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CHEEK BY JOWL

Cheek by Jowl was established in 1981 by its
co-Artistic Directors Declan Darellan and Nick
Ormerod. The company is dedicated to
producing fresh and vivid productions that
focus on the actor's art, avoiding directorial
and design conceptheek by Jowl produces
work in English, French and Russian. The
company has performed in 33€ities in over 40
countries spanning six continents.

/| KSS1 o0& W2g¢f Qa TFANREI
Wycherley'sThe Country Wifggresented at the
Edinburgh Festival in 1981 and supported by ¢
small Arts Council grant. Before long the
company received itBrst official invitations to
perform abroad, taking their productions of
Vanity Faitand Periclego the Almagro,
Valladolid and Jerusalefastivalsin 1984.
These productions were also subsequently
invited to perform in London at the Donmar
Warehouse.

For that first London season Cheek by Jow! w
the Laurence Olivier Award for Most Promising
Newcomer in 1986, with over half of the
O2YLI yeQa LI &a NBOS)
company grew rapidly throughout the 1980s
creating 18 productions in teregrs, touring
across five continents and giving over 1,500
performancesBy 1990, The Independent coulc
say that, "If there is one company to have
influenced British theatre in the 1980s, it is
Cheek by Jowl."

In 1997, Donnellaand Ormerod directed and
designedt KS 2 A y (foBtNMaly Dranta &
Theatre of SainPetersburg, a production whict
gSyid 2y O 2prestigigus Galdand A |
Mask Award. firoughout the 1990s the Russial
Theatre Confederatiohadregularly invited
Cheek by Jowl to Moscow as arpof the
Chekhovnternational Theatre Festival, andis
intense relationshipvith Russia culminated in

1999, when the Chekhov International Theatre
Festival, under the leadership of Valery Shadri
commissioned Donnellan and Ormerod to forn
their own @mpany of Russian actors in
Moscow. This sister company performs in Rus
and internationally and its current repertoire
includesBoris Godunotasy PushkinTwelfth
NightandThe Tempedty Shakespeare, and
Three SisterBy Anton Chekhov.

The coreofth®© 2 YLI y & Qa NB LIS
always been Shakespeare; by the timelbe
Tempesin 2010 Cheek by Jowl had presented
y2 FTS6SNI GKFYy Mo 2F {
Another of the compan@ @rincipleshas been to
present major works of European drama, both
in transldion and their original versions. To dat
Cheek by Jowl has given the British premieres
10 European classics includinige Cidy

Corneille ancdAndromachedy Racine, over three ¢

hundred years since they were first presented

tFNAAD WTRE {RER Ddthe 2

O2YLI yeQa Yz2aild NBOSy(
production and, following a critically acclaimed
international tour which saw the production
visit Sydney, Paris, London, New York and
Madrid, will be remounted in Autumn 2012 for
a further UK ad International tour.

In addition to their work in English and with the
Chekhov International Festival in Russian, i
2007 Peter Brook invited Donnellan and
Ormerod to form a group of French actors. Tht
result was a French language production of
Andromajueby Racine, ckJNP RdzOS R ¢
Bouffes du Nord, which toured throughout the
UK and Europe in 2008/2009. Following that
production® international success, Cheek by
Jowlwill present a new production of Alfred
WI- N Rain French in 2013, fearing

many ofthe samecompany of actors. This will
also mark the first time that Cheek by Jowl is
lead-producing in a foreign language and
culture.
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JOHN FORD

hdzNJ {y26f SRIS 2F W2KyYy C2NRQa fATFS |
dates and places. Baptised in 1586 in Devon wees admitted to the Middle
Temple in 1602 (a training college for lawyers) to study law. It is likely that he
remained there until at least 1617, and possibly later still.

The earliest evidence of his writing is a prose pamphlet dated at 1606, along v
an elegy on the Earl of Devonshire. Until 1621 a number of other minor,
dramatic works have been attributedd him, but his first prominent venture into
writing for the stage is likely to have been his collaboration with Thomas Dekl
and William Rowley orirhe Witch of Edmontoim 1621. As was common practic
in the Elizabethan and Jacobean periods, Fordacghored several plays prior to
SYOFENJAY3I 2y KAa 2y 2NAIAYyIET O2VYLR
noteworthy writers including Middleton, Rowley, Fletcher and Francis Beaumor

From about 1627 Ford wrote his eight extant plays The Broken Hedy The
[ 2 SNDa JIBI8);QeOKR fteA e { KSQa | 2 K2NB
TheCl yOASazE [/ KIFIAGS IyRand2&8ST I R&EIGSB)Q
However, as only two of these eight can be reliably dated, the sequence of
work is difficult to determine. In this period of independent writing he wrote
predominantly for private theatres:W ¢ A & istoielsicK example, having bee
LX @SR 4 GKS tK2SYAE Ay BS5NHNE [}y¢€
late 1620s and early 1630sThe Fhoenix was an indoor theatre, lit by candles
and given this sheltered playing space there is likely to have been more elabol
scenery and costumes than at the Globe; with admission prices higher a
consequence, the Phoenix potentially attracted a moneell-heeled audience
drawn from the professional classes.

! Aithough the play was published in 1633 along with several other works, there is evidence t
ddz33sSad GKIG AG Yire ¢Sttt KIFI@S 6SSy 0O2YLRa
FNHZAG& 2F Yeé fSAadzNBQ Ay GRS yuIQy dz3iFNe IR@a0eE
WAa tAGe {NKSHem Bdoks: 2 éghaoN)S Afiter 1639 there is no further record or
mention of Ford.




THE PLAY

With litte compB Y Sy G F NB YIF GSNARALFE FTNRY C2NRQ& O NE
L FeQa SAUGKSGAO YSNAGaZ FYR GKS Y2NI € |y
inevitable. J.L. Styan, The English stage: a history of drama and performanogesthat,
WgAlOKAY (KS NPBHESyimtBdiEeshew Ste@pkslatStructure and style, and
SalLISOAlLftte | ySg SY20A2yltAGesT Fy Sy3l 3Ay
perhaps more frivolous output of other Jacobean and e@dyok Y S ¢ NA G SNB © /
position in relation to the incestuous relationship it hinges on is an ambiguous, shifting one:
Giovanni and Annabella essentially innocent, either the victims of an insidious mercantile or
or its product? Should & can weg feel sympathy for their plight? And finally, how responsibl
are they for the fate that ultimately befalls them? The play offers us few easy answers as to
where guilt might be apportioned, or who is free from blame.

weAa tAde { BR/SPAdio by MahulHNBN H 1 M

Equally difficult to ascéain is how audiences of the latlkacobean/early Caroline period might
KFgS NBALRYRSR (2 GKS AyOSaiddz2dza OKI NI O ¢
centrality to the action. In his introduction to the New Mermaids editit? ¢ A & tak (i &
Whore. NA Y a2NNAR& NBYIFN] & GKFGX dal  LINE K EWith {
varying degrees of disapproval at different times and in different coungriesoughout the

| KNRAGAL Y OSy i dzNK & A dzZiNgPitywaseheérSphdiculdylsNEKiG§, &is a
result? It is worth noting that material of this kind would not be unfamiliar to the spectators ir




C2NRQ& FTANBRUG | dzZRASYO
accustomed to gruesome cocktails of violence
and incest in the theatre; fanstance, they
g2dzt R KI @S 0SSy LINAD
O2yGSyid Ay aARRhsSG2Y
Changeling(which played in the very same

I dzZRA (0 2 N& dzY 0 WINén BewR® f
Women,to name but two.

In addition to sharing a number of traits with
tKS 62N)] 2F Ada O2yaS
references a significant dramatic predecessot
On both a structural and thematic lewI¢ A a
consistently looks back to elementsiRbmeo
and Julietechoing a number of aspects famili
to us from ShakdslS | NBEQa G NJ 3S
love: we might consider the crucial roles of thi
Friar and Putana, the former providing the pla
with its doctrinal mouthpiece, the latter a
coarse and fatally wetheaning equivalent of
Wdzt ASGQa bdzZNEST diSthes
ONRPGKSNI FYR aA&adadSNI |
with the social prohibition that fires their
affections at the same time as it calls them int
question.

WeArAa tAGe { B|SPAdio by MahuglHAIBN

FURTHER READING

C2NRXZ W& a wndadvenoré(Wes Marmaids). Edited & introduced by Brian Morris.
& C. Black: London.

C2NRX W®RAHMAAR Y EdadR introditeld yNBaPHopkins. Nick Hern Boo
London

Ford, J. 2011W¢ A & t A& {AdSnCOEarly ModeriK Rrids) Eéid by Sonia Massai
Methuen Drama: London

Hopkins, L. (ed) 201@¢ A & t A& { KSQa I ContitaumIRahaidsande Miari
London & New York

{2€3FX YAYY a{SSAy3d LYAARBWAWCAZAUGBRA PBOAEIER
Programme, Cheek by Jowl UKur: London.*

Styan, J.L1996 The English stage: a history of drama and performanCambridge University
Press: Cambridge.

*To purchase a copy of the programme contact edward@cheekbyjowl.com for deta
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1. W¢ t A& igrenBvidéd for theririestidBs relationship at its heart: how does

A&
/] KSS1 o0& W24fQa LINPRAzOGA2Y RSIFf GAGK GF

Theproduction deals with it in large part by considering the society that surrounds the
incestuous act. It is a society with very ambiguous boundardsetween parents and
children, between servants and mastersand this makes the traditional formalities ah
differing statuses between the characters somewhat blurred. This in turn allows this great
* taboo ¢ incestcg to be broken. However, while the world of the play does allow this
relationship to form and tohappers 2 dzNJ LINB RdzOU A 2y R 2tBaispdety
2NJ 0KS ONRUKSNI YR aA&0SNJ AY LI NIAOdz | NJ
between good and badt it is not interested in saying that society is entirebad or indeed
that this relationship is an entirely innocent one which two goodpeople are in loveg it
attempts to deal with the incest theme in a less cleaut, much more ambivalent way. This is
reflected in how the relationship between the brother and sister, Giovanni and Annabella,
undergoes a much more pronouncethange later on the play: it does a 18@rn! Over the
O2dzNBS 2F GKS LINRPRdAzOGA2Y 6S &aSS !yyl oSt f
regard to her relationship with her brother, and she matures onstage as a result. She make
definite choice dout her life, and rather than simply consign herself to dying alongside her
brother, (as in the rather romantic way in which the play is sometimes done, where brother
and sister ultimately have a shared death wish) here, she wants to live.

2. The producion has a very modern setting in“a society very contemporary to our own (th
LINE RdzOG A2y Aa aSi SEOfdaAaA@Ste Ay ! yylof
of verse work within that setting?

It is in @ modern setting because of the actors we werorking with, and the work we did
with them in rehearsal. A lot of the improvisations anétudesthat we do at the start of the
rehearsal process feed into the staging and the space in which the action will take place, s
many of the initial choices ardrawn from the energies of these particular actors and what
they created. Specifically, we found a way into this play in large part through the character
Annabella, so the setting is very much to do with her creative spg@ss if it is her fantasy,
andeverything is created by her. This makes for an ambiguous journey that swings betwee
those moments when shés in control of her fantasy and those when sHe & .yTke(space,
GKSY> A& FAYAyYy3 (2 OF LWidzZNE GKS S 3 assyrsseing
things through the eyes of this rebellious young girl gives the play a great energy, while als
Fff2Ay3a dza G2 GF 1S YdzOK 3ANBFGSNI NAaia A
telling the story as the text and the verse dictagat to us, but the text manages to give this
naturalistic space an added, epic dimension. (contd.)
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(contd.)

¢ KA a 3 A NIsa tascioafirg Bdac2; Yt can have many, many possibilities, and it is
still revealing more to us in terms of how many things it can be, how many places it car
go. Added to which the title alone establishes that the focus istoer: W ¢ A &is verp G &
muchl addzRé 2F GKAa JIANI X aSSy FNRY KSNJ
and how she is viewed by the society around her and her brother. You notice this in the
way that, as is the case witRomeo & Juligt(to which the play owes a debt) whe
w2YS2 RAAFLIISFNAR F2NI I gK2tS | OG FYyR £°¢
F2NJ a2YS UGAYS 6KAETS ¢S F2€€t26 | yylLoStftl
her and it was her story we were telling, which has made our approadinost filmic in
some respects: we lead the audience through this play from a singular perspective.
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'd FANROG ¢ i a (GK2dAK GKS LIXF&aQa NBfA
society, wth OK A & aS0dzf I NE YR RARYQU GKAY]
6S éﬁlrujéﬁ G2 <52yéxﬁéhUiné LI & FNRY (GKAa
0S G2 I addunizyf @ligivoulS Sy |
imagery which popular culture trades in, for instance, is astonishing. This is particularly true in
NEBtIFGA2Y (2 @&2dzy3 IANI&AQ SELISNASYyOSY LRL &

through their use of
religious images imusic
videos and artwork, and

* the reason for this is
undoubtedly because of
how evocative these
images still are for us as a
society.

Pictures of the Madonna,

the Fallen Angel, Eve: these

images are instantly

recognisable and make a

deep impression on 8¢

one which is all the more

powerful because it is e
difficult to explain, and ) {Q‘&

(
deeply ingrained. We have 3 (,Ai‘m

a tendency to deny religion, Image © David LaChapelle / www.davidlachapelle.cor

0 aleéeAy3a GKIFIG AGQa y2 f2y3ISNINBFHtfte | LI
may have been fouhundred years ago, but it certainly continues to change with the times. Wh
5SQ@PS GNASR (G2 R2 KSNB Aa (2 GrFrL Ay G2 GK:
AYF3Sas LdzidAy3a GKSY 2y adl 3sS ¢ A (dmalve. DRy
rehearsals we looked at a lot of religious images as well as other, related art. The work of
photographer Dave LaChapelle is a good example: in his photos of celebrities the subjects pc
the style of religious icons, butin very domegstO & LJr 0Sa® Ly | aAYAfL
managed to suggest in quite a truthful way how religion still has a latent, but powerful impact
Il &@2dzy3 3IANI Qa RIAt& SELSNASYyOSo




4. | KSS1 o0& WwW2gfQa LINPRAZOUOAZ2Y KI &
What was the reason for thig

The major cuts we made to the play before the rehearsal process were for practical reas
The first was the removal of the comic interludes featuring Bergetto and Poggio; the fac
having a small cast meant that we felt it was better to dispense withetie and focus on the
LI F@Q& LINAYFNE yINNIOGADSD { A-potinvolNdg RiEhardego
Ol ALILREAGI QF KdzaolyR Ay GKS 2NAIAYyILIE0 0S5
G2 Syl OO0 NB@Sy3aS 2y KNWal MABSE Al la yical W20\

In terms of other changes that were made to the text in rehearsals, the major problem we |
G2 a2t@0S 46l a Kz2g¢g G2 3ISHG | NRdzyR G¢2 yI NI
original text. There are two crucialbA Yy A aA0f SQ a0SySa gKAOK
YF22N) LINPof SY (G2 6KAOK G2 FTAY
accusation of Annabella, in which he discovers both that his wife to be is not a virgin, and
that she isSLINB Ay | yid® ¢KS aSO2yR WAYGAaAlofSQ &
GKFG 'yyroSttl Aa KFE@Ay3a |y AyO0Saidz dza
interesting that these two sceneg; which are so vital¢ are completely unwritten. And
although we have to accept that to some degree, te&perienceof those scenes still has to be
FStG 2y aidl 3Ss 06SOFdzaS GKS& | NB dzyR2dz G S
them on stage through a variety of means: we have added or moved apt® of short
LI aal3Sas F2NJ AyaidlyoST yRX Ay GKS OF aés
playing of the subsequent scene.

L 2dz2Q@8S YSYGA2YSR (GKI G LISNB2YLFt | Ythenda 2O
crossed; but in the end it still seems to be a play about love. Would you agtee

In some ways, every play about love is also a play about loss. From very on in rehearsal
F2dzy R GKIFG 2y S 27T TisRi§was tha éachdffthe tHaractefs yridtage
behaving as they do, acting in this way, as a defence mechanism against Tdss is very
evocative for us because, in our own lives, particularly at those moments when we ac
ways which appear extreme, we are often fighting against logsor abandonment, or
separation: these are real triggers for us. Every character in hgld has something to lose:
Giovanni is anxious to avoid losing his sister; Soranzo acts to avoid loss of face; Hippo
compelled to poison Soranzo so that she will not have to lose him to another womaand
a2 2y ® 9@Sy GKS LihtaBomby GioNdiri darfi be $ekrny/ds hisSatteinit]
defend himself against loss. Interestingly, making this slight distinction allows you to
much more specific about the way you view the play. To interpret it as solely about Ic
makes it a boundless teitory in which it is easy to get lost. On the other hand, if you see tt
extreme actions of these characters as emerging from a desire to combat loss, rather
express love, it makes the job of playing with, staging and experiencing this text thathm
clearer.

September 2012




HM

{ R|FPtoio by MaAu&l 2iaviEh

t Ade

YeAa

SYNOPSIS

The action begins with Giovanni confessing his love for his sister Annabella to his close fi
the Friar Bonaventura. Giovanni attempts to convince the Friar of the validity of his love
intellectual terms, but the older ma urges him to forget his passion. In the meantime, a fig
between Grimaldi, one of the many suitors to Annabella, and Vasques, servant to Sora
adza3Sa6a GKSNBE Ada FTASNOS O2YLISUGAGAZ2Y F2N
the mostfa2 dZNBER 068 DA2@lIYYyA |yR !yylLoSttlQa 7Tl

Annabella cares little for the offers of marriage which may be coming her way. Her mi
changes upon noticing Giovanni, whom she does not immediately recognise as her bro
Once the two are left aloneGiovanni is unable to bear it and confesses his love to h
Annabella shares his feelings, and they make a vow never to betray each other, to either
or kill each other. Having consummated their love, Giovanni is concerned that his sister
have to marry eventually; she assures him that she will remain devoted. Putana becor
aware of the relationship but is unconcerned.

Meanwhile, Soranzo receives a visit from a former lover, the widow Hippolita. As she bitte
reminds him, he had sworn to marfK SNJ Ay (GKS S@Syidi 2F KSNJ
made good his vow. Arguing that it was a sinful promise, Soranzo unrepentantly dismisses
claims. Hippolita swears revenge and, le
alone with Vasques, persuades the servant i +
join in her plot.

ALJLI £ £t SR G2 fSIFENYy 27
relationship, the Friar tries in vain to sugges
that Giovanni put an end to it. Giovann
remains adamant as to the strength of thei
love; he is proven correct when Soranzo as
F2NJ yyl oSttt Qa liek thatt
there would be no love for her in the match
As Giovanni celebrates her loyalty, Annabell
is suddenly taken ill. It transpires that she i
pregnant, and the seriousness of the situatio
becomes apparent.

C2tt26Ay3 (GKS 5 2sGixbis
to hasten the preparations for marriage
During a subsequent confession to the Fria
Annabella is made to realise the gravity of he
errors and renounces her love, swearing the
she will live only for Soranzo.Hippolita
meanwhile, learns of theampending marriage
from Vasques, which only strengthens he




resolve to kill her former lover.

Once the marriage ceremony has been performed, Hippolita arriy
in disguise to shame Soranzo for his disloyalty to her in front of t
wedding party. However, I8e is betrayed in her attempt to poison
him by Vasques, who alerts his master to the danger at the I
YAYydziST KS NB@SIta GKFEG KS 0OF
promises, and has swapped the drinks so that she herself is poisor
Hippolita dies.

[ SIENYAY3T 2F yylFroSttlQa LINB3AyY
and though he puts pressure on her to reveal the identity of th
father, she does not yield. Once Annabella has left, Vasques ass
Soranzo that he will discover who the father is. Thigormation he
coerces from Putana with the help of the bandit Gratiano; once s
has revealed it is Giovanni the men gag and blind her.

Now fully repentant of her past actions, Annabella writes a letter t
her brother renouncing their love. The Friar neeys this to Giovanni
who, incredulous, is convinced the note must be forged. Vasqu
GKSY Ay@AaiuSa GKS Gg2 YSy (2
birthday. Fearing the worst, the Friar urges Giovanni not to atter
odziT | Oly2¢f SRISA ( Ftelis nowKdait of Igisg
control. Arriving at the feast, Giovanni visits Annabella in her rooi
While she has accepted the end of their love he cannot, and he K
KSNXY» 2KSy KS NBldaNya G2 G§KS F
heart.
*
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