
his courtly responsibilities. It can be seen from his first scene how he vehemently rejects 
the restrictions his father wishes to impose upon him.

Westmoreland

One of King Henry’s most trusted allies, who joins him in his fight against the rebels.

Blunt

An experienced and skilful soldier who is loyal to Henry.

Harriet Walter and 
Zainab Hasan
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The Tavern

Falstaff

Falstaff is a second father figure to Hal, who spends much of his time drinking, thieving 
and leading a debauched lifestyle. He competes for Hal’s allegiance in the play, positioning 
himself between Hal and the king.

Poins, Peto, Bardolph, Gadshill and the Hostess

This assortment of rogues and drunkards make up Falstaff’s gang and spend most of their 
time in The Boar’s Head Tavern.

Jade Anouka and 
Katie Robinson

7

REH
EA

RSALS

PRODUCTI
ON

BACKGROUND

CONTE
NTS



The Rebels

Northumberland

The head of the Percy family who, having helped Henry overthrow Richard II and become 
king, now feels that he can’t be trusted.

Hotspur

Northumberland’s young son; the antithesis of Hal at the beginning of the play. He is a 
temperamental, driven young person who is concerned only about his reputation for bravery 
in battle.

Lady Percy

Aligned to the Percy family through her marriage to Hotspur, she seeks to know more about 
Hotspur’s life as a soldier – opposed to remaining fixed in the domestic sphere. 

Worcester

The younger brother of Northumberland and Hotspur’s uncle. He is key to encouraging the 
Percy family to lead the rebellion against Henry.

Glendower, Douglas, Mortimer, Vernon and Hotspur’s Messenger

The Percy family is joined in their rebellion against Henry by three other factions: rebels 
from Wales led by Glendower; rebels from Scotland led by Douglas, and Henry’s first 
cousin, Mortimer. Mortimer – originally an army commander for Henry – was subsequently 
captured by Glendower and formed an alliance by marrying his daughter. He is already 
aligned to the Percy family because his sister – Lady Percy – is married to Hotspur. 
Hotspur’s Messenger and Vernon also join the rebellion on the side of the Percys.

Sharon Rooney 
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Jackie Clune and 
Ann Ogbomo

9

REH
EA

RSALS

PRODUCTI
ON

BACKGROUND

CONTE
NTS



Plot outline of the Donmar’s production

Shakespeare’s Henry IV– Part I and Part II – are often performed separately. The Donmar’s 
production merges the two halves, staging the whole story in one play. The text has been cut 
to create a narrative that is unique to this production and which focuses on the themes Phyllida 
Lloyd wishes to illuminate.

“There’s quite a long tradition of [conflating the two texts], which dates back to 
1622 and that condensed edition was one of the maps that influenced me which 
charts the triangle of Henry, Falstaff and Hal… I definitely cut it for that tension, 
the child torn between two parents.” – 

Phyllida Lloyd, speaking on BBC 4’s Front Row, 8 October 2014

The following plot outline gives the order of scenes in the Donmar’s version of HENRY IV; 
the scenes that they relate to in Shakespeare’s original play are indicated in brackets. This 
information refers specifically to the Donmar’s version, concentrating on the choices made for 
this production. To investigate these choices and to flesh out your understanding of the original 
text, try reading and comparing the full play texts of Henry IV Parts I and II.

Jade Anouka, Cynthia 
Erivo and Ann Ogbomo 10
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Prologue (HENRY IV Part One: Act, 1, Scene 1)

King Henry speaks about the recent armed conflict that has left them all feeling emotionally 
and physically exhausted, and of his desire to unite the country through a crusade to the Holy 
Land; a strategy he hopes will divert attention away from the troubles at home. He also wants 
to atone for his own sense of guilt about deposing the previous king, Richard II.

Scene 1 (Act 1, Scene 2)

Falstaff, Hal and their friend Poins plan a highway robbery but when Falstaff leaves, they 
plot to disguise themselves and, in turn, rob Falstaff to expose his fondness for lies and 
exaggeration. When Hal is left alone onstage he reveals his intentions to eventually give up his 
current way of life to fulfil his destiny as king.

Scene 2 (The remainder of Act 1, Scene 1)

Henry’s plans for a crusade are stopped by news from his loyal and trusted ally – the Earl of 
Westmoreland – that Welsh rebels led by Owen Glendower have defeated and captured 
Edmund Mortimer. In better news, Harry Percy (nicknamed Hotspur) has been triumphant and 
taken many prisoners. Henry observes how Hotspur’s honourable success in war compares 
poorly with the behaviour of his own son, Hal. Yet Hotspur refuses to turn over his prisoners to 
him, thereby angering Henry.

Ann Ogbomo and 
Harriet Walter
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Scene 3 (Act 1, Scene 2)

Hotspur tries to placate Henry’s anger over the hostages, yet still refuses to turn them over. 
After Henry exits in a rage, Hotspur fumes about Henry’s ingratitude to his family, who helped 
to depose Richard II in order to put him on the throne. Hotspur’s uncle, Worcester, proposes 
that he release his Scottish prisoners and enlist them in a rebellion. He and Glendower will join 
Hotspur and Hotspur’s father, Northumberland, to rise up against Henry.

Scene 4 (Act 2, Scene 2)

Falstaff and the other robbers ambush a group of travellers before being robbed themselves by 
Hal and Poins in disguise.

Scene 5 (Act 2, Scene 3)

Lady Percy, Hotspur’s wife, is concerned about her husband, especially when he tells her he 
has to leave again. Hotspur refuses to tell her where or why he is going and emotions run high 
as she pleads with him to stay.

Scene 6 (Act 2, Scene 4)

As predicted, Falstaff tells an exaggerated tale of how he courageously fought off the thieves 
who robbed him. Into the midst of the merriment, a message arrives from Hal’s father, 
commanding Hal’s presence at court as Hotspur’s rebellion has broken out. Falstaff and Hal 
play around, imaging a conversation between Henry and his disreputable son until a king’s 
sheriff arrives, searching for Falstaff who has been recognised from the robbery.

Ann Ogbomo, Cynthia 
Erivo and Jackie Clune
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Scene 7 (Act 3, Scene 1)

The rebel leaders – Hotspur, Glendower and Mortimer – assemble to make a formal alliance. 
Their plot for the division of the kingdom causes trouble, as Hotspur objects to his share, 
however a tenuous peace is finally agreed upon.

Scene 8 (Act 3, Scene 2)

Henry confronts Hal about his bad behaviour, doubting his role in the forthcoming battle. Hal 
apologies and assures his father that he will overpower Hotspur.

Scene 9 (Act 3, Scene 3)

Falstaff arrives at the tavern where he and the Hostess bicker about money and honour. Hal 
arrives and Falstaff continues his teasing, upsetting the Hostess.

Scene 10 (Act 4, Scene 1)

Whilst Hotspur, Worcester and Douglas – another rebel fighter – prepare for war, they 
receive the news from Hotspur’s Messenger that Northumberland is very sick and cannot 
join them, and that Glendower’s troops are two weeks away. They realise they are seriously 
outnumbered. Westmoreland brings news that Henry has offered to meet the rebels to hear 
their grievances.

Ashley McGuire
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Scene 11 (Act 5, Scene 1)

When the rebels meet Henry, Hal offers to fight Hotspur to avert a full-scale battle but Henry 
rejects the idea, offering the rebels a last chance to surrender. Worcester and Vernon leave. 
Falstaff asks Hal to protect him during the battle; Hal, leaving, tells him that he will have to 
take his chances.

Scene 12 (Act 5, Scene 2)

Insisting that Henry cannot be trusted, Worcester reports to Hotspur that Henry is ready for 
battle, and recounts Hal’s challenge and so Hotspur prepares for battle.

Scene 13 (Act 5, Scenes 3, 4 and 5)

The battle commences. A rebel soldier, Blunt, disguised as Henry, is killed by Douglas who 
then turns on Falstaff. Falstaff then feigns death to avoid the battle. The real Henry arrives 
and is about to fight Douglas, but Hal intervenes. They fight until Douglas flees and Hotspur 
takes his place. He and Hal enter battle and Hal defeats Hotspur, killing him. As Hal leaves, he 
sees Falstaff on the ground and believes him to be dead. Alone, Falstaff hauls himself up and 
declares that he will take credit for killing Hotspur. Re-entering and surprised to see Falstaff 
alive, Hal announces that they have won the battle.

Clare Dunne and 
Jade Anouka 14
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Scene 14 (HENRY IV Part Two, Act 1, Scene 1 and Act 2, Scene 3)

Lady Percy informs Northumberland of Hotspur’s death. Mourning his son, 
Northumberland decides to join the rebel armies.

Scene 15 (Act 4, Scene 5)

Henry has been taken ill and is lying in bed with his crown on the pillow next to him. Hal arrives 
and addresses the crown on the pillow beside the sleeping figure, declaring it to have killed his 
father. Believing his father dead, he puts on the crown. Henry awakes and is infuriated by his 
son’s eagerness to succeed him but Hal pacifies him by explaining himself. Henry believes his 
son and offers him advice on kingship before dying.

Scene 16 (Act 5, Scene 5)

In the streets after Hal’s coronation Falstaff boasts that the new king will welcome him, but 
when Hal appears, he rejects the old man, banishing him from within a ten-mile radius of his 
court.

Jackie Clune and 
Cynthia Erivo
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Section 2:
The Donmar’s approach to 
Shakespeare’s HENRY IV

Anne Ogbomo
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Cast and Creative Team

Cast

Jade Anouka -  
Hotspur

Elizabeth Chan – 
Northumberland/Peto

Jackie Clune – 
Westmorland/
Glendower

Shiloh Coke –  
Mortimer

Karen Dunbar –  
Vernon/Bardolph

Clare Dunne –  
Hal

Cynthia Erivo – Poins/
The Earl of Douglas

Zainad Hasan – 
Hostess/Doctor

Jennifer Joseph –  
Sir Walter Blunt

Ashley McGuire – 
Falstaff

Ann Ogbomo – 
Worcester

Katie Robinson – 
Hotspur’s Messenger

Sharon Rooney –  
Lady Percy/Gadshill

Harriet Walter –  
King Henry
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Creative Team

DIRECTOR  Phyllida Lloyd

DESIGNER  Ellen Nabarro

COSTUME DESIGNER  Deborah Andrews

ORIGINAL DESIGNS  Bunny Christie

 LIGHTING DESIGNER  Neil Austin

SOUND DESIGNER  Tom Gibbons

MUSIC  Gary Yershon

MOVEMENT DIRECTOR  Ann Yee

FIGHT DIRECTOR  Kate Waters

VIDEO DESIGNER  Duncah McLean

PRODUCTION MANAGER  Anna Anderson

ASSISTANT DIRECTOR  Stef O’Driscoll

VOICE COACH  Barbara Houseman

Clare Dunne and 
Harriet Walter
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How did the idea for the production of HENRY 
IV take shape?

The all-female casting

“They [actresses] rarely get to be political leaders, they rarely – or never – get to be 
murderers; they get to be the murderer’s assistant. The point about this play is that 
they get to play everything, not just the love interest.”

– Phyllida Lloyd, director HENRY IV

The central ambition for the Donmar’s production of HENRY IV is reclaiming Shakespeare for 
women’s voices. For the play’s director, Phyllida Lloyd, the idea of working with an all-female 
company is key to achieving this ambition, taking the women out of the domestic and romantic 
spheres in which most drama places them. This production has allowed the actresses to take 
on the mantle of masculinity, playing a powerful repertoire of kings, rebels and debauchers 
offered in HENRY IV’s colourful cast of characters.

Sharon Rooney and 
Jade Anouka
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The prison setting

HENRY IV has been produced in collaboration with Clean Break, the all-female theatre 
company which believes that theatre can bring the hidden stories of imprisoned women to a 
wider audience. This informs the rationale for setting the play within a prison, with the female 
prisoners staging the plays within the context of prison life. Women in prison know what it 
feels like to have lost their freedom, and many of them have an understanding of violence; they 
may have been violent themselves, or been victims of violence in their outside lives.

“HENRY IV is a play about shame and anger and family and broken family and 
these are ideas and themes that really do speak to people who have lost their 
freedom.” 

Phyllida Lloyd, interviewed in The Times, 7 October 2014

By setting the play in a prison, Lloyd is creating a world in which violence is ever-possible, and 
where power and hierarchy rule.

When Phyllida Lloyd first started talking to actresses about her plans for HENRY IV, she began 
to realise that it was a play that many of them found remote:

“Many of them said they’d always thought there was nothing in it for them. I don’t 
mean they just meant there weren’t many female parts but that this version of our 
history was written by a man, telling a story of things happening between men, 
for men to perform. But if you think in terms of a women’s prison, that opens other 
possibilities. Prison throws up all sorts of invented family set ups; choices about 
charismatic parent figures like Falstaff, who is a sort of addict. And questions of 
space and territory become very important in prison, just as they are in this play.”  

Phyllida Lloyd talking to Hannah Price “Behind the Scenes: JULIUS CAESAR”

This explains the concept for the production, presenting ‘a play within a play’, where the 
prisoners perform their version of HENRY IV to a prison audience. To achieve this, the cast 
have created detailed biographies of their prison characters, developing the possibilities Phyllida 
Lloyd originally envisaged for the production – inventing family relationships within the prison 
environment to correlate to the family dynamics in Shakespeare’s play.

The invented families of the prison

During the exploration of life in a women’s prison, a strong sense of an invented family of 
prisoners emerged which correlated with the families of the play. The cast and creative team 
discovered that there are three distinct groups within the play, and the characters from each 
world inhabit a shared space within the prison in their own unique way.

Falstaff’s world

A gang of alcohol and drug addicts, who frequent the shared prison space when it’s set up as 
a mother and baby unit – a space which they recreate as the Boar’s Head, using the miniature 
tables, chairs and props to help them take the imaginative leap into the world of the tavern.

The Percy family world

A gang of fitness fanatics who use the shared prison space as a gym. Unlike Falstaff’s gang, 
they would never dream of taking drugs; their addiction is to physical exercise.

20
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Henry’s world

A gang striving to educate themselves, using the shared prison space to read and debate. 
Another ‘clean’ gang, their focus is all about bettering themselves through education. To stay in 
this circle, there is a need to distance yourself from people who are taking drugs.

The biographies of the prisoners

During the initial stages of the rehearsal process, the cast were asked to create their own 
biography for their prison character in order start developing the links between them. The 
actress Clare Dunne created the prison character of Donna (playing Hal). Donna shoplifts and 
thieves to fund a drug habit – exploring the theme of addiction that is key to the play. Harriet 
Walter’s prison character, Hannah (playing Henry IV), is trying to help Donna sober up so that 
she can get parole and be clean for when she leaves the prison. Ashley McGuire’s prison 
character, Mandy (playing Falstaff), exerts the opposite pull, trying to draw Donna into her world 
of drugs and addiction.

The story has developed such that Donna is torn between the worlds of Mandy and Hannah, 
who are both in for life. They have ‘adopted’ her – generating a mother/daughter relationship. 
This dynamic within the prison environment reflects the dynamic between Hal, Falstaff and 
Henry in the play. This is poignantly illustrated several times in the production: for example, 
when as Hannah, in role as King Henry, chastises Hal for his dissolute behaviour, or when 
Mandy attempts to sabotage the intimacy of the onstage world by making crude sounds, 
forcing Hannah out of role.

Here is a selection of the character profiles created by the cast. The actors’ explorations of 
their prison character have been put together with some facts the actors compiled to create 
a ‘backstory’ for their characters in HENRY IV. These, and the links offered between the two 
characters, are all in the actors’ own words and reflect the choices the actors made for this 
production. 

The cast of Henry IV
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Actor: 
Harriet Walter

Characters in HENRY IV: 
Henry IV / Traveller

PROFILE

Prisoner profile: Hannah
Hannah is a life prisoner who will never be released. She was a member of a revolutionary movement in 
her twenties. She refused to cooperate during her trial and went on hunger strike, was in solitary on and 
off for years. Since then she has turned herself around, has university degrees in Sociology and English. 
She has a daughter and a granddaughter both of whom have only ever seen her in captivity. 

Role within the prison environment: She is a listener and a counsellor. She is a mother figure to 
many of the inmates and encourages them all to get clean and get free.

Fact: Life in prison has taught her not to form too close a bond with any individual as they will 
eventually go free and she will be left behind. Something about this separateness helps her tune into 
Henry whose unique position makes him similarly isolated and removed from other people.

Links between the 
characters:
Like Henry, Hannah, is riven with guilt about 
her past. Like him she knows what it is to be 
used by politically motivated factions. Unlike 
him she never managed to get her own back. 
She loves her child and fears that her child 
will never respect her because of what she 
has done and the people she has associated 
with. She is an idealist who recognises her 
own flaws too well. If she can’t put the world 
to rights, she hopes she can at least influence 
others to do so.

HENRY IV Profile: King Henry IV
I grew up in the shadow of my famous father, 
John of Gaunt, I felt I could never live up to his 
name; I worshiped him and was tormented 
that he died when I was in exile so I never said 
goodbye to him, nor was I able to reassure him 
that I would put England to rights.

I would love it for Hal to feel for me what I felt for 
my father. 

I had an affair with Northumberland’s wife and I 
always wondered if Hotspur....

I’m jealous of Falstaff, he’s an anathema to me, 
keeping my son from the right sort of woman.

I’m terrified of many factions, most urgently my 
first cousin Mortimer, who is Richard’s godson 
and who he named as his heir, despite me 
legitimately being next in line to the throne – as 
the eldest son of his next brother.

22
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Actor: 
Sharon Rooney

Characters in HENRY IV: 
Lady Percy / Gadshill

Character within the prison:
Chloe

PROFILE

Prisoner profile: Chloe
Chloe has adjusted well to being an inmate. She enjoys the routine. As a mental health (MH) sufferer, 
Chloe has suicidal tendencies and self-harming problems. She’s a frequent visitor to the solitary 
confinement unit, usually due to MH problems; they are never addressed. She has never seen a 
psychiatrist. Chloe gets on with most of the prisoners as she does the beauty course on the college 
wing, so can help the girls out with hair and makeup. 

Role within the prison environment: She has a few “mothers” on the wing. She is the baby of the wing 
mentally; she enjoys it as she’s looked after. Chloe is often sent as a listener to find out what’s going 
on in other groups and feeds the information back as no one suspects her. If anything is found on the 
wing, she will take the blame over someone else purely because she’s not bothered if it adds time to her 
sentence.

Fact: Chloe is in prison because she wants to be. She intentionally attacked a police officer to get back 
into the wing because for her it is safer to be in prison than to be out of it. 

HENRY IV profile: Lady Kate Percy
She lost her first child, a boy, to cot death.

The last thing her mother told her was that she was to blame for 
her son’s death by being a bad parent.

She has post-natal depression with her baby girl.

She’s desperate for another child, a boy, as an heir.

She’s very superstitious; she believes in ghosts and thinks she 
can hear her son crying.

She visits her son’s grave every single day.

She keeps a lock of her son’s hair under her pillow.

Hates her brother [Mortimer].

She fell in love with Hotspur the moment she met him.

She lies awake at night watching Hotspur breathing.

She’s been hit by Hotspur’s hand once, before they were married.

She’s a self-harmer but she does it in secret now, so as not to 
upset her husband.

Hotspur found her in the bath with slit wrists.

Her only friend now is her husband.

Links between the 
characters:
Chloe and Lady Percy are 
similar in the way that they 
both spend a lot of their time 
listening and not always being 
heard. They both struggle with 
their emotions and can lash out 
violently. They are also both 
masters of emotional blackmail. 
Chloe and Gadshill are similar 
in that they will both take the 
blame to protect someone they 
look up to. Chloe looks up to one 
of the other inmates and wishes 
they would mother her the way 
they do another. Gadshill is the 
same with Falstaff. He wants to 
be liked and respected by him.
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Actor: 
Jade Anouka

Characters in HENRY IV: 
Hotspur

Character within the prison:
Sade

PROFILE

Prisoner profile: Sade
Father beat her up.

Left home.

Got kicked out of school for fighting.

Slept rough. Knew Donna from before.

Shoplifted. Stole for money to buy booze with Donna.

In for actual bodily harm (ABH), beating up a girl on the bus until 
she was unconscious.

Fact: Sade hates her family. Couldn’t care less about them.

HENRY IV profile: Hotspur
Constantly searching for, or needing, his Dad’s [Nothumberland’s] approval.

Had a poster of Douglas on his “Inspirational Wall” when he was younger – admires his fighting prowess.

Married Lady Percy to form an alliance with Mortimer.

Doesn’t know how to be with his kids.

Resents his kids coming between him and Kate.

Adores Lady Percy.

Feels responsible for his wife’s self-harm.

Has hit Lady Percy in the past but will never again.

Has issues giving status to anyone not in his family. 

Everything Hotspur does is for his family. That’s the most important thing to him.

Links between the 
characters
Both are quick to use their 
fists.

Both, you could say, have a 
temper.

Both can go from nought to 
sixty in an instant.
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Section 3:
Rehearsals

Clare Dunne
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Rehearsal Diary, Stef O’Driscoll, Assistant Director

ONE
WEEK

Inspiring, energetic, transformative, awakening, dense, 
explosive, educational, thrilling and exhausting are just 
some of the words that have been flying about to describe 

Week One.

From the onset it is apparent that 
we have a dynamic and diverse 
cast with a varied range of life 
experience, coming together to 
form an incredible and powerful all-
female ensemble. Exciting.

On Day One we took a moment 
to clarify that the play is set in a 
female prison where the residents 
put on a production of HENRY IV 
and each actress will be a prison 
character who is playing a role 
(or two) in Henry IV. We watched 
a filmed version of the JULIUS 
CAESAR stage production and 
whilst some actors squirmed at 
seeing themselves on screen, it 
became clearer to all how we were 
actually going to approach the play.

Led by Movement Director Ann 
Yee, we began to work physically 
as an ensemble and explore status, 
space and power. How do we take 
up space in the room? How does 
that differ from men? What is the 
biggest thing in the room? What 
gives you status? Who owns the 
space and why? How is your status 
defined by other people?

We focused on creating a 
common language in the room to 
explore and release scenes. To 
lay the foundations, we created a 
vocabulary to help us understand 

action, objectives and different 
levels of both tension and status. 
This allowed us to avoid unhelpful 
generalisations such as ‘can you be 
a bit angrier?’

The afternoons were spent looking 
at the text, where everyone took 
it in turns to put Shakespeare into 
their own words. This made for 
some humorous – yet bang on – 

Rehearsal  
Diary “The play reminds you that 

there was a time when kings 
and queens weren’t necessarily 
posh and actually England was 
up for grabs and that resonates 
extraordinarily at the moment. 
Borders were porous and fought 
over and clans and warlords 
and powerful forces that didn’t 
actually speak English, as we 
understand it, were battling for 
power. So by hearing all these 
regional and foreign accents in 
the roles of earls and knights and 
sirs, it does underscore what 
we’re made of and where we’ve 
come from,” 

Phyllida Lloyd, The Times, 07 Oct 2014

Jackie Clune
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translations that helped the whole 
cast to understand and access the 
language.

Throughout the week the cast 
began to share skills with the rest 
of the group. Karen Dunbar got 
reacquainted with the decks and 
supplied us with pumping 90’s 
dance music and Harriet Walter 
gave us her top tips on how to 
speak Shakespeare.

Here is just one of them:

“Imagine your line is in fact a 
washing line with a pair of knickers, 
a pair of stripy socks and a t-shirt 
on it and at one end there is a dart. 
You then throw the dart, driving 

it through to the end, making 
sure that each thing on the line is 
defined.”

Our voice coach, Barbara 
Houseman, came in and started 
breaking down the technical 
aspects of speaking Shakespeare. 
This sparked an inspiring session 
where we discussed reclaiming 
Shakespeare in our natural accents.

We finished the week with a visit 
from former Clean Break students. 
This was invaluable and really 
insightful as we were fortunate 
enough to hear three different 
accounts of prison experience. We 
also had the opportunity to ask 
specific questions such as:

• What defines status in prison?

• Would humour give you status?

•  What does ‘keeping yourself to 
yourself’ mean?

• Can you get drugs?

•  What light sources would you 
have in your cell?

The cast are striving for truth and 
authenticity when building their 
prison characters. This session, 
these women and their stories will 
definitely stay in our minds and be 
ever-present in the room.

It is hard to believe it has only been 
one week.

Clare Dunne and 
Ashley McGuire
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TWO
WEEK

We kicked off to a flying start with everyone in the 
company taking risks.

Under the supervision of Gary 
Yershon, Hals Angels were formed 
this week. The band consists 
of Shiloh on drums, Ann on 
saxophone, with the vocals shared 
by Clare Dunne, Jackie Clune and 
Katie Robinson. The acoustic guitar 
and keys are equally shared by 
Clare and Katie with Jackie also 
holding the fort on the electric 
guitar. Is there anything this cast 
can’t do? Practice commenced and 
after two hours, Hals Angels had 
three songs in their repertoire and 
were sounding really good.

Barbara explained to us that having 
a more masculine voice is all about 
resonance and not about changing 
the pitch. To access these male 
voices, we need to focus on our 
mouth resonance. How much 
space does a man take up on a train 
in comparison to a woman? A man 
usually will happily and comfortably 
sit with his legs wide apart taking 
up a lot of space whilst a woman 
will sit cross legged taking up as 
little space as possible. To speak 
like a male, females need to create 
more space in their mouths. We 
were given a top tip: pretending to 
sob will help to open up your mouth 
and create more space.

More in-depth work was done 
on ‘actioning’ the text. An action 
explains what the character wants 
to do to the other character they are 
speaking to, using a transitive verb 
[an action with a direct subject]. 
Actioning keeps everything active, 
as you are doing something to the 
other person. It also helps to colour 
the scene. It is very easy to play 
Shakespeare on just one level and 
so this exercise breaks down the 
sentences and helps the actors to 
make specific choices.

We started to develop the 
prison characters, using group 
improvisations to explore 
the dynamics, statuses and 
relationships within the prison. 
For example, we improvised 
different prison characters leading 
an exercise class. Such exercises 
made it apparent that we needed 
to find a common goal for the 
prisoners wanting to do the play 
and that there would always be an 
officer present to stop the scenes 
erupting and nothing ever getting 
achieved.

We used ‘hot seating’ to develop 
and explore the HENRY IV 
characters. Hot seating is a device 
where an actor, in the role of the 
character, answers questions from 
others in the group.

Some of the questions we asked 
Clare (playing Hal):

•  How do you feel about being the 
heir to the throne?

• Who is your closest friend?

• Who do you trust the most?

•  Do you need drugs to go into 
battle?

We are starting to explore the 
duality between the prison 
characters and the HENRY IV 
characters, as the experiences 
of the prisoners will inform the 
choices they make for their 
Shakespearian character. For 
example, how men have treated 
these women in prison will inform 
how the men are represented In 
HENRY IV. They are more likely 
to be playing men they know 
and commenting on their own 
experience.

Here is an example from our actioning workshop:

FALSTAFF:  (APPLAUD) By the Lord, thou sayest true, lad.

  (PROD) And is not the hostess of the tavern a most 
sweet wench?

HAL:  (CHALLENGE) Why, what a pox have I to do with my 
hostess of the tavern?

FALSTAFF:  (WALLOP) Well, thou hast called her to a reckoning 
many a time and oft.

HAL:  (PIERCE) Did I ever call for thee to pay thy part?

FALSTAFF:  (HONOUR) No; I’ll give thee thy due, thou hast paid all 
there.

HAL:  (LECTURE) Yea, and elsewhere, so far as my coin would 
stretch; 
(SMACK) and where it would not, I have used my credit.
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THREE
WEEK

Scenes are starting to take shape. As a rule of thumb 
we discuss and action the scene before we get up on 
our feet. The cast then run the lines, passing a ball 

to each other on the last word in the sentence. This game 
helps to physicalise and understand the actions. Do you 
snatch the ball and interrupt? Do you gently pass the ball 
to someone else in the scene? Do you place it on the floor 
and not pass it at all? What do these actions do to the other 
person? Phyllida will then set up a detailed improvisation and 
give notes to unlock and release the scene. Once we have a 
clearer understanding and a shape of the scene we will then 
introduce the text.

I have observed that, as women, 
the majority of the cast naturally 
choose weaker, less direct actions 
to start with. For example, QUIZ 
was originally identified as an action 
for the line:

HAL:   What, a coward, Sir John 
Paunch?

However, QUIZ is a weaker action 
than to CHALLENGE or to BASH, 

which give a very different feeling 
to the line. With this discovery 
we have now started to action 
the text like men, full of bravado, 
machismo, direct and on the attack.

Combat Kate [Kate Waters, Fight 
Director] joined us this week and 
taught the group a simple boxing 
sequence as a way to access 
‘maleness’. The transformation 

was striking, the cast became more 
grounded, stronger and fiercer 
within minutes. Through boxing we 
found the production’s language for 
war. Ann and Kate then expanded 
and developed the boxing sequence 
scored to baroque music. We are 
keen to explore where else in the 
play we can use this motif of war 
and are excited at the idea of a 
bare knuckle boxing fight between 
Hotspur and Prince Hal. Clare 
and Jade will have private boxing 
sessions with Combat Kate outside 
of rehearsals.

Towards the end of the week we 
started to explore how we want 
women to be portrayed in HENRY 
IV. What could the women be doing 
to show the audience they are 
completely subservient to men? 
This idea is a reflection on how the 
prison characters have been treated 
by men. More to come on this next 
week when we delve deeper with 
the Hostess and Lady Percy.

Cynthia Erivo and 
Jade Anouka
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FOUR
WEEK

We started to explore how we are going to represent 
the female characters in HENRY IV. Over half of 
women in prison report having suffered domestic 

violence. The statistic is harrowing and we felt that we 
needed to represent this somehow in the play. The Hostess 
runs the pub that Falstaff and the gang frequent and we 
played around with the idea of her being a common source 
of objectification and ridicule for the men in the pub. The 
men bond as they mock, belittle and abuse her. It was an 
uncomfortable rehearsal for all. Many were shocked at how 
easy it was to be so vile and verbally abusive.

The scenes are starting to take 
shape. With blocking we are still 
keeping everything open and 
organic. The only rule we are 
implementing is that you can only 
move at the end of someone’s 
line/thought. The language is so 
complex that if an actor moves 
when someone else is talking the 
audience tends not to listen.

We looked at the text and found 
that taking a breath or movement at 
the end of a line can help to support 
a change of gear and dynamic in the 
scene.

We explored the themes of 
shame and anger and realised 
how interlinked they were. In 
particular we looked closely at 

the character of Northumberland. 
Northumberland uses anger to 
cover up the shame he is feeling 
about his son’s death and about 
not going to war. It helps him to 
put distance between himself and 
Hotspur’s death. We found that 
the ideas of shame and anger, 
whether experienced through 
sadness, remorse or bitterness, are 
feelings the female prisoners may 
have gone through when coming 
to terms with the choices they had 
made in their lives.

We have also started to explore 
currency in prison. It seems it is 
easier to get crack than it is to get 
an apple, so if you want something 
what can you give in return? 
Currency can equal many things 
that you can buy from the prison 
issue list.

Zainad Hasan
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Harriet Walter
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Inside the Rehearsal Room

The exercises below are designed to help you approach staging Shakespeare in performance 
using rehearsal techniques employed by the cast of HENRY IV. An extract from Scene 1 is cited 
as a sample piece of text for those working as part of a group; Hal’s soliloquy in Scene 3, is 
cited as a sample speech for those working through the exercises individually. Both extracts 
appear in the appendix at the end of the guide. Alternatively, you may want to choose your own 
extract from the play to work on.

Phase 1: Working with Shakespeare’s text

Understanding the language

To break down any barriers the cast might have been experiencing with the language in HENRY 
IV, Lloyd dedicated the afternoons during the first week of rehearsals to ‘translating’ the play 
into modern English. Each afternoon, the cast took it turns to put lines from the play into their 
own words; the only rule was that they couldn’t work on their own lines during the exercise. 
This took away any pressure to get their own lines ‘right’.

Exercise: putting Shakespeare into your own words

If you are working as part of a class: choose a minimum of 6 lines spoken consecutively 
by any of the characters in the extract from Scene 1.

If you are working individually: choose a minimum of 6 lines from Hal’s soliloquy in scene 
three.

Put your chosen lines of Shakespeare’s text into your own words.

Tip: don’t overthink this exercise – write down the first words that come into your mind.

For example, the opening lines extract from Hal’s soliloquy could be translated into 
modern English as follows:

I know you all, and will awhile uphold
I understand what you’re like, and will put up with

The unyoked humour of your idleness.
The endless tricks you get up to because you’ve nothing better to do.

Yet herein will I imitate the sun,
But from now on I’ll behave like the sun does,

Who doth permit the base contagious clouds
Allowing the sordid, infectious clouds

To smother up his beauty from the world...
To hide his beauty from the world...
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‘Actioning’ the text

The next task for the actor is to understand why their character is saying what they are saying. 
When working through each scene, Phyllida Lloyd supported the cast in this task by getting 
them to think about their intention behind each line or phrase, and asking them to think of an 
active, ‘doing’ verb to express their intention. For example, Hal’s intention in his opening line 
(above) might be to express his contempt for the Falstaff gang who have just gone offstage. 
An active ‘doing’ verb to express this could be ‘belittle’. So, again using Hal’s speech in scene 
three as an example, the actor playing Hal would write this before the line:

Belittle  I know you all, and will awhile uphold

 The unyoked humour of your idleness.

Alternatively, Hal’s intention might be to express his sorrow about how he intends to eventually 
abandon his friends, in which case the actor might want to use the active ‘doing’ verb, 
‘sympathise’, so their script would read:

Sympathise I know you all, and will awhile uphold

 The unyoked humour of your idleness.

This ‘actioning’ technique helps the actor clarify their purpose for saying the line. Here is an 
example of how the first few lines of Hal’s speech in Scene 3 could be ‘actioned’:

Belittle (his friends) I know you all, and will awhile uphold

 The unyoked humour of your idleness.

Inspire (himself)  Yet herein will I imitate the sun,

Despise Who doth permit the base contagious clouds

 To smother up his beauty from the world,

Delight That, when he please again to be himself,

 Being wanted, he may be more wonder’d at,

Conquer By breaking through the foul and ugly mists

 Of vapours that did seem to strangle him.

Exercise: experimenting with actioning the text

Return to the lines from HENRY IV that you used for the previous exercise.

Go through the lines, and find an ‘action’ (an active ‘doing’ verb) for each line or phrase.

Now read the lines aloud, saying each action before the line itself to help you express the 
intention behind the line.

What have you learnt about your character’s intentions in this section of the scene by 
actioning the text in this way?
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Phase 2: Finding a physical language for performance

Working with energy levels

The correlation between the prison characters and their corresponding characters in HENRY 
IV needs to be reflected in the physical language of performance. Movement director Ann Yee 
encouraged the cast in finding ways to achieve this.

One of the exercises she used to support the cast in this was to explore using different levels 
of energy. The levels ranged from 1 to 7, with 1 being barely any energy, and 7 being the 
highest level of energy. Lloyd gave names to the seven numerical levels of energy, relating 
them to the play’s prison environment:

Level 1: Pond life

Level 2: Stoned dude

Level 3: Stage management

Level 4: Toddler

Level 5: Disturbance

Level 6: Pandemonium

Level 7: Tragic

The cast then applied these levels within different scenes and scenarios to see how it affected 
the action.

Exercise: discovering the energy levels for your chosen 
character

Find a space in the room and lie down, completely relaxed, so that there is no energy or 
tension in your body (level 1: pond life).

Now bring yourself to standing, using as little energy in your body as possible in order to 
do this (level 2: stoned dude).

Work your way through the energy levels, each time gradually bringing a bit more tension 
into the body. By the time you reach level 7 (tragic), you should have so much energy in 
the body that you are literally frozen with tension.

Can you identify which energy level is most suited to your character when delivering your 
chosen lines? Does their energy level shift at all during the sequence of lines?

Experiment with using different energy levels as you stage the lines.

What discoveries do you make about your character’s role in the scene from doing this 
exercise?

Defining status

The cast and creative team worked extensively with playing cards to explore the status of 
characters within each scene, with 2 denoting low status, and 10 high status. It is vital that 
each actor not only plays their own status, but also gives the correct status to the other 
characters in the scene. In the first scene of the play, it is evident that Henry has the highest 
status. However, there is a chain of command amongst the other characters, so the actors 
are constantly having to check in with who has the higher status before making their own 
contributions to the scene.

Once again, it was important for the actors to correlate the shifting status of their character in 
HENRY IV, with that of their character in the prison environment.
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Exercise: defining your character’s status

Take a playing card, numbered 2 to 10.

Register which level of status your card gives you, but don’t show your card to anyone 
else.

Divide into 2 groups. Group One observes while Group Two moves around the space, 
responding to members of their group by playing their correct status.

Discuss what it felt like to play a specific status. What observations did Group One make 
about the interactions between members of Group Two?

Swap groups and repeat the exercise.

In small groups, relate what you have learnt about status back to your chosen character. 
Does their level of status shift during the scene? How does this relate to the status of 
other characters in the scene?

Harriet Walter
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Phase 3: Playing men

Spatial awareness

It is important to ensure that when audiences see the actresses take on the male roles in 
HENRY IV, they see them playing men as opposed to women. So, a lot of the work in the 
rehearsal room has been addressing how to play men. As Stef O’Driscoll emphasises: “We are 
trying to masculinise everything we do, from how we stand and command the space, to how 
we are physically.”

Phyllida Lloyd gave a great deal of focus to this during the rehearsals for HENRY IV; it had been 
a revelation to the actresses when rehearsing JULIUS CAESAR, and she wanted the cast of 
HENRY IV to be taken on a similar journey of discovery:

“The older actors [in the cast of JULIUS CAESAR] came to realise that for decades 
they’d only been using a portion of their abilities – physically, emotionally, 
intellectually. They might have been playing Cleopatra or Lady Macbeth, but they 
still didn’t want to take up too much space in the room. As rehearsals progressed, 
the realisation dawned on the women that they were the whole thing.” 

Phyllida Lloyd talking to Mark Ravenhill in ‘A World of Possibility’ Donmar Magazine, 2014.

Practical exercise: commanding the space

Walk around the room.

As you travel around the space, greet five people in the room, maybe just by stopping and 
saying hello.

Now greet them again, but this time, ground yourself and take up more space in the room.

Repeat the exercise again, taking up even more space.

Repeat the exercise a final time, telling yourself that you are the most important person in 
the room.

“You realise that when you are the most important person in the room, you 
don’t touch –when initially you might have. There tends to be a lot more 
space around you, you don’t need to go up to someone. The more space you 
take up in the room, the less contact you need to have with people.” -

Zainab Hasan (Hostess)

Male voices

The cast worked with voice coach Barbara Houseman to help them find the appropriate 
voices for the male characters they are playing. Barbara explains that experimenting with the 
resonance of our voice can often help us find the right voice for a character. Resonance is the 
sound our voice makes as it bounces in space – it is our “amplifier”. We have the ability to 
amplify the full range of sound, from high (treble) to low (bass). It’s all about how we get our 
voice to shift focus. Most work comes from our mental attitude to amplifying the sound our 
voices make; by using our imaginations to direct the sound mentally to a specific place.
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Exercise: experimenting with resonance

Warm-up

Refer to your character’s text; substitute the words for a BRRR sound made with the lips.

Working with this sound is a failsafe way to relax the body and to engage the belly – which 
is where your breath needs to come from. Try and express the emotion behind each line 
when you do this exercise. Don’t hold back with the emotion – like we are used to doing 
in our daily life – really practice expressing the emotion on the ‘BRRR’ sound, imagining it 
coming from the belly.

Practice the following exercises to locate the resonance for your character’s voice.

Please note: as long as these exercises are comfortable to do, and don’t hurt, they are 
safe to practice. If you feel any discomfort at all, stop the exercise.

Working with nasal resonance.

Get a sense of imagining the sound is forward in the nasal cavity by vocalising the sound 
MEE MEE MEE MEE MEE.

Working with head resonance.

Take the sound into the head resonance on MAY MAY MAY MAY MAY. You should hear 
the sound spread out, like crystal, and cut through the air. Now shift to the sound MAH 
MAH MAH MAH MAH – imagine that the sound is filling your mouth and cheeks. Hear the 
ringing sound you get; a bell-like quality that sounds very Italian.

Working with chest resonance.

Tapping the chest, make the sound “MAH” followed by the numbers 1,2,3. So it goes: 
MAH 1, 2, 3. Think of the 1, 2, 3 sound bouncing around inside the chest.

Finding the spaces that support resonance.

Now consider the space in the mouth and in the throat above the larynx. Imagine there is 
mass of space in the back of your mouth that is as big as St. Paul’s cathedral. Repeat the 
sound OOEE OOEE OOEE OOEE OOEE. Open up the space behind mouth, it should look 
as if you’re pretending to cry – like the expression on an Opera singer’s face as they draw 
breath to sing. You should be able to feel the resonance and space – it’s about keeping 
that space when you speak.

Once you’ve found the spaces that support you working with nasal, head and chest 
resonance, start to put something of your character into each space by practicing a couple 
of their lines of dialogue.

Phase 4: Putting it all together

If you are working in groups, experiment with staging the short extract from Scene 1 in its 
entirety.

If you are working individually, experiment with staging Hal’s soliloquy from Scene 3 in its 
entirety.

Draw on your practical findings from the rehearsal exercises to help you stage the text.
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Appendix

Extract for groups:  
from Act 1, Scene 1

WESTMORLAND

My liege,

A post from Wales laden with heavy news;

Whose worst is, that the noble Mortimer,

Leading the men of Herefordshire to fight

Against the irregular and wild Glendower,

Was by the rude hands of that Welshman taken,

With a thousand of our people butchered.

KING HENRY IV

It seems then that the tidings of this broil

Breaks off our business to Jerusalem.

SIR WALTER BLUNT

My lord I bring you smooth and welcome news.

The gallant Hotspur, Harry Percy writes,

The Earl of Douglas is by him o’er thrown.

Ten thousand bold Scots, two and twenty knights,

Balked in their own blood on Holmedon’s plains.

Say is not this an honourable spoil?

A gallant prize? Ha, cousin, is it not?

WESTMORLAND

In faith, it is: a conquest for a prince to boast of.

KING HENRY IV

Yea, there thou makest me sad, and makest me sin

In envy that my Lord Northumberland

Should be the father to so blest a son;

A son who is the theme of honour’s tongue,

Amongst a grove, the very straightest plant,

Who is sweet Fortune’s minion and her pride;

Whilst I, by looking on the praise of him,

See riot and dishonour stain the brow

Of my young Harry. O, that it could be proved

That some night-tripping fairy had exchanged

In cradle-clothes our children where they lay,

Then would I have his Harry, and he mine.

But let him from my thoughts.

WESTMORLAND

What think you, coz,

Of this young Hotspur’s pride? The prisoners,

Which he in this adventure hath surprised,

For his own use he keeps; and sends us word,

You shall have none.

KING HENRY IV

We shall send for him to answer this,

And for this cause awhile we must neglect

Our holy purpose to Jerusalem.

Cousin, on Wednesday next our council we

Will hold at Windsor; so inform the lords.

BLUNT

I will, my liege.

Exeunt

Extract for individuals: from Act 1, 
Scene 3

PRINCE HENRY

I know you all, and will awhile uphold

The unyoked humour of your idleness.

Yet herein will I imitate the sun,

Who doth permit the base contagious clouds

To smother up his beauty from the world,

That, when he please again to be himself,

Being wanted, he may be more wonder’d at,

By breaking through the foul and ugly mists

Of vapours that did seem to strangle him.

If all the year were playing holidays,

To sport would be as tedious as to work;

But when they seldom come, they wish’d for come,

And nothing pleaseth but rare accidents.

So, when this loose behavior I throw off

And pay the debt I never promised,

By how much better than my word I am,

By so much shall I falsify men’s hopes;

And like bright metal on a sullen ground,

My reformation, glittering o’er my fault,

Shall show more goodly and attract more eyes

Than that which hath no foil to set it off.

I’ll so offend, to make offence a skill;

Redeeming time when men think least I will.
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William Shakespeare and BookCaps, Henry IV: Part One In Plain and Simple English: A Modern 
Translation and the Original Version (CreateSpace Independent Publishing Platform 21 Aug 
2012)

Hannah Price, Behind the Scenes: Julius Caesar, www.donmarwarehouse.com/discover/
resources

Harriet Walter, Other Peoples’ Shoes, Thoughts on Acting (Viking, 1999)

Elizabeth Chan, Sharon Rooney, 
Ashley McGuire, Karen Dunbar 
and Cynthia Erivo
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http://www.amazon.co.uk/Henry-IV-Part-Shakespeare-Classics/dp/0199536139/ref=sr_1_3?s=books&ie=UTF8&qid=1412001409&sr=1-3&keywords=henry+iv
http://www.amazon.co.uk/Henry-IV-Part-Shakespeare-Classics/dp/0199536139/ref=sr_1_3?s=books&ie=UTF8&qid=1412001409&sr=1-3&keywords=henry+iv
http://www.amazon.co.uk/Henry-IV-English-Translation-Original/dp/1479169706/ref=sr_1_16?s=books&ie=UTF8&qid=1412001042&sr=1-16&keywords=henry+iv
http://www.amazon.co.uk/Henry-IV-English-Translation-Original/dp/1479169706/ref=sr_1_16?s=books&ie=UTF8&qid=1412001042&sr=1-16&keywords=henry+iv
http://www.donmarwarehouse.com/discover/resources
http://www.donmarwarehouse.com/discover/resources


The Donmar Warehouse is an intimate 
not for profit 251 seat theatre located 
in the heart of London’s West End. 
Since 1992, under the Artistic Direction 
of Sam Mendes, Michael Grandage, 
and now Josie Rourke, the theatre 
has presented some of London’s most 
memorable theatrical experiences and 
has garnered critical acclaim at home 
and abroad. With a diverse artistic 
policy that includes new writing, 
contemporary reappraising of European 
classics, British and American drama 
and musical theatre, the Donmar 
has created a reputation for artistic 
excellence over the last 22 years and 
has won 43 Olivier Awards, 26 Critics’ 
Circle Awards, 25 Evening Standard 
Awards, two South Bank Awards and 
20 Tony Awards from ten Broadway 
productions. Alongside the Donmar’s 
productions, we offer a programme 
of Education events, which includes 
subsidised tickets, introductory 
workshops and post show discussions, 
as well as special projects which give 
young people an opportunity to involve 
themselves more closely in the work of 
the theatre.

About the Donmar Warehouse

For more information about the Donmar’s 
education activities, please contact:

Education Department 
Donmar Warehouse 
41 Earlham Street 
London WC2H 9LX 
T: 020 7845 5822 
F: 020 7240 5820

W: www.donmarwarehouse.com/discover

http://www.donmarwarehouse.com/discover
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