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What this pack is for, when to read it, etc.

This resource pack is designed to give access to the rehearsal process of The Unreturning
and is aimed at anyone with an interest in how shows are proposed, developed and created.
| feel it is important to open up and demystify the creative process otherwise theatre making
can seem an elusive and exclusive engagement. For the sake of the current theatre industry
and for future theatre makers it is vital that we seek to open closed doors that we might not
have been aware of.

While the intention is to offer a thorough insight it would be
impossible for us to answer all your questions before they
emerge. At Frantic Assembly we pride ourselves on our ongoing
dialogue with our audience and this pack and The Unreturning
should just be the start of it. We will continually open up

access, to inform and inspire. Throughout the tour there will

be opportunities for post-show discussions but we will also
offer online opportunities to get to know the team behind The
Unreturning.

Simply this pack is not about us saying look how clever we were
in making the show. It is about sharing the process with the hope
that it offers insight, builds confidence and empowerment. So, |
guess that means the rest is up to you!

When To Read This Resource Pack

This pack may contain spoilers. It might be best to read it after
you have seen the show. | would not want it to impact on your
experience of watching The Unreturning but | appreciate that this
is not always possible.

Credit Scott Graham. Jared Garfield and Joe Layton in rehearsals
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The Unreturning - why this project?

By Scott Graham

| remember telling some of the early groups that we worked with that
this was not an altruistic exercise. It was essentially selfish as | would

want to come calling on them one day to be in our shows.

This project comes from a slightly different place than other
Frantic Assembly shows. 10 years ago, | created Ignition in the
belief that there were young men out there who possessed the
skills and application, drive and attitude to work well within
physical theatre and the greater theatre industry. | was also
aware that our work in schools was engaging and stimulating lots
of boys. The problem was that they were not making that leap to
consider it a vocation. Ignition set out to find those young men
who, like me, possessed the skills that could cross over and be of
value to companies like Frantic, but did not necessarily know that
they were of value or that the theatre world could invite them in. |
got lucky and quickly found | could apply the energy and balance
| used in sport within this exhilarating, new found world of
physical theatre. Ignition set out in the belief that there must be
similar young men out there in youth clubs, sports clubs, street
dance, parkour, anywhere, who, with a little bit of encouragement
and support, could be shown that our world of theatre could be
for them.

| remember telling some of the early groups that we worked with
that this was not an altruistic exercise. It was essentially selfish as

I would want to come calling on them one day to be in our shows.

The success of Ignition has far outstripped this ambitious
statement and has found graduates making successful careers in
theatre, TV and film. Some of those graduates have performed

in or worked on Frantic shows but it became clear to us that we
needed to shout loud about this and commit to making a show
that was cast entirely from Ignition graduates. We wanted to
give them that intense experience of creating a show and touring
it to new audiences across the country. We also wanted to show
these new audiences that the success of Ignition is real and that
our invitation into this world is genuine and making a difference.

As part of our Ignition program we offer what we call Back Up. This
is ongoing training and wider access to the possibilities of working
or development within theatre. Through this ongoing relationship
with the graduates each year it became clear to us that the intensity
of the training with Frantic, of the week working and living with the
rest of the cohort in London, was quickly followed by a brutal return
to home. Some talked of depression, of feeling lost. Some talked of
returning exhilarated and seeking out friends to make work with.
Some talked about how friends could not understand the intensity
and importance of their Ignition week.

All of them talked about being changed and how their
relationship with home had changed slightly. Maybe they saw
limited opportunity. Maybe their friends quickly tired of hearing
about this week away in London. Maybe they simply missed the
camaraderie born of working so intensely with all of these new
friends from across the country. Whatever the reason, for many

of them, their relationship with home changed fundamentally. continued}

»



This made us think about the effect of war on those that go and

then return to find society has moved on, or that they themselves
The Unreturning - have become used to a different social norm. As we approached
why this project? . .

the centenary of the end of World War 1 this subject became

more and more fascinating.

We took these ingredients into a workshop session with writer
Anna Jordan and some graduates, but more on that
later. The other blindingly different aspect of this show is that |
am not directing it. That task falls to Neil Bettles.

Neil Bettles

| brought Neil into the company to observe and assist on a
production called Dirty Wonderland. We are both from Corby
and | know all too well that feeling of coming from a small town
and thinking the world is not for you. | have been guilty of that
more than most and wanted to make sure that Neil could make
connections, develop, and get to see work being made. He has
been with us ever since and has been with all the way. |
think it has been a huge part in his development as he has been a
huge part in the development of young men across the country.
It was only right that this project should be Neil’'s and be a further
opportunity to grow within the company. It is really exciting
watching him create the work. It is also a very odd position to
find myself in, standing on the outside working out how | can be
of use. Having worked that out | can say that Neil likes his tea
strong, with milk and one sugar.

Back to the resource pack. Our resource packs come straight
from the horse’s mouth, that horse, this time, being Neil Bettles.
He won’'t mind. He has been called worse. It is only right that Neil
and his team take things from here.
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The Development Stages

By Neil Bettles

We went into the first R&D with nothing more than the idea of what it means to return home after a life changing experience. We had
four days with 5 Ignition graduates where we threw some ideas around. Some of the time was spent working physically and improvising
tasks to see what emerged or informed our thinking and the rest of the time we had structured discussions led by Anna Jordan where
she would either ask questions or propose a discussion topic the we would respond to.

The Circle

Physically we had been looking

at the idea of leaving and coming
back changed. Or the place you
return to not recognising you. We
created a long physical sequence
that was basically about walking in
a large circle where each time you
passed the starting point you were
physically different. This became
about adding costume and prop
elements to the walking person at
various points around the circle.
We mainly used bags and jackets
and chairs and general stuff we
had in the room. Once we had
created the sequence we reversed
every action so that the walking
person walked backwards and
could retrace their steps back to
the beginning. The idea of jumping
forwards and backwards in time
became something that interested
us. To look at who you were and
who you are now, like a before and
after photo.

The Hotel Room

Before we landed on the idea of
returning from war we had talked
a lot about what we think ‘'home’

is or stands for. What things we
associate with home and all the
places that home can be. There
was a point where we were excited
about the idea of a hotel room.

A place that you may call home
for a short amount of time or that
is a passing through place. Not
really home but a holding pen. We
thought about stories or characters
that could all exist in the same
space at the same time, maybe
before heading home or maybe
they have to be there because
home no longer exists.

The Bag

The image that kept coming to

mind when we spoke about home,
or having to leave or return to it,
was a bag. It became an interesting
jumping off point to think of all the
things that one bag can represent.
Full of hope and new beginnings or
scattered random memories of a
place you had to leave quickly. It also
threw up a lot of ideas for devising.
You have 10 minutes to gather some
things what things do you take? As
with the hotel room idea we played
with one bag belonging to more than
one person and the idea of dropping
a bag meaning you are home. There
were numerous physical possibilities
within this idea. How to swap a bag
from one person to another. Bags
have become an important element
in the final version of the show.

They are used as actual bags and to
represent bodies and simply to be

a crash mat for someone to fall on
safely.

The Dining Table
Through the discussions about
what represents home we talked
about family and pivotal or life
changing moments. We talked
about family meals and Christmas
dinners. Family dynamics and
fallouts. We set up a standard
dining table and chairs and asked
our actors to write some text
about the people who would be
sitting around the table. What their
relationships were and what was
happening at that moment in time
for them. They had to move around
the table and deliver the text which
gave them a physical journey.
Then we layered them together,
all moving around the same table
but telling different stories. This
again focused on moments of time
being played out in the same space
much like the final script does using
Scarborough as the shared space
over different time periods.
continued P
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The script development

The script has been developed over the last 18 months and there has been a lot
of structural changes along the way. Some of the longer scenes have been split
up so the action jumps back and forth between them. One of the main changes
has been with the future story of Nat finding his brother Finn. In an earlier draft
we had the brothers find each other and there was a longer dialogue scene where
they reconnected. The writing was beautiful but something about it always felt
unsatisfying. | spoke with Anna about the potential of Nat travelling all that way
and his final meeting of his brother ending in tragedy. Finn mistakes Nat for an
intruder and stabs him in the back. At first Anna was worried that story might
be too bleak but I'm really glad we pushed forward with it. It gives us a real
opportunity to hear Finn’s story in an exciting way. The time it takes to pull the
knife out of his brothers side includes flashbacks through the last two years of
Finn’s life. Dramatically it gives us three very different endings to the stories.

Casting

To cast the show we knew we were looking at our pool of male Ignition graduates
so they should be familiar with our methods. We auditioned in groups of about

8 - 10 and the session started with some physical tasks led by Jess Williams and
myself. It was clear that the guys had a short hand physically for the way that we
work jumping straight back as if it was an Ignition rehearsal. We did a short warm
up and then a physical task where they had to find various ways of carrying each
other from one point to another in the room. We built on this to include 3 or 4
swaps between who was carrying who, and then started to build a sequence of
them which they showed to the rest of the group.

After the physical exercises each person returned to read Frankie’s monologue
from the beginning of the show. It was amazing how many different
interpretations of the same speech we heard. After all the casting sessions were
finished we looked at everyone who had been through it and put the final team
together. | was looking for a company who would work well together and bring
something to the devising process, and also for great actors who would go to the
emotional levels that the play needs.

The Development Stages

Credit Scott Graham. Joe Layton filming with the green screen for the
scene of Frankie’s assault
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Director’s thoughts

By Neil Bettles

‘ ‘ Without people it’s just

bricks and rocks

There are times we all feel lost and our need to anchor ourselves
to a place we can call home is a driving force for most of us. The
Unreturning focuses on many aspects of this need. The need to
return to fix things or clean things or make things better. The
need to shut yourself away and hide and feel safe. With the world
as turbulent as it is, | think this play is reflective of the repetitive
nature of history. War happens and fundamentally changes those
involved and then they have to pick up the pieces and rebuild
something that can never be put back together.

| first heard of Anna Jordan because of her play “Yen’ but | first
saw her work when | watched ‘A Serious Case Of The F**kits’

at Central School of Speech and Drama performed by the MA
Acting Contemporary students there at the time. | remember
thinking how clever and accessible her work was to those young
performers but it also dealt with a heavy subject matter in a really
interesting way. When we talked about potential writers for The
Unreturning Anna was at the top of the list. As soon as we had
our first meeting | knew she was perfect for this project. Anna’s
writing is poetic and full of images. She allowed us space to fill
the gaps and to work physically. In the end she created a play
that by its very nature has to move, jumping restlessly through
each of the stories and allowing us to delve in to the heads of our
characters.

Going inside someone’s head means we can present the world

in the way they see it. That means for me as a director | can
create non-naturalistic moments and images that represent what
someone is seeing or feeling. In the doctors scene we see George
being plagued by the voices of his mother and father. Voices in
his head but for us visually it became doors slamming open and
light and sound flooding out. George is physically trying to keep
the voices out by shutting the doors.

Anna’s script is actually like a giant 3d puzzle to make. We always
had to be thinking a few scenes ahead so that we could plan
where everything needed to be. If we went back and changed
something it could unravel all of our container shifts. Plotting
through the show has been a painstaking process but also really
rewarding.

It is worth noting that we couldn’t have made the play as it is now
without having a version of the set in the rehearsal room. Our set
has been instrumental in how the play was built. We relied on it
and used it to devise on and around. We were often heard saying
‘What else can it do? and then discovering something crucial to
the scene we were working on.

The most exciting thing about the whole process has been the
collaboration with the other members of the creative team.
Everyone’s work is clear and present and justified.






By Anna Jordan

Almost one in three children live ' ‘a
in poverty, with use of food banks

rising all the time, and homelessness

doubling since 20710

A note about
England’s Future War
in Nat’s stor

Imagining a future War in England was one of the most
challenging parts of writing this play. My main inspiration for
Nat’s story is what has happened in the city of Aleppo in Syria.
This one bustling, middle-class city became the focus for a lot of
the fierce fighting in Syria. It’s beautiful architecture is now dust
and ruins. The scale of the destruction is really quite epic, but
what shocked and affected me most was that when the majority
of areas in Aleppo were said to be “back in government control”
(meaning most of the fierce fighting had stopped) people
began to return to their homes. In many cases their homes no
longer existed, or were shells of what they used to be, or had

no electricity or water. Their yearning for home was so great
that they were willing to live with those levels of discomfort

and sometimes danger. This had a big impact on me; the power
of Home. So | tried to recreate that sort of scenario - but in a
Northern Coastal town in England. Although of course, it’s hard
to imagine the level of bloodshed and destruction that’s occurred
in Syria happening here.

| looked at the idea of civil unrest and how quickly that could
escalate into war. In the last decade we have seen the Arab
Spring - a series of protests across the Arab world in response

to oppressive regimes and a low standard of living - which have
led to war in some countries including Syria. | tried to think about

< o »>
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what might cause mass civil unrest here. Of course, we do not
have a dictator government in the UK! But we do have a very
high level of inequality for a developed country - more than a
fifth of the population live below the poverty line after housing
costs are considered, and most of these households are in work.
Almost one in three children live in poverty, with use of food
banks rising all the time, and homelessness doubling since 2010. |
imagined what would happen if this level of inequality grew and
grew until the majority of the population could not live a safe or
fulfilling life, unless they were born into great privilege.

What might happen to cause these mass protests? Well, lack of
food, fuel, proper housing, access to medicines - the loss of these
things make life untenable. We are already seeing elements of
this after ten years of austerity. Austerity was the Conservative
government’s response to the financial crash of 2008. Another
financial crash caused by greedy bankers who care only about
their bonuses could cause these shortages. Or possibly leaving
the EU without a deal (although this is in no way a play about
Brexit. We can’t open the paper, check our timelines newsfeeds
the TV on without hearing the dreaded B word. | didn’t want

to write a play about it, however indirectly - although it will
massively impact us for generations to come). Mass protests can
turn violent -into riots and worse. And if this sounds farfetched,
we only have to look at Grenfell to know what a catastrophic
effect the lack of regard for the lives of vulnerable communities
causes, and the rage this generates.

| imagined the UK in a state of emergency - curfews, rationing
of food, restriction of movement around towns and cities.
Because during times of chaos and destabilisation (protests,
riots, terrorism, industrial action) a government is empowered
to perform actions that it would normally not be permitted,
sometimes suspending citizens’ rights and freedoms. As well

as huge inequality in the UK but also there is huge difference in
belief and opinion - with a rise of nationalism, populism and the
far right which could well lead to protests and violent acts.

With these as the sort of seeds or starting points for the idea

of war | let the cast and director add the specifics - and furnish
Nat’s story as much as they felt was needed. | wanted to add
the idea of a general feeling within the country that the further
away you live from Westminster the less the government are
concerned about you. There is already an element of this north
and north-east of the country and people sited this as a reason
for voting for Brexit; they did not feel listened to by Westminster
and wanted change. We talked about the spark of the war -
what is it that sets it off? The First World War was sparked by
the assassination of Franz Ferdinand in Sarajevo. We imagined
that the war could be set off by a series of bombings at high
profile government buildings; in protest at the way the poor and
vulnerable in this country are being treated.

We also discussed how war could escalate to involve foreign
involvement, for example Russia, Iran, the United States and

the United Kingdom are all involved in Syria - along with other
countries. Our military forces and police force, have already been
massively affected by austerity with numbers plummeting-in a
war situation a government may well need to look outside its
own forces for support, thus creating an international war rather
than civil one.

Linked to the above is the idea of national service or conscription.
This is where people are required to fight for their country by

law, unlike Frankie who volunteered to join the army and fight in
Afghanistan. In George’s story he volunteered to fight, but later

in the First World War Young men were called up and had to

by law. In Nat’s story we discover that he escapes from England
around the time he would’ve been conscripted, and Finn who was
left behind joined the rebels fighting against Government forces.

| wanted this included as this is the situation in Syria. Young men
are faced with this dilemma when they reach the age of 18; fight
for their countries, join rebel forces or flee. In the scene where
Nat is crossing the ocean he tells Aldo: “I can’t kill. For anyone.
Government or rebels.”
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The Team

From the first reading of the script | knew | had to find a team
of people who would be willing to be very close collaborators in
the process. We all had to bring something equally unique to the
table. The way the play is written and the way it moves means
that locations and time periods had to appear and disappear

in the blink of an eye. They also had to be very distinct. | had
known Pete Malkin for a while and | knew he would be the
person to bring the cinematic quality that the show needed.

| don’t think there is @ moment in the show where we are not
being surrounded by his amazing sound design. | had also
worked Andrzej before and | knew that his imagination would
be perfect to create the vehicle for the show to sit in. We had

a lot of early talks about set where | kept asking for a revolve
but was told there was not enough budget for that. When we
landed on the container idea the first thing | said was ‘Can it spin
round?’, to which Andrzej replied: ‘yes, if we push it’, so that was
where we kicked off. | had seen Zoe's work before too and she
was instrumental in giving us the three distinct worlds we were
looking for, as well as a mind blowing lighting design. Lily and |
had early chats about costume, which mostly involved talking
about how we could change costume really quickly and still make
all of the characters look and feel different. | think she has done
an amazing job of making multiple worlds look real.

continued }

Credit Scott Graham. Set Designer for The Unreturning, Andrzej Goulding
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Andrzej Goulding - Set Design

The set for the show is basically a shipping
container that can rotate. There are lots of tricks
hidden within this container, from sliding walls to
flap doors that can be independently re-orientated
to create different shapes and a variety of ladders,
hand holds, hooks and doors. It's a playground of
sorts that gave Neil as much variation as possible
to tell what are essentially journey stories. These
are always the trickiest to design for, as they rarely
go back to the same location twice, so | needed a
design that could potentially be made into any sort
of space through lighting, sound and video and
minimal props. The script moves so quickly, that
the design had to match that pace and fluidity.

The design process actually started from the first
workshop week for the script. We were lucky
enough to have this time to try out some ideas for
the set and some of those initial ideas made the
final design albeit in different guises.

The design had started as something that would
be made of a series of sliders, which actually
worked really well, but after the first draft of the
script it became clear that we would need more
variation than sliders alone could give us. We
started to talk about a structure of some kind that
could rotate that would also give us a split-level
playing space. This immediately gave Neil lots
more options for playing scenes and also meant
we could create jumps from time periods simply
with lighting, video and sound changes. We didn’t
have time onstage to create vastly different spaces
every time we needed to change time periods, so
| needed a set that could potentially sit within all

three without too much. cont/nued}
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The idea of the container actually came from
many discussions | had with Neil about objects
and items that we use to pack away homes or
to take our homes with us. That led us to talking
about what we would actually use to transport
our home to another place or to store our home
while we are away. During the workshops we
were looking a lot at bags. But in order to create
a large space for the cast to move around in |
needed to think about something much bigger
than bags, trunks and crates.

My research led me to shipping containers. A
container can be many things; from a refugee
camp, a lorry trailer, boat or a tunnel in Nat’s
story, to airbase hanger doors, a pub and a
promenade meeting place for Frankie, to a stark
hospital room, a WW1 dugout and battlefield or
a train carriage for George.

The uprights surrounding the container was an
image | had even when the set was to be mainly
slider-based and was an aesthetic | was keen to

keep. For George they represent the burnt trees
of no-mans land, for Frankie and Nat they are
pieces of Scarborough, the tallest of which was
a hint to the pillar of Oliver's Mount.

Because lighting was to be such a key part of
the visual aesthetic of the show | integrated the
LED and fluorescent lighting as a visual element
into the set from an early stage. When Zoe
came on board she added in more integrated
lighting specifically to light the cast as opposed
to mine, which was more of a visual element,
including the lovely coulis light central to the
container interior. Together they help to shift the
landscape visually; from tungsten for George,
to modern cool lighting for Frankie, to the stark
LED strip for Nat and Finn.

My design process always involves 3D modelling
the set in order to be able to see it from any
angle, but also to check sight lines for audience
and lighting. Because the set has a roof to it,
making sure there are angles to get light inside

The Team

Model box showing of The Unreturning set

is really important, the 3D model helps me to do
that. It’s also where the idea for creating a mesh
roof came from which again helps us to get light
inside the container.

Another fun (but also practical) thing | did was
to create VR images and movies of the set that
we could view using a VR headset. It's a really
useful tool as it gives you a good sense of scale
when you're onstage and there were a few bits
of the design that changed as a result of being
able to see this.

Add to this the physical model of the set, which
is more useful to the workshop and particularly
the scenic artists, and you have all the elements
together for realising the design into an

actual set. Then the fun begins as the rest of
the creative team add in their own skillsets,
combined with the fantastic cast onstage and
the team backstage to create an awesome
show.
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