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Introduction

Welcome to this Behind the Scenes guide to the Donmar Warehouse production of Arthur 
Wing Pinero’s TRELAWNY OF THE WELLS, with ornamentation by Patrick Marber. 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.

Pinero’s 1898 play is set in a time of great change in British theatre, as new writers, actors 
and producers began to question the way that theatre was performed on the London stage, 
and moved toward a more naturalistic approach. This guide aims to set the play in context, 
providing information not only about the traditions and tropes of the Victorian stage, but also 
about some of the leading individuals upon which Pinero’s characters are based. 

The Donmar’s production sees the theatre directorial debut of Joe Wright, who has made his 
name with a number of hugely successful films. The interview with him gives an insight into 
the challenges and joys for Joe of working professionally in the theatre for the first time. You 
will also find an interview with three of the leading actors in the production, who talk about 
their experiences of rehearsal, as well as the rehearsal diaries of the Assistant Director.

Finally, the guide also contains practical exercises for use in the classroom, as well as an insight 
into the role of one of the lynchpins of every production – the Deputy Stage Manager. 

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

Ben Woolf      Sam Maynard

Daniel Kaluuya

http://www.donmarwarehouse.com/discover/resources


Aimeé-Ffion Edwards and 
Daniel Mays

Section 1: 
Background to  
TRELAWNY  
OF THE WELLS
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A Brief Biography of Arthur Wing Pinero

‘There will be some trouble about ‘biography’ because I have never troubled myself to 
supply particulars of my early life to any writer.’

Arthur Pinero

Arthur Pinero was born in London in 1855.

His father was a solicitor and Pinero went on to study law. Throughout his childhood, though, 
Pinero was fascinated by the theatre. He lived at one point near Sadler’s Wells in Islington, and 
mixed with the actors and performers.

At the age of 19 he abandoned his legal training, joined a theatre company in Edinburgh and 
became a jobbing actor. In 1876 he joined the London company of Henry Irving – then the most 
famous actor and theatre manager. He stayed with Irving for five years, though he never played 
anything more than bit parts.

Pinero began to write plays. He wrote dozens of dramas before having a hit in 1885 with his 
farce, The Magistrate, which premiered at the Court Theatre (now the Royal Court).

The Magistrate was the first of a series of comedies that Pinero wrote, directed and premiered 
at the Court including The Schoolmistress (1886) and The Second Mrs Tanqueray (1893) and, in 
1898, Trelawny of the Wells.

Pinero was one of the most successful dramatists of his day. A contemporary of George 
Bernard Shaw and Oscar Wilde, he wrote fifty-nine plays and was knighted for his services to 
theatre in 1909. Arthur Pinero died in 1934.

His plays are considered today to be classic examples of the ‘well-made play’ – tightly written 
stories that build cleanly towards a climax with sharp plot-twists and set-pieces along the way. 
Along with other writers of a similar style – such as Terrence Rattigan, Somerset Maugham and 
Ben Travers – Pinero fell out of fashion in British theatre for much of the later 20th Century.

Recently, however, there has been a renewed interest in Pinero’s work, with a number of major 
productions of his plays, including The Magistrate at the National Theatre, a UK tour of Dandy 
Dick and The Second Mrs Tanqueray at the Rose Theatre.

Jamie Beamish
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English Theatre in the 19th Century

Above all else, TRELAWNY OF THE WELLS is about its characters and their relationships with 
each other. Yet the characters of the theatre folk also give a detailed and affectionate portrait of 
the theatrical world of the period.

‘The Bagnigge Wells Theatre of the play is Sadler’s Wells Theatre. The actors are portraits, 
emphasized if you like, but not extravagantly, not caricatures, of actors whom I knew as a 
boy at Sadler’s Wells. The scenes and places are all real.’

Arthur Pinero

Pinero is harking back to the theatre of his childhood in the 1860s. Then, as now, it was a world 
of ambition, booziness, superstition, gossip, rivalry, in-jokes, innuendo and talent. Sir William, 
Arthur’s scandalized grandfather, calls the actors ‘gypsies’. It’s a title that they are happy to 
take.

But Pinero also shows us that this is a world that is changing fast – the play turns on the 
serious and impassioned ambitions of young writer Tom Wrench who says:

‘I strive to make people talk and behave like live people. To fashion heroes out of actual, 
everyday men you might see in the street. And to create heroines from life - not silly 
painted approximations exploding into song for no apparent reason.’

Act I

The director of the Donmar production, Joe Wright says:

‘The play is about the birth of naturalism and the change that occurred in theatre. That’s 
fascinating to me. How theatre has changed and adapted itself to the period in which we 
live and how we see the world. How we interpret the world in itself.’

Although we can relate to the theatre that Pinero is talking about, there are some big 
differences.

Daniel Mays
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Rehearsals

In the 1860s, a play would have been rehearsed in a matter of days, rather than the 4-5 weeks 
that are typical of modern commercial British theatre.

Actors were typically given only their own parts to learn and the play was rehearsed in sections, 
sometimes without the presence of the leading actor, who would then arrive only for the dress 
rehearsal.

To compensate for the lack of preparation, a prompter (like the character of O’Dwyer in the 
play) would have been sitting under the stage. He would have murmured the lines throughout 
the play to help the actors as they forgot them.

It would have been unthinkable – and impossible – to explore the play in the terms we 
use today. We would probably find the language of a performance from that period to be 
exaggerated, hollow, inhuman, false.

Yet it still evidently had incredible expressiveness and creativity. As Joe Wright says:

‘One thing we’ve been looking at [in rehearsal] is acting style, and how it’s changed. 
Given that it’s a play about actors, we wanted to look at the grand style. Take a look at the 
rhetorical gesture and what that was. And how that fitted the romantic period.

I think maybe we have lost something [in our preference for a more realistic style of 
acting]. I’m not really interested in historical re-enactment but I am interested in looking at 
the past and trying to see a way of creating a new future.’

Theatre Buildings

The theatre buildings that the play mentions – such as the Theatre Royal Drury Lane and the 
Bristol Old Vic – are still standing and still working. So it’s easy for us to forget how different the 
Victorian experience of the physical theatre building would have been for actors and audiences.

The Theatre Royal Drury Lane, for instance, had a capacity in 1898 of over 3000. Today it is still 
one of the largest theatres in London, with a capacity of over 2100. But it would be unthinkable 
for a modern production to be performed in the building without a sophisticated sound rig to 
amplify the voices of the actors. Simply, in Pinero’s day, even the most skillful actors would 
have had to be roaring all of their lines to be heard at all at the back of the balcony.

We’re also used to elaborate lighting to illuminate actors on stage. Theatre at the time of Pinero 
would have been lit with gas lamps, particularly gas foot lamps for the leads, who would have 
been downstage. The audience would have smoked throughout the performance so it would 
have been impossible to see the detail on an actors’ face.

Acting Styles

To compensate for this lack of detail, the acting was necessarily more expressive, bigger and 
broader. Audiences would have expected actors to deliver lines with an exaggerated gesture to 
communicate their emotions and intentions.

The cast of the Donmar’s production, particularly those playing the theatre folk, have explored 
this ‘grand’ style of acting.

We have some understanding of what this style was because the acting became structured. 
There were even books published with advice on how to match a feeling with a matching 
gesture.
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EDMUND KEAN

The epitome of the old-style of theatre that Pinero is depicting is Edmund Kean. It is only 
when Sir William learns that Rose’s mother acted opposite Kean that he finally accepts her and 
decides to help her.

Kean (1787-1833) was an actor-manager who astonished audiences in his day with his firebrand 
performances of the big Shakespearean parts in Drury Lane including Hamlet, Richard III and 
Shylock.

Kean famously gave the instruction to his supporting company that they should only ‘stand 
upstage of me and do your worst’.

The very fact that Kean was (even jokingly) asking his supporting cast to stand upstage of 
him tells us that his performance must have been largely delivered facing directly out to the 
audience rather than speaking to the other actors, which would have meant him turning 
upstage.

T W Robertson

‘I strive to make people talk and behave like live people.’

Tom Wrench, Act I

Pinero’s depiction of the actors isn’t without ambivalence. While he celebrates their 
indulgences he also introduces into their midst the character of Tom Wrench – an intense 
young writer and an advocate for a realist theatre.

Ron Cook with Amy 
Morgan
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This character of Tom Wrench is at least partly based on the real-life writer and actor Tom 
Robertson. In 1865, Robertson partnered with Marie Bancroft (born Marie Wilton and founder 
of Wilton’s Music Hall) to hire the rundown Prince of Wales Theatre in the West End to produce 
his play Society.

Of this production, Pinero said:

‘First, as to the state to which our theatre had fallen at the time of the production of 
[Tom Robertson’s play] Society. It was a theatre, so far as the higher aims of the drama 
were concerned, of faded, outworn tradition … Today very likely many would declare that 
Robertson’s best work is thin, wishy-washy, superficial; but in dealing with the stage you 
must judge an author’s work in relation to the age in which he wrote, the obstacles he had 
to grapple with in the shape of ancient prejudices and seemingly impassable barriers and 
so judged it can scarcely be denied that Robertson was a man of vision and courage.’

We’d probably call Robertson’s plays ‘issue plays’, in that they aim to tackle the urgent social 
and political problems of the day.

Robertson was considered groundbreaking in his approach to stagecraft and design. His plays 
were called ‘cup and saucer’ dramas – he insisted that the set and props look like the real world 
it was supposed to be representing.

In Trelawny of the Wells, Tom Wrench says:

[Sets should have] windows on the one side, doors on the other – just where they should 
be, architecturally. And locks on the doors, real locks, to work; and handles – to turn. Ha, 
ha! You wait!

Act II

Daniel Kaluuya
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Amy Morgan

Section 2: 
The Donmar’s production
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Cast and creative team

Cast (in order of speaking):

 

Mrs Mossop / Sir 
William Gower

RON COOK

James Telfer/ 
Charles

PETER WIGHT

Arthur Gower

JOSHUA SILVER

Mr Ablett / 
Captain de Foenix 
/ O’Dwyer

JAMIE BEAMISH

Ferdinand Gadd

DANIEL MAYS

Avonia Burn

AIMEÉ-FFION 
EDWARDS

Tom Wrench

DANIEL 
KALUUYA

Augustus 
Colpoys

FERGAL 
McELHERRON

Rose Trelawny

AMY MORGAN

Imogen Parrott/
Clara de Foenix

SUSANNAH 
FIELDING

Mrs Telfer/ Miss 
Trafalgar Gower

MAGGIE STEED

Production

Director      JOE WRIGHT

Designer      HILDEGARD BECHTLER

Lighting Designer     JON CLARK

Sound Designer      MATT McKENZIE

Composer      MICHAEL BRUCE

Movement Director     MARCELLO MAGNI

Casting Director      ANNE McNULTY

For full biographies of the cast and creative teams, please click here
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An introduction to the 
characters:

THEATRICAL FOLK

Tom Wrench (Daniel Kaluuya)

‘I am doing more than trying to write plays. I am writing plays. I have written plays. My 
cupboard upstairs is choked with ‘em.’

Tom Wrench is an unsuccessful thirty-year-old actor and would-be writer. He wants to write 
plays in a more naturalistic style of theatre. He partners with Imogen Parrott to hire a theatre 
with the help of Sir William Gower.

The character of Tom Wrench seems to be based on the life of the Pinero’s contemporary, the 
writer TW Robertson.

Imogen Parrott (Susannah Fielding)

‘I’m afraid I couldn’t give up the stage though, not for all the Arthurs.’

Imogen Parrott is a 27-year old leading actor and budding theatre producer. She believes in Tom 
Wrench and, in the course of the play, reveals herself to be a talented and resourceful producer. 
She conspires to reunite Rose and Arthur.

Imogen Parrott seems to be based on Marie Bancroft (born Marie Wilton), actress and theatre 
producer.

James Telfer (Peter Wight)

‘An old, stagey, out-of-date actor’

Telfer is an elderly actor who is, we are told, struggling with his teeth and his ‘h’s. Later in the 
play he finds himself reduced to playing a bit part in Wrench’s play. The Telfers are the hosts 
of Rose’s farewell party in the Clerkenwell apartment in Act One. Amy Morgan, playing Rose, 
says that ‘the Telfers are almost like Rose’s parents’.

Ferdinand Gadd (Daniel Mays)

‘I, a serious actor, if ever there was one; a poetic actor.’

Gadd is a would-be romantic 27-year-old actor. When we first meet Gadd, he is playing the 
leading roles in all the performances at the ‘Wells’ theatre, but later discovers an unwished-for 
gift for pantomime. He drinks and plays cards badly. He marries Avonia.
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Augustus Colpoys (Fergal McElherron)

‘Augustus Colpoys, you are extremely humorous off. But on the stage, Sir, on, you are 
enough to make a bishop strangle a kitten.’

Augustus Colpoys is a ‘low comedian’ – a character actor with a penchant for physical comedy. 
Throughout the play, he clowns around with anything he can find – bread, handkerchiefs, pies – 
and brawls with Gadd.

Avonia Bunn (Aimeé-Ffion Edwards)

‘Of course I ought to have written to you, dear, properly, but you remember the weeks it 
takes me to write a letter.’

Avonia is an actress and friend of Rose, described in Pinero’s stage directions as ‘an untidy, 
tawdrily dressed young woman of about three-and-twenty, with the airs of a suburban 
soubrette.’ She marries Gadd.

Mrs Telfer / Miss Violet Sylvester (Maggie Steed)

‘The Queen! The Queen! And Miss Violet Sylvester!’

Mrs Telfer (previously Miss Violet Sylvester) is described as a ‘tall, massive lady of middle 
age – a faded queen of tragedy.’ She is later offered the role of wardrobe mistress on Parrott’s 
production of Wrench’s play.

Rose Trelawny (Amy Morgan)

‘In Miss Trelawny you ‘ave plucked the flower sir; you ‘ave stole our choicest blossom.’

Rose Trelawny is a 19-year-old juvenile actor. The daughter of an actor, we meet her as she 
leaves ‘The Profession’ to marry Arthur Gower, an aristocrat. Pinero writes that ‘she has much 
of the extravagance of gesture, over emphasis in speech, and freedom of manner engendered 
by the theatre, but is graceful and charming nevertheless.’

O’Dwyer (Jamie Beamish)

‘Most capable, invaluable fellow. I wish he was dead.‘

The over-excitable prompter for Tom/Imogen’s play.
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NON-THEATRICAL FOLK

Sir William Gower (Ron Cook)

‘The very mention of ‘im makes something go “tap, tap, tap, tap” at the top of my head.’

The austere, humourless grandfather of Arthur Gower and the head of the household in 
Cavendish Square. An old judge and a lover of whist, Sir William initially hates Rose. However, 
they unexpectedly bond over Sir William’s love of the actor Edmund Kean.

Arthur Gower (Joshua Silver)

‘A gentleman of probity, a gentleman of honour, wealth and station.’

Arthur is an aristocrat who has become smitten by Rose after hearing her sing ‘Ever of thee I’m 
fondly dreaming’ in her performance of ‘The Pedlar of Marseilles’.

In Act One, Arthur is an uptight, callow young man. During the play he matures, splitting from 
his family and becoming his own man. Joshua Silver says of his character that ‘Arthur’s rhythm 
is very different from the actors. He’s more staccato. He’s the epitome of his class. That 
aristocracy is in his rhythm. Arthur ends up going to Bristol and working in a theatre there and 
basically begins to learn the craft a bit. Become more grounded, more human. ’

Clara De Foenix (Susannah Fielding)

‘A married woman will turn, if you tread upon her often enough’ 

Clara is Sir William Gower’s granddaughter. She’s the straight-laced product of her class and 
upbringing.

Miss Trafalgar Gower (Maggie Steed)

‘The aunt – the great aunt – the great bore of a great aunt!’

Sister of Sir William, and Arthur’s great aunt. Trafalgar Gower lives with her brother and nephew 
in Cavendish square, and disapproves strongly of Rose.

Captain De Foenix (Jamie Beamish)

‘You are cack-handed, sir. You deal like a dolphin.’ 

The husband of Clara De Foenix. A macho ‘swell’ (man of leisure) with thick whiskers and an 
unfortunate speech impediment.

Mrs. Mossop (Ron Cook)

‘I will thank you not to fiddle with my ornaments.’ 

The actors’ landlady.

Mr. Ablett (Jamie Beamish)

‘Ablett, stop it, you are diminishing the occasion.’ 

Greengrocer, friend to Mrs. Mossop and theatre fan.

Charles (Peter Wight)

‘You ‘ave one true friend in this ‘ouse - Chawles Gibbons’ 

A servant in William Gower’s household.
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ONE
WEEK

2013 is beginning with a wonderful treat for 
theatre lovers; a play that celebrates 
and sends up the theatre; a play with 

heart, that loves its subject: TRELAWNY OF THE WELLS by 
Arthur Wing Pinero.

We kick off the week with a meet 
and greet, in our beautiful rehearsal 
room on Langley Street, Covent 
Garden. Joe Wright and Hildegard 
Bechtler talk us through the model 
box, explaining the ins and outs of 
the set, and their vision for how the 
production will develop.

We move on to the read through, 
always an exciting moment. It is the 
first time that any of us have heard 
the play out loud, the first time we 
hear the characters with a physical 
voice. It’s an important part of the 
first week; giving the director an 
idea of the actors’ instinct on the 
text, and hearing the mix of tones 
we have in the company. It’s also 
important for the cast: they start 
to get a sense of what type of 
production they are in; they hear 
the initial instincts of the group on 
style, pace and tone. It might all 
change, but it’s the first building 
block!

In the afternoon we watch two 
films: ‘The London Nobody Knows’ 
a fascinating 1967 documentary 
narrated with dry wit by James 
Mason, and ‘Champagne Charlie’ 
a 1940s Ealing Comedy about the 
London Music Hall Scene in the 
1860s.

We move into the rest of the week 
with a movement session from 
Marcello Magni. Marcello starts 
with exercises designed to free 
up the actors, encouraging them 
to articulate their movements; to 
move with greater precision, and 
edging them into a brighter, lighter 
and more period movement style.

On Thursday afternoon we have 
a visitor: theatre historian John 
Stokes comes to talk to us about 
the 1860s, when the play is set, 
and the changes that occurred up 
until the 1890s, when the play was 
written. The play details the birth 
of British theatrical naturalism and 
is loosely based on real people and 
real events; Pinero’s predecessors.

Friday sees more movement, this 
time with a more specific content: 
we look at rhetorical gestures; 
freezes that were routinely held in 
the theatre of the time to express 
specific emotions. We explore some 
of these attitudes and gestures.

By the end of Friday, we are all 
ready for a cast dinner at Joe’s 
house. In a small toast, Maggie 
Steed (playing Mrs Telfer and Miss 
Gower) tells us how she already 
feels like she is part of a company, 
a wonderful sentiment to end the 
week.

Assistant Director 
Hannah Price’s

Rehearsal  
Diary

Marcello starts with 

exercises designed to 

free up the actors, 

encouraging them 

to articulate their 

movements; to move 

with greater precision, 

and edging them into 

a brighter, lighter and 

more period movement 

style.

Daniel Mays and Fergal 
McElherron
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TWO
WEEK

At the start of week two, we move directly to our feet. 
Joe is quick and decisive. We start at the top of the 
play, and work methodically through, playing with 

ideas as we go. On our first day blocking we get through 
15 pages. The movement is slick and dance-like. Under the 
watchful eye of Marcello Magni (Movement Director) the play 
starts to come alive, growing fluid and exciting.

On Tuesday we go back over the 
text, reading through from entrance 
to entrance, discussing elements 
and working through any detail 
we don’t understand immediately. 
What was General Utility? How did 
actors get accommodation at this 
point? What happened if you lost 
your place in the company in the 
1860s?

We continue working 
through the text, 
concentrating on various 
themes and aspects of the 
text. We find punctuation 
points and plot in group 
moves to highlight them. We 
look at the comedy within 
the text and start to find 
the pace and intricacy of its 
gentle humour. We work on 
the more physical elements, 
with Marcello starting to work 
into ideas of clowning. We work 
through the changes in focus: 
pulling between conversations, and 
the vocalization of the background 
conversations. Should we be silent? 
Or should we be making noise? 
We play with using gestures, and 
work through conversations in 
mime. By Saturday’s rehearsal we 
have a strong sense of how we 
are plotting background versus 
foreground action, using rhetorical 
gesture as the basis of the 
background action.

Mid-week we run as much of the 
act as we can, stopping the run 
to hot-seat the characters mid-
flow building up back-story and 

questioning the cast’s assumptions 
about their characters. We start to 
get a clearer understanding of the 
lives of these characters, and what 
their world consists of.

Act One ends with a song. Michael 
Bruce (Composer) comes to work 
with the cast, teaching them ‘Ever 
of Thee’, working through both the 

melody and harmonies. By the end 
of the week the cast sound tight 
and uplifting as they sing. It’s a 
wonderful song; hopeful, sweet and 
kind in tone. Working on the song is 
lovely, and brings the cast together 
in a very unique way. A wonderful, 
fast moving week ends on a song.

By Saturday’s rehearsal 

we have a strong sense 

of how we are plotting 

background versus 

foreground action, using 

rhetorical gesture 

as the basis of the 

background action.

Aimee-Ffion Edwards

Susannah Fielding and  
Amy Morgan
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THREE
WEEK

A freezing cold week!

The week starts with whisper; straight away we 
start to move through Act Two. This act has a very 
different feel to Act One. After the jubilance and high 

energy of the first part of the play, Pinero kicks us straight 
into whispers and tiptoed footsteps.

Act Two also sees three of the 
actors take on second roles. 
Susannah Fielding (playing Imogen) 
takes on the role of Clara De 
Foenix, Ron Cook (also playing Mrs 
Mossop) is Sir William Gower, and 
Maggie Steed (playing Mrs Telfer) is 
Trafalgar Gower. Joe and Marcello 
work with the actors to gain 
this second character: to create 
characters that are different and 
strongly discernible from the first 
characters played. Joe and Marcello 
also concentrate on finding a 
different energy. These characters 
are upper class and must inhabit all 
that that meant in Victorian Britain. 
They express much less than the 

more emotionally free actors 
we have just encountered; they 
live by much stricter social rules. 
This is reflected in much smaller 
movements and more contained 
gestures. It’s reflected in an 
accent that is created by moving 
one’s mouth less. It’s created 
by living in a sense of structure 
versus a sense of chaos.

Charmain Hoare (dialect coach) 
comes in to help us work out what 
these accents are. The play calls 
for three very distinct speaking 
styles: old fashioned London 
cockney, Victorian Upper class and 
a theatrical accent of the time. 
Charmain starts to work with us 
on the Cockney. Unlike the current 
Estuary accent, which is a ‘lazy’ 
accent, using low effort and under 
pronouncing, old-fashioned cockney 
was made up of over pronounced 
vowels and a wide open mouth. A 
short ‘o’ sound that you might in 
‘hospital’ for example, becomes 
‘or’. This is enjoyed by the cast, 
and we all repeat ‘I’m orf on me 
‘orse to the ‘orspital’ for the rest 
of the day. The upper class accent 

involves using one’s mouth less, 
and avoiding the vulgarity of 
showing one’s teeth. It is literally 
more uptight, making good use of a 
stiff upper lip.

Working on the second act, and 
reading through the third, throws 
up some interesting ideas about 
the first. Joe encourages the cast 
to regard what they are doing as a 
journey: in Act Three we see some 
of Gadd’s insecurities revealed. 
How should we build this into how 
Daniel Mays is presenting Gadd 
in the first act? Sir William Gower 
reveals a secret love for Edmund 
Kean and a hidden feckless youth. 
How do we see his journey 
develop?

By Friday we are running Act One 
and Two together. The contrast 
between our two groups, the 
upper-class Gowers and our 
‘gypsy’ actors, is glorious. A 
smash of energy forces itself 
into the Gowers’ world, literally 
and figuratively. But we also see 
Arthur’s world, and his inherent 
decency is eventually what changes 
Rose forever.

The play calls for three 

very distinct speaking 

styles: old fashioned 

London cockney, 

Victorian upper class and 

a theatrical accent of 

the time.

Daniel Mays

Susannah Fielding
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FOUR
WEEK

This week we have 
reached the end of the 
play. As a first pass, 

we are in incredible shape. 
Not only have we made 
broad brush strokes on the 
blocking, but we have made 
strong and interesting in-
roads into the more detailed 
aspects of the staging.

We start the week with Act Three. 
The act is different in tone to the 
acts that precede it. If Act One is 
hopeful and upbeat, and Act Two 
is repressed and contained until 
its final climax, then Act Three is 
where these energies meet. Rose 
is chastened; Joe works with Amy 
Morgan to take Rose to an ego-less 
place, where purity of intention is 
key. Losing Arthur has shaken her 
sense of self. She approaches the 
world from an untethered place, 
enforcing none of her own will upon 
it. She must appear changed. In 
this act we also see the change in 
Sir William Gower. Broken hearted 
over the loss of his grandson, and 
surprised by the change in Rose, 
for the first time we see him start 
to think about others, to open. 
Thus this act sees the most open 
character from the first acts close 
in a little, and the most closed 
character open out.

Act Three also contains the first 
mention of the new play by Tom 
Wrench. We see a wonderful 
vignette in which Imogen tells Tom 
she wants to produce his play. Thus 
Pinero invites us to imagine this as 
the first step towards the staging 
of naturalistic plays in the UK. Again 
we see contrasting energies: Tom 
moves from an encroaching sense 
of dejection to a bashful kind of 
hope. In Act One Imogen’s life 
is entirely dependent on outside 

influences. By Act Three, she is 
taking control. In Act One we see 
actors of the early 1860s; large, 
brash, prone to acts of melodrama 
both on and off stage. By Act 
Three we have started to see the 
changes that Pinero is highlighting: 
the grounding of action in thought 
and feeling, the reflection on stage 
of how people really behave, the 
use of characters that are ‘ordinary 
men that you might meet on the 
street’. Joe encourages the actors 
to chart this journey in their own 
performance style: becoming less 
stylised as they move through the 
play.

We also tackle Act Four, where the 
play within the play really comes 
to the fore. Here we get to see 
some of the lovely historical detail 
in the piece. The audience will be 
sitting in the modern Donmar, yet 
getting a glimpse of the working 
practises of a 19th century 
theatre: before directors, before 
prolonged rehearsal periods, before 

widespread use of electric lighting. 
It’s fascinating and endearing. 
Once again Act Four collapses two 
energies onto each other; here it is 
the overwrought stylisation of the 
early theatrical, against a new wave 
of performance style. Both these 
elements manifest themselves 
in the characters, thus the play 
is performative. In Mr. Telfer we 
have the plays biggest performer, 
a performer of the ‘old school’. 
As we see him fall from favour, 
Pinero shows us the real man. He 
collapses these two styles into 
one. By encouraging the actors 
to constantly access the depth 
of their characters, Joe brings 
this out. By using the emotional 
naturalism behind each character’s 
actions, Joe helps the actors to 
neatly demonstrate the overarching 
narrative of the play, and naturalism 
and melodrama collide into each 
other.

Daniel Kaluuya
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A conversation with Joe 
Wright, Director
Joe Wright grew up in and around the Little Angel puppet theatre in Islington, before 
building a successful career in film. His work on screen includes Pride and Prejudice, 
Atonement, Hanna, and, most recently, Anna Karenina. TRELAWNY OF THE WELLS is his 
theatre directorial debut.

What drew you to Trelawny of the Wells?

Its warmth – it’s a play that is loving and generous. Also, it’s been a while since I’d done any 
comedy, and I thought that would be a nice change for me – I like to explore different dramatic 
forms.

I felt that, as it’s the first theatre piece I’ve made, it might be interesting to make a play about 
theatre itself and, through the process, learn something about the history of British theatre. I’m 
always trying to learn. Every project I do, I hope to make something which teaches me about 
stuff I don’t know.

Being a Londoner and having grown up in Islington down the road from Sadler’s Wells, this play 
is an opportunity for me to express my love of London and also explore the history of where I 
was brought up.

You’ve come from working on epic films to a studio theatre – do you consider them to be 
opposites?

The most important thing in both film and theatre are the actors. All the flashy camera moves 
or dramatic stagecraft and illusions are nothing if the acting and the actors aren’t compelling. It 
always comes down to the actors.

This was an opportunity to spend more focused time with the actors, not having to worry about 
the camera and all the other paraphernalia that comes with making a film. It’s a lovely relief.

With films you’re often talking about money a lot of the time, because there’s so much money 
involved. Whereas with theatre, people hardly talk about money at all. Because there isn’t any!

But some things are different; in terms of how you stage and block the thing, and the 
movement of the characters in the space. Also, with film you only have to get the actors (to 
give their best performance) once. But with theatre they have to be able to get there every 
night. So I guess it’s a lot more thorough and relies a lot less on intuition and a lot more on craft 
and technique.

I think in theatre you can be a lot more experimental. I love the participation of the audience. 
Audiences are asked to engage their own imaginations - theatre is much more suggestive in 
that sense. Whereas in film, especially nowadays in naturalistic film, every inch of the screen 
needs to be filled with something that replicates reality.

In theatre a coat-stand can be a coat-stand but it can be a bus-stop and it can be a lover.

For this play, did you know in advance where the characters were going to be on stage?

I tried to! I thought I knew where the characters were going to be, especially in the first act. I 
really made those plans as a kind of safety net to stop me getting too scared. But I found that 
in the process of rehearsals that what the actors and the text throws up is far more interesting 
than any pre-imagined idea that I had sitting in my office.
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It is a play that has had its landmark productions in big, end-on proscenium arch 
theatres. How does it feel taking a play like that and taking it to a space which is much 
more intimate?

I try not to get myself too wrapped up in preconceived value-judgments of work. Whether it be 
Pride and Prejudice or Anna Karenina, I try not to think of the work’s status culturally because 
I find it more productive to come at things as an innocent. As a fool. And respond to it on an 
individual, open playing field rather than going ‘this is Tolstoy’ or ‘this is a great, classic piece 
of British theatre’. I’m not really interested in that. I’m interested in who these people are, and 
how we express their stories intimately and emotionally. And how we can empathise. How we 
can create empathy.

It’s a huge cast of people to shepherd around on-stage. Is that something that you’ve 
found challenging?

It is difficult, particularly the first scene when they all come on - it’s quite challenging, especially 
with a thrust stage. It’s rather like designing a sequence for a multi-camera set-up. Except 
instead of two or three cameras you’ve got hundreds…

It’s a play with a lovely soul to it. But it hasn’t got a huge subtext. It isn’t Lear. And so it enables 
me to play with who these people are. And to play with the stagecraft.

It seems that you are exploring quite an expressive style of movement and performance?

I’m interested in movement as a form of expression. I think naturalism does not have the 
monopoly on truth and there are other forms of dramatic expression. I don’t really understand 
why one would make a play that one could make on film. So I’m exploring techniques that 
could only work on stage.

Joe Wright, Aimee-Ffion 
Edwards and Daniel Mays
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You’re working with (playwright) Patrick Marber on the text – why?

I felt that there are certain elements of the play that are old-fashioned. Certain jokes that would 
have been funny in the context of Victorian society but have lost their sheen. So Patrick has 
made some cuts and found some lines which express Pinero’s intention in a more modern way.

It’s an old play – do you feel it still speaks to an audience?

I find ghosts everywhere. I walk around London and they’re always amongst us. And that’s one 
of the reasons why I’ve liked making period films or in this case theatre. It’s just peeling back 
the layers of time and revealing what’s underneath. And they’re all still there, you know.

I think our humanity abides. Our ethical codes might change. Or our modes of dress might 
change. Or what we think is beautiful might change. But our relationship to beauty is the same. 
Or our relationship to love. Or kindness.

Are you finding the experience to be pleasurable or scary?

Both! But I quite like fear. Fear is a great motivator. No, it’s scary. There are moments when the 
play seems to slip away from you. And you think ‘This is going to be dreadful.’ Or ‘I don’t know 
what I’m doing’. Or ‘The actors don’t know what they’re doing and that’s my fault.’

But then there are suddenly moments when the thing comes together and you get glimpses 
of something that could be quite special and true. And in those moments it’s immensely 
enjoyable. It’s bliss.

Maggie Steed and Ron 
Cook
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A Conversation with actors Amy Morgan 
(Rose Trelawny), Joshua Silver (Arthur Gower) 
and Ron Cook (Mrs. Mossop / Sir William 
Gower)

How have you approached this play?

AMY: The first thing I do is read through and write down everything that everyone else says 
about my character, and what I say about my character and the other characters. Then I go back 
and start looking over it again. Picking up little things. After that I write a little biography for my 
character. Where she was born. Mum. Dad.

It’s nice to start with the little things – with the real facts. I don’t really like making stuff up too 
much. I don’t want to go on about how she (Rose) was a ballet dancer or whatever… So you 
want to try to start with all the basic questions in the script.

I tend to be left with a page of questions that hopefully I’ll answer in rehearsals.

RON: You can read a play and you get your own opinion of it. But then it’s a collaboration (with 
the other company members).

But I’ve worked a lot before with 
Max Stafford-Clark at the Royal 
Court and he taught me actioning1. 
Although you should really do 
actioning with the whole company, 
I do use it. I go through and find 
where I’m not quite sure what’s 
going on. Actioning is just where you 
put a transitive verb of what you’re 
doing to the other character (at a 
given moment in the play). And it’s 
an active thing: what are you trying 
to do to the other person.

JOSH: At this point in my career 
(Josh has only recently graduated 
from drama school), I’m really up for 
learning from directors. That’s what 
I did at RADA and what I’ll continue 
to do. You’re always learning what 
works for you. And that is what is 
one of the best things about drama 
school – being able to pick up what 
works for you.

At RADA we did a lot of text 
work. And we did a lot of sitting 
around and talking. Which is great, 
everybody works in different ways. 
You get under text and you see what 
people are really meaning.

1   For a detailed discussion of actioning, see the Behind the Scenes guide to the Donmar’s production of JULIUS 
CAESAR.
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With Joe, on this, what’s worked has been just to hit it head on, put it on its feet. And get on 
with it. And you find your intentions through the movement and the relationships on stage. 
We did a bit of it in RADA too. It’s just lovely to learn from Ron and Maggie and Peter, who are 
obviously such seasoned actors. And see how quickly they can adjust and fill things. Give it 
meaning.

So the physical life of the play has been very important?

AMY: A lot of directors I know will tell you to just cross the stage directions out before you 
even start the play. But they’re so vital to this one. Like Colpoys (Fergal McElherron): most of 
his character revolves around the stage directions. He’s only got a handful of lines. But all of his 
gags (are in the physical text)…

I’m actually finding more and more with this play that the more I go back to the text and the 
more I look over the stage directions, I find the key to how to construct the scene on stage.

We were doing Act One and there’s this really long sequence where everyone’s sitting around 
a table, which is quite difficult at the Donmar because you’re always blocking someone.

But there’s a reason why he (Pinero) 
sat certain characters on one side 
of the table because they’re the 
characters that don’t move. And then 
you’ve got Colpoys and Avonia… 
they’re the people who are getting up. 
So they’re downstage. He really knew 
what he was doing.

JOSH: We’re doing lots of physical 
work. Marcello (Magni, movement 
director) was incredibly helpful in 
helping us find the movement that got 
us to the heart of the era.

It’s really interesting – this rhetorical 
gesture. At first you’re all doing it and 
it feels ridiculous but then suddenly it 
all falls into place and you can see the 
meaning behind it.

RON: In a sense, part of the play is 
about styles. The old fashioned style 
of acting and then when Tom Wrench 
writes his play it’s almost like 1956 (the 
premiere of Look Back in Anger) and 
the kitchen sink drama

That’s a big challenge, actually (the 
stylized performance). Because, 
underneath, there is a realistic play 
there. You have to believe in these 
people. If you have too much stylization 
you’re in danger of detaching from the 
audience. We’re finding that. That’s 
the kind of discovery you make during 
rehearsals.

Joshua Silver
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At this point, in the second week of rehearsals, are you thinking about how tailoring it 
for the Donmar stage?

JOSH: I was on the stage on Saturday. We had a voice call with Barbara Houseman, the voice 
teacher. It’s mental being on that stage! When I came to London, the first thing I saw was A 
Streetcar Named Desire (at the Donmar). I queued at three in the morning to get a ticket. So to 
be performing here as one of my first jobs is exciting. 
And it’s not daunting because I’m around such a lovely group of people. And they’re all ages. 
That gives you a confidence.

AMY: We’ve got little dotted lines to remind us: if in doubt, stand on a diagonal! Because it’s 
just trying to keep as many people in view as possible. You get used to it once you’ve done it a 
few times!

RON: I know the Donmar (Ron has performed at the Donmar many times in the past, most 
recently in RICHARD II). Every time is a new experience. And every time is a different play. 
That’s the excitement of it: it’s a new experience.

Ron Cook
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Anna Cole, Deputy Stage 
Manager

Anna Cole is the Deputy Stage Manager (DSM) on TRELAWNY OF THE WELLS. As well 
as working to the Donmar, she has recently worked at the National Theatre (Damned 
by Despair) and the Young Vic (A Doll’s House). This is Anna’s third show at the Donmar 
Warehouse.

What does a Deputy Stage Manager actually do?

Being a DSM is about communications. You’re in the rehearsal room full time with the director 
and the actors. You’re there to make sure that everything is happening at the right time and 
then feeding this information out of the rehearsal room to the creative team. It’s the pivotal 
relationship in terms of the flow of information out of the rehearsal room.

Honestly, it’s completely different with every job. Every director looks for somebody different 
in the rehearsal room. Every rehearsal room is completely different, with completely different 
needs, which is brilliant. I never do the same job twice.

Sp   tlight 

Amy Morgan
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You’re watching the blocking [the physical movement of the actors on the stage], the action. 
TRELAWNY has a lot of movement, physical actions and props. So I make sure all the props are 
in the right place, that the actors are coming on from the right direction.

The whole time you’re solving the practical problems the company comes up with. Your job 
is to overcome problems with props or problems with set. In a nutshell it’s to help everyone 
handle the relationship between the rehearsal room and the physical space of the theatre.

How do you prepare for that shift from the rehearsal room to the theatre?

That’s my biggest job, really. I have to put together a book for the technical rehearsals. The 
book has all the blocking cues and moves marked into it.

I have to make sure that I have all the information so that when we get to the tech anyone can 
just go: ‘What do we do then?’ I’m basically the font of all knowledge!

In the book itself, I keep a track of all the blocking. Then, at then end of rehearsals, I have a 
chat with the lighting designer and we include all the cues in.

Fergal McElherron
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When we go into tech rehearsals, I get all the sound cues as well. And the flying cues(anything 
that is lowered or dropped onto the stage)! So a lot of it is about working with the designers 
during the technical process.

With this show, Joe is incredibly precise. He’s very clear – I guess partly because he’s from a 
film background – he knows what he wants and when he wants it.

What do you enjoy most about your role?

I love calling the show (during each performance, the DSM is in control of making sure that 
all lighting, sound and other cues happen at the right time). It’s the best job. You’re creatively 
involved because the way that you call it can really change the way the show’s perceived. I 
believe so anyway - not to big my part up at all!

And I love the director and the designer relationship [as the DSM]. It’s just so important. I’m 
really interested in lighting and I love working with different lighting designers. Once you 
understand how they work and how they see it, you can help them achieve what they want to 
achieve. It’s the same with the sound designer and the director.

I progressed quite quickly to being a DSM. But for a lot of people they’ll stay as ASM (Assistant 
Stage Manager) and then move almost directly to being Stage Manager. Which is actually 
what Laura Draper did, who’s our Company Stage Manager at the moment. It’s a much more 
practical job. It’s not as paper-work-y. It’s much more about running the stage. Whereas the 
DSM is much more about communication and making sure that everyone understands each 
other and then calling the show. Some people hate calling the show whereas I just love it.

But then the next show I’m working on, I’m actually moving to CSM. We’ll have to see what 
happens there!

It’s quite different. They are very different roles.

What has been unusual about working on this job?

I feel really privileged to have worked on Joe Wright’s first theatre piece. It’s been a really 
interesting process working with a film director. I’ve never done that before.

It’s a strange little world, theatre. Everyone who’s worked in it for a while knows the strange 
lingo that exists. And everyone thinks they know how it has to work. So it’s interesting to have 
someone come in and put fresh eyes on it and say, ‘Well, why does it happen like that?’ And 
then you start thinking about it and you think ‘Well, why does it always happen like that? It’s 
only because that’s what we’ve always done.’ So that’s been really interesting.

What was your journey into being a Stage Manager?

I went to Hull University. I didn’t do drama school. Instead I worked in theatre when I was 
about 16, up in Buxton Opera House, which was very different [from the Donmar]. Then I went 
to Uni and did Drama and English.

I took a couple of shows to Edinburgh. More as a producer than a Stage Manager. And once I 
graduated I started crewing – lighting and sound.

And then someone I knew, they lived in London, and they said, ‘Come to London: I’ll give you 
a job.’ It turned out they had a week’s work in stage-managing a T.I.E. (Theatre In Education) 
show. So I moved to London and I ended up touring a lot of T.I.E. shows around the country for 
about two years.

The whole time I was thinking – I might do a drama school course. But it’s just so expensive. 
Drama school is so expensive. And instead I ended up getting more and more contacts out of 
the T.I.E. work. They’re just so rewarding. Taking a show in to 200 students. It’s completely 
brilliant. You really feel you’re changing their lives… in an hour!
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Gradually I got more and more contacts. I just didn’t know anybody. That was the main 
problem. But then I found I got a few ASM jobs. And then got involved with the Young Vic, and 
then with Sadler’s Wells. And then things sort of sprouted, and I worked at the Donmar and the 
National.

Whereas a lot of people I know just went to drama school and got contacts and left and 
became an ASM. I took quite a convoluted route to it but it feels good. I feel privileged to have 
done it that way.

Is there anything with TRELAWNY OF THE WELLS that you’re nervous about at all?

When you call a show for the first time you set up everybody on Standby [the call for cast 
and crew to get ready]. And you say to the Stage Manager, ‘Are you happy?’ And the Stage 
Manager says, ‘It’s all yours.’ And then you have to do it!

That’s always terrifying. That moment and then you have to do the first cues. And you’re like, 
‘Oh no! Here we go!’ So it’s always exciting!

Peter Wight
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Practical exercise for use in 
the classroom

Get into groups of eight. Read through the passage below:

EXCERPT FROM TRELAWNY OF THE WELLS, ACT I1:

ROSE  (To Arthur) Go and talk to the boys, I haven’t seen Imogen for ages.
  Arthur comes against Ablett who comes down after putting jugs on sideboard.
ABLETT I beg your pardon, sir.
ARTHUR I beg yours.
ABLETT  (Grasping Arthur’s hand) Excuse the freedom, sir, if freedom you regard it 

as -
ARTHUR  Eh - ?
ABLETT  In Miss Trelawny you ‘ave plucked the flower sir; you ‘ave stole our 

choicest blossom.
ARTHUR  (Trying to get away) Yes, yes, I know. Ha ha.
ABLETT (Intensely) Cherish it, Mr Glover.
ARTHUR Gower. Erm...I will. Thank you.
MRS MOSSOP  (Off-stage) Mr Ablett! Mr Ablett! You are needed!
  Ablett exits. Arthur goes and puts his hat and stick down. Then he joins Colpoys 

and Tom. Colpoys measures his height against Arthur’s.
ROSE  The carriage will be here in half an hour. I’ve so much to say to you. 

Imogen, the brilliant performances you’ve made! How lucky you have 
been!

IMOGEN My luck! What about yours?
ROSE  Yes, isn’t this a wonderful stroke of fortune for me! Fate! That’s what it 

is – Fate!
IMOGEN  And now you’re going to live with Arthur’s people for a time?
ROSE Yes – on approval.
IMOGEN You don’t mean that!
ROSE  Well, in a way – just to reassure them, as they put it. The Gowers have 

such odd ideas about theatres, and actors and actresses. It’ll only be for 
a little while.

  Mrs Mossop and Ablett enter, carrying trays on which are a pile of plates and 
various dishes of cold food – a joint, a chicken and tongue, a ham, a pigeon pie 
etc. They proceed to set out the dishes on the table.

AVONIA Here comes the food! Oh, we are going to have a jolly time.
MRS MOSSOP  Now, ladies and gentlemen, everything is prepared - (A general murmur of 

satisfaction) - and I do trust to your pleasure and satisfaction.

1  This extract is made up of several sections of a longer scene, and has been cut for purposes of clarity.
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TELFER  Ladies and gentlemen. Your positions please.
  General chatter. Colpoys takes the pigeon pie and, putting it on his head, trots 

round the room.
  Colpoys puts it on the table, and Avonia brings bread. Arthur takes joints and 

vegetables from Mrs Mossop and places them on the table. Ablett, assisted by 
Telfer and others, places ham, tongue, vegetables, etc on table. Mrs Mossop cuts 
bread. Ablett pours out beer and then puts jug up left.

TELFER (Handing plate to Arthur) Prey I beg you be seated.
GADD  (Aside, To Imogen) Telfer takes the chair, you observe. Why he – more 

than myself, for instance?
IMOGEN (To Gadd) The Telfers have lent their room.
GADD Their stuffy room!
IMOGEN He’s the oldest man present.
GADD  True. And he begins to age in his acting too. And he’s losing all his 

teeth. To act with him, it makes the house seem half empty.
  Ablett is now going about pouring out the ale. Occasionally he drops his glove, 

misses it, and recovers it. There is a buzz of conversation.
  A firm rat-tat-tat at the front door is heard. There is a general exclamation.
MRS MOSSOP Ablett, please attend the front door.
 Ablett sprints off, gratefully. Avonia goes to the window.
AVONIA The carriage has just drove up!
ALL The carriage! The carriage!

Susannah Fielding
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Q1    Sitting in a circle, quickly pick parts, and read the brief character 
descriptions on page 12. Read the passage through once aloud. Try to get 
through without stopping.

 Read through again this time with one person writing down questions about the play 
as they come up. Write down anything that you don’t understand – who these people 
are, where they are, what they’re doing, words/phrases you don’t understand.

Now talk as a group to try to explain any words/phrases that don’t make sense. But at 
this stage don’t try to answer any other questions.

Q2   Stand in a circle.

Take an object, ideally a ball, and use this to play through the scene, using the object 
to observe how the focus of the scene passes between the different characters. Try to 
treat the ball with the same energy as your character takes the line.

So if it is an interruption, have your character snatch the object. And if your character 
is inviting a response, have them throw the ball at the end of the line to the receiving 
character.

 For now don’t worry about the stage directions: just play the scene within the circle 
as an exercise.

Notice how your character behaves – are they active or passive, playful or aggressive?

Q3    Using chairs and tables as a dining room set, put the scene on its feet, 
working through the play and trying to observe the stage directions as 
precisely as possible.

See if any of the questions from your original list have been answered.

Q4    Work through the scene sitting down as a group, line by line, talking about 
why each character says the line they say (actioning). What is it that they 
are trying to do with that particular line to the other characters on stage 
with them at that moment?

Try to keep your answers as simple and active as possible (to punish, to seduce, 
to impress, etc) and try not to repeat any of the answers in the scene. Write your 
answers in the margins of the script. Take your time in doing this – be thorough and 
discuss each choice.

Stand play the scene, marking your character’s action choices as strongly as possible 
as you play it.

See if any of the remaining questions have been answered.

Q5    Replay the scene, still with the stage directions, paying attentionprimarily 
to entrances and exits. When your character makes an entrance, make it as 
boldly as possible. Try to leap towards the opportunity to perform with the 
group.

Heighten the reaction of the rest of the company to the entrance of a new character 
onto the stage. Make a logical choice as to how your character feels about each new 
arrival and mark it as strongly as possible.
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Q6    As an exploration into the rhetorical gesture, now try playing the scene 
as a silent dumbshow. Don’t mouth the words of your line but instead play 
through the entire scene, line by line, using gestures to stand in for the 
words.

At the same time, observe the stage directions as you did before.

 Exaggerate your movements and gestures to try to tell your story as clearly as 
possible. Try to make every movement as fun, graceful and expressive as possible. 
Make it as playful as you can – be over the top.

Talk about which gestures worked best.

Q7    Now try to play the scene one last time using the text but bringing 
together all of the work in a single performance of the scene. Keep the 
gestures of the dumbshow from the previous exercise, but now try to fill it 
with the psychological detail you worked on in the actioning. Try also to 
maintain the physical life of the scene – the stage directions, blocking and 
entrances.

 Q8    Talk about what worked for you personally – what approach/processes did 
you find helpful to understand/explore/rehearse the scene?

Joshua Silver
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Bibliography and 
suggestions for further 
reading

If you would like more information about the Victorian theatre, or about the work of Pinero, try 
some of the titles below:

Hamilton Fyfe, Sir Arthur Pinero’s Play and Players, Praeger, 1978.

Walter Lazenby, Arthur Wing Pinero, New York: Twayne Publishers, 1972.

The New York Dramatic Mirror, 7 May 1910.

Arthur Pinero, Three Plays: The “Magistrate”; the “Second Mrs Tanqueray”; “Trelawny of the 
‘Wells’” (The Master Playwrights), Methuen Drama, 1985.

Arthur Pinero, The Schoolmistress, Boston: W. H. Baker & Co., 1894.

Henry Siddons, Practical Illustrations of Rhetorical Gesture and Action, 1822.

 

The Company
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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 19 years and 
has won 43 Olivier Awards, 26 Critics’ 
Circle Awards, 27 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/education
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