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Introduction
Welcome to this Behind the Scenes guide to the Donmar Warehouse production of MY NIGHT 
WITH REG by Kevin Elyot, directed by Robert Hastie. In the following pages, you will find a 
wealth of information to give you a closer look at the process of bringing this production from 
page to stage.

Focusing on the lives and loves of a group of gay men in London over a four year period in 
the 1980s, with the shadow of the AIDS epidemic hanging over them, MY NIGHT WITH REG 
premiered at the Royal Court Theatre in 1994, and subsequently transferred into the West 
End to huge acclaim, winning both an Olivier and Evening Standard Award. The Donmar’s 
production marks the first major London revival of this modern classic, twenty years after it 
was first produced. 

This guide aims to set the play and the production in context, through conversations with 
members of the cast and creative team, as well as offering a glimpse into the context in which 
Kevin Elyot wrote his play. The guide includes an interview with Designer Peter McKintosh, as 
well as a conversation with Lewis Reeves, playing Eric, the play’s youngest character. There 
are also extracts from the rehearsal diary of Josh Seymour, the Donmar’s Resident Assistant 
Director, as well as practical exercises for use in the classroom.

Finally, we have also included a conversation with the Production Manager for MY NIGHT WITH 
REG, Anna Anderson, whose role is crucial in bringing the Designer and Director’s vision to life 
on the Donmar stage.

We hope you find this guide interesting and informative. To view the Behind the Scenes guides 
for other productions please visit www.donmarwarehouse.com/discover/resources

Simon Evans  Sam Maynard

Director Robert Hastie 
with the cast of My 
Night With Reg
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Section 1: 
Background to  
My Night With Reg

Geoffrey Streatfeild and 
Jonathan Broadbent
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Kevin Elyot: A Brief 
Biography

Kevin Elyot was born in Birmingham in 1951 and educated at King 
Edward’s School and Bristol University.

His stage plays include Coming Clean (1982), for which he won the Samuel Beckett Award; 
Consent (1989); The Moonstone (1990), adapted from Wilkie Collins; a new translation for the 
Royal Shakespeare Company of Ostrovsky’s Artists and Dreamers (1992); My Night With Reg 
(1994), which won the Evening Standard and Laurence Olivier Awards for Best Comedy, plus 
Writers’ Guild and Critics’ Circle Awards and has subsequently been produced all over the 
world; The Day I Stood Still (1998), which was premiered at the National Theatre and shortlisted 
for the Evening Standard Best Play Award; and Mouth to Mouth (2001) which opened at the 
Royal Court and transferred to the Noël Coward Theatre (formerly the Albery) in the West End 
and was nominated for Best Play in the Evening Standard Awards and Laurence Olivier Awards. 
Forty Winks premiered at the Royal Court in October 2004. His adaptation of Agatha Christie’s 
And Then There Were None for ACT and Chorion opened at the Gielgud Theatre in October 
2005.

Julian Ovenden, Richard 
Cant and Matt Bardock
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Kevin’s produced screenplays include Killing Time (BBC, 1990), which won the Writers’ Guild 
Award for Best TV Play or Film; an adaptation of The Moonstone (BBC, 1996); the film version 
of My Night With Reg (BBC, 1997); No Night Is Too Long (2002) adapted from the novel by 
Barbara Vine (Ruth Rendell) for BBC Films/Alliance. He adapted six of Agatha Christie’s Marple 
novels as well as three of her Poirot novels, including the show’s final episode, Curtain. Also 
Twenty Thousand Streets Under the Sky (BBC, 2005) adapted from the novel by Patrick 
Hamilton; Riot at the Rite (2005), a one-off original drama, for the BBC; Clapham Junction 
(2007), a film for Darlow Smithson and Channel 4, starring Rupert Graves, Paul Nicholls and 
Luke Treadaway and directed by Adrian Shergold; and Christopher and His Kind (Mammoth 
Screen/BBC, 2011) based on Christopher Isherwood’s memoir, starring Matt Smith, Lindsay 
Duncan, Imogen Poots and Toby Jones.

Kevin Elyot died after a long period of ill health in June 2014. He had been closely 
involved with the preparations for the Donmar Warehouse’s revival of MY NIGHT WITH 
REG, his best known play.

Lewis Reeves
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Introducing the play

“Kevin wants the play to wear its significance lightly”

Director Robert Hastie on Author Kevin Elyot

Kevin Elyot’s MY NIGHT WITH REG was first produced Upstairs at the Royal Court Theatre in 
London in 1994 before transferring to the West End. The play is set entirely among London’s 
homosexual community in the mid-1980s, and follows the ups and downs of a circle of gay 
friends over a period of several years.

The play is just one of a huge range of plays, films and novels dealing with the AIDS crisis 
that shook the gay community during this period, but MY NIGHT WITH REG demonstrated a 
markedly different approach to the subject; whereas other writers had tackled the issue head-
on, Kevin Elyot’s play focused on the human story behind the epidemic, with AIDS a constant, 
threatening presence, but one which is never explicitly mentioned.

Before Reg: Theatrical responses to AIDS in the 1980s

On June 5th, 1981, Morbidity and Mortality Weekly Report detailed the deaths of four gay men 
from Los Angeles. The cause of death was a form of pneumonia that had never before proved 
fatal. The only way, doctors reasoned, that the pneumonia virus could have had such an effect 
was if some other condition had utterly devastated their immune systems (those systems 
which usually protect the body from disease). This mysterious condition was titled Gay-Related 
Immune Disease (GRID).

Jonathan Broadbent, 
Robert Hastie (Director) 
and Geoffrey Streatfeild
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In 1982, the Centers for Disease Control adopted the acronym AIDS (Acquired Immune 
Deficiency Syndrome), however it was still considered a homosexual-only disease and, as such, 
there was mass indifference within American Society.

In 1983, the Gay Men’s Health Crisis was created to protest the government’s ignorance to the 
growing epidemic. Out of that came Larry Kramer’s essay 1,112 and Counting; the title referred 
to the rising body-count from the disease, while the text itself railed against the inaction of 
society, beginning with the memorable lines:

“If this article doesn’t scare you, we’re in real trouble. If this article doesn’t rouse you to anger, 
fury, rage, and action, we may have no future on this earth. Our continued existence depends 
on just how angry you can get.”

Kramer goes on to say that he is “angry and frustrated almost beyond the bound that skin and 
bones and body and brain can encompass.” Two years after that article, Kramer put this anger 
into a play entitled The Normal Heart.

Robert Hastie, Director of the Donmar’s production of MY NIGHT WITH REG, speaks of this 
approach:

“By the time MY NIGHT WITH REG came along [in 1994], time had passed and the anger 
was more objective, but in the mid-80s the Americans tackled the issue on the front foot. The 
Normal Heart is the famous polemically-driven, angry play which started that movement.”

‘That movement’ ranged from Kramer’s own furious follow-up The Destiny of Me, motivated 
(like its prequel) by an angry and political agenda, to William Hoffman’s As Is, which explored 
the issue in a more saccharine and pitiful way. Subsequent works fell in line with one or the 
other of these approaches: bitter, preachy plays or sentimental dramas, culminating in Tony 
Kushner’s Pulitzer-Prize winning Angels in America in the early 90s. “The play is huge and 
operatic and bombastic” says Hastie, “and it gives AIDS an almost mythical position in modern 
American history.”

The dramatic explorations of the AIDS crisis had begun as angry documentaries and grown into 
epic parables. However we were still waiting for a truly human approach.

Julian Ovenden, Lewis 
Reeves and Richard Cant
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MY NIGHT WITH REG: A different approach

Anyway, Reg is still coming, so…He’s not exactly the life and soul, but I sort of like him.

Guy, Scene One

Even the most passing glance at an AIDS timeline will reveal that Elyot’s choice of period sets 
the action of the play firmly against the background of the mounting AIDS crisis ravaging the 
homosexual community; but, significantly, neither AIDS nor HIV (the virus responsible for the 
syndrome) is mentioned anywhere in the play.

“The play is not about AIDS”, explains Hastie, “Kevin wasn’t one for waving banners. He was 
quietly angry and politically very conscious, but he never wanted it to be an issue play.”

And at first glance, it’s not. It’s a comedy; moving, certainly, but loaded with razor-sharp wit and 
rich colourful characters.

DANIEL. We were stuck on the runway for three hours, then shoved into an hotel that 
made Treblinka seem like paradise with the promise of a morning take-off. But when I 
woke up, I thought sod this for a game of old fairies, got myself on a flight this evening and 
popped back home to give Reg the most gorgeous surprise which, of course, I did.

Daniel, Scene One

Richard Cant
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It’s always a challenge to provide an introduction to a play: offering background without 
revealing too much of what’s to come. I’ll limit myself, therefore, to saying that the play’s three 
scenes occur in one place: Guy’s London flat, beginning with Guy’s housewarming and charting 
the next few years. These social gatherings provide a meeting place for a group of gay men 
who have known each other since university and have often been sexually intimate, but seldom 
emotionally revealing or giving. Our group of friends: Guy, Daniel, John, Bernie, Benny and Eric 
come together in different combinations and for different reasons and, as the drinks flow and 
the boundaries become blurred, share secrets about themselves and remembrances of the 
past.

One remembrance we find a lot of them share is their respective ‘night with Reg’; an evening 
they each spent individually with our promiscuous titular character (who is, in fact, never seen 
on stage). To some it was a high point, others view it as a mistake; but they all use it as a 
springboard to consider the other triumphs and errors they shared along the line.

‘Elyot’s writing is always an exploration of that defining moment in your past’, shares Hastie, 
‘the moment to which you’re always looking back, the moment you’re always trying to uncover 
and discover and find the truth of.’

Hastie talks a lot about what he calls ‘the moment preserved in amber’ for each of the 
characters, but it would be irresponsible of me to spoil that for you by sharing his summary. 
Sufficed to say, the circumstances which bring them together encourage them all to look back 
on those ‘goldilocks moments’ and wonder, mournfully, whether the universe might have been 
different.

It was the only time he really talked to me…. I mean, I was being offered the only thing 
in the world that I’ve ever wanted… I go over that moment again and again. The biggest 
regret of my life.

Guy, Scene One

The remarkable impact of the play, however, is underlined by the way Elyot has edited the 
story. Time passes between the scenes. A lot of time. The second scene tricks you into 
thinking it’s a continuation of the first, an hour or so later at the same house-warming party, 
whereas, when you get your bearings, you realise that Reg has passed away and the group 
have assembled for his wake.

He didn’t want a funeral, you know, but I couldn’t not for his mother…for me…I didn’t 
follow his wishes. Pretty appalling, isn’t it?

Daniel, Scene Two

His cause of death is never specified, but our own collective memory of the disease which 
spread via sexual intercourse through that community in the mid-80s, fills in the gaps and, in 
a heart-wrenching moment of shared understanding, we realise that the promiscuity of that 
group (alluded to so flippantly in the first scene) is something altogether more dangerous. 
Those ‘goldilocks’ moments suddenly become all the more poignant when we realise there 
may be no future: the past is all they have to revisit time and again. Reminiscences become 
death-bed confessions.

This editing choice brilliantly allows Elyot to leave AIDS offstage and outside; concentrating, 
instead, on the emotional fall-out of each subsequent tragedy. In this respect MY NIGHT WITH 
REG is a million miles from the early AIDS plays, where the characters became mouth-pieces 
for an angry generation: preaching about profligate lifestyles and the subsequent plague. MY 
NIGHT WITH REG is about AIDS in as much as Ibsen’s Ghosts is about syphilis or Mildon’s The 
Flood is about dementia: it does not make the condition itself the focus of the drama, rather it 
uses that condition as a context in which to explore these flawed and layered characters.
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‘It’s not a plea for tolerance,’ says Hastie, ‘and it’s not angry. None of the characters suffer from 
personal confusion or doubt or external persecution.’ It is as though, by freeing his characters 
of the limitation of having “homosexual” and “HIV+” as their defining feature, Elyot is able 
to explore the gay community and reveal the familiar: those funny and poignant feelings of 
friendship, love, loss and regret that we all experience at one time or another (gay or straight), 
especially in the wake of actual or impending loss.

The last time I saw him – lying on his side, shrivelled up like a little old man – he made me 
lean right down to put my ear against his mouth and he said, ‘I love you. I always have,’ 
and I’d never realised before. I must be stupid.

John, Scene Three

When it comes to impactful storytelling, it’s always better to show than tell: it allows an 
audience to join the dots and discover a lesson themselves. Those early plays, confronting 
the AIDS crisis from its epicentre, felt an obligation to “tell”. They were so angry and their 
message so vital that there was no time for objectivity, only a front-line assault.

Elyot wrote MY NIGHT WITH REG ten years later, looking back on that particular moment in 
the history of AIDS and gay men with a decade of objectivity. In those ten years, combination 
therapy (mixtures of drugs intended to tackle the disease and the medicine’s own side-effects) 
had made miraculous advances and the condition was now more chronic than fatal.

“It was written from a time when things were more hopeful,” says Hastie, “looking back to 
a time when it was hopeless. It was a very dark and confusing time and a time when people 
thought it wasn’t really happening and didn’t really talk about it.”

Perhaps then, for all its wit and eloquence, MY NIGHT WITH REG is a play about people not 
talking: secrets are withheld and emotions held back while Reg, the ghost in everyone’s past, 
stands outside the door, hand in hand with the play’s other unseen character.

Elyot does not tell us about the disease, nor does he preach a better approach: he shows us 
a London flat in which a group of people try to communicate; all the while AIDS, a physical 
manifestation of their clandestine promiscuity, waits (like their other secrets) to be revealed and 
ravage their lives again.

DANIEL (con emozione). ‘There’s a starman waiting in the sky…’
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Section 2: 
The Donmar’s Production

Richard Cant and Matt Bardock
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Cast and Creative Team

Cast (in order of speaking)

John

JULIAN OVENDEN

Daniel

GEOFFREY STREATFEILD

Guy 

JONATHAN BROADBENT

Bernie

RICHARD CANT

Eric

LEWIS REEVES

Benny

MATT BARDOCK

Production

Director ROBERT HASTIE

Designer  PETER MCKINTOSH

Lighting Designer PAUL PYANT

Sound Designer GREGORY CLARKE

Casting ALASTAIR COOMER CDG

Production Manager ANNA ANDERSON

Company Stage Manager SUNITA HINDUJA

Deputy Stage Manager FRAN O’DONNELL

Assistant Stage Manager CATHERINE PEWSEY

Assistant Director JOSH SEYMOUR

Voice and Dialect Coach ZABARJAD SALAM

Movement Director BEN WRIGHT

Costume Supervisor ANGIE BURNS

Props Supervisor CHRIS LAKE
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An Introduction to the Characters

GUY (Jonathan Broadbent)

We meet Guy as he prepares for his own house-warming gathering. His guests arrive 
presenting him with gifts along identical lines: Cookery books for One. They all describe him, in 
one way or another, as “one of the nicest people they know”. Despite the flattery intended by 
these remarks, Guy confesses to Eric that he would “rather be fancied than liked”.

He has been in unrequited love with John since their university days; revealing it first to Daniel 
then to Eric. He recalls that one night, after a university production of The Bacchae, he felt that 
John might have returned those feelings. John was the object of his total affection: the only 
thing he’d ever wanted, but he hesitated to act in that moment and the window of opportunity 
came and went. He has never spoken about it to John, though he has regretted his hesitation 
ever since.

Through the play, Guy becomes a sounding board for the other characters, who come to him to 
confess their promiscuous misdemeanours. These secrets sometimes cut him to the core, but 
he continues to listen and support selflessly.

He is the supporting player to his own story; one of life’s spectators.

Jonathan Broadbent
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JOHN (Julian Ovenden)

John is the first to arrive at Guy’s flat, even though they haven’t seen each other in nearly ten 
years. In his university days (shared with Guy and Daniel) he was incredibly popular, worshipped 
as both rugby player and actor. “He always had a reserve; something untouchable” says Guy.

He has become distant from his friends in the intervening years and is now infamous for 
arriving late or not returning phone calls altogether.  He is totally unaware of Guy’s feelings 
for him; unknowingly breaking his friend’s heart by confiding that he has been having an affair 
with Reg. He knows that Reg is in a relationship with Daniel, but it doesn’t curb his feelings; he 
confesses that he is utterly in love: it’s the first time in his life he feels he isn’t in control. 

He determines to keep Reg’s infidelity a secret from Daniel, speaking of it to the heartbroken 
Guy only.

Julian Ovenden
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ERIC (Lewis Reeves) 

Eric is considerably younger than the rest of the characters, having arrived in London from 
Birmingham only 6 months ago. He lives with his aunt, and has aspirations to be a policeman 
(via a job, he hopes, for Marks and Spencer security). While he pursues that he earns money 
as a shift bartender at the local gay pub The Frog and Trumpet and as a handyman for hire. He 
begins the play painting Guy’s conservatory.

At the beginning of the play, Eric’s sexuality is less overt than the other characters: he speaks 
with disapproval of the promiscuity of the men he serves in The Frog and Trumpet, and clearly 
has a very different attitude from the older men in the play. 

His confidence in the gay community grows as the play continues, and we see Eric develop 
and change over the passage of time. However, he is still representative of a new generation, 
with a different attitude and moral compass to many of the play’s other characters.

Lewis Reeves
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DANIEL (Geoffrey Streatfeild)

Daniel arrives early to Guy’s party and disappears soon after: he’s flamboyant and tactile, the 
life and soul of every room he enters.

He greets Guy and John with the genuine affection born out of years of friendship: calling to 
John as “Juanita!” and Guy as “Gert!” and the triumvirate as “my little playmates!” He speaks 
candidly and freely about his more promiscuous early years (even a mild sexual competition 
with John) but is now deeply in love with his partner, Reg. “You are looking at a new man: 
Monica Monogamy, that’s moi” he says, totally unaware of his partner’s infidelity with John.

As the play progresses, we come to see some of these eccentricities as something else: a 
mask hiding some of his deeper fears about the lifestyle he so vocally celebrates.

Geoffrey Streatfeild

17

RES
OURCES

PRODUCTI
ON

BACKGROUND

CONTE
NTS



BERNIE & BENNY (Richard Cant and Matt Bardock)

Bernie and Benny are more recent additions to Guy, Daniel and John’s friendship group, such 
that John has not met them before the beginning of the play. The author gives Bernie and 
Benny an age gap: Bernie is in his mid-40s while Benny, his partner, is in his late 30s. They 
have been together for a while but, as the play progresses, we see that cracks are developing 
between them.

Benny, a bus driver, is the younger and clearly an object of desire within the community they 
inhabit. His sexual prowess is a thing of legend and the extent of his polygamy (and infidelity) is 
revealed person by person as the story develops. 

Bernie sells plastic cups and is, according the other characters, quite phenomenally boring. 
He clearly idolises Benny and considers himself lucky to have him. He is terrified of losing his 
partner, though also terrified by the consequences of the promiscuous life he suspects Benny 
leads.

Richard Cant Matt Bardock
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Resident Assistant Director Josh 
Seymour’s Rehearsal Diary

The meet and greet for MY NIGHT WITH REG, which 
traditionally welcomes new acting companies to the 
Donmar on their first day of rehearsal, is marked by the 

absence of our writer, Kevin Elyot, who sadly passed away 
just a few weeks before the start of rehearsals. Our director 
Robert Hastie speaks movingly about his collaboration with 
Kevin over the past few months as they worked on the play 
in anticipation of the new production, and points out that 
Kevin, master of time’s idiosyncrasies, would have certainly 
appreciated the poignant irony of the fact that rehearsals of 
his play began a mere three days after his funeral. Rob also 
highlights the importance of remembering that although the 
production will be a memorial to Kevin’s talent and humanity, 
we must not allow this to burden the production with 
heaviness – the tribute we as a company need to pay Kevin is 
to honour the great lightness, joy and love contained within 
his play in the production.

After this powerful start to the day, 
cast, creative team and Donmar 
staff move to the rehearsal room 
to get a glimpse of the model box 
of designer Peter McKintosh’s 
warm, exciting period set, which 
lovingly recreates the interior of 
Guy’s North London flat. Once 
Peter and Rob have discussed the 
characteristics and geography of 
the design, the cast and creative 
team are left in peace to embark 
upon a readthrough of the play, 
our first opportunity to hear the 
story told in its entirety. After this 
readthrough, we share our initial 
reactions to hearing the play out 
loud for the first time – its deft and 

surprising shifts between comedy 
and horror, the complexity of its 
structure and challenges presented 
by the relationships between the 
characters.

We go on to spend the remainder 
of the week conducting two 
further thorough and contrastingly 
focused readings of the play. Rob 
directs the company to use the first 
readthrough as a detailed search 
for time markers – we focus on 
any clues the play gives us about 
when events in the characters’ 
pasts took place, clues as to when 
events within the timescale of 
the play have taken place, and 

also contextual signifiers, such as 
mentions of music or films from 
the period. As we proceed with this 
careful trawl through the text, we 
use our deductions to construct a 
large timeline across the length of 
the rehearsal room wall, stretching 
into the characters’ histories and 
adding key historical contextual 
information alongside the details of 
the play.

Our final sweep of the play is 
concerned with the lies the 
characters tell each other: we read 
one page at a time, discussing at 
the end of each one what the truths 
and untruths are on each page. 
A master version of the script is 
created containing a guide to all of 
these deceptions and confessions 
– the Lie Bible (or Lie-ble, for 
short) – for future reference. We 
arrive at the end of the week, after 
these three useful examinations 
of the script, having made a solid 
start at tackling the emotional and 
structural landscapes of the play, 
setting us in good stead to begin 
exploring its physical world next 
week.

Josh Seymour’s

Rehearsal  
Diary

ONE
WEEK

we focus on any clues 

the play gives us about 

when events in the 

characters’ pasts 

took place, clues as 

to when events within 

the timescale of the 

play have taken place, 

and also contextual 

signifiers, such as 

mentions of music or 

films from the period.
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TWO
WEEK

Our second week of rehearsal commences with the 
exciting arrival of our rehearsal set into the room. 
This offers us the opportunity to begin inhabiting the 

physical world of the play and putting the action up onto its 
feet. Rather than ask stage management to dress the set with 
the props and furniture that fill Guy’s flat, as would normally 
happen, our director Rob decides to transform this task into 
a useful acting exercise, giving Jonathan Broadbent, who 
plays Guy, the opportunity to ‘move himself into’ the flat. As 
Guy has recently moved into the flat at the start of the play, 
giving Jonathan the chance to unpack and arrange the flat as 
if he is Guy moving into it becomes an extremely apt object 
exercise. Jonathan is able to recreate the exact circumstance 
and procedure of Guy moving into his flat, endowing the 
objects and space with memories and qualities that relate to 
the character – for example, as he arranges his books on his 
book case in the order that Guy would like, he sips from a 
cup of tea and puts one of Guy’s favourite film soundtracks 
on the record player. This physical experience of ‘moving in’ 
to the flat allows Jonathan to harness certain character traits 
and connect the space with his character’s past for example 
he places two vases delicately on display above the bookcase, 
Guy having learnt from his mother the importance of 
carefully showing off the few precious items that one owns.

Once Guy’s home has been filled 
with possessions and memories, 
the rest of the acting company 
rejoin us to begin the process 
of staging the play in the space. 
We gently move through the 
first scene, exploring questions 
about the action as they arise and 
making clear decisions about what 
the story is at each moment. We 
soon start to notice certain helpful, 
telling patterns in the characters’ 
behaviour – for example John’s 
repeated self-deprecation. Walking 
through the action of the play 
on our feet requires us to make 
interesting physical decisions  
about each character’s relationship 
to the space that they are in. We 
note that John immediately seems 
more at ease in Guy’s flat than 
Guy himself is, taking the space 
confidently and being given the 
higher status by Guy. This gives us 
significant information about the 

characters’ relationships with each 
other and with themselves.

Starting to think about the physical 
action of the play requires us to 
consider the important question of 
drinking – alcohol plays a significant 
role in the play, and we need to 
make decisions with regards to 
how much each character drinks 
and how quickly, and how generous 

(or mean) their measures are for 
themselves and others. How much 
alcohol a character has consumed 
will of course have ramifications 
on the way we interpret their 
behaviour, and we must make 
concrete choices in terms of 
each character’s attitude to and 
relationship with drinking.

In the middle of the week, we 
are fortunate to have a visit from 
Chris Smith, the first MP to come 
out as gay, and also the first to 
acknowledge that he was HIV 
positive. He speaks fascinatingly 
about his own experiences and 
about being gay in the 1980s, 
offering us useful first-hand 
contextual information on topics 
such as how people became 
progressively awareness of the 
horrifying spread of the disease, 
and his thoughts on coming 
out during this time. After this 
interesting interlude, we continue 
to work through an initial sketch 
of staging scene one, and as 
more characters enter the scene 
we become more focused on the 
characters’ physical relationships – 
how physically intimate or distant 
the characters are with each 
other, helping to give the audience 
information about their personalities 
and histories. For example, Daniel 
and John are extremely physically 
connected and boisterous with 
each other’s bodies, whilst Guy is 
far more inhibited with everyone 
that he encounters. We conclude 
the week having made a gentle but 
thorough sweep through the first 
scene, using the final stretch to 
focus our attentions on navigating 
the scene’s changing moods with 
the nimble lightness the play 
requires.

In the middle of the 

week, we are fortunate 

to have a visit from 

Chris Smith, the first 

MP to come out as gay, 

and also the first to 

acknowledge that he was 

HIV positive.
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THREE
WEEK

We begin our third week by working on scene two 
using the same process as for scene one in the 
previous week, sketching through a gentle first 

draft of staging the action. Scene two is full of secrets 
revealed or concealed, and most of its key events take place 
in the past: we carefully work through each conversation, 
deepening the characters’ histories and shared memories as 
we go in order to help us understand what is at stake in each 
encounter. We talk about how people behave in these types 
of situations – the tactics people use to delay a confession, 
when people choose to let emotional pressure out and when 
they deliberately hold it in.

As we delve into the scene, 
exploring the emotional depth 
beneath the surface of the 
action, the play’s many intricacies 
and parallels gradually reveal 
themselves. We soon arrive at the 
only moment of the play which 
features all the characters on stage 
at the same time: rehearsing this 
brief section puts the company 
into a most excitable mood. As 
we go on to rehearse the scene’s 
numerous intense encounters, 
we experiment with how clear it 
should be when a character is lying 
or when they are suspicious of 
another character – altering these 
external indicators of characters’ 
behaviour modifies the story that a 
moment tells the audience.

We discover the importance and 
helpfulness of observing the 
specificity of Kevin’s punctuation. 
For example, during a pivotal 
encounter between John and Guy, 
Rob points out how the contrasting 
styles of punctuation used in each 
character’s dialogue by Kevin 
makes it clear that they are having 
two very different conversations. 
Obeying these coded instructions 
offers the actors practical clues for 
the playing of the scene. Focusing 
on time pressure also offers us 
useful insights into how a scene 
should be played, for example, 
the character of Guy is subject to 

intense time pressure for much 
of the play. We identify the fact 
that his conversation with Eric in 
scene two is, unusually for Guy, 
released from time pressure, which 
offers Jonathan, playing Guy, a 
useful starting point from which 
to approach the encounter, as his 
character is free from the panic 
which he often experiences.

We conclude our first pass at scene 
two and move onto the play’s 
third and final scene. As we begin 
working through it, we observe how 
the characters have changed over 
the years, for example, Eric has 
grown more confident over the four 
years during which the play takes 
place, and so Lewis’ portrayal shows 
an increased physical ease within the 
space of the flat in the third scene in 

comparison with his hesitancy at the 
beginning of the play.

As scene three springs from the 
events of the night before, we 
need to make collective decisions 
about what exactly happened to 
the characters during the previous 
evening. If John and Eric did not 
have the opportunity last night to 
discuss how they feel about what 
has just happened, for example, 
that will inform the dynamic of their 
conversation in the third scene. We 
end the week having concluded a 
sweep of the entire play, creating a 
broad outline for the action which 
we can fill with detail in the coming 
weeks. As a company exercise 
to conclude the week, the entire 
cast gather to share the ‘coming 
out’ stories which they have 
each written for their character in 
order to flesh out the memories 
and experiences which have built 
that person. Several ideas recur 
interestingly in these imagined 
accounts, including the common 
theme of an avoidance of honesty 
with the characters’ family. This 
exercise leads into the cast sharing 
personal experiences of their own 
with the group, to further assist 
with contextualising the session’s 
emotional and psychological 
character work, demonstrating the 
great sense of trust and respect 
which has been formed within our 
company during the work of the 
past three weeks.

Geoffrey Streatfeild, Robert 
Hastie and Matt Bardock
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FOUR
WEEK

Our penultimate week in the rehearsal room sees 
the company return to the beginning of the play to 
commence a second work-through, adding detail and 

precision to the broad framework created during the previous 
week’s work.

Rob suggests an exercise which 
involves turning the dial up on 
intentions to bring moments 
into sharp emotional focus. For 
example, Jonathan, playing Guy, 
transforms one moment from a 
gentle, apologetic persuasion to a 
full-throttle castigation of another 
character’s behaviour. When 
Jonathan returns to this point in 
the context of the scene he will not 
harness this emotional extremity, 
but there are shades of this 
high emotion which can usefully 
infiltrate into the scene now that 
we have experimented with the full 
spectrum of feeling available to him 
in the situation.

At the conclusion of working 
through each scene, we run it in 
full to give the cast their first useful 
experience of linking the action 
together. We do this twice in a 

row for each scene, allowing the 
actors to begin building up muscle 
memory and fluency, and enabling 
moments to breathe and bed in, as 
well as highlighting sections that 
need further work or examination.

As we move through scene two, 
we discuss the physical experience 
of sharing secrets – how it can 
give you a feeling of transgressive 
power, or an adrenaline rush of 
liberation. We also think about 
the importance of the characters 
having a shared experience of what 
the day has been like prior to the 
scene – if they have all felt it to be 
a difficult day of public emotion, 
when Daniel enters the room it is 
the first opportunity they have to 
privately acknowledge to him their 
feelings in relation to the day’s 
events.

While we flesh out the life of the 
play, we explore and question our 
initial decisions from the previous 
week, making new ones where 
necessary. Now that we have a 
greater collective knowledge and 
understanding of the play, and have 
worked through to the end, we are 
better placed to thread its themes 
through more clearly and find 
opportunities to create satisfying 
echoes for the audience – for 
example, Lewis, playing Eric, finds 
a moment early in scene two when 
he can first discover the record that 
becomes crucial at the scene’s end.

When we come to look at the third 
and final scene, we discuss the 
question of tone – we agree we 
must resist the elegiac tone that 
could easily creep in during this last 
scene, keeping the energy punchy 
and alive instead, and accurately 
playing time and place instead of 
allowing a general mood to take 
over. Geoff, playing Daniel, makes 
the interesting observation that for 
many of the characters, the highest 
stakes come in the threat that at 
any moment someone could come 
into the room and interrupt the 
confession which they are about to 
make – nothing is more important 
than the release of the thought, 
question or secret a character needs 
to ease their heart. We agree to 
keep this thought in mind during the 
emotionally intense confessional 
and confrontational encounters of 
scenes two and three.

We end the week with our first 
stagger-through of the whole show. 
It is an enormously beneficial 
exercise for the cast to experience 
the trajectory of the entire play, and 
it brings into focus elements which 
still require further work whilst 
confirming that our work is heading 
in the right direction. We end the 
week feeling very encouraged at 
the promising and fluent quality 
of the stagger-through and look 
forward to refining our work during 
the final week of rehearsal.

Richard Cant
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FIVE
WEEK

Our final week in the rehearsal room is one of 
consolidation and discovery, as we move towards 
running the play in its entirety. Rob starts the week 

with individual sessions with each cast member, giving 
them a useful chance to discuss their perspective on their 
character trajectory at this stage in the process. It also allows 
them to address any issues which may be on their mind so 
that we can work out these moments when we gather again 
to work on the scenes.

Once the full cast is gathered, we 
embark upon a methodical process 
of working sections from each 
scene of the play before running 
the scene twice. 
Between each 
run, Rob offers 
some specific 
thoughts to the 
company to feed 
their imaginations 
during the next 
exploration of the 
scene. When it 
comes to the third 
and final scene 
of the play, we 
spend time working 
in detail through 
several sequences which require 
precise physical structures, for 
example a delicate and intimate 
encounter between the characters 
of John and Eric, centred around 
the sofa. The movement director 
Ben Wright visits us to offer 
assistance in creating a significant 
sequence which we feel would 
benefit from choreographic 
architecture: it is an emotionally 
resonant moment involving music, 
and Ben helps Rob and the actors 
to build something entertaining and 
satisfying for the audience which 
retains the spontaneous and ragged 
feel which is right for the tone of 
the section.

In the second half of the week, 
as we have been working very 
time-efficiently, we are able to 

have numerous run-throughs of 
the show. Rob offers the cast 
differing points of focus for each 
run, giving them a consistent point 

of concentration 
as they begin the 
task of tackling their 
character’s journey 
from beginning to 
end. Before one 
run, for example, 
Rob invites the cast 
to hold the figure of 
Reg as their focus, 
considering what 
he means to their 
character and the 
impact he has on 
them throughout 

the play. Each rehearsal room run-
through has a small audience, made 
up of members of the creative 
team and Donmar office staff, 
which offers the cast their first 
opportunity to gauge, and respond 
to, how audiences may react to 
the play. From these first ‘guinea 
pig’ audiences, we learn what we 
need to clarify in the production’s 
storytelling, where there may be 
laughs in unexpected places, and 
how the play’s oscillation between 
raucous humour and acute 
poignancy can only function fully 
with an audience to experience and 
react to these contrasts.

Each run of the play is more 
confident and fluid than the last. As 
our careful scheduling has left us 
with some precious extra sessions 

in the rehearsal room, Rob is able 
to identify sections from the runs 
to isolate and work on in close 
detail. We spend time on the final 
page of the play, for example, with 
Rob keen for the actors to avoid 
the sombre atmosphere, easy to 
slip into, which would play as if the 
characters know they are in the 
end of a play. Through Rob’s careful 
notes and work on this section, the 
cast members achieve instead a 
more truthful, and surprising, sense 
of life continuing right up until the 
play’s dying moment.

We end our time in the rehearsal 
room in an incredibly calm and 
confident place, looking forward to 
moving our work into the theatre 
and keen to develop the insights 
into the production’s relationship 
with the audience which the run-
throughs have provoked. The cast 
take the opportunity, at the end 
of our final day in the rehearsal 
room, to thank Rob for the brilliant 
experience we have shared 
together over the past five weeks. 
This displays the generosity of 
spirit and great respect within the 
company which will surely serve 
us well over the tech and preview 
period ahead.

Through Rob’s careful 

notes and work 

on this section, 

the cast members 

achieve instead a 

more truthful, and 

surprising, sense of 

life continuing right up 

until the play’s dying 

moment.

Jonathan Broadbent
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A conversation with Peter 
McKintosh, Designer

MY NIGHT WITH REG is Peter McKintosh’s eighth production at the 
Donmar Warehouse; his last design was for 2011’s LUISE MILLER. His 
extensive work as a designer ranges from classic plays to West End 
musicals and opera, and he has created designs for theatres throughout 
the UK and internationally. His recent productions include Dirty Rotten 
Scoundrels (Savoy Theatre), Another Country (Chichester Festival 
Theatre/Trafalgar Studios), and The Marriage of Figaro (English National 
Opera).

How is it to be back at the Donmar?

It’s lovely, really lovely. It’s like home. They make you feel so welcome and supported. I’m in 
the middle of designing three shows and, the other day, I was pinging back and forth from 
here [backstage at the Donmar] to the Costume and Prop store and grabbing moments, in 
between, to shop for costume pieces for a musical I’m doing, and I thought “I love this. This is 
the bit I love about my job.” For the first time in a while I had time to think “I’m really enjoying 
myself!”.

What is it about this project which attracted you?

Well bits of everything but mostly, I think, was that I wanted to work with Rob [Hastie, 
Director]. I’ve known him for a long time but we’ve not worked together before. I’m so 
impressed by him and thrilled for him. He’s doing a play he’s always wanted to do and I get to 
share that experience; not just of him doing the play he loves, but also his first time directing at 
the Donmar. It’s been a privilege to do it with him.

How has that Director/Designer relationship worked?

I think a lot of people think that you just read a play and design a set! It does start that way: 
I read the play and the director reads the play and then we discuss it. This involves a lot of 
general conversation and specific research: on this show Rob and I looked at pictures from the 
time and photos of the types of houses the play might sit in and all manner of other source 
material.

Once we’ve done that I put some preliminary ideas together. That happened very quickly on 
this project actually. I’ve worked at the Donmar a lot and so my instincts about what we should 
or could do in this space took me down a certain route almost at once. I thought: “Whether 
Rob likes where I’ve got to or not, it’s all food for thought for the next set of ideas”, so I 
modelled something up much quicker than I usually would to give us a talking point about the 
spatial demands of the Donmar.

One of the first things I tend to do with plays like this is ask myself “Well okay, what exactly 
would this room actually be?”, “What would the real dimensions of this room, in reality, be? 
I just put that into a model box and see what that tells me. It’s a ground floor flat, so the 
ceiling could be little higher but, fundamentally, you don’t want it to be out of proportion with 
human scale. That’s the challenge: it needs to feel the size of the actual room while also being 
theatrical.
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How did you get past that challenge?

Well I should say that this play ought not to have been so difficult to put into this space. 
When it was first staged in London [at the Royal Court in 1995] it was done in an “In the 
Round”/”Traverse” arrangement and if a play can work in that configuration then I knew we 
could make it work here in the Donmar’s “Thrust” space.

So I played with those ideas of reality vs. theatricality and then took a couple of ideas to Rob. 
I showed him a version with an isolated actual-size room, and also a much more naturalistic 
version that encompassed the whole stage. We both decided that the latter version wasn’t the 
way we wanted to go. It felt cumbersome, and this play really needs a lightness of touch.

Matt Bardock
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From the beginning of our conversations about what the design would be it felt like we should 
have a very particular take on it, especially now that it’s twenty years old. We felt it would to 
be good to have some sort of framing for the space. We wanted to isolate it. We wanted to 
“present” it.

I’ve been very fortunate to have done quite a few things at the Donmar; some of them have 
been stylised, and others have been massively naturalistic. This is undoubtedly a naturalistic 
play but there is also something necessarily heightened by the fact that we are seeing it 20 
years later. It’s much more a history play than it was originally.

It’s a cosy living room drama. The demands of the play are that it’s a room in a converted 
Georgian house that has a conservatory, as well as a door to a kitchen and a door to the front 
door. All those things have to be there somehow and they have to be “real”.

For a while we were wondering whether we wouldn’t use the voms [diagonal entrances to 
the playing space through the audience] at the Donmar because it’s not “real” for a room in a 
house like this, but then I thought “No, we should embrace the Donmar space”. The only point 
of doing the play in the Donmar is to turn it into a three dimensional space and when we’d 
come to that decision, it led us to another questions: what is the most pivotal element in this 
room?

And what is it for you?

I came to think that the conservatory was enormously important; much more so than I did 
when I first read the play. We’ve made it the centrepiece of the set so that you get the weather 
outside and, through that, start to see it as the view to the outside world. And that outside 
world is a dangerous place, it’s a place of mystery, it’s a place of sexuality. Suddenly, when 
we’d decided that, Guy’s apartment became a little cosy world kept safe from that outside 
world, but as that world begins to encroach, it changes. It’s perfect at the beginning of the play 
and begins to crumble as we go along.

The play is written, deceptively, in the form of a Noel Coward play; the expectations are that 
it’s a situational comedy/drama but the time between its writing and now makes it an artefact. 
We wanted to place this “perfect little world” on the stage of the Donmar almost like it was 
under a microscope. We are examining a piece from a time in the past and so we felt it needed 
something that said: we are presenting this piece of history.

It rains pretty much throughout the play – are you going to make it rain on stage?

Well if it rains in the play and we’re mounting this production in a theatre like the Donmar and 
the audience see we’ve got a conservatory then you’ve got to do rain! The Donmar is the kind 
of place where, if you say the production needs something, they all push to deliver that.

But then the question is “What kind of rain are we going to do?” or “How are we going to do 
rain when the set doesn’t have a roof?” That then became the new challenge. And I added to 
that challenge because I knew I wanted it to be magical, I wanted it to look like it came from 
within that world. It’s not outside the picture.

So we worked to make that idea happen, and I think it looks great. It’s now a whole other beat 
in the play. You realise how important it, and the outside world it represents, is in the play. 
There is not space for an outside world in the Donmar so you make a choice that it will be 
unseen, like Reg himself.

And the disease the play talks, or doesn’t talk, about.

You must trust that plays with subtext will deliver their message themselves. I don’t need to do 
that for them. I need to make a choice to trust the writing to tell the story the author wants to 
tell.
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It’s like the transitions between the acts. Kevin Elyot uses a device between scenes where 
you think, at first, that only an hour or so has passed: you could be at the same party, then you 
realise it’s actually a couple of years further down the line. You have to make a choice about 
it: you could make the passage of time hugely clear, but that would undermine the writing. 
Our choice was to put our faith in that writing. The set doesn’t change at all and neither can 
costume really, but the text is so beautiful and clever that we knew it would stand up for itself.

All we do is punctuate the acts with an effect which lights up the stage and trust that the 
writing will do the rest. If you do anything more than that, with a play of this sensitivity, you risk 
the chance of toppling the delicacy of the premise.

As a designer I feel that if you feel you need to build an environment to tell, rather than support, 
the story then you’re not doing the play for the right reasons.

Geoffrey Streatfeild
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A Conversation with Lewis 
Reeves, playing Eric

Lewis Reeves is the youngest member of the company of MY NIGHT 
WITH REG. This is his first production at the Donmar Warehouse. We 
spoke to him during previews for the production.
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How have the previews been going?

It’s been a lot of fun. It’s about finding out where the piece sits with the audience now. The first 
night was pure adrenaline: we just wanted to get through it and try to remember everything we 
discovered in rehearsals. Now it’s about taking a breath and taking control.

The good thing about being here at the Donmar though is that, at the end of our five week 
rehearsal period, they invite the team from the office down to watch a run in the rehearsal 
room. It was like an extra preview before our first preview so, when the first preview actually 
came, we were ready to have a proper audience! It wasn’t as daunting because we’d already 
had people come to see it and started to learn where the laughs come.

That’s especially important in this play because it is funny: it won the Olivier Award for Best 
New Comedy when it had its first run at the Royal Court twenty years ago, but me and Matt 
[Bardock], who plays Bennie in this production, didn’t know whether it was supposed to be 
funny when we came into the rehearsal room on day one! We were asking each other “Is this 
supposed to be funny?! Because there are funny lines but it’s also got a really dark side!”

So it was quite a relief when, on first preview, we heard those laughs and said “Thank god”!

This is your first time at the Donmar, isn’t it?

Yes it is. It’s really exciting. The first day always feels like your first day at school: you start 
thinking “should I be here?” or “someone’s going to find me out!”, but then it became really 
relaxed. Everyone’s so approachable and welcoming. If I need to speak to Rob [Hastie], our 
Director, I can get in touch with him any time and he’ll have an answer for me. I’m still making 
new decisions and choices now but there’s nothing that I’m unsure of.

What has the process been?

We did a lot of sitting round the table to begin with which was difficult for me at first. I’m a 
very instinctive actor whereas everyone else is super-intelligent! For about three days I was 
answering every “Lewis, what do you think?” with “Yes, I think what you just said sounds 
right. Yes. Absolutely.”

But it was brilliant for me to watch these guys work and watch how they break down the play 
and how they ask question after question after question. They just don’t stop asking questions 
and so I started asking questions as well. Rob said to us at the beginning that there’s no such 
thing as a stupid question; but I found a few I think!

It meant that everything was worked out. We created timelines and discussed how these guys 
had met; there was no stone left unturned so everyone had a clear image connected with the 
world before and after the play. It’s so useful for line learning as well as everything else: every 
line is connected to an image and a memory and a history. It’s essential to be able to call on 
that in making your choices and delivering your performance.

It’s brilliant. Not everyone works like that and, even if you do, you’re usually expected to do 
that work by yourself before coming into the rehearsal room. This was great though, because it 
meant our choices were all in line with each other: we all knew the same back story. Knowing 
that we shared that history meant we could be really bold with our choices. We felt we were 
ready to move to the floor. As soon as these guys stepped onto the stage they were making 
choice after choice after choice. It was so inspiring, it made me want to be bold too.

I can remember everything that came out of the rehearsal room – I think I’m the most prepared 
I’ve ever been for a role.
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Well let’s talk about your role. What can you tell me about Eric?

Eric’s the youngest character in the play. When you meet him he’s newly arrived in London 
from Birmingham. He’s fresh faced and trying to find out where he fits in life; who he is as a 
person.

He’s a good head on his shoulders. He takes things as they come and wears his heart on his 
sleeve. He’s quite noble. All these things make him quite endearing but he’s also, in some 
respect, naive about the complications in life. He starts off seeing the world in black and white, 
he knows what is right and wrong; but as life comes in and hits him and he find himself going 
down a different path, he begins to see the world as more grey.

The character has this huge arc in the play: he moves into manhood. It’s something we all 
relate to; whether it’s moving to London or exploring your sexuality. Eric does both of those 
things: he’s moved to a new city and he’s trying to understand his own sexuality and find where 
he fits in that community.

At first he doesn’t want to be part of it. He works in a pub called the Frog and Trumpet which 
is a real place of promiscuity and infidelity and he’s not comfortable there; I think he feels very 
objectified in that environment, especially as a young man.

In addition to that there’s the elephant in the room of that community at that time: the AIDS 
epidemic which was spreading through the country and certainly through that community. I 
think that affects his generation hugely because they’re a lot more aware of it and so a lot more 
fearful of having sex.

It’s fascinating to compare that awareness with that of the older characters: Julian [Ovenden]’s 
character John and Geoffrey Streatfeild’s character Daniel maybe. Those characters are almost 
in denial; they don’t want to talk about it or even acknowledge it. It’s a form of repression.

So we have two completely different angles: older denial vs. younger fear.

But you become an older character as we watch.

Yes. All the characters age in the piece, but Eric really makes big jumps. He’s still got the same 
values, but he’s a very different person by the end. He’s a much more confident person.

But what’s great is that we watch him become immersed into the world as he grows up so he 
becomes the audience’s eyes. We get to learn about Guy and Daniel and Benny and Bernie but 
so is he, so he’s used as a window into this world. He watches and so do we.

They’re of two different generations, the older characters and Eric, and we watch the swapping 
of authority. Eric’s is the new way.

And what is that “new way”?

It’s about understanding I think, and acceptance. In John and Daniel’s generation it was not 
okay to be gay. It wasn’t. If you wanted to be a part of that world you’d meet behind closed 
doors in boarded-up pubs. You’d only know someone else was gay because they were there 
too. You were not allowed to be gay in this country in their time.

Now you can walk through Soho and the scene is relaxed and accepted and even welcomed. 
I think Eric’s generation was the beginning of that move to understanding. I’m not saying the 
prejudice was gone by the time Eric arrives: the 80’s were a tough time, there was still a lot of 
prejudice but there’s better communication and better understanding: about the lifestyle and, 
more pertinently, about sexual health.
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Does that theme of sexual health tie into the “darker side” you mentioned earlier?

Yes, of course. It’s the fear of what’s spreading through the community. It’s pure fear. Actually 
Rob mentioned it in our notes session this afternoon. He said he wanted to offer us an idea to 
play with in tonight’s show and that idea was “Fear”.

The characters are all living on the edge and you can see that as the play progresses. It 
starts like a drawing room comedy but then you’ll get a sudden window into one of them: 
someone will suddenly say “I’m frightened” and that’s all you’ll get. It’s a very sudden, and 
sullen, moment, you could blink and miss it, but it’s our job to really hit those beats and let 
the audience know that it’s fear that driving them. All the erratic comedy that’s in the play is a 
mask, fueled by a deep, underlying fear.

What’s the fear of?

Not knowing what to do. Not knowing they can change their ways. Not knowing if it’s already 
too late.

Lewis Reeves and 
Julian Ovenden
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Section 3: 
Resources

Matt Bardock
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Spotlight on Anna Anderson, Production 
Manager

Anna Anderson is the Production Manager on MY NIGHT WITH REG. She 
worked as a Deputy Production Manager at both the National Theatre and 
the Donmar Warehouse before becoming a Production Manager on a wide 
range of projects, from West End productions to work in smaller theatres, 
and national and international tours. Her recent projects include One Man, 
Two Guvnors on an international tour, and the musical Urinetown at the 
St James Theatre.

Sp   tlight 

Julian Ovenden, Richard 
Cant and Matt Bardock
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Can you tell me a little about what a Production Manager does?

A Production Manager sits in an interesting place between the creative team and the technical 
team. It’s our job to facilitate a director and designer’s ideas from conception to their execution 
on the stage. We do that by managing the budget and managing the schedule and by managing 
the health and safety of the show. It really about working with the creative team: they come to 
you with ideas and finding the right people to facilitate those jobs. We work with set builders, 
we work with lighting technicians, we work with costume, props, special effects... it’s about 
managing all those roles and bringing them together to form the thing that the audience comes 
and see on stage.

Sounds busy. Why would you want to get into that?

I’d done lots of other jobs in theatre. I’d done lighting, I’d done a bit of stage management, I’d 
done some wardrobe work and I’d enjoyed all those things, but I felt that I wanted a bigger 
overview. Production Management is all about creating something from scratch and where 
we don’t do it ourselves, we know all the people who can do those things. It’s about being 
motivated to build that team and then give the team the motivation they need.

So amongst that collection of technical and creative people, who do you have the closest 
relationships with?

Probably first and foremost it’s the set and costume designer for the show because it’s about 
delivering what they want and the overall aspirations of the production. Those aspirations 
obviously come from the director and you need to take on board what they want and 
understand what the drive is behind the production. One production of Henry V will be very 
different from another! So that understanding of where they want to take it and what they 
want it to do. Those relationships are therefore very important. Those people have to trust you 
a lot, trust that you’ll be able to deliver what they want, and that you understand that creatively 
and artistically.

Geoffrey Streatfeild, 
Jonathan Broadbent and 
Julian Ovenden 
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The other side of it is the people who actually facilitate those aspirations taking shape. They 
have skills and crafts: picking the right scenic artist can make a huge difference to delivering 
the overall look of the production, for example. Then, within the theatre you deal with the 
theatre’s own in-house technical team. They’re there to facilitate the day to day running of the 
show: from the stage management team to the master carpenter. Having a great relationship 
with those in-house technicians is really important, especially at the Donmar.

So how is the Donmar distinctive in that regard?

The Donmar’s fantastic as it has such a strong in-house team of technicians who very much 
own that space. Having a relationship with them and keeping them informed of the creative 
team’s ideas and what the show’s trying to achieve, allows them to facilitate those people. You 
rely on them to deliver that at the beginning of the production, but also throughout. It’s different 
with the stage management team. The Donmar don’t have an in-house stage management 
team, they draw from a pool of highly experienced people. The relationship you have with the 
Stage Manager is vital as they take over and run the show - the production manager steps back 
after press night.

You’ve spoken about executing the wishes of the Director, the Designer and the Costume 
Designer.  Is your job mainly reactionary or can you add a creative voice yourself?

I think it depends entirely on who you’re working with in the creative team. It’s always 
fascinating working with someone new who you’ve never worked with before, but in that case 
it can be quite reactive as you’re a facilitator. If you’ve worked with them more than once, 
however, you can start to develop a shorthand which helps so much. A lot of directors, for 
example, often work with the same designer and lighting designer and sound designer; when 
you’re working in a team in which you’ve worked with everyone before, it’s a great place to be.

Also, directors and designers all have their own way of working. Some people have an organic 
process which can be really difficult to budget and plan for because you don’t know what 
anyone’s going to want: they don’t know yet so you can’t either. You just have to plan as best 
you can. Other directors will know exactly what they want and next to nothing will change 
during the process. Each project is different like that and because of that there are people you 
like working with time and time again but also the chance to work with someone for the first 
time and find out about their process.

Do you prefer a creative team that knows what they want?

I think it would eventually become boring to work with the same people time and again, but 
it is lovely when you’re offered a project by someone you’ve worked with before. It’s usually 
because the relationship has worked. People don’t ask you back if you don’t understand their 
vision.

You came to the role via working as a Deputy Production Manager. What lessons did you 
learn there?

I was an assistant to the deputy before I was a deputy, and that’s a great chance to watch 
other people in that role and see how they succeed or fail in executing a show’s requirements. 
You have to make a lot of fairly influential decisions as a production manager: how things are 
going to be achieved, how the money is going to be allocated, etc. You learn that no show is 
the same, there’s always a different procedure, you never do the same thing twice. It’s a great 
moment as a production manager though, when you’ve done something once and you have 
to play with the idea again. For example in MY NIGHT WITH REG we have to use a rain effect. 
I learned a lot about rain on stage at the Donmar when working on ANNA CHRISTIE in 2011; 
there was a massive rain effect and the stakes were pretty high: the stage was severely raked 
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[sloped] and dangerous, and the production manager on that had to make decisions about it 
which I still remember and am influenced by now whenever I have to do rain in some way or 
another.

Actually, for ANNA CHRISTIE I had to do the longest risk assessment form I’ve ever seen. 
It was 2,500 words on the risks of the show because the stakes were so high. It was more 
dangerous than we’d like it to be but we did it and now I’ve seen it done and now I know what 
the limits are.

You learn ridiculous things though, like there’s a product which claims to stop a stage becoming 
slippery for actors when water’s poured on it... but it’s soluble in water.

Lewis Reeves and 
Julian Ovenden
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A good lesson to learn.

Yes. Otherwise the product which should stop the slipping actually turns the stage into an ice-
rink.

Where does the buck stop though? If a director wants an effect and an actor says they’re 
happy to do it, but you know it’s not safe, what do you do?

Those are the really tricky moments in production management. No two actors or directors are 
the same, and if you’re asking an actor to put their body under a certain type of pressure, or 
take a huge amount of risk, like climbing, or being at height - those conversations are the most 
difficult part of the job and no two situations are the same. It’s about talking about it. At the end 
of the day those actors and directors are human beings and usually you’ll try something in a 
very controlled set of circumstances, like in technical rehearsals, and it’ll be very very obvious 
at once that something is incredibly dangerous. Or not. We have to watch out too as actors can 
be so keen to please directors, so usually the relationship with the director is the one you’ve 
got to master. I find if you have the best intentions at heart though, people tend to go with it. It 
can be tricky though.

But you relish that?

Yes, totally. It speaks to the problem solving aspect of production management. Everyone 
wants to push boundaries and while the production manager can be seen as the health-and-
safety-book-waver who steps on dreams, citing spreadsheets and saying everything’s beyond 
budget, but really it’s about how to get around those problems. That’s the bit I love. It’s about 
making things and playing an intrinsic role in the thing.

Can you tell me a couple of those problem solutions which you’re particularly proud of?

I was very proud of the show I did last year at Hoxton Hall, The El Train. It was in a Grade 
1 listed building and the creative team wanted to suspend a ceiling in a space that had no 
regulations and no equipment to make that happen. While at no point was anyone at any 
danger, we were the first people to go in and do it!

I was very proud of Anna Christie at the Donmar too. It pushed the limits of everyone involved 
and the theatre itself. Julius Caesar in New York was staged in a found space and that threw up 
its own challenges. This semi-abandoned warehouse had to be turned into a temporary theatre 
space, with everything turned around so that the auditorium became the stage and vice versa. 
We had to knock through walls. I, physically, had to knock through a wall to create a doorway 
to allow the actors to have a backstage walk around. I did that at 2am. Those are the moments 
you’re proud of.

Any favourite moments?

When I was an assistant Production Manager I was left in charge of a show on Press Night as 
the Production Manager himself had to be elsewhere. I was very proud of this. It was my first 
night as an assistant in charge of a show.

What I didn’t know was that, before the performance, the Director had given a note to an 
actress about not moving from a spot. She should, he said, hold her position a couple of 
seconds longer.

What he didn’t know was that her spot was on a trap door which had to be open in the next 
scene and so the actress held the position and the trap door open and she... fell through it. 
Fortunately it was only a metre drop so she was fine, but to be sitting there in the auditorium, 
watching it happen, unable to get to her until the interval, unable to find out if she was okay, 
was one of the more stressful moments of my career.

She was fine.
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Julian Ovenden and 
Geoffrey Streatfeild 
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Practical exercises for use 
in the classroom

What did we miss?
In MY NIGHT WITH REG there are a number of events which happen during the timeline of the 
play but happen off-stage. These events are therefore not seen by the audience. It’s important, 
however, for the cast to have an understanding of what has taken place in the time in between 
scenes or, indeed, before the action of the play.

For example Guy’s recollection of his chance with John:

GUY.  That party.

DANIEL.  What party?

GUY.  The last night of ‘The Bacchae’.

DANIEL.  Did I ever tell you how vile I thought it was?

GUY.   It was the only time [John] really talked to me. It wasn’t like when the three of us 
were together. We were sitting up in the flies with a bottle of wine and he just 
opened up. He talked about everything and then he said something that…I just 
know he was hinting that we should do it and – I don’t know why – I hedged 
around, probably because I was so taken aback. I mean, I was being offered the 
only thing in the world that I’ve ever wanted.

DANIEL.   And then Pentheus found you and proceeded to puke up, if memory serves. 
Hardly surprising, considering the production he’d just been in.

GUY.  I go over that moment again and again. The biggest regret of my life.

1   In groups, discuss who is present at the event. JOHN and GUY are clearly 
there, but who is the man playing Pentheus? Where’s DANIEL?

2   Create a tableau of the event: who is present, what is the state of the 
relationship between them, who is not there?

3  Improvise a scene which explores what may have happened at that event.

4   Write a diary entry afterward for either JOHN or GUY. Consider the 
following questions: what were you trying to say, did you succeed in 
conveying it, how were things left, are you going to talk about it again, are 
you looking forward to seeing the other person again?

5   Try not to choose the most obvious suggestions and first thoughts. Make 
the hard decision, the choice that forces the characters into new situations 
and relationships.
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What happens next?
At the end of a play we expect some characters to carry on living life while others have already met 
their end (or will do very soon). MY NIGHT WITH REG is a very good example of this: characters 
pass away during the play itself and the health of others is left in question as the curtain falls. 
Possible post-play events are implied but remain unseen. It is only by discovering the ending that 
we can truly unravel the rest of the play.

Similarly, our characters do not begin to exist when the curtain opens. We believe as an audience 
that each character has had their own unique experiences which bring them to the start of the play.

Let’s look at GUY. He lives by himself before the world of email and the internet. If he wrote letters 
to the other characters in the periods of time before, between and after the scenes we see, what 
would they say?

6   Before Act 1 – Write a letter to John inviting him to the housewarming. 
How badly do you want him there? How much do you chose to reveal how 
important it is to you that he’s there? What tone do you use?

7   Between Act 1 and Act 2 – Write a letter to Daniel to tell him how sorry 
you are to hear about Reg’s death. How much do you blame Reg for his own 
decline? How much is his lifestyle to blame? Do you reveal to Daniel what 
you know about Reg and John?

8   After Act 2 – Write a letter from Guy’s deathbed to your lawyer, putting 
your affairs in order. You are going to leave your possessions to your 
friends: John, Daniel, Eric, Bernie and Benny. Decide on what possessions 
you have and who you might leave them to? Why are you giving items to 
certain people? What message would you like them to have with each item?

Geoffrey Streatfeild 
and Lewis Reeves
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Further reading and 
research

Plays

There is a vast collection of plays which deal with the homosexual community and, most 
specifically, the AIDS crisis which so affected it. Some are angry and political, others operatic 
and some more human. Some examples are as follows:

DIETZ, Steven, Lonely Planet (1994)

HOFFMAN, William, As Is (1985)

KRAMER, Larry, The Normal Heart (1985)

KRAMER, Larry, The Destiny of Me (1992)

KRAMER, Larry, Just Say No (1988)

KUSHNER, Tony, Angels in America (1993)

SWADOS, Robin, A Quiet End (1985)

Kevin Elyot wrote a series of other plays tackling the gay community. Some examples are as 
follows:

ELYOT, Kevin, Coming Clean (1982)

ELYOT, Kevin, The Day I Stood Still (1998)

ELYOT, Kevin, Mouth to Mouth (2001)

Books

DE JONGH, Nicholas, Not in Front of the Audience (1992)
A comprehensive survey of the history of modern male homosexuality in English and American 
drama.

DOWNS, Alan, The Velvet Rage (2012)
Downs’s book describes the ways in which early childhood moulds the future lives of gay men.

HOLLINGHURST, Alan – The Swimming-Pool Library (1988)
An enthralling, darkly erotic novel of homosexuality before the scourge of AIDS.

KRAMER, Larry, ‘1,112 and Counting’ (1983).
The essay discusses the spread of the disease, the lack of government response, and apathy of 
the gay community. The essay was intended to frighten gay men, and anger them to respond 
to government indifference.

MAUPIN, Armistead – Babycakes (from Tales of the City) (1986)
Babycakes is the fourth book in the Tales of the City series. It is often cited as the first work of 
fiction to address the AIDS pandemic.

SHILTS, Randy, And the Band Played On (1987)
A nonfiction book which chronicles the discovery and spread of HIV and AIDS with a special 
emphasis on government indifference and political infighting.
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Films

Celluoid Closet, (1995).
An American documentary film exploring how motion pictures, especially Hollywood films,  
portray gay, lesbian, bisexual and transgender characters.

Beautiful Thing (1996).
An alternately somber and witty coming-of-age drama which focuses on a pair of teenage boys 
growing up in a working-class neighborhood become aware of their homosexuality.

Weekend (2011).
Two men meet and begin a sexual relationship the week before one of them plans to leave the 
country.

Julian Ovenden
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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 4878

W: www.donmarwarehouse.com/discover
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