
she’s associate artistic director; Mullins’s is at 
the Virginia Stage Company in Norfolk, Va., 
where he’s an associate producer; and Wilson’s 
is at both the Alley Theatre in Houston and 
the New Stage Theatre in Jackson, Miss. 
Bucking the common practice whereby each 
theatre does its own homemade adaptation, 
Wilson’s version has made the rounds, having 
been seen by close to a million people over 
the years at the Alley, Hartford Stage, and 
Ford’s Theatre, among others.)

Some theatres program alternatives—
The Santaland Diaries, A Christmas Memory, 
It’s a Wonderful Life, Peter Pan—that are 
smaller, cheaper, and/or edgier. The Arvada 
Center for the Arts and Humanities in 
Colorado, for instance, rotates shows like 
Elf, White Christmas, and It’s a Wonderful Life 
annually rather than count on a single show 
to draw audiences, says producing artistic 
director of musical theatre, Rod Lansberry. 
But this year, as the Denver Center for the 
Performing Arts is opting not to produce its 
annual Christmas Carol, the Arvada is stepping 
into the breach, producing, for the first time 
since 2013, the Lynn Ahrens/Alan Menken 
musical version that ran in New York for 11 
years with celebrity Scrooges from Tony 
Randall to Roger Daltrey.

In most cities, though, the show is an 
annual ritual, deeply connected to the theatres 
that stage it. “It’s a big ol’ tradition here,” 
says Drew Fracher, who’s directing it for the 
ninth time at Actors Theatre of Louisville. 
“Three or four generations show up. You 
watch the same kids grow up each year.”

THE SHOW VIRTUALLY GUARANTEES 

strong ticket sales, with indivual tickets 
typically sold separately from subscriptions 
(though often with first access and discounts 
offered to subscribers). At Actors Theatre, 
it’s responsible for between a quarter and a 
third of the theatre’s total annual revenue 
and audience, says director of marketing and 
communications Steve Knight.

“It’s a big part of the business model 
for lots of theatres,” says Tom Parrish, 
executive director at Trinity Rep, where the 
show supplies half the theatre’s annual ticket 
sales. “It’s a cash cow, and the income helps 
support the rest of the year.”

For Don-Scott Cooper the phrase “cash 
cow” sets his “teeth on edge,” as he feels it 
sends the wrong message. Now executive 
director of Le Petit Théâtre du Vieux Carré 
in New Orleans, he was previously general 
manager at ACT in San Francisco, where 
the show’s net after expenses, he points out, 
was just $100,000 in a $20 million annual 
budget. The show is “more about connecting 
with the community in a meaningful way,” 
he says, bringing in students for matinees 
and others who would not otherwise be able 
to afford it through local organizations.

“This show can’t just be for wealthy 
families,” agrees Mark Clements, artistic 
director at Milwaukee Rep, which gives 
away many tickets. They also raise money 
for charity from the stage, another common 
practice. At Actors Theatre, Knight says, 
donations are sought for Broadway Cares/
Equity Fights AIDS from the stage and Toys 

for Tots in the lobby. In the last 10 years, 
Ford’s Theatre has raised nearly $750,000 
for a variety of local charities serving the 
homeless, hungry, and impoverished. 

Trisha Kirk, director of marketing 
at the Guthrie, says that the show is also 
“critical as an entry point for creating new 
audiences. Every year there are new 8-year-
olds coming to their first show.” As Parrish 
points out, research shows that people develop 
theatregoing habits if they come as a child, 
especially with their parents. “It’s a learned 
activity.” 

That’s a very long-term benefit. In the 
shorter term, does A Christmas Carol translate 
into new audiences? “It’s hard to track,” 
concedes ANW’s Elliott, “but anecdotally, 
there’ve been any number of subscribers who 
have told me that A Christmas Carol was the 
first show they saw here.” 

Jason Chanos, associate artistic director 
at Kansas City Repertory Theatre, points 
out that his theatre is not generally known 
for family fare, which means that he doesn’t 
expect Carol audiences to necessarily translate 
into subscribers. The Guthrie’s Kirk recalls 
the year King Lear was the next offering 
after New Year’s—a tough sell after Carol. 
Next February’s Twelfth Night might be an 
easier fit. But the main goal, according to 
ATL’s Knight, is to get audiences to return 
each December. 

Indeed, while it may be a box-office 
bonanza, the show’s large cast and often high 
production values can soak up a theatre’s 
resources and attention, leading to both 
weariness and wariness about continuing.

“It can be a drain,” confesses Clements, 
who points out that Milwaukee Rep’s  
production is staged in a different theatre 
and requires its own lighting and sound set-
ups. While Carol was the big holiday attraction 
in town 40 years ago, the theatre now battles 
the Milwaukee Bucks and big-name concerts 
for audiences. “We must constantly question 
things,” he says, but he knows that stopping 
would cause “a severe outcry.” And while 
he was at first cynical about the notion of a 
family holiday show when he arrived at the 
theatre, he can now literally see its value in 
the faces of young children caught up in the 
magic of live theatre. 

“Every artistic director has that moment 
of wondering if it’s worth it,” says Kirk. “But 
it is an entry point for so many people—
nearly half of our audience is brand new to 
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the Guthrie every year. And can you guarantee 
any other show would do that?”

Parrish says that at every theatre he’s 
worked at, questions are raised about the 
resources required to do Carol, and whether 
it’s on or off mission. “But this play is not 
just fluff—there’s meat in the story,” he says. 
“There’s also a flexing of technical muscles 
that helps the production shops and all the 
artists develop and grow.”

If anything, the story’s reach only seem 
to keep growing. Producer Tom Smedes is 
bringing a high-profile adaptation written 
by Jack Thorne and directed by Matthew 
Warchus from London’s Old Vic to Broadway, 
and he’s looking beyond just this fall. “I 
hope this will become a new New York 
tradition,” he says.

Last year Cooper brought Carol to New 
Orleans, a town where holiday programming 
“tends to be more irreverent and for adults,” 
he says. Offering Carol at Le Petit Théâtre 
“went really well. I hope it grows and becomes 
a tradition here.” His production’s expense, 
monetized over three years, is expected to lose 
$40,000, but after the physical production 

is paid off he hopes to break even. “It could 
become budget positive, but there are so many 
other reasons to do it,” he says. His artistic 
director sold him on it by saying that each 
night “somewhere out in the audience some 
child is having their first theatre experience.”

A VERY DIFFERENT VERSION DEBUTED 

last year at the Lantern in Philadelphia. “I 
would roll my eyes at the idea of A Christmas 
Carol,” McMahon says. “It does bring in young 
children and people love it. But what turns me 
off is that the interpretations are so treacly 
and cute, they take the fear out of the piece 
and that’s the basis of it all—it’s the terror 
that makes Scrooge’s journey so profound.”
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The Lantern’s version is a scenery-
free solo show by Anthony Lawton, who 
both narrates and plays all the characters. 
(The most notable solo edition is by Gerald 
Dickens, the author’s great-great grandson, 
whose tour this fall includes performances 
in eight states.) “It takes the Disney out 
of Dickens,” McMahon says of Lawton’s 

approach. “It does not sugarcoat things.” 
Indeed McMahon says that marketing for 
the show avoids phrases like “a holiday treat 
for the whole family,” though he thinks the 
85-minute show is suitable for older children.

The Old Globe in San Diego is appealing 
to adults with a different approach. For two 
decades, its staple has been Dr. Seuss’ How 

the Grinch Stole Christmas! the Musical, which 
has been a linchpin of earned revenue and 
audience engagement the way Christmas 
Carol is for so many other theatres. But the 
Old Globe has a 250-seat space that has been 
dark each Christmas for the last decade, so 
artistic director Barry Edelstein decided 
finally to counterprogram the Grinch. Gordon 
Greenberg and Steve Rosen’s Ebenezer Scrooge’s 
BIG San Diego Christmas Show, which tells 
the story with five actors, a bare stage, and 
“tongue firmly in cheek,” is set in San Diego 
in 1915, where Scrooge seeks to exploit a local 
real estate boom; local jokes are scattered 
throughout. (A version of the show at the 
Bucks County Playhouse in Pennsylvania 
tailored the story to that market.) “Early sales 
have been massively strong,” says Edelstein, 
who adds that he first discussed the project 
with the Cygnet Theatre, a local theatre with 
a traditional production, to explain why he 
thought this wouldn’t steal their audience. 
“Our quiet hope is that this can become a 
tradition too.”

For a time-tested tradition, Dickens’s 
has proven remarkably flexible: At Chicago 
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Shakespeare it was reinvented by the Q 
Brothers Collective into a mix of reggae, 
dancehall, rock, and rap. But even the more 
conventional stagings occasionally seek to 
shake off the dust. The Guthrie, for instance, 
switched in 2010 away from an adaptation 
by Barbara Fields they’d used for decades 
to a new one by Crispin Whittell. Actors 
Theatre still uses Fields’s version, though 
Fracher has added his own touches to keep 
things fresh, including new scenery and a 
fiddle player onstage replacing the piano 
player to underscore scenes. He has also 
replaced Christian carols with more secular 
Victorian songs to make “everybody feel 
welcome,” he says—a fitting change, given 
that Dickens was not religious, and neither 
is the story.

Kansas City Rep also chucked Fields’s 
version in favor of a new one by Eric Rosen, 
then the theatre’s new artistic director. With 
Rosen’s departure, Chanos sought a new 
version and settled on Geoff Elliott’s version, 
which was less dialogue-heavy than the ones 
he saw at the Guthrie and at Costa Mesa, 
Calif.’s South Coast Repertory, and offered 

room to add a lot of music. Elliott calls his 
version “very, very faithful—I don’t transpose 
his words or water the language down.”

At Trinity, Parrish says he makes some 
alterations each year, to the staging if not the 
text. One year the show’s carolers came from 
an organization serving homeless children, 
another year from local Boys & Girls Clubs. 

He changes up the effects too: This year, 
Scrooge’s bed will fly out over the audience. 
“People come back because they know it’s 
the same show but it’s different,” he says. At 
other theatres he’s seen or staged a gospel 
version, one set in a 1920s speakeasy, one 
where homeless characters find and act out 
Dickens’s book, and one where a grandparent 
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reads the story to the grandchildren and it 
comes to life.

Of course, there are always people who 
want everything exactly the same. In Fields’s 
version, Chanos says, Scrooge throws a 
paperweight at his nephew; we later see in 
a flashback that it was a gift from Scrooge’s 
sister, and at the end Scrooge presents it to his 
nephew. The new version is paperweight-less, 
and a few patrons told Chanos they missed 
those scenes. “I could only say, ‘Sorry, but 
we’ve got other good stuff now,’” Chanos says. 

Clements says he’s had people complain 
about differences from the “original” story, 
only to realize they are referencing the 
Muppets movie version. Still, he acknowledges 
that too much change can unsettle audiences. 
He created a new adaptation for Milwaukee 
because he felt the previous version was too 
wordy and young children would quickly 
grow restless. “Thirty minutes in you’d have 
a steady stream to the bathroom,” he says.

So Clements, a Brit and a father who 
takes pride in knowing what it takes to 
hold a 6-year-old’s attention, beefed up the 
visuals—a $1 million double rotating set, 
more “filmic effects”—and added elements 
of English holiday pantomimes. “I had the 
ghost as Scrooge’s conscience asking the 
children in the audience opinions about 
what to do,” he says. “The kids loved it. The 
adults, not so much. I had pushed too far, 
so I had to recalibrate. There is still some 
audience participation, but much less of it.”

ANOTHER WAY TO SHAKE UP THE 

show is to change up the cast. Many casts 
become community icons, most famously 

at South Coast Rep, which in its 40 years 
of the show has had just one Scrooge, Hal 
Landon Jr., who is retiring after this year. 
Many theatres have used casting to become 
more inclusive. The Goodman integrated 
in 1984, with eight African American cast 
members, including 7-year-old Eric Styles 
as Tiny Tim; in 2017, the theatre cast its 
first girl in the role, Paris Strickland, who 
is also a cancer survivor. Craig Wallace, an 
African American actor who played Marley’s 
Ghost at Milwaukee Rep and the Ghost of 
Christmas Past at Geva Theatre Center in 
Rochester, N.Y., began playing Scrooge at 
Ford’s Theatre in 2016, the same year Sally 
Nystuen Vahle took on the role at Dallas 
Theater Center. At the Guthrie each year, 
Charity Jones plays Scrooge in multiple 
performances (alternating with Nathaniel 
Fuller).

“It’s important that people recognize 
themselves onstage,” says Clements. He 
recalls sitting behind several Black teenage 
girls during one of his productions, and they 
seemed disconnected until Belle, played by 
a Black woman, appeared. “Then they all 
leaned forward.” 

There is always some resistance: 
Clements recalls one angry letter from a 
white supremacist so virulent the theatre 
alerted the police. But complaints about 
multicultural casting are rare, he says.

Another variable: how scary to make the 
show. “This year our Ghost will actually be 
a bunch of children in masks, which is kind 
of creepy,” Parrish says. 

But creepy works for most productions. 
“I’m big on scaring the children—they 

seem to like it,” Fracher adds, a sentiment 
echoed by most, though Chanos says he is 
moving away from darker tones to create a 
show that “sees Scrooge as a lone figure in 
an otherwise happy world, a world that will 
hopefully bring him along.”

Ultimately, most stagings of A Christmas 
Carol have two ironclad similarities: 
faithfulness to Dickens’s story and characters, 
and a belief in the magic of fake precipitation.

“That’s one thing you cannot change,” 
says Parrish. “It must snow during the show. 
The more times it snows, the more tickets 
we sell, the more money we make. Some 
years we’ve had it snow five times.”

“It doesn’t snow in New Orleans, so 
when we have it snow at the end it’s a really 
magical moment,” Cooper says.

For many, the snow symbolizes purity 
of spirit and the hope of redemption, though 
as with all stage magic, it has a practical side. 
Elliott’s production uses potato flakes, which 
means that, as Scrooge, “by the curtain call I 
have mashed potatoes on my forehead.” And 
Clements notes that while endless snow over 
the orchestra seats is great fun, too much and 
the stage gets dangerously slippery. 

Snow has earned this pride of place, 
Clements says, as the real thing actually 
boosts ticket sales. “Our box office spikes 
when it snows outside,” he says. “It’s like 
a trigger for people to make them want to 
come to A Christmas Carol.”  

Stuart Miller, a writer based in New 

York City, is a frequent contributor to 

the magazine.
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guarantee any other 
show would do that?”

—Trisha Kirk



HE PAST SEVERAL MONTHS HAVE BEEN FULL 
of emotional ups and downs for Ruth Shepherd, board chair 
for the Arkansas Repertory Theatre.

It all started on April 24, 2018, when the longtime Lit-
tle Rock institution, known locally as the Rep, went dark and 
stopped producing shows. That day, Shepherd spoke to the 
staff and gave local media interviews letting everyone know 
that the capital city’s beloved theatre’s future was uncertain.

“It was an awful, awful day,” Shepherd remembers. 
“Tears all around.”

Going dark was heartbreaking, but the public ral-
lied, hosting events to save the Rep, sporting “I heart the 
Rep” T-shirts around town, and most importantly donat-
ing money. Less than two years after going dark, the Rep 
has all but staged a complete comeback.

Indeed, while things are looking up, the organization 
remains in rebuilding mode. “It’s going to take us a bit to 
get through it,” concedes Will Trice, the Rep’s new execu-
tive artistic director, who took over in August. There’s an 
upside to an emergency, he notes. “A really exciting thing 
about coming into a leadership role in an institution that 
is in turnaround is everything you do has an immediate 
impact, every change you make, every evaluation of what’s 
been happening. There’s so much opportunity to improve 
on an operation. That’s exciting.”

Trice, a Little Rock native and three-time Tony-win-
ning producer, identifies “the elephant in the room” as the 
question of whether the Rep can continue the fundrais-

ing momentum it experienced after announcing it would 
cease operations.

“Ultimately, will the philanthropy be there to support 
it?” Trice asks. “That’s obviously a crucial element, and part 
of improving our operations is investing in our fundraising 
apparatus. But, in the long term, we will see what the ulti-
mate response is in terms of philanthropy.”

ARKANSAS REP, FOUNDED BY CLIFF FANNIN 

Baker in 1976, moved to its current location on Main Street 
in downtown Little Rock in 1988. A few years ago it became 
the cornerstone of a downtown revitalization project that saw 
other arts organizations, including Ballet Arkansas, relocate 
to the area, referred to as the Main Street Creative Corridor.

Historically the Rep had produced six or seven main-
stage shows each year, often a mix of well-known musicals, 
family-friendly fare, works from new playwrights, classical 
theatre, comedies, and serious pieces tackling important 
issues of the day. Locals feel a sense of pride in the organi-
zation, and many have fond memories of attending shows 
in the intimate space of the Rep.

“It’s always been the expectation that what you see at 
the Rep will be beautifully produced, will meet the high-
est artistic standards that we’re all used to,” says Shepherd, 
who has been involved with the theatre for more than 40 
years as a board member and also served as development 
director some years ago.

The theatre, which has a current operating budget of 
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$4.5 million, stopped producing last year 
to focus on tackling its debts, which had 
been accumulating for several years. The 
Rep had more than $1.5 million in prop-
erty debt, $750,000 in operating debt, and 
$350,000 in ticket liability, Trice explains.

Shepherd notes that fundraising for 
and operating a nonprofit theatre like the 
Rep in a midsize city like Little Rock has 
always been challenging, as there’s only 
so much wealth to go around. Little Rock 
has a population of less than 200,000 and a 
median household income of about $48,400, 
compared to $57,600 nationwide, accord-
ing to the U.S. Census Bureau. The Rep 
had launched a fundraising campaign, Our 
Next Act, in 2015 with hopes of raising $5.3 
million, which would have enabled it to pay 
off debt, create reserve funds for opera-
tions, artistic risk, and facilities, and finish 
capital improvements, including updating 
lighting equipment and replacing the roof 
on its scene shop.

Just $1.7 million was raised before the 
campaign was put on hold a year later, when 
longtime artistic director Robert Hupp 
resigned after 17 seasons. John Miller-Steph-
any took over as producing artistic director 
in August 2016, with the plan to restart Our 
Next Act. Shepherd says they couldn’t get 
the momentum going again, and fundrais-
ing remained stagnant.

Miller-Stephany’s first season, which 
Hupp had planned, featured three costly 
musicals, Monty Python’s Spamalot, Sister 
Act, and Godspell, and didn’t make back the 
budgets. The next season, 2017-18, Miller-
Stephany’s first to plan, also didn’t do well. 
Five shows in, and the Rep was $650,000 

below budget, Shepherd says. The theatre 
canceled the final show, God of Carnage, after 
estimating that it could add $40,000 more 
to their deficit.

That led to the April 2018 announce-
ment that the theatre would cease produ-
tion. “We just couldn’t go any further,” Shep-
herd remembers. “We just kept thinking, it’s 
going to be okay, it’s going to be okay. This 

theatre has never ever had a margin. We’ve 
always just lived on the edge, so when all of 
those forces came to be, we couldn’t make 
our budget.”

Miller-Stephany resigned, and most 
of the staff joined him or were let go. But 
the theatre’s board wasn’t going to let it go 
gently into that good night. Shepherd, fel-
low board member Bill Rector, and Baker 
led the charge to bring the Rep back. All of 
their work was done as volunteers.

Emotions were high all around as they 
worked to figure out next steps. Shepherd 
admits that they were out of their depth at 
times, and figured things out one step at a 
time. “It’s that kind of, where there’s a will, 
there’s a way, because we just said, ‘Okay, 
we have to do this,’” she recalls. 

The public response was overwhelm-
ing. As word got out, donations came in 
from more than 35 states; the Rep raised 
$1.25 million in just a few months. They also 
received matching grants from the Arkansas-
based grant-making organizations Windgate 
Charitable Foundation ($1 million) and the 
John & Robyn Horn Foundation ($25,000).
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“The community just went, ‘Please, 
we cannot lose the Rep,” she says. The Rep 
also held focus groups, public meetings, and 
online surveys to gauge public opinion and 
help plan for the future. The main takeaway 
was that the theatre’s mainstage—rather than 
its educational programs or smaller black 
box theatre located across the street—is 
what defines the Rep. So that’s where they 
decided to focus, says Shepherd.

As they planned to reopen, Shepherd 
says the board focused on three elements 
that make the Rep “sacred,” and that were a 
must for future sustainability: being afford-
able to attract audiences, producing relevant 
shows, and maintaining professional status 
as a signatory with Actors’ Equity Associa-
tion, which sets it apart in the central Arkan-
sas theatre community.

They also maintained their robust edu-
cation programs even as they worked to 
rebuild the mainstage. The Rep is present-
ing a shortened four-show “Rebuild the Rep” 
2019 season, featuring Chicago, Native Gar-
dens, Million Dollar Quartet, and It’s a Won-
derful Life: A Live Radio Play, which opens 

this month. The shows were chosen by the 
board and staff, and founder Baker was set 
to direct Chicago, but he died in September 
2018, before the show’s February opening.

Despite that setback, Chicago (directed 
by Ron Hutchins) was a “hit by every stan-
dard,” meeting its revenue goal, Trice says. 
Native Gardens was well received, though it 
didn’t draw enough single ticket buyers to 

reach its goal, and Million Dollar Quartet was 
so popular that the Rep extended its run in 
October and at press time expected it to meet 
its revenue goal. The Rep also produced a 
student show, Willy Wonka Jr., on the main-
stage in coordination with its education pro-
gram, which was deemed a success despite its 
limited run and reduced ticket price.

To help get its financial house in order, 
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Shepherd says the Rep has sold some of the 
properties it owned, which were contribut-
ing to the debt load, and is renegotiating the 
loan on another. They still own several apart-
ments, but now rent them out to short-term 
visitors when they’re not occupied by visit-
ing artists. Rights to a cell tower were also 
sold, and the theatre set up escrow accounts 
to put money aside. “We’re still really look-

ing at our business model,” she notes. “We 
are not quite out of the woods.” 

The Rep also finally restarted Our Next 
Act, which had been on hold with $3.6 mil-
lion left to raise. As of early September 2019, 
the theatre was only about $415,000 shy of 
its total goal. And the Rep rebuilt its team; at 
its lowest point, it had a staff of just six. The 
next crucial element was finding a new leader.

TRICE GREW UP ATTENDING THE REP 
with his family and was a cast member in the 
theatre’s production of Lost in Yonkers when he 
was in high school in the mid-1990s. When 
he heard about his hometown theatre going 
dark, he says, “I was just as shocked and dis-
mayed as I think anybody.”

As an award-winning producer, with 
more than a decade of experience in theatre 
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working in casting and production, Trice, 
who was living in New York City at the time, 
offered to help the Rep in any way he could. 
“I didn’t know what that would be—if they 
wanted to send me some numbers or talk 
through stuff or whatever,” he recalls. The 
Rep offered him a job instead. 

The offer was “serendipitous,” says 
Trice, as he and his husband, John Petten-
gill, had been talking about relocating, and 
Trice says he was ready for the next phase of 
his career. Trice, hired in December 2018, 
didn’t fully assume the role until this past 
August. He acknowledges that he comes 
in with a few benefits that many artistic or 
executive directors don’t have.

“Being from Little Rock and having 
a head start on a lot of those relationships, 
and what seems like a lot of goodwill from 
the community and from seeing one of 
their own here, and just an automatic pos-
itive energy—that seems unusually benefi-
cial for somebody stepping into a role like 
this,” he says. 

The executive artistic director role will 
be a little different than the split leadership 

of many theatres, including the Rep histor-
ically; most have an executive or managing 
director and a producing artistic director, 
Trice explains. Unlike past leaders of the Rep, 
he has no plans to direct any productions.

“I see my role actually akin to what I 
was doing before as a producer, because as 
a producer, you see both sides of an opera-
tion,” he says. “You’re equally responsible for 
the artistic part, the product of the business, 
as you are for its operation and strategy.”

Trice has a long list of next steps to get 
the Rep fully back on its feet and well posi-
tioned for the future. He cites the “good art, 
well marketed” message of former Kennedy 
Center president Michael Kaiser’s book The 
Art of the Turnaround. “I think that’s really 
the only thing we can do,” Trice says. “We 
produce things that we think are going to 
continue to excite people and go from there.” 

He says he initially thought the thea-
tre needed to scale back its productions to 
be more fiscally responsible. But a market 
like Little Rock faces several unique chal-
lenges. Its location in the middle of the 
country means there are fewer opportuni-

ties, outside the Rep, for professional per-
formers and technical and design teams. So 
the theatre has to employ some professional 
technical staff and designers full-time, and 
bring in and house the required number of 
union artists for each show.

“We have to maintain a critical mass of 
programming to support that,” Trice says. 
“And with that amount of programming 
comes the need for additional fundraising, 
the need for additional marketing, the need 
for additional operations. And then abra-
cadabra, we’ve got overhead.”

The competition for local entertain-
ment dollars is another struggle. Little Rock 
is home to several community theatres and 
the city-owned performance hall Robinson 
Center, which attracts Broadway tours. And 
that’s not even counting the proliferation of 
at-home entertainment options. 

“On the ticket sale side, there’s a smaller 
total population from which you’re trying 
to get X percent of,” he says, adding that 
“communicating the value proposition of an 
intimate space and something that’s freshly 
produced” can be tough.

For spring 2020, the Rep is planning 
three shows: Ann, The Curious Incident of 
the Dog in the Nighttime, and Bye Bye Birdie. 
Trice is currently working on his first full 
season for 2020-21, which he’ll announce 
this spring.

Going forward, Trice says the theatre 
will consider title recognition, performer 
recognition, novelty, relevance, and enter-
tainment value to attract ticket buyers. The 
Rep plans to focus on productions that 
engage the local community, multidisci-
plinary productions with other local insti-
tutions, co-productions with national and 
regional colleagues, and offering a unique 
live theatre experience.

There’s still a lot of work to be done, 
Trice admits. For now he tempers his excite-
ment with pragmatism, saying, “I don’t want 
to belie my kind of enthusiasm and excite-
ment for the potential here with all of those 
realities that we’re working on.”  

Erica Sweeney is a Little Rock, Ark.-

based writer who has attended shows 

at the Rep since childhood. Her writing 

has appeared in The New York Times, 

HuffPost, Parade, and many other 

publications.
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Y THE TIME YOU READ THIS, PATRIARCHY WILL 
be a thing of the past. In separate interviews, celebrated co-
artistic directors Shermin Langhoff and Jens Hillje insisted 
matter-of-factly that Rewitching Europe, a new production 
premiering at Berlin’s Maxim Gorki Theater this fall, is 
what will do the trick.

“It might take some time to figure out what comes 
next,” Hillje conceded, seated at a picnic table in the thea-
tre’s courtyard café late this summer. “Shifting from a cul-
ture of domination to a culture of cooperation is quite a 
challenge,” he said. “But it starts on the first of November,” 
referring to the date of the play’s premiere.

Langhoff and Hillje were only half joking. Such dis-
arming humor and bold assurance is characteristic of the 
Gorki’s vibrant and radically engaged artistic works. The 
smallest of Berlin’s five state theatres, the Gorki is also the 
youngest and most diverse, both in the makeup of its artis-
tic ensemble and the audience it attracts. Since 2012, when 
the city appointed Langhoff artistic director and she named 
Hillje her partner, the Gorki has twice been deemed thea tre 
of the year by leading arts publication Theater Heute, and 
the pair has received the Berlin Theater Prize for “repre-
senting the city’s population in its diversity.”

Both spoke eloquently and passionately about the Gor-
ki’s commitment to sharing the untold stories of margin-
alized groups, shining light on blind spots that, once illu-
minated, force audiences to see the world and the people 
around them in new ways. “If you ask me in one sentence 
what Gorki is about,” Langhoff said in her office one Sep-

tember morning, “I would say it is taking history personally.” 
Added Hillje, “The major project of the Gorki as a whole is 
always to create common ground. Common ground won’t 
work if it’s not based on understanding.”

AT THE START OF HER TENURE, LANGHOFF OVER-

hauled the resident ensemble to include a majority of actors 
with origins outside Germany. The move reflects an overall 
effort to focus on narratives long absent from Berlin stages—
not simply as a matter of principal, but because Langhoff and 
Hillje take seriously the Gorki’s position as a state theatre, 
beholden to the citizens of Berlin. That means developing 
stories that speak directly to the city’s history as a nexus of 
conflicting cultures and a center of immigration. “Every-
body has the right to have a theatre that represents him or 
herself up onstage and reflects [their] stories,” Hillje says. 
The Gorki has become a kind of model in this regard; over 
the past several years, they’ve seen other theatres follow suit 
in diversifying their companies.

The theatre made waves in 2016 with the founding of 
its Exile Ensemble, comprising seven professional actors 
from Syria, Palestine, and Afghanistan who had been forced 
to live in exile. It was part of a cultural response to the swell 
of migrants arriving in Germany from the Middle East in 
recent years. For its first piece in 2017, the ensemble worked 
with Israeli-born resident director Yael Ronen to create Win-
terreise, devised during a road trip the artists took together 
through Germany, reflecting on how they were perceived 
by their new countrymen and by each other. In the few years 

A scene from Candice Breitz’s TLDR, a “13-channel installation” that was part of Gorki Theater’s 2017 Berliner Herbstsalon.
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Devising German Democracy
Berlin’s Gorki Theater is at the forefront of an urgent international 

dialogue about diversity, immigration, and human rights

BY NAVEEN KUMAR
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since, the Exile Ensemble has largely been 
folded into the main company, which shares 
the objective of investigating identity and 
belonging through collaboration.

With 25 actors on fixed contracts, three 
to four resident directors, and as many full-
time dramaturgs, Hillje estimates the Gorki 
family to include 60 to 80 artists. In addition 
to the theatre’s mainstage, an adjacent build-
ing branded Studio  serves as a secondary 
stage where “radical new forms and polit-
ical theory merge.” This year Gorki con-
structed a temporary structure on its front 
lawn dubbed “The Container,” to house 
productions while each of the two perma-
nent spaces underwent necessary technical 
upgrades. The theatre will continue to pres-
ent additional programming in the Con-
tainer at least through the 2019-20 season.  

The Gorki doesn’t commission plays 
and only occasionally revives classics, which 
Hillje considers rarely capable of reflecting 
today’s everyday realities. (This fall the thea-
tre premiered Anna Karenina or Poor Peo-
ple, a mashup of Tolstoy and Dostoyevsky 
adapted and directed by Oliver Frlji as an 
intersectional investigation of class and 
gender.) Hillje estimates that 90 percent of 
Gorki productions are devised projects, in 
which writing is part of a collaborative cre-
ative process that can take months or years, 
depending on the piece. Many such works 
cannot be produced elsewhere or without 
their founding actors, whose personal his-
tories are woven into both the stories and 
their presentation. “Always for me the ques-
tion is why,” Langhoff said of recruiting art-
ists to work at the Gorki. “Why are you an 
artist? Why are you doing theatre? Why 
are you telling stories?” Being part of the 
Gorki ensemble means having something to 
say and a strong desire to transform those 
who hear it. 

Ronen is particularly celebrated for 
this collective approach to storytelling; her 
projects with the company most often credit 
both herself and the ensemble as authors 
of the text. She’s the director Langhoff and 
Hillje trust to usher in the era of post-patri-
archy with Rewitching Europe, an examina-
tion of witch hunts in Germany which illu-
minates the ways that persecution “is writ-
ten into the bodies of women, and how these 
bodies can free themselves from an experi-
ence of oppression.” Roma Armee, another 
of Ronen’s popular pieces still in repertoire, 

presents a collective reclaiming and musi-
cal celebration of Roma identity featuring 
guest artists of Roma descent from across 
Europe bearing their true stories.

LANGHOFF’S APPOINTMENT TO LEAD 
the Gorki was itself a landmark moment: She 
became the first female artistic director of a 
Berlin state theatre in more than 30 years, 
and the first of Turkish descent. Having led 
an independent theatre in Berlin-Kreuzberg, 
where she coined the term “post-migrant” 
theatre, Langhoff represented a clear move 
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toward embracing a greater array of per-
spectives. Hillje, recently honored with the 
Golden Lion at the Venice Biennale for his 
lifetime of work in the field, brings a deep 
well of experience in Berlin theatre, includ-
ing as chief dramaturg at the Schaubühne, 
another state theatre he helped shape along-
side Thomas Ostermeier and Sasha Waltz.

Both Langhoff and Hillje consider how 
the history of the company and its architec-
tural home necessarily inform the Gorki’s 
role in city life. Situated in Berlin’s central 
district of Mitte, formerly East Berlin, along-
side more physically imposing cultural insti-
tutions—Museum Island to the east, Berlin 
State Opera and Humboldt University to the 
south, and Berlin Cathedral to the west—
the venue was conceived along more popu-
list lines. Completed in 1827, the building 
was first a gathering place for the Berliner 
Singakademie, a choral society, and the city’s 
first public concert hall. In 1848, it was used 
by the Prussian National Assembly to draft 
a constitution for a Prussian Republic that 
never came to pass, cementing its history as 
a seat of democratic ideals. The building suf-

fered damage during World War II, and in 
1952 became home to the theatre, which took 
its name from Soviet writer Maxim Gorky, 
a pioneer of socialist realism. At the outset 
it produced German translations of Russian 
Soviet works, but by the late ’50s, during 
something of a cultural thaw, it began pro-
ducing more critical, dissident works by the 
likes of Alfred Matusches and Heiner Müller.

Though the German Democratic Repub-
lic is a thing of the past, the Gorki is still funded 
by the state it has often critiqued. Together 
Berlin’s state theatres receive around half of 
the city’s 600 million euros in annual cultural 
funding; more than 85 percent of the Gor-
ki’s 15-million-euro operating budget comes 
directly from the city. (By comparison, New 
York City’s Department of Cultural Affairs 
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The Gorki, right, and its “Container” space on the lawn at left.
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dispenses less than half as much in total each 
year.) Robust government support is an essen-
tial part of German artistic tradition, as is the 
expectation that such institutions scrutinize 
the state and its citizens. This also means the 
ability to welcome a wider array of patrons 
through the door than tends to be the case 
in the U.S., where the cost of admission can 
limit access. With ticket prices averaging 
around 20 euros (every ticket for the Con-
tainer is 16 euros), and regular discounts for 
students, the unemployed, and others facing 
barriers to access, the Gorki is among the most 
affordable of Berlin’s state theatres. Provid-
ing English surtitles for every production is 
another move to open the thea tre’s doors to 
as many as possible. 

IN BOTH PROJECTS DEVISED WITH THE 

actors who perform them and less overtly 
collaborative pieces, the Gorki adheres to 
the Brechtian principle that a performer’s 
identity is never separate from the perfor-
mance. “The citizen is always present,” Hillje 
says, “as a social, cultural, political being.” 
Even in this season’s playful opening piece, 
directed by Sebastian Nübling, Herzstück 
(or Heart), based on a 14-line dialogue by 
Müller, the actors are dressed as clowns per-
forming physical and mental acrobatics, but 
glimpses of their true identities ground the 
antics in contemporary politics.

Cultivating a richly diverse ensemble 
means containing opposite sides of identity-
based conflicts—say, between Israeli and 
Palestinian, or Sunni and Shia—within the 
company. “This enables us in a unique way 
to criticize everyone,” Hillje says. Though 
freedom of expression in the arts is a con-
stitutional right in Germany, as in the U.S., 
the Gorki does receive blowback from the 
country’s far right, whose rise in turn fuels 
the urgency of the theatre’s work, both 
onstage and in its extensive non-theatrical 
programming.

In late October, the Gorki hosted its 
fourth Herbstsalon (or Autumn Salon), an 
interdisciplinary conference encompassing 
visual arts, installation, theatre, lectures, 
and discussions in conjunction with Hum-
boldt University. The salon has been held 
every two years since Langhoff began her 
tenure in 2013; this year’s mission and title 
was “De-Heimatize It!,” and it was billed as 
a discursive intervention in response to the 
founding of a heimat or “homeland” min-

istry in Berlin. (In German, the word hei-
mat has even stronger conservative nation-
alistic connotations than “homeland” does 
in the U.S., so the ministry’s founding sig-
nals a worrying trend.) In addition to host-
ing exhibitions and lectures, and inviting 
an international group of young activists to 
address “constructions of nation and belong-
ing from an intersectional feminist perspec-
tive,” the salon also featured five stage pre-
mieres with a similar aim.

Langhoff estimates that 40 percent of 
the Gorki’s work occurs offstage, in site-
specific works as well as in classrooms and 
workshops with young artists. Last year, the 
theatre staged a piece called Grundgesetz, 
named for the Federal Republic of Germa-
ny’s Basic Law, in front of Brandenburg Gate, 
a towering city monument just a few hun-
dred meters from the theatre. To mark the 
law’s 70th anniversary, Polish director Marta 
Górnicka adapted its text into a libretto per-
formed by a diverse company of 50. The proj-
ect was billed as a “choral stress test” of the 
resilience and inclusiveness of the law in a 
time of far greater heterogeneity than when 

it was conceived. Another piece in develop-
ment will be devised by an ensemble of ref-
ugees who came to Germany as unaccompa-
nied minors, reflecting on their treatment by 
society and search for a sense of belonging.

“I don’t think theatre can replace pol-
itics,” Langhoff said. But she believes it 
can be what she calls a “fortress for democ-
racy.” She went on, “There is a next gener-
ation that we are responsible for,” and pos-
ited that the full lasting impact of the Gor-
ki’s work may not be immediately apparent 
but ripple out over time. Given the many 
challenges to a free and just society emerg-
ing across the globe, the Gorki’s position as 
a safe space for the marginalized is as urgent 
as ever. Beyond the stage, Langhoff imagines 
the Gorki as an academy of politics and aes-
thetics, exploring new forms and systems of 
thought through art. “So as long as we are 
needed, we will do it here.”  

Naveen Kumar is a writer based in 

New York City.
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Louisa Harland, Kwabena Ansah, Rebekah Murrell, and Patrick McNamee in the world premiere of Glass, part one of Glass. Kill. Bluebeard. Imp., at 
the Royal Court Theatre, directed by James Macdonald. 

Glass. Kill. Bluebeard. Imp.

JOHAN PERSSON/ARENAPAL

BY CARYL CHURCHILL
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MY HOUSE IS FULL OF BOOKS AND THEY ARE BADLY 
organized. So as I prepared to write this speech about the recipi-
ent of tonight’s special award, I set aside time just to find my col-
lections of Caryl Churchill’s plays, thinking it might take a while.

It didn’t. There, right at the top of one pile, was Plays: Three. On 
top of another, Plays: Two. Plays: One, and Plays: Four were also in easy 
reach, in dog-eared copies already on my desk. I’m not sure why I was 
surprised: Like so many other playwrights, I keep her works as close as 
I keep the tea bags and the emergency cigarettes. They are necessary.

To anyone working in the theatre today, the outstanding con-
tribution of Caryl Churchill is beyond question, to the extent that 
the word “contribution” doesn’t quite seem up to the job. Her inven-
tion is ceaseless. Her influence is profound. In the course of a writ-
ing life that spans 60 years, she’s changed the dramatic landscape of 
two centuries, and evolved more than any other British playwright 
our conceptions of what a play even is. She’s even changed the way 
we write them down.

In the words of [playwright and academic] Dan Rebellato, “She 
never repeats herself. She always seems to be asking the question, 
what’s the world like, and what form of play do I have to write to 
express it? She has invented 40 or 50 different play forms that every-
one else uses, and meanwhile, she’s moved on.”

Rebellato goes on to note that the overlapping dialogue she 
invented is now used by everyone except her. She’s used doublings, 
one actor playing many parts, or many actors playing the same part, 
to political and metaphysical effect over the years, but also just for 
the sheer theatrical fun of it. Her writing is omnivorous, and slips 
between naturalism, fantasy, and verse with unwavering confidence.

Although Owners, produced in 1972, is usually recognized as 
her first play, in fact she’d written roughly 20 others before that. 
But it was her collaborations with Monstrous Regiment and Joint 
Stock, beginning in 1976, which were to be a turning point in her 
practice. She describes these experiences as having permanently 
changed her attitudes to herself, her work, and others.
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Caryl Churchill

Cathedrals Made of Bricks
BY LUCY KIRKWOOD

ABOUT THE PLAYWRIGHT Caryl Churchill has written for the stage, television, and radio. A renowned and prolific playwright, her plays include Serious Money, 
Cloud 9, Top Girls, Mad Forest, A Number, Far Away, Love and Information, Here We Go, Escaped Alone, and Light Shining in Buckinghamshire. In 2002, she 
received the Obie Lifetime Achievement Award and in 2010, she was inducted into the American Theater Hall of Fame.

ABOUT THE PLAY Glass. Kill. Bluebeard. Imp. had its world premiere at the Royal Court Theatre (Vicky Featherstone, artistic director) on September 18, 2019. It 
was directed by James Macdonald. The set design was by Miriam Buether, the costume design was by Nicky Gillibrand, the lighting design was by Jack Knowles, 
the sound design was by Christopher Shutt; the stage manager was Laura Draper. The cast for Glass was Kwabena Ansah, Louisa Harland, Patrick McNamee, 
and Rebekah Murrell. The cast for Kill was Tom Mothersdale (Gods) and Caelan Edie and Leo Rait (People). The cast for Bluebeard’s Friends was Deborah Findlay, 
Toby Jones, Sarah Niles, and Sule Rimi. The cast for Imp was Toby Jones (Jimmy), Deborah Findlay (Dot), Louisa Harland (Niamh), and Tom Mothersdale (Rob). 

Caryl Churchill Glass. Kill. Bluebeard. Imp.
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To introduce this month’s playscript, Caryl Churchill’s new four-play collection Glass. Kill. Bluebeard. Imp., we’re publishing a version of a speech 
playwright Lucy Kirkwood (The Children, Chimerica) gave at the Writers’ Guild of Great Britain in January when it bestowed its highest 
award on Churchill.
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With Monstrous Regiment she made Vinegar Tom, a play about 
witches with no witches in it, and with Joint Stock she made Light 
Shining in Buckinghamshire, a play about a revolution that didn’t hap-
pen, and followed this with Cloud Nine, a deeply theatrical play about 
the relationship between sexual and colonial politics, with a struc-
ture that leaps from Victorian Africa to ’70s London. It is incisive 
and vicious, very funny, and cautiously optimistic about our ability to 
free ourselves from the repressions visited upon us from above and 
within. It ran for two years in New York, and was followed by Soft-
cops, inspired by the work of Michel Foucault. In the ’80s, with Top 
Girls and Serious Money, she took on the Siamese twins of Thatcher-
ism and London’s financial industry, and in Fen she looked at potato 
pickers in the bleak flatlands of East Anglia. The Skriker collides the 
modern and the mythical to give form to the ungovernable forces 
in women’s lives. In A Number, a man is confronted by clones of his 
dead son, in a play not really about cloning, and Blue Heart consists 
of two plays, one of which has a virus.

It should be clear by now we’re talking about a writer of pro-
tean gifts, completely lacking in complacency. Simply put, she is the 
only person writing today who says something new in both form 
and content every time she puts pen to paper.

Her work is profoundly political, but never didactic, charged 
with metaphorical power, not journalistic editorial. Far Away, which, 
in Dan Rebellato’s words again, “feels like it invented British 21st-
century playwriting in some ways,” is my own favorite play and 
the first work I want to share with any young person interested in 
theatre. It is constructed of scenes depicting a series of universal 
domestic scenarios: a child waking in the night, afraid. A workplace 
romance. Taking a lover home to meet your family for the first time. 
And yet its 26 pages are pregnant with vast and troubling themes. 
It is a play that seems to be about something different every time I 
read it: the corrosive effects of a climate of fear, our ability to mute 
the sound of horror happening beyond our shores, the atrocity that 
occurs when we are convinced we are on the right side of history.

The structure is consummate, the images searing and the lan-
guage like knives. As two characters, Harper and Todd, make increas-
ingly extravagant hats—that, we slowly learn, are to be worn by pris-
oners on the way to execution—Harper observes: “It seems so sad 
to burn them with the bodies.” And later she offers as good and as 
provocative a reflection on a life in the theatre as I can imagine, not-
ing: “You make beauty and it disappears, I love that.”

Caryl’s formal invention has been on display again more recently 
in Love and Information, constructed from fragments that express 
with audacity the rhythm of how we live now, and in Here We Go, a 
play about death that uses abbreviations and repetitions to stare 
down the barrel of our decay with all the verve the title implies.

But I often feel in our eagerness to admire her cathedrals, we 
overlook the exquisite craft of the individual bricks. Not only the 

dazzling, indelible images her plays throw up: a dinner party of 
women from throughout history, a woman who’s just been mur-
dered appearing in a doorway, a shape-shifter presiding over a feast 
of glamour, two peasants seeing themselves in a mirror for the first 
time in their lives.

But also in her dialogue. She’s not a writer with a house style. 
The roots of her language are in the demotic, lifted from the play-
ground, the office, the bus, the nursing home, the butchers, and 
given precise, sculpted form. But her language is poetic in its refusal 
of artificial elegance, and shot through with flashes of violence, sor-
row, and comedy, at once dense and digestible, like a Christmas 
cake that has been fed brandy since January. Next time I get a tat-
too, I would happily get them to ink one of her extraordinary lines 
on my arm, maybe:

If it’s a party, why was there so much blood?

Or perhaps most appropriately for this particular evening:

The only judges I recognise are ones I’ve appointed myself.

She’s written versions of Seneca and Strindberg, opera libret-
tos, worked with choreographers and composers, written for the 
radio, television and stage, and been performed across the world. 
Her plays are studied at schools and universities and in 2013, Royal 
Holloway University named its new theatre after her.

Increasingly her work is notable for its economy, not because 
she has less to say but because her craft is such that she can pack 
more into a line of dialogue than most of us can express in a whole 
scene. I watched her most recent full-length play Escaped Alone with 
exhilaration, but also despair, as I realized the play I was myself writ-
ing took two hours to say what Caryl Churchill had expressed in a 
single speech about cats.

Escaped Alone is a play about four women who have lived a long 
time, chatting in a garden, tempered with visions of apocalypse. It 
is a play that once again has a radical, questing form. It is surprising 
and alive and intelligent and very funny. It is a play that feels both 
absolutely clear and completely mysterious. And like so much of 
her work, it offers, unsentimentally, a suggestion that in an increas-
ingly unstable world, humans retain a capacity for both joyful song, 
and terrible, terrible, terrible rage.

It is breathtaking to write a single play that has such qualities. 
It is, frankly, showing off to have written so many of them.

In the spirit of trying to sum up with her economy why this 
award is so deserved, I finally turn to the words of her friend and 
regular collaborator, director James Macdonald, who puts it simply 
like this: “She’s just doing the best writing, isn’t she? Why make it 
any more complicated?”

Glass. Kill. Bluebeard. Imp. is copyright © 2019 by Caryl Churchill. All inquiries regarding rights should be addressed to Casarotto Ramsay and Associates 
Ltd, email: rights@casarotto.co.uk, www.casarotto.co.uk. Professionals and amateurs are hereby warned that performances of Glass. Kill. Bluebeard. Imp. are 
subject to a royalty. It is fully protected under the copyright laws of the United States of America, and of all countries covered by the International Copyright 
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and the Universal Copyright Convention, and of all countries with which the United States has reciprocal copyright relations. All rights, including professional, 
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Glass.
Kill. 
Bluebeard. 
Imp.
BY CARYL CHURCHILL

GLASS

CHARACTERS
A GIRL MADE OF GLASS

HER BROTHER

HIS FRIEND

HER MOTHER

A CLOCK

A RED PLASTIC DOG

A VASE

SCHOOLGIRLS

HER FRIEND

There should be no attempt to make the 
glass girl look as if she is made of glass. 
No effects making her seem invisible, etc. 
She looks like people look.

1.

BROTHER: Look at the window, what do 
you see?
HIS FRIEND: Houses.
BROTHER: You don’t see the window pane?
FRIEND: Are you worried it’s dirty?
BROTHER: You don’t see my sister?
FRIEND: Where? Outside?
BROTHER: Inside. By the window.
FRIEND: No. What? Is there something?
BROTHER: I can see her just. Most people 
can’t see her at all.
FRIEND: Now you’ve said.
BROTHER: It depends on the light.
FRIEND: There’s a thickness.
BROTHER: And slightly green sometimes.
FRIEND: Can she hear us?
BROTHER: She’s not deaf she’s just made 
of glass.
FRIEND: Hello.
GLASS GIRL: Of course I can fucking hear you.
FRIEND: Hello.
BROTHER: Don’t be so fucking rude.
FRIEND: Hello.
GIRL: Why do you do this? He does this.
BROTHER: It is a little bit funny.
FRIEND: Hello.
GIRL: Hello.

2.

MOTHER: You realise you mustn’t touch her.
FRIEND: I’d be careful.
MOTHER: She doesn’t want to be touched. 
She’s afraid of being broken.
GLASS GIRL: I am a little.
MOTHER: You scream.
GIRL: It depends on the touching.
MOTHER: The trouble we go to. The deep 
mats on the floor from when she was tiny. 
There’s cracks, your eye isn’t accustomed 
but we can see the joins. Bubble wrap when 
she goes out.
FRIEND: I can see more than I did. She broke 
her arm.
GIRL: Let’s go for a walk by the river. I won’t 
need wrapping.
MOTHER: It’s slippery by the river.
GIRL: I can hold his arm.

3.

CLOCK: You’re beautiful but I’m also useful.
GLASS GIRL: A clock isn’t useful anymore. 
Who looks at you? Time’s on the phones.
CLOCK: They look at me because I’m worth 
looking at. Time from me is richer because I’m 
old and time’s run through me since before 
their parents were born. And you see it flow 
because my second hand goes round and my 
minute hand goes round and my hour hand 
goes slowly round and there’s none of this 
digital jumping. You gaze at me and think 
how long a minute lasts. Pain for a whole 
minute would be torture. Joy for a whole 
minute would be exceptional. And even if I 
stopped I’d be kept as an object because my 
history is intriguing and my shape is grace-
ful and my value is unquestioned.
RED DOG: You do go on. Everyone likes me 
best because I’m cheerful. I know I’m just a 
cheap little dog and I know I’m plastic but 
I’m a memory of a happy holiday and no one’s 
taken me off the mantelpiece in three years.
CLOCK: Because no one remembers you’re 
there. That’s why you’re dusty.
GIRL: We do like you, dog, and I’m sick of 
the clock.
CLOCK: You take up too much room.
GIRL: I don’t even want to be on the 
mantelpiece.
DOG: No, your mother’s right to put you here 
because you’re the most beautiful. You’re 
the special one. When they can see you they 
love to see you and the mantelpiece is the 
place to be seen.
GIRL: The vase is more beautiful than me.

VASE: Not without flowers.
GIRL: Even without flowers.
VASE: You’re very kind.
CLOCK: Dong.
GIRL: Stop showing off.
DOG: It’s the half, he can’t help it.
GIRL: Dog, you drive me mad.
VASE: Let’s be quiet and enjoy being beautiful.

4.

SCHOOLGIRLS:

We’re your friends.
You want us to be your friends. We can tell. 
Now you’re trying to pretend you don’t care. 
You fancy him.
You can tell your friends.
We don’t mind telling you who we fancy. 
You don’t have to tell because we can see. 
We can see right inside you.
It’s all there boiling about in front of us. 
What a mess.
What a freak.
He won’t touch you because you’re cold 
and hard.
Your mummy wraps you up in bubble wrap. 
Watch out you don’t fall over.
Rip off her bubbles and trip her up.
Now she’s pretending she’s not frightened. 
This is giving you a pain in your stomach. 
Now she’s crying.
She’s crying inside and she’s crying outside. 
Watch out who’s behind you.
Schoolgirls go.
Brother’s Friend.
FRIEND: Why are you crying? Oh. I know 
why you’re crying. I know how you feel, I 
know what you think. It’s amazing, I’ve never 
had this with anyone. Is it good?

5.

GLASS GIRL: Why do you want to?
GIRL’S FRIEND: I just want to.
GIRL: Why do you want to? It won’t fix 
anything.
G FRIEND: No, but it’ll be different.
GIRL: It’ll be more pain.
G FRIEND: It’ll be different pain.
GIRL: You’ll feel good for a minute and then 
it’s going to go on being really sore.
G FRIEND: Yes but you know.
GIRL: I’ll break off my little finger and you 
can use that.
G FRIEND: Because then it’s both of us.
GIRL: Because it’s going to be really sharp.
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6.

FRIEND: I love it when the light shines 
through you.
GLASS GIRL: I love the feeling of light shin-
ing through me.
FRIEND: I know.
GIRL: I love the light on your hand.
FRIEND: I know.
GIRL: It’s all right.
FRIEND: I’ve something to tell you. I wish 
you could just see it. About my father.
GIRL: Tell me then.
He whispers.
GIRL: Seven? From when you were seven?
FRIEND: No, I don’t want to go to the police. 
I need to leave home. He wants to stop me 
seeing you.
I know you do.

7.

GLASS GIRL: So what happens is he doesn’t 
get in touch for a week so I think is it because 
he told me about his father or is it because 
his father’s stopping him and I hope it’s that 
so I go round to his house. His father opens 
the door and he doesn’t see me so I get inside 
while he’s looking down the street and I go 
upstairs and he’s on his bed and he says his 

father’s keeping him a prisoner, and I say just 
go and he says I can’t. Then his father comes 
in and I’m thinking hit him hit him and he 
sees that in me and he does it, he leaps up 
and punches him so he staggers back, and we 
run downstairs and the father’s after us and 
I’m thinking go, go first, just get out, run, 
and I turn and face the father and as the door 
opens the light hits me and he can see me 
now and that stops him, he says What’s this, 
who’s this beautiful thing then, come here a 
minute, and I dodge away and I run and I fall 
down and my foot breaks off and I pick it up 
and hop and hobble, and the father knows 
he’d better not any more and we get away 
round the corner. And I say We’re all right 
now and he’s holding me up and laughing and 
crying and he says I’ll never be all right, I’m 
going away for a bit and when I’m all right 
I’ll come back for you, and I say Don’t go 
and he says You didn’t need to say it, don’t 
drop your foot, and he jumps on the back of 
a bus and he’s gone. And I go home and wait. 
And I wait. And every homeless person I pass 
in the street is it him and it isn’t. And then I 
hear at school didn’t you know, it happened 
yesterday, he jumped under a train, what was 
he thinking? And I go home. And I sit on the 
mantelpiece and time goes by. And then I go 
up to my room and open the window and get 

onto the windowsill so I’m sitting with my 
legs dangling and then I lean out and push 
with my arms. And I smash to pieces among 
the people walking by. There’s a splinter in 
your eye and a splinter in your heart. And 
they need to sweep the street well.

END

Louisa Harland and Rebekah Murrell in Glass at the Royal Court.
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KILL

CHARACTERS
GODS played by one adult
PEOPLE played by one child

Gods and People are each played as if just 
one person, i.e. don’t assume different 
voices and characters.

I see Gods higher than People, maybe 
sitting on a table and People under it. 
There are plenty of other ways but it 
should be that simple.

GODS: We take this small box and shut the 
furies up in it, they’re furious and can’t get 
out, they say let us out and we’ll be kind. 
We gods can do that sometimes, quieten 
the furies, we can’t do everything, we don’t 
exist, people make us up, they make up the 
furies and how they bite. They’re after the 
boy, they won’t let him sleep or wake or sleep 
and he suffers. He suffers and suffers because 
he kills his mother, which we’re against and 
so is everyone but he has his reason so he’s 
right and wrong. He kills his mother, hop-
ing she’ll die quickly, it can’t be over quickly 
enough, he doesn’t want her unrecognisa-
ble but still here, both slipping in the blood, 
his duty to do it, everyone thinks that and 
so do we, and he kills her lover happy to kill 
him but taking out the knife he remembers 
loving his mother and the nonsense words 
they’d say to each other though he still has 
the same hate in his heart coming home as 
when he’s little and runs away when she’s 
killing his father.

His mother’s a strong woman, slashing her 
husband in the bath we understand that, how 
quickly the water’s red, her lover helping with 
the joy of his own revenge on his cousin, they 
get him out somehow, slipping. She wants 
him to come back from the war so she can 
kill him, she hopes he’ll never come back, 
she rules the city with her lover who says it’s 
his by right, ten years, a long war, hand to 
hand hacking each other’s bodies, not many 
survive their wounds in the heat, they smell 
themselves rotting, they ask us for help, a 
war made by her husband’s brother for her 
sister and power in the east and glory, we 
help them fight, some of us, we argue among 
ourselves, we’re the reason it happens, we can 
enjoy a war, we don’t exist. She’s committed 
to being her husband’s enemy taking his 
long time enemy as her lover, her husband’s 
cousin who wants all that family dead, she’s 

his enemy as soon as he kills their daughter 
cutting her throat on the altar to get wind 
for sailing to his brother’s war, because we do 
sometimes like that we gods sometimes like it 
that someone wants something enough to do 
something terrible to get it and we like that 
they make us up and listen to us and make 
sacrifices. We say sacrifice your daughter or 
there’s no wind and you’ll let your brother 
down and betray the army because he kills a 
sacred deer we don’t like that. They sacrifice 
their children quite easily when there’s a war 
to be won.

Surprising the lover lives as long as he does, 
escaping years before when the husband 
cousin seizes the city from him and drives him 
out. Till then he’s the one ruling, his father 
ruling with him king at last, because the boy 
kills the king, his father’s twin brother. ‘I’m 
your brother’s son!’ and he stabs him, red 
mist, a joy, we know about that, and what’s 
driving the boy crazy with hate is he knows 
now about his uncle’s murders. His red eyed 
father tells him, full of rage, how the uncle 
steals the city they’re meant to share, how 
he serves a stew of chopped up bodies of his 
brother’s children. Not a new idea in that 
family eating children, it’s already in their 
nightmares. The boy realises the man he’s 
facing is his father, a wreck of a man who 
never gets over the vomiting horror, the 
man his uncle sends him to kill not knowing 
whose son the boy is that he adopts and cares 
for, an unhappy boy, exposed on a hillside, 
his mother killing herself, his mother who’s 
his sister raped by their father, that red eyed 
father in shock from his sons’ murders, we 
say do that, the child will avenge you.

They’re cursed those twin brothers, fathers 
of the killing cousins, rivals for the city, living 
out the curse on their families, we can enjoy 
a curse, why else would one of them kill the 
other’s children, bleeding them on the altar, 
drawing their guts out, one of them struck 
down, the other in shock waiting. Insane 
with anger at betrayal, his wife helping his 
brother her lover steal the lamb with the 
golden fleece, whoever has the lamb has the 
right to the city and he has the lamb hidden 
away even from us, we don’t like that because 
he vows he’ll sacrifice his best lamb. They’re 
friends when they’re young those two, they 
say they’ll rule together, banished with their 
mother who hangs herself, banished for killing 
their elder brother the father’s favourite, 
plotting against him so they’ll get the city.

Their father’s the one cursed, him and on 
down, when he’s young, by a man thrown 
over a cliff as he stands on the edge shouting 
to us, accused of trying to rape the bride he 
helps the youth win by loosening the old 
king’s chariot wheel in one of those races 
where you win the kingdom and the daughter, 
promised gold and the first night with the 
bride and already mistrusting the cheat but 
driven by desire. A beautiful boy the cheat, 
Poseidon loves him and takes him into the 
sea, but always bitter about his death, always 
angry, though he cheats death, we bring him 
back to life except one bone of his shoulder 
we make out of ivory, we pick his bones and 
flesh out of the stew except the shoulder that’s 
eaten, a mistake, and we send the father to 
hell where he’s always tormented by hunger 
and always tantalised by fruit lifting out of 
reach, because he cooks his son, chops with 
a cleaver, cuts his throat, because we gods 
are coming to dinner he thinks we’ll like 
that, he’s Zeus’s son, he wants to please us 
the most extreme way he can think of, he’s 
sure that’s what we want.

And we say no we don’t like that now and we 
send him to hell where he’s always hungry 
and angry, longing and failing, and we get 
the body parts out of the pot, hard to fit 
them together, and make the boy again with 
an ivory shoulder, and he’s so beautiful that 
when he’s walking by the sea Poseidon breaks 
over him in a wave. But he’s bitter and angry 
and wants power on land so he fixes the race 
and the family’s cursed and his twin sons kill 
their brother the favourite who struggles 
away falling so he banishes them and their 
mother with them, the girl from the race, 
and she hangs herself don’t go into the room. 
The twins fall out over the city and one of 
them serves up his brother’s children, just 
meat when there’s no faces, and he gets the 
city and adopts his brother’s other child not 
knowing and the boy stabs him more times 
than he needs to die and rules with his father 
till his cousin drives him out and when the 
cousin kills his screaming daughter to get 
wind for the long war he joins up with the 
cousin’s wife to kill him, guts in the bath, and 
then the son comes back to kill the mother 
and him too at last, his eye sliding down his 
face, and the child is crazy because of his 
mother so we put the biting furies back in 
the box, not our fault, we don’t exist, and 
they’re after him and he slashes again and 
again at his mother and her lover who kill 
the father who kills the girl for wind for the 
war and the lover kills the boy’s grandfather 

52 AMERICANTHEATRE  DECEMBER19

Caryl Churchill Glass. Kill. Bluebeard. Imp.PLAYSCRIPT



too avenging his brothers who are eaten by 
their raving father twin of the killer, twin 
sons of the boy we bring back to life as his 
father our son goes to hell for chopping him 
up for us we don’t like it, we’re glad we don’t 
exist, and he’s always hungry and angry and 
reaching for something he’ll never get as 
his son comes back to life and has twin sons 
and one kills and cooks the other’s children 
and their little brother kills the killer and the 
killer’s son comes back and kills his daughter 
to get wind and the little brother and the 
wife kill him and the son kills his mother and 
goes crazy because the furies are out and we 
put them in the box and they’re out and he 
kills his mother and the lover who kill the 
man who kills the girl and is son of the man 
who’s killed because he kills the children, son 
of the dead boy loved by the sea who’s killed 
by our son in hell always hungry and angry 
who kills his son for the gods to eat and we 
say no don’t do that it’s enough we don’t like 
it now don’t do it we say stop please stop.

People can say while Gods is speaking any of the 
following, placed randomly and probably so they 
are not precisely relevant to what is being said 
at the time.

I’m right

I’m in the right 
I have a right
It’s the right thing 
It’s a joy
I have to 
At last
I hate him 
Don’t 
Help me 
Please
Yes x 3
No x 3
Kill x 3

Or People can be silent.

PROPS
Maybe small box for Gods, food bowl, knife, 
small gold lamb, fruit, toy ship, knife for 
People. If handled it should not be at moments 
when those things are referred to. Or maybe 
no props.

END

BLUEBEARD’S FRIENDS

What did you say?
‘Horrified to learn my friend Bluebeard is 
a serial killer.’
Ex friend.
Goes without saying. Dead friend.
I’m not saying anything. I’m in shock. Should 
we have noticed?

I went to see him in hospital.
I thought he was dead.
No, he’s still
I thought her brothers killed him
fifteen stab wounds
and his head I thought they cut off 
his beard they
but his throat
yes his throat, I don’t think he’ll speak 
but he’ll live
I don’t know if he’ll live. 
Better not really.
Yes.
The brothers, it won’t be murder 
they had to stop him
fifteen stab wounds
everyone’s on their side
because he’s a monster
he is yes of course he’s a monster. 
And you went to see him?

Tom Mothersdale and Caelan Edie in Kill at the Royal Court.
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I did yes.
And what, was he…?
Not conscious at all. Tubes. He looks much 
older. He looks dead.
So he didn’t know you were there? 
I don’t think so. I just went.
I don’t want to see him. 
I wish I’d never met him. 
I just went.

I got the dresses. 
How?
I went into the story.
Are these the actual dresses they were wearing?
Just the dresses?
yes
not the bodies
no, god, you don’t want the bodies do you?
the horror, the smell.
All this time, some of them might be skeletons
it doesn’t bear thinking
I didn’t think, I just got the dresses 
and they don’t smell
the story doesn’t say smell, she didn’t smell 
them, she saw them hanging in the room
so maybe for a moment she thought it was 
just clothes 
only for a moment
because the story does say blood
yes, because she dropped the key, that’s the 
whole point 
the key that wouldn’t come clean
and the blood’s still on the dresses
can I look?
Beautiful cloth. Beautiful stitching. Beautiful 
colours.
Don’t get blood on your fingers, it might 
not come off.

With hindsight all those weddings 
all those failed marriages
there were always such good reasons
yes they ran off with the music teacher or 
went to look after their sick mother, or the 
schizophrenic
What did the families make of it?
Some of them were peasants of course, glad 
to be rid of the expense of a girl
and trafficking
what? I thought he was saving her
but they weren’t all, there was Lady, Lady
alcoholic father, mother committed suicide
he knew how to pick them
not this time
he’d have come up with a story 
he was good at stories
and we always believed him. I always believed 
him.

He was so charming 
classic psychopath 
don’t let’s try and
but he liked us, I think he really 
it was women he hated
he taught me astronomy
women he had sex with because maybe
don’t start don’t start, I don’t care about his 
childhood 
I was meaning more politics, misogyny
can’t we just say he was evil?
Maybe it came over him suddenly
and sorry afterwards, hating what he did 
or maybe he revelled
his secret
deceiving everyone, that power
knowing they were all in that room while we 
were next door having a party.
Because killing them’s one thing but keeping 
them like that 
a collection
like butterflies or tigerskins or paintings
it saved disposing, I mean cutting up, digging
and so many rooms in the castle where 
nobody ever…
He loved lovely things, porcelain

I can’t believe it, it makes me crazy 
and he played the piano so beautifully.

Esmeralda, Bet, Suzanne, Maria, Katya, 
Joan, Roxane, Lisa
was Roxane the one with red hair?
I never met her
oh she’s the one I knew best, we used to go 
for walks by the lake. She went on a concert 
tour and fell in love in Prague and never came 
back. He gave me an address and when she 
didn’t reply I thought oh well, she’s got a new 
life now. I did feel rejected because she was 
someone you could tell anything to, I don’t 
have anyone else like that.
I was a bit in love with Katya.

I didn’t I didn’t 
I know
I didn’t do it
I know
I wouldn’t
I know you wouldn’t, everyone who knows 
you knows 
but not everyone knows me, they’ll think
try to calm down for a minute.
It’s true of course people will believe them
I didn’t I didn’t
I know
we have to believe them because otherwise 
but I didn’t

you say that but they always deny so we have to 
do you think I did?
It’s really not such a big thing anyway, it’s 
not as if 
it is it is
it’s not killing your wives 
no but it’s part of the same
not the same at all, it was a moment of 
it wasn’t it wasn’t because I didn’t do it
a moment of desire, are we saying desire is a bad 
even a small thing is a big thing
it’s not something that matters
it does matter it is a big thing and I didn’t do 
it I didn’t I didn’t do it
it doesn’t matter to me 
I didn’t do it.

He asked me to marry him. 
No.
When?
That hot summer. Before Suzanne. 
You’d be dead.
Yes.
God so you must be 
yes, yes I am. Really.

Have you heard from Anne? 
She’s gone into hiding.

But he’s dead.
No, hiding from the media.
‘What did you feel when your sister told you 
that her husband was trying to kill her? What 
did you feel when you saw your brothers 
riding to the rescue?’
She could be a celebrity like her sister.
Oh that’s not fair, it’s not celebrity for celebrity, 
it’s political, she’s brave, she doesn’t enjoy it. 
She’s in shock.
Anne’s different, Anne’s more shy. 
Shy’s not very public spirited.
Come on, they’re both in shock. 
I’m in shock.
No, you’re just drunk. 
We’re all drunk.

I keep dreaming I killed someone. 
A woman?
I don’t know, a person. Maybe a woman. 
Is it a sex thing?
It’s a horror thing. A guilt thing. A thing 
where I don’t know what to do. It’s a bit of 
myself I’ve killed is it, I don’t know what the 
fuck about dreams, it’s a bloody nightmare.

He had a castle.
You think they just married him for the castle? 
He was handsome and witty and he had a castle. 
It’s hers now.
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She’s going to sell it.

Does murder put the price up or down? 
Either way it’s going to be foreign money. 
And they won’t live in it.
I wouldn’t live in it.
Wouldn’t you? I would. Up on the battlements 
before breakfast. 
Guided tours. Movie locations. Weddings.

Why have you got a black eye again? 
I haven’t.
You have though.

There’ll be the miniature copies of the dresses 
a little present
and then there’ll be the actual clothes 
copies
well yes because the originals
so do you use the same material or is it 
not exactly the same because it’s medieval 
no of course
but high quality reproduction. It’s wearable. 
Washable?
Dry clean, but I want your advice 
oh good
do you think it’s better with or without 
bloodstains? 
Not real

no of course but exactly reproducing which 
stain on which frock
so that’s quite noir
yes that gets the market that goes for that 
side of the story.
While if it’s just dresses
you can sell that as the women unharmed, 
victims no longer, power dresses
oh that’s better.
I think there’s something in both. 
Can you do both?
I could, yes, maybe both is good, give people 
the choice. 
The same person might even buy one of each.
I’m using my favourite six dresses and one of 
them’s red so the blood hardly shows.
That might be the best seller because it’s subtle.

I still love you.
We’re still both married to other people. 
You still don’t want us to start up again? 
Maybe don’t touch me. I still love you.

One person is cutting up books.

What are you doing? You can’t.
Why, what, are they people? have they got 
feelings? 
Burning books, come on, stop that.
It’s books by men who’ve harmed women. 

Books where women get harmed and it’s not 
condemned.
Great, you can find books by all the baddies. 
Books by bankers? Books by generals?

Ok, I’ll get to it.
Books by dangerous drivers? Don’t, I don’t 
mean do that, I mean stop.
Get off.
Ow you cut my finger.
Get your hand out of the scissors then. 
Look you did it’s bleeding.
They’re my books.
You won’t have many left. 
So I’ll have decluttered.

You went to the funeral.
I went to the hospital, I went to the funeral. 
Hundreds of people went to the funeral.
Gawping.
Far more for the women’s funeral, that was 
beautiful. 
His was just burn the body and forget about 
the ashes.
I wish the women had had separate funerals. 
I’d have gone to Roxane’s.
None of us went to his funeral.
He was kind. He was clever. He was funny. 
We all loved him. 
I always knew there was something wrong 
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with him.
No you didn’t. But we do now. And it wipes 
the rest out. 
I knew him since we were ten.
And?
Do you think only good people have friends?

Someone has put on one of the wives’ dresses.

What about this for the Halloween party? 
Don’t spill drink on it.

Producing a blue fake beard.

And what about this? 
Where’d you get that?
Joke shop with Frankenstein heads. 
It is quite like his beard was.
I think I look just like him. 
With the dress.
It has to be with the dress.
I look at you and what’s it saying? 
You’re going as the story.
It’s what I feel like looking like ok?

END

IMP

CHARACTERS
JIMMY, late fifties/sixties
DOT, late fifties/sixties
NIAMH, twenties
ROB, thirties

Jimmy and Dot’s living room. 
Dot is always in her chair.

1.

Jimmy, Dot, Niamh.
JIMMY: I knew a man killed his wife because he 
thought she was having an affair and it turned 
out she wasn’t. He’d rather she had been.
DOT: Because then it would be ok to kill her.
JIMMY: No
DOT: yes you’re saying she’d have deserved it, 
like the French don’t mind a creem so long 
as it’s passionel
JIMMY: no I’m just saying you’d kick yourself. 
He wasn’t right in the head, he was a soldier.
DOT: You’re still making excuses for him.
JIMMY: It’s nothing to me, I hardly knew 
him, I used to see him down the pub. I’m 
just saying it’s funny.
DOT: What do you think about it, Niamh?
NIAMH: There’d be a lot of people dead 
wouldn’t there if everyone who had an affair 

got killed.
DOT: Thank you, that’s what I’m saying.
JIMMY: I don’t know why I bother to enter-
tain you. I should stay out. I ran three point 
five kilometres this morning, which I know 
isn’t very far but I’m working my way up. 
At first I could only run fifty steps walk fifty 
steps run fifty steps like a bloody boy scout, 
so I’m getting there.
NIAMH: Is that what boy scouts do?
DOT: They tie knots and get abused and learn 
the national anthem. It’s before your time.
JIMMY: It’s the protein supplement and the 
perseverance.
NIAMH: Do you have a goal?
JIMMY: I might do a half marathon.
DOT: Quarter. Eighth.
JIMMY: I’m not saying I’ll do a marathon, I 
might do a half, give me a year I could do a half.
DOT: Do you run Niamh?
NIAMH: I don’t run but I’m trying to lose 
weight though.
DOT: You’ve no need to do that.
JIMMY: Do you have a goal?
NIAMH: I thought if I lost a stone by the 
summer.
DOT: You’re lovely how you are. Don’t do it.
JIMMY: Leave her alone, goals are good, you 
want everyone not to be fit so they’re no bet-
ter than you. Just like you want everyone to 
be miserable.
DOT: You’re fattist is what he is, not he’s the 
fattest Niamh, I mean like racist.
JIMMY: I respect my body.
DOT: You don’t respect mine is what I’m saying.
JIMMY: I’ve no interest at all in your body.
DOT: That’s just as well because the bodies 
he looks at on his screen I wouldn’t want to 
be one of them the things they do to them. 
Because we’re not a couple, Niamh, I want 
to say that at the outset. We’re just cousins 
like your dad except we live together and 
there’s kissing cousins but no kissing here. 
We’re like brother and sister except we don’t 
have sibling rivalry because we each had our 
own parents to love us.
JIMMY: In so far as.
DOT: Speak for your own, thank you very much.
JIMMY: I was doing. I don’t do golden look-
ing back.
DOT: Were you a happy family, Niamh? 
Until they died.
NIAMH: I think so, yes.
DOT: Well now you’ve got us.
JIMMY: What’s she want with a boring old 
auntie and uncle? She’s got a great job, haven’t 
you Niamh? She’s got a place. She’ll be work-
ing hard and playing hard. Won’t you Niamh? 
Young people. I should have run when I had 

the lungs and the legs. The protein supple-
ment’s useful if you want to skip meals.
DOT: She doesn’t want to skip meals.
JIMMY: So tell us, Niamh, do you have a 
boyfriend?
DOT: She’ll tell us that sort of thing for her-
self when she knows us better.
NIAMH: There’s someone I was seeing at 
home but now I’m in England we’re think-
ing it’s probably over.
JIMMY: Pretty girl like you, you’ll soon find 
someone.
DOT: You shouldn’t say that.
JIMMY: What, pretty girl? She is a pretty 
girl. Don’t you think she’s a pretty girl? You 
can say it.
DOT: She is a pretty girl.
NIAMH: Thank you.

2.

Rob, Dot, Jimmy.
ROB: For six months I lived among the 
Mongols.
DOT: Mongolia? All that way?
ROB: You think the ponies are small but they’ll 
give you a kick. And faster than a motorbike 
because you feel the muscles.
DOT: Did you speak the language?
ROB: I couldn’t have discussions. And that 
was a lot colder than here. I can sleep any-
where anytime, I just shut my eyes.
DOT: You could market that if you knew what 
it was. Mongolian selfhelp.
JIMMY: Have you found a place yet, Rob?
ROB: I’m still on the waiting list. They keep 
saying.
DOT: Where did you sleep last night?
ROB: The cemetery’s good.
DOT: Isn’t the grass wet?
ROB: There’s a flat gravestone by one of the 
big family tombs keeps the wind off.
JIMMY: I go running up that way.
ROB: Yes, I seen you.
JIMMY: I don’t like to stop when I’m running.
DOT: Might not get started again.
JIMMY: I’ve got my timer.
DOT: Look, I’m going to say it. I feel bad. We 
could have you here, you could sleep on the 
sofa till you get somewhere, and I don’t want 
to. I’m very happy to give you a cup of tea 
but I don’t want to be moved in on. If you 
resent that, you resent that.
JIMMY: Of course he doesn’t. He’s a man 
of the world.
ROB: I’m very happy with a cup of tea.
DOT: Well I wouldn’t be so I thought I’d say. 
You might want to kill us.
JIMMY: Why would he want to do that? He’s 
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not stupid.
DOT: But if he could get away with it and have 
the flat. Don’t tell me you’ve never thought it.
ROB: I’ve never thought it.
DOT: Well that’s clear then.
ROB: One time I was in Tunisia and they 
were shooting a Star Wars movie. They 
needed desert. I was an extra in that, they 
needed a crowd.
DOT: So you’re a film star too?
ROB: Blink and you miss me.
DOT: I’d love to do that. Part of a big creation.
JIMMY: So which bit are you in?
Doorbell.
DOT: Who’s that going to be?
JIMMY: It might be Niamh.
ROB: I’ll be off if it’s not a good time.
JIMMY: She’s family. We don’t keep any-
thing from Niamh.
He goes to answer the door.
DOT: I’ve not even been to Ireland and our 
cousin’s dead now so it’s too late. He took 
his own life but sh.
Niamh comes in.
DOT: Niamh lovely, come in and meet Rob. 
This is our niece, Niamh. Not really a niece, 
something removed, we say niece.
ROB: Nice to meet you.
NIAMH: Hello, Rob.
DOT: Rob’s a neighbour in a manner of 

speaking.
JIMMY: Good day at the office? Any sign of 
promotion?
DOT: She’s only just started, use your head.
JIMMY: Smart girl like Niamh.
DOT: Rob was telling us about Mongolia. You’re 
both travellers. Niamh’s here from Ireland.
ROB: Are you staying?
NIAMH: I don’t know.
ROB: Better not knowing. Sorry, what was 
your name again?
NIAMH: Niamh. It’s hard to spell, sorry.
DOT: It goes m h would you believe?
ROB: I don’t mind, I can’t spell anything.
NIAMH: Are you dyslexic?
ROB: Yes, I can’t read or write at all.
DOT: No need to be ashamed of that.
NIAMH: He’s not, are you.

3.

Jimmy, Dot.
Dot is having an asthma attack.
JIMMY: Am I going to call the ambulance?
If you don’t say yes or no, I’m going to call 
the ambulance.
DOT: Fuck…off…
JIMMY: How am I to know if you don’t speak?
Is it getting any easier?
I think it’s getting easier, isn’t it?

It’s the air is what it is. I feel it when I run, 
I’d go twice the distance. Twice the speed.
You don’t want a cup of tea, do you, you never 
want tea at this point.
I think it’s passing.
DOT: Hell.
JIMMY: It’s happening more often. Do you 
think it’s happening more often? I think it 
is. We should write down when it happens. 
That’s useful, measuring, like I do with the 
running.
DOT: It’s all right.
JIMMY: You’re better now?
DOT: All right.
JIMMY: You sit there then. Not that you were 
going anywhere.
Maybe we should use your thingummy, see if 
it could stop you having these attacks. Think 
it could manage that?
Sorry, it’s not fair when you can’t speak. 
I saw Rob.
DOT: How much did you give him?
JIMMY: He said he saw Niamh.
DOT: I hope she’s
JIMMY: Don’t talk too much yet.
I saw an old guy this morning when it was 
raining, used to have his own business and he 
gave it all over to his daughters, I suppose it 
was a tax thing, and they’re treating him so 
badly. He’s really out of it, he’s not like the 
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same person at all.
DOT: I hope she’s
JIMMY: His youngest daughter was the nice 
one but they’ve fallen out and she’s gone to 
live in France.
DOT: I hope she doesn’t

4.

Dot, Rob, Jimmy.
DOT: Stop right there.
ROB: What?
DOT: You were going to say how all these peo-
ple are getting housed before you because 
they’re whatever you were going to say, immi-
grant, disabled, black, something, you were 
going to say that.
ROB: I was not.
JIMMY: People can say what they like.
DOT: Not in my house.
JIMMY: They can in my house, which is the 
same house.
DOT: If you’re racist I want to know because 
you’ll not have a penny more off of me.
JIMMY: So now he’ll tell you the truth will he?
ROB: I’m not. I’m not. I’m insulted.
JIMMY: She’s made it so we’ll never believe 
you now.
DOT: I like you.
JIMMY: I think we just move on. How’s 
your son?
ROB: Good, thank you.
JIMMY: Still doing well at school, is he?
ROB: Not bad.
JIMMY: He was going to be having an end 
of term assessment.
DOT: Come on, all right, I apologise. Just let 
it not be true.
JIMMY: So how’s he doing?
ROB: He’s a clever boy, I think I’ve told you. 
He’s already up to a hundred and twenty, 
which is the highest you can get. He could be 
in the year above because the average there 
is only a hundred and three but it’s better to 
leave him with his mates.
DOT: He’s going to be a star when he gets to 
secondary and does his exams.
ROB: He’ll be taking them early.
DOT: Yes, they do that so they can get more, 
they take ten, eleven, fifteen, you wouldn’t 
think there were that many things to know 
about.
JIMMY: There’s a whole lot to learn about 
they don’t put in. They could have astron-
omy. Cancer. War strategies. Mental illness. 
There’s a whole lot in the world they don’t 
teach them.
ROB: He knows a lot of things. He knows 
more than anyone in this room.

JIMMY: Does he know you’re homeless?
DOT: You don’t ask that.
ROB: There’s no point upsetting him with a 
temporary situation.
JIMMY: Does your wife know?
DOT: Ex, come on.
ROB: We never got married but yes my ex, 
no she doesn’t know either. Wouldn’t want 
her to tell him. More of what a bad guy I am.
DOT: So your son’s doing well. You must be 
proud of him.
ROB: He’s going to be something.
DOT: That’s what we want.
JIMMY: I ran ten kilometres today.
DOT: He spends my benefits on protein drink.
JIMMY: That’s a lie.
DOT: If you add up what you spend on pro-
tein drink and add up my benefits what’s the 
answer? And your weights.
JIMMY: One of us has to be healthy.
ROB: You need your health.
JIMMY: You don’t want to slip down. Once 
you’ve lost it.
DOT: Still no sign of a place?
ROB: Tell you who I saw yesterday, I ran into 
your niece again. Maeve is it?
DOT: Ran into her, did you?
ROB: She bought me a coffee, which was 
nice of her. We sat down and had a coffee.
DOT: Tell her about your son, did you?
ROB: I did, yes. I told her I’ve nowhere to 
live, I told her I’ve had an addiction issue 
which is now over, she’s not hard to talk to.
DOT: That girl’s going somewhere I hope 
you realise.
JIMMY: She’s a smart girl.
ROB: Yes she knows a lot of things. Astron-
omy. Mental illness.
DOT: Am I still attractive I sometimes won-
der. Am I attractive?
JIMMY: You know you’re not.
DOT: I don’t mean to you, I mean to a hypo-
thetical person.
JIMMY: You don’t have to answer that.
DOT: I don’t even want to be attractive. I want 
to be judged by my soul.
ROB: I like you too, Dot.
JIMMY: What soul? You don’t believe in souls.
DOT: You’ve no idea what I believe.
JIMMY: Do you believe in anything, Rob?
ROB: Not that I can think of just now.

5.

Niamh, Dot, Jimmy.
NIAMH: I’m frightened I might become a 
Moslem. Suddenly.
DOT: How could that happen?
NIAMH: There’s the thing you say. The thing 

you say you believe. And once you’ve said 
it, you are it.
JIMMY: I don’t think it’s that simple.
NIAMH: Like they can divorce someone by 
just saying. But you have to say that three 
times so you can always change your mind.
DOT: Unless you said like one two three.
NIAMH: And there you’d be.
JIMMY: I don’t think it’s that simple.
DOT: It’s not a bad idea when you think what 
people go through.
NIAMH: But you might just be in a temper. 
And then you’d have to get married again 
would you?
DOT: I had a terrible time with my divorce. 
I’m not going to tell you about it. Better 
left unopened.
NIAMH: I’m sorry.
DOT: It’s by no means the worst thing that’s 
happened in my life so let’s not worry about 
it. You don’t have to be worried about divorce 
anyway before you’re even married.
NIAMH: It’s not divorce I’m frightened of. 
I’m frightened I might say the thing. The 
belief thing.
DOT: Do you know what it is?
NIAMH: Yes.
DOT: What is it?
NIAMH: I’m not going to say it.
DOT: If you said it just telling me that’s not 
saying it like you believe it.
NIAMH: I don’t want to say it.
DOT: I’m not making you.
NIAMH: Because what’s being a Catholic done 
for me? Nothing but make me frightened. It’s 
very hard not to believe in hell once you’ve 
heard about it. All through my teens I was 
frightened I might commit the sin against 
the holy ghost, which is the worst thing you 
can do and you can’t be forgiven.
DOT: What is it?
NIAMH: I don’t know exactly, I never knew, 
that’s what made it so frightening, I might 
do it by mistake and go to hell.
DOT: But you’ve stopped believing all that now?
NIAMH: Yes, so I could be anything, and I’m 
frightened I’ll just say the words for being 
a Moslem and then I’d be it and if I wanted 
to change my mind I’d be apostate and they 
kill you for that.
JIMMY: Of course they don’t.
NIAMH: Most of them wouldn’t but some-
one might. And maybe I’d go to hell for it.
DOT: Do they have hell?
NIAMH: I don’t even know. I was hoping 
they didn’t.
JIMMY: If you knew more about it you might 
like it and want to stay.
NIAMH: Liking it’s no good if you don’t 
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believe it.
DOT: You’d probably start to believe it if 
you liked it.
NIAMH: I know but I don’t want to believe it. 
I don’t want to believe anything.
JIMMY: If you just said the words without 
believing them, that wouldn’t make you a 
Moslem, not just saying the words. They’re 
sensible people.
NIAMH: I don’t know. I’m frightened I might 
say it. I can feel the words in my mouth.
DOT: Are you frightened of other things?
NIAMH: Not so much at the moment.
DOT: I’m frightened I might kill someone.
NIAMH: Why? How?
DOT: I’m frightened of my temper.
NIAMH: I’ve never seen you lose your tem-
per. You get annoyed.
DOT: I lost my job because of my temper. I lost 
my marriage probably though it was his fault, 
it was him with other women. Never mind.
NIAMH: What happened with your job?
DOT: I was a nurse. I am a nurse, you wouldn’t 
guess now, I’m more of a patient. I could rush 
about then, I had my health, it was them 
didn’t have their health. And this particular 
patient, I made his health worse. You’re wait-
ing to see if I’ll tell or if you have to ask or if 
it’s rude to ask. I beat him and kicked him. 
You’re wanting to ask why. He’d soiled him-
self again. He grabbed me. It was old people, 
it was crazy old people, I should have known 
I couldn’t do that. Yes, I went to prison for a 
little bit, just a little bit. So hang on to your 
job, Niamh, because if you slip down there’s 
a long way you can go. Job ok?
NIAMH: Yes, it’s fine. I sometimes get bored.
DOT: Anyone nice you’ve met?
NIAMH: They’re all nice.
DOT: That’s good. That’s very good.
NIAMH: Yes.
JIMMY: I hear you had coffee with Rob.
NIAMH: Oh I did yes. I ran into him.
DOT: You can’t believe a word he says. He’s 
full of stories.
NIAMH: Aren’t some of them true?
DOT: Which ones?
NIAMH: I’ve seen him now and then.
DOT: Oh yes?
NIAMH: I’m seeing him.
DOT: I never know what these things mean. 
I’m seeing him. I’m going out with him. Are 
you having sex?
NIAMH: We have done. Just the once.
JIMMY: You do realise you’re earning good 
money. You do realise he’s homeless and 
he’s an addictive personality, he’s an addict.
NIAMH: Ex.
JIMMY: Maybe.

NIAMH: It is hard being friends with some-
one if you’ve got everything and they’ve got 
nothing. It’s embarrassing.
DOT: You want to be very careful.
JIMMY: You could try Finland, which is 
more equal, but it’s dark all day and they 
kill themselves.
NIAMH: He won’t let me buy him a drink. 
We end up going for long walks.
DOT: Does he sleep at your place?
NIAMH: He has done.
JIMMY: Also he’s married with a child.
NIAMH: He’s not married.
JIMMY: And they never had a child?
NIAMH: I’m a grownup.
DOT: You are you are, and me and Jimmy 
don’t have children so we have to be careful 
not to do that to you. Feel free.
NIAMH: Don’t think I don’t see.
DOT: He’s not even that good looking.
NIAMH: I know. It’s funny.
DOT: I remember sex. Dimly. How it makes 
you do things. You look at it now and you 
think What? Whatever was that?
NIAMH: Another thing I’m frightened of is 
jumping under tube trains.
JIMMY: Stand well back.
NIAMH: I stand right back by the wall.

6.

Jimmy, Rob.
JIMMY: There was that woman killed her 
children to get back at her husband, it was 
in the local paper did you see it?
ROB: She’s not like that.
JIMMY: I’m not saying she’s like that but peo-
ple do use children to get at their partner. I 
got the impression.
ROB: She does say things.
JIMMY: This woman isn’t English, I’m not 
saying, I welcome them, but what I’m saying 
she had nobody here and he had the house and 
money and made out she was crazy, and he 
was going to end up with everything and she 
flipped. Because anyone can flip very sudden.
ROB: She’s the one with everything not me.
JIMMY: You’re not the one going to flip you’re 
not saying I hope.
ROB: We’re both very calm. We were always 
too calm with each other.
JIMMY: Have you told her about Niamh?
ROB: Told her what?
JIMMY: Whatever there is to tell.
ROB: Why would I do that?
JIMMY: You might say I got someone new 
now yahboo.
ROB: I wouldn’t and I haven’t and I wouldn’t 
anyway.

JIMMY: We’re getting to be delighted for 
you. Dot was very suspicious at first. But she 
does like romance.
ROB: It’s not a romance.
JIMMY: We don’t have a lot in our lives. It 
is a romance. Or even if it’s a fuck. We can’t 
help finding that interesting.
ROB: All right.
JIMMY: So you are seeing quite a bit of each 
other?
ROB: Look. Ok. Look. It makes me very 
uncomfortable to have people talking about 
my life, specially if they think they know more 
about it than I do. Like doctors.
JIMMY: Doctors can be uncomfortable. But 
they do fix you up sometimes.
ROB: You’re not fixing me. 
JIMMY: You’re not broken.
ROB: That’s what I’m saying.
JIMMY: I’ll tell you things instead. There’s 
nothing to tell. No romance. Some porn. 
Boring porn. A woman I notice sometimes 
in the park with two dogs, I’ve never spoken 
to her. I did have a wife and she died. No 
kids. She didn’t want them, I’d have liked 
them, probably it was just as well. Dot’s got 
no kids either. That’s us. Nothing goes on. 
No secrets. No work.
I go running.
ROB: My son reads anything you put in front of 
him. He’ll read the ingredients label if there’s 
nothing else. He’s reading Crime and Pun-
ishment, that’s not a book your ten year old 
reads, it’s a Russian book, he’s reading it in 
English, he’ll be learning Russian next thing 
I expect. I was in St Petersburg one time. I’d 
remember more about it if less vodka.
JIMMY: I say no secrets but we do have one.
ROB: I don’t need to know a secret.
JIMMY: I’m not trading. I’m not saying I’ll 
tell you our secret and you tell me about you 
and Niamh.
ROB: There isn’t a thing called me and Niamh.
JIMMY: It’s Dot’s secret anyway.
ROB: So you can’t tell me.
JIMMY: She might tell you. She won’t tell 
you. It makes her look crazy.
ROB: Don’t tell me.
JIMMY: It’s nothing, it’s the most stupid thing. 
It makes me uncomfortable sometimes. It’s 
good to talk about things, I think it’s good. 
I’m telling you now.
ROB: Don’t.
JIMMY: I want to, what’s the harm? You see 
this bottle. What is it?
ROB: It’s a bottle. I’d say an old wine bottle 
without its label.
JIMMY: That’s what it is. And what’s in it?
ROB: I’m not into this.
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Come on, all right, what’s in it?
JIMMY: It’s what Dot says is in it. She says 
there’s an imp.
ROB: An imp?
JIMMY: An imp.
ROB: Like a magic thing?
JIMMY: I see it as a little dark fairy kind of 
thing, do you see it like that? Very small and 
thin and edgy, maybe red all over, or black, 
or maybe dark blue and shiny.
ROB: Do you believe in it then? 
JIMMY: Of course I don’t.
ROB: Does she?
JIMMY: Do you know I don’t know if she 
does or if she says she does. If she believes 
she does. Wants to believe she does.
ROB: Does it do anything?
JIMMY: It’s just there on the shelf.
ROB: Does it do wishes?
JIMMY: Dot says it does do wishes but she’s 
never done one for me.
ROB: Where’d she get it?
JIMMY: She didn’t get it, it’s not a real thing. 
Got it out of her crazy head.
ROB: Does it do wishes like wish yourself rich?
JIMMY: Then you could marry Niamh.
ROB: Fuck off. Yes maybe. One of the things.
JIMMY: We could try.
ROB: How?
JIMMY: I don’t know. Shake the bottle? I 
wish Rob lots of money.
No sign so far.
ROB: Maybe you take the cork out.
JIMMY: Take the cork out?
ROB: Would you dare?
JIMMY: It’s not real I don’t think. I don’t 
think I believe in it at all.
ROB: Take the cork out.
JIMMY: Do you know, I’m frightened to 
do that.
ROB: Frightened of Dot? Frightened of 
the imp?
JIMMY: Let’s do it then.

7.

Jimmy, Dot.
JIMMY: I can’t keep running in these shoes.
DOT: Just walk then.
JIMMY: You know what I’m saying.
DOT: Cut out the protein drinks and the 
coffee and save up.
JIMMY: I don’t get coffee anymore.
DOT: Run barefoot then, people do that, it’s 
good for your feet.
JIMMY: I have to run for my depression.
DOT: Here we go.
JIMMY: It does help, you know that.
DOT: It doesn’t make you so undepressed 

you can get a job.
JIMMY: I’m every bit as medically unfit as 
you are. If we measure by medication I’m 
on even more than you. Running makes me 
not kill myself.
DOT: You don’t need the best kind of train-
ers to stay alive.
JIMMY: I knew a lad suffered from depres-
sion, his dad died and someone told him 
he’d been murdered by the uncle that mar-
ried the mum, and he knew he ought to do 
something about it but he just couldn’t get 
it together. I know the feeling.
DOT: You’re saying he should have gone 
for a run.
JIMMY: I’m getting a pain in the ball of my 
left foot.
DOT: You’re not a serious athlete. You just 
jog about like everyone jogs about. I expect 
they’ve all got sore feet and put on a brave face.
JIMMY: I’m wondering.
DOT: Now what?
JIMMY: She’s a nice girl and a smart girl and 
we’re her nearest relations. We’ve done a 
lot for her.
DOT: What, cups of tea?
JIMMY: We support her. Emotionally, like 
family. We introduced her to Rob.
DOT: That’s helped her has it?
JIMMY: She’s happy. She’s happy. Isn’t she 
happy?
DOT: She is.
JIMMY: Well then.
DOT: I know. I’m happy for her, I am happy 
for her. How did we get onto Niamh?
JIMMY: She earns good money.
DOT: You don’t think Niamh would get you 
a pair of trainers?
JIMMY: Maybe she’d lend me a couple of 
hundred.
DOT: You’re not to ask her that.
JIMMY: Why not?
DOT: Because she might do it. I’d be ashamed.
JIMMY: Maybe we could say it’s my birthday 
and she’d say to you what does he want and 
you could say a pair of new trainers because the 
old ones hurt his feet. She likes me running.
DOT: We’re not going to get things out of 
Niamh. We’re not.
JIMMY: Rob does, doesn’t he.
DOT: What can we do, she’s in love. And that 
coat only cost ten pounds.
JIMMY: All right, we’ll forget it.
DOT: I want her to feel we look after her. Like 
if she had parents. I don’t want her feeling 
we’re weak.
JIMMY: Of course not.
DOT: We’ll save up.
JIMMY: I suppose your whatsit couldn’t fix it?

DOT: My what whatsit?
JIMMY: Your thing in the bottle. Your imp.
DOT: I don’t think so.
JIMMY: Because it’s not true. It’s an empty 
bottle.
DOT: Because it doesn’t work if you wish 
something for yourself. Do you think we’d 
be living like this?
JIMMY: I’m not yourself.
DOT: Might as well be. I’d benefit.
JIMMY: We could try.
DOT: No, I think it might turn it round and 
we’d get money because something bad hap-
pened. Like I’d die and you’d hide my body 
and keep claiming my benefits.
JIMMY: How would I do that? You’d stink 
the place out.
DOT: You’d hide me away somewhere. You’d 
drop me in the cemetery at night.
JIMMY: So I don’t get a wish.
Have you ever used it at all?
DOT: I don’t want to discuss it with you because 
I know you’ll just be laughing at me inside.
JIMMY: No I won’t.
DOT: You will.
JIMMY: I’ll be laughing at you outside for real.
DOT: Do you think they’ll live happy ever after?
JIMMY: After what?
DOT: After this funny start.
JIMMY: Of course they won’t.
I’m getting really down. I’d better go for a run.
DOT: You still can, you see.
JIMMY: I get so how I’m feeling is worse than 
the foot’s going to feel. I go on the side of it. 
So. Eight kilometres.

8.

Dot, Jimmy.
DOT: The sands of Africa. The sands of Africa.
JIMMY: Are you planning a holiday? Which 
country exactly?
DOT: Don’t you have longing?
JIMMY: Not often. It’s a matter of manage-
ment. I always—
Doorbell.
DOT: I hope it’s Niamh. That’s something.
Niamh comes in.
DOT: It is Niamh. Hello my darling.
You look a bit washed out.
JIMMY: We’ve had some good news.
DOT: Only as in not bad news.
NIAMH: What’s that?
JIMMY: Dot had a bit of an old cancer scare.
NIAMH: Oh no.
JIMMY: But it’s good, it’s good.
DOT: Yes I found this little lump and you 
can’t help thinking, but it’s fine it’s nothing 
it’s benevolent.
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JIMMY: Benign.
DOT: Benign. Like Benin, Africa again, they 
want their art back and I don’t even get to a 
museum. I could do that, I could get myself 
to the museum on a couple of buses if some-
one could come with me.
NIAMH: We could do it together one Saturday.
DOT: Could we? would you? It makes me 
think of Rob because of his travels. But won’t 
you be seeing him on Saturdays? Would he 
come to the museum? Jimmy won’t, will you.
NIAMH: No, Saturdays are ok now.
DOT: That’s lovely then.
JIMMY: Hang on hang on. You’re telling us 
something here.
DOT: She is.
NIAMH: Yes.
DOT: Things not going right with Rob?
You’ve not broken up?
JIMMY: It wasn’t something that was going 
to last was it, just a bit of fun.
DOT: I would have been glad the first few 
weeks but I’m sorry now.
JIMMY: Plenty more fish in the sea eh Niamh? 
Smart pretty girl like you.
DOT: It’s not all right, is it.
NIAMH: No.
DOT: Oh dear.
JIMMY: He’s not the one broke it off did he, 
stupid bastard?

NIAMH: It just didn’t.
DOT: Never mind. Oh dear. There.
NIAMH: He’s gone home.
JIMMY: To his wife?
DOT: They’re not married.
NIAMH: He’d gone very quiet all week and 
I was frightened I was going to ask what he 
was thinking about and we were walking and 
walking and we hadn’t said anything and 
hadn’t said anything and we weren’t hold-
ing hands and I was just going to ask what 
he was thinking and he said you know what 
I’m thinking and I said yes, then we walked a 
lot more and he said I’m going home tonight 
and I said does she know and he said no it’ll 
be a surprise won’t it. I thought she might 
not be glad to see him but I didn’t say. Then 
he didn’t get on the bus, we had a hug and 
I got on and he was already walking back.
DOT: It’s the son.
JIMMY: It won’t last.
NIAMH: It’s better for him really.
JIMMY: When was this?
NIAMH: Last night.
DOT: I’m glad you’ve come to us anyway.
NIAMH: I love him. That’s the trouble.
DOT: Oh dear.
JIMMY: It does pass you know. I’ve always 
found.
DOT: He’d better not come round here.

NIAMH: Don’t blame him.
JIMMY: Of course we fucking blame him. 
Jilting a lovely girl like you. Jilting one of 
our family.
NIAMH: Jilting’s funny.
JIMMY: What’s funny?
NIAMH: It’s not a word you hear these days.
JIMMY: What then?
NIAMH: Dumping. But it wasn’t.
JIMMY: Sounds like shit, it’s even worse.
DOT: Poor Niamh. I’m sorry.
NIAMH: I’m all right. It was complicated. I 
think I’ll go now.
DOT: We’ll make you some tea. Jimmy, make 
her some tea, what are you thinking?
NIAMH: No, I’m going. I thought I’d like to 
come round but I think I’ll go.
DOT: We’re failing you.
NIAMH: I just need to go. It’s not your fault. 
It’s not his fault. I’m glad it was ok about 
the cancer.
DOT: I’m sure it’s not your fault.
JIMMY: You know where we are.
DOT: Always here. Unfortunately.
NIAMH: Yes. Thank you.
Niamh goes.
DOT: Oh dear.
JIMMY: That’s a lot of use. Shall I go and 
talk to him? Shall I go and knock some sense 
into him.
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DOT: ‘You’ve wronged our little girl’?
JIMMY: He has done. Bullshit junkie.
DOT: If he comes round here make sure the 
knives are in the drawer. I’m not joking.
JIMMY: I might go for a run in a minute.
DOT: You know what. It might be time for 
the bottle.
JIMMY: This is something real going on. It’s 
not your game.
DOT: I could use the imp instead of a knife.
JIMMY: What, kill him? Grow up.
DOT: Hurt him. Make it so nothing good ever 
happened to him. Make him have a misera-
ble life back with his wife. Make him never 
work again. Make her throw him out and he’d 
always be homeless and go back on drugs and 
never have anyone love him and kill himself.
JIMMY: If the wife threw him out he might 
go back to Niamh.
DOT: Better off out of her life. We want 
total doom.
JIMMY: Can it do that?
DOT: I’m going to try it. I could do some-
thing to the son, he’d mind that.
JIMMY: You wouldn’t hurt a child. Even 
pretending.
DOT: Not hurt, just make him fail his exams.
JIMMY: Dot, come on, do you believe it? This 
is a little bit crazy, Dot, I think.
DOT: I don’t think to think do I believe it. It’s 
something you do, not something you think.
JIMMY: How does it work then?
DOT: I whisper to it. I shake the bottle. And 
all that power comes out and destroys him.
JIMMY: Comes out in the shape of an imp?
DOT: The imp stays in the bottle. The power 
comes out.
JIMMY: So there’s nothing to see?
DOT: We don’t have to see it. It happens.

9.

Dot, Jimmy, Rob.
DOT: I wouldn’t go to Saudi.
JIMMY: Who’s going to ask you?
DOT: It’s a question of politics.
JIMMY: You can drive a car there now.
DOT: I don’t drive.
ROB: It’s where I’m going to make some money.
JIMMY: Things are looking up for you then.
ROB: They are, thank you. It’s been a run of 
good luck. If I hadn’t bumped into this old 
friend in the street, and he’d just heard about 
the job through a friend of his, and it didn’t 
seem to matter there’s a hole in my cv, and 
there we are. I’m leaving on Tuesday.
JIMMY: And has Niamh got anything to say 
about it?
ROB: We’re not in touch. She stopped replying.

DOT: You can sound sad but you did go back 
home.
ROB: One night, one night of arguments, 
and Niamh was ok about it.
DOT: I don’t think so.
ROB: I think I know what I think about Niamh 
is more true than what you think, because we 
had some good weeks after that. As you know.
JIMMY: Maybe if she knew you’d got a job.
ROB: It’s not about that.
DOT: We can’t ask can we.
ROB: You can mind your fucking business, 
sorry Dot.
JIMMY: You’ll come back with some more 
traveller’s tales then.
DOT: It’s not a good place to go for a drug 
addict.
ROB: What’s that about?
DOT: They chop some bit off you.
ROB: So who’s this drug addict?
JIMMY: Ex.
ROB: Where did you get that? Because I’ve 
nowhere to live? I did have a drink problem 
one time when I was twenty, all right?
JIMMY: I’ve a drink problem.
ROB: I didn’t know that.
JIMMY: There’s no drink in the house, that’s 
my problem.
DOT: Well I always understood different.
ROB: You misunderstood again, Dot. You’ve 
no idea.
DOT: I’d like to get right away from all this. 
Not like Saudi, not like anywhere. I’d like to 
be a hunter gatherer a long time ago.
ROB: Would you gather or hunt?
DOT: I’d do both. Venison and blackberries.
JIMMY: You’d never hunt, you couldn’t kill 
a deer.
DOT: I’d tear it apart with my bare hands if I 
had to. If I was hungry. Wouldn’t you? Don’t 
be such a squeam.
JIMMY: Squeam’s not a word.
DOT: Do I care? Do I care?
ROB: What’s upsetting you, Dot?
DOT: Do you miss Niamh? She’s all right you 
know. She got over you.
ROB: I like you, Dot, but just fuck off please.
DOT: Is there even a job in Saudi? Can I ever 
believe a word you say?
ROB: I’ll miss my son is the thing.
JIMMY: Send us a postcard.

10.

Dot, Niamh.
DOT: What’s he like?
NIAMH: I never know how to say that about 
someone unless I hardly know them.
DOT: What’s he look like?

NIAMH: Tall. Not thin, I don’t mean fat, big, 
he takes up room. Dark hair. There’s a lit-
tle birthmark on his left cheek, he wants it 
taken off but I’ve told him not to.
DOT: And he’s something above you in the 
office?
NIAMH: Just a little above and more sideways. 
We both like Mozart, we both like double 
espresso, he’s just an easy person to be with.
DOT: So things are good?
NIAMH: Yes, they really are.
DOT: And work’s going well?
NIAMH: I’m going to be transferred to the 
Paris office, imagine. Just for three months.
DOT: You’ll live in Paris?
NIAMH: I’ll come back all the time.
DOT: You’ll come to see the boyfriend.
NIAMH: And you too.
DOT: He can come for weekends in Paris.
NIAMH: We’ve thought of that.
DOT: Oh that’s lovely. I’m so happy for you, 
Niamh. And you’ve completely got over?
NIAMH: Yes oh yes. Thank you. And how 
are you keeping?
DOT: Apart from the trouble with my back 
I’m—
Jimmy comes in from running.
DOT: Look who’s here.
JIMMY: Hello, lovely girl.
DOT: She’s got news.
JIMMY: Good I hope.
DOT: She’s got a new boyfriend.
JIMMY: That is good news. I told you, didn’t 
I. Pretty girl like Niamh.
DOT: And she’s going to work in Paris for 
three months.
JIMMY: Do you parlez-vous at all?
NIAMH: No, just from school, but I’ve got 
an app. Chien, chat, cochon.
DOT: Dog, cat, what?
NIAMH: Pig, but there won’t be many in Paris.
JIMMY: You’ll soon pick it up, smart girl 
like you.
NIAMH: How’s the running?
JIMMY: Just a little jog round, nothing, five 
miles every day. We were worried for you. 
I’m glad it’s worked out.
DOT: I lost sleep over you, Niamh.
NIAMH: No need for that.
JIMMY: You do get bad outcomes with love, 
like those kids they were only fifteen, their dads 
were in two big rival families round here ran 
the drugs and pubs, and they ended up dead.
NIAMH: I was nowhere near ending up dead.
DOT: I worried for you with the tube trains.
NIAMH: No of course not. That was just silly 
when London was new.
JIMMY: Do you play chess, Niamh?
NIAMH: Not really, I can never remember 
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the jump.
DOT: We dug out the old set for something 
to do but I’m fed up of playing with Jimmy 
because he cheats.
JIMMY: You can’t cheat at chess. It’s not like 
cards where you sneak a look.
DOT: He does, he nudges his pawns to a dif-
ferent square. Or he touches a piece and he 
hears me draw in my breath and he changes 
his mind, you’re not allowed to do that. He 
has to win.
JIMMY: I do win and I win fair and square 
because I’m better. You should play Niamh 
if you want to win.
NIAMH: I’m frightened I might give it all up 
and go back to Ireland.
DOT: You don’t want to do that.
NIAMH: I don’t want to do that but I’m sitting 
in my office and I think I could just stand up 
and walk out. I could stand up and say fuck 
you all and walk out. I could slap my line 
manager. I could kiss the work experience 
girl very hard when she brings the tea and I 
could walk out. I’m frightened I’ll go back 
to Ireland and become a nun.
JIMMY: I thought you weren’t even a Cath-
olic anymore.
DOT: What about the boyfriend?
NIAMH: I don’t think of him when I’m feel-
ing like that.
DOT: But you won’t do it. It’s silliness like 
the tube.
NIAMH: I’m frightened I might turn into 
something.
DOT: Like what?
JIMMY: You’ll turn into something very high 
up in your company and married to your 
nice boyfriend.
NIAMH: Like a werewolf. I’m frightened I 
might already be something and don’t know 
it and I’ll suddenly realise and then I’d be 
it forever.
JIMMY: You don’t really believe that could 
happen.
DOT: She doesn’t have to believe it to be 
frightened of it.
JIMMY: I’ve had my run so I don’t know what 
else I can do to stop you ruining the day.
NIAMH: I’m sorry I’m sorry, am I ruining 
the day?
JIMMY: That was a joke.
DOT: He’s not good at jokes, it’s easy to miss 
them.

11.

Jimmy, Dot.
JIMMY: I was talking to this fellow in the park 
sat on a bench, blind man, he was telling me 

he once got in a fight and knifed someone and 
then he started going out with the widow, and 
it turned out they were his parents.
DOT: He couldn’t see who they were.
JIMMY: No, he lost his sight after.
DOT: Then how—he was adopted.
JIMMY: Doesn’t take a genius.
DOT: He probably looked like his mother and 
people do fancy people who look like them 
I read that, and like his father when he was 
young so she fancied him, you can see how 
it’d happen.
JIMMY: Ruined his life though.
DOT: I don’t see why, except the knifing, too 
many knives we all know that.
JIMMY: Nice of Rob to send us a postcard.
DOT: I like Rob. Despite everything.
JIMMY: Funny how you wishing him bad 
luck didn’t work out.
DOT: The ex wouldn’t have him back and he’s 
not with Niamh.
JIMMY: No, but he’s got a job, he’s not home-
less, he’s got himself straightened out. Things 
are good for him now. So your so called imp 
didn’t do its stuff.
DOT: I didn’t exactly believe it would. It’s 
hard to make it do what you want.
JIMMY: You don’t exactly believe there’s an imp.
DOT: Well it’s probably all for the best.
JIMMY: Do you want a game?
DOT: Maybe later. You’re not good at chess.
JIMMY: Neither of us is good.
DOT: It doesn’t matter.
JIMMY: But I am better than you.
DOT: You need to stop that if you want to play.
JIMMY: Relative to the imp. And how we’re 
glad nothing bad happened to Rob. And how 
it doesn’t exist. I’ve been meaning to tell you. 
I did once open the bottle. Just for a laugh.
DOT: What? No. Jimmy, you didn’t.
JIMMY: And nothing happened of course 
because it was an empty bottle. I shook it 
upside down.
DOT: You let it out.
JIMMY: There wasn’t anything in.
DOT: When was this? Before we set it on 
Rob? That’s why it didn’t work.
JIMMY: Maybe so except it also didn’t work 
because it didn’t exist.
DOT: How could you do that to me? Where’s 
it gone? Where is it? It might be anywhere 
in the room. It might have left. What have 
you done?
JIMMY: You don’t exactly believe in it.
DOT: It’s not about exact. You stupid fuck. Don’t 
come near me. If I had my strength. Just get 
out, go and run somewhere, run away. Go. 
Out. I’m frightened I’ll hurt you, I’ll do you 
some real damage if I get the chance, I know 

what that is, I don’t want to do that again, I 
do want to hurt you very badly so go away.
JIMMY: The bottle was always empty. It was 
like a game.
DOT: Don’t. Don’t. Go.
JIMMY: I’m sorry. Hit me if you like. Hurt 
me, go on. I am sorry. Hurt me.
DOT: I can’t do that. I don’t even want to. I 
don’t even have my temper anymore. You’re 
nothing and I can’t be bothered to lift my hand.
JIMMY: Maybe if we left the bottle open it 
would creep back in.
DOT: Why would it do that? It’s out some-
where doing harm. It’s having a great time 
somewhere else.
JIMMY: Maybe it likes you.
DOT: It doesn’t fucking like me. It doesn’t 
like anyone.
JIMMY: Better off without the nasty thing.
DOT: I could still want to kill you.
JIMMY: There is no imp. There’s no such 
thing in the world.
DOT: It was company. Oh Jimmy, what have 
you done?
JIMMY: I did have a moment I was fright-
ened when I took the cork out.
DOT: What were you doing? Did you wish? 
What did you wish?
JIMMY: Rob and I wished he’d get rich but 
we didn’t believe it. It was like reading your 
stars in the paper.
DOT: You did it with Rob?
JIMMY: He was still with Niamh then. I did 
it for her. That didn’t work either, you see?
DOT: Rob knows I had an imp?
JIMMY: He—Yes. Sorry.
DOT: Did you see it?
JIMMY: There was nothing to see.
DOT: I’ll have to get used to living without 
it. I’ve no idea how to do that.

12.

Dot, Rob, Jimmy, Niamh.
Jimmy has new shoes. Niamh is clearly pregnant.
DOT: After all this time, what are you saying? 
You never went to Saudi at all? What hap-
pened with the job?
ROB: It fell through.
JIMMY: There never was a job.
ROB: There was talk of a job. I couldn’t 
leave my son.
DOT: But you sent us a postcard.
ROB: I’ve a friend there sent it for me. I 
thought you’d like it. I thought you’d like a 
picture of the sand, Dot.
DOT: You despise me, Rob, don’t you. You 
patronise me. It wasn’t even your handwriting.
NIAMH: He likes you very much.
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DOT: Oh we like each other. That doesn’t 
make it all right. All the times we’ve seen 
you since, you never let on.
JIMMY: But Niamh was really in Paris.
NIAMH: Of course I was, you know I was. 
And we’re just back from Dublin. We went 
to my dad’s grave.
JIMMY: Poor Jack, did they bury him in con-
secrated ground?
NIAMH: I don’t think they do that anymore, 
the Church, like bury you at the crossroads.
DOT: With a stake in your heart, that’s a 
vampire.
ROB: You never mentioned your dad killed 
himself.
NIAMH: I’ll tell you about it.
DOT: You don’t know everything about Niamh.
ROB: I know all I need to.
DOT: There were two sisters and a brother, 
one girl married a man was quite well off so 
I had a good start till it all went wrong, and 
Jimmy’s dad had a drink problem so it was 
bad for his family, and Jack never knew who 
his dad was and married a girl in Ireland but 
she died when Niamh was only small, and 
then her dad.
ROB: I know some of that, thank you Dot.
NIAMH: I wasn’t keeping it secret about my dad.
ROB: I know you weren’t.
DOT: He knew it anyway because I told him. 
Not how.
NIAMH: It’s not something I think about.
JIMMY: Fifteen kilometres today. Up to the 
cemetery and round by the ponds. Better in 
these shoes.
NIAMH: I could see your old ones were a 
funny shape. 
DOT: He’s a funny shape all over.
JIMMY: And how’s the boy?
NIAMH: He’s started big school now, the 
teachers love him.
ROB: They’re never perfect are they, the 
school you pick. I don’t think much of the 
maths teacher. But he’s good at maths. He 
wanted to put some money on the horses, he 
was working out all the odds and the differ-
ent kinds of bet, but I soon put a stop to it.
DOT: We like a little go on the National, don’t 
we Jimmy? We won ten pounds last year.
NIAMH: It’s different for Rob.
ROB: They thought it was drugs. Would have 
been cheaper.
DOT: You let us think that, you never said.
ROB: I said it wasn’t.
DOT: And why would we believe you?
JIMMY: We should have wished your horses 
would all win.
ROB: At least there’s some fun about horses. 
Machines are the bugger. He would have 

won a hundred and twenty pounds on an 
accumulator.
DOT: Always keep a separate bank account, 
Niamh.
NIAMH: I’d never thought about gambling 
before I met Rob. I’m frightened now I’d put 
everything on, and have just a moment in the 
air, and then I’d have lost and there I’d be.
ROB: There I was. It’s like people who can’t 
stop pulling their hair out. Hair by hair.
NIAMH: Is that a thing? Don’t make me think 
I might pull my hair out.
JIMMY: You want to keep your hair, pretty 
girl like you, Niamh.
ROB: Yes your wishing did me no good, did 
it, Jimmy.
JIMMY: Or any harm either. Not for want 
of trying.
ROB: Did you try to harm me?
JIMMY: Ask Dot.
DOT: I’ve nothing to say.
NIAMH: I don’t know what you’re talking about.
JIMMY: Dot used to believe
DOT: Don’t say anything.
NIAMH: I don’t need to know.
JIMMY: Moving on, I was meaning to tell 
you, I ran into that fellow whose niece ran 
away because things were bad at home and 
went to live with some eco folk in a wood 
and said she was a boy. Turns out she’s in 
love, and happy ever after by the look of it.
DOT: The thing is, Niamh, I used to have this 
imp in a bottle. At least Rob didn’t tell you 
and have a laugh. But these two let it get out 
so it’s gone now.
ROB: We’ve said sorry.
NIAMH: What did it do? Was it magic? Did 
it do wishes?
DOT: They let it escape, so when I made a 
wish it didn’t work.
JIMMY: We’ve said sorry. And there wasn’t 
really an imp. As you know.
NIAMH: Is that the bottle?
DOT: I leave it open.
NIAMH: So it might go back in? do you think? 
I can’t really believe it.
JIMMY: It might be lurking in a corner hear-
ing every word.
DOT: It might have had the sense to go a long 
way away from here.
NIAMH: Do you think it could hear me if I 
made a wish?
DOT: Don’t, don’t do that. I always think it 
might make something bad happen. It wasn’t 
a nice imp.
NIAMH: Then I’d better not. I was thinking 
I’d wish something for the baby. Just for fun.
JIMMY: You can wish whatever you like. 
Nothing’s going to happen.

NIAMH: I don’t want to, just in case. You don’t 
believe in it, do you Rob?
ROB: It’s up to you.
NIAMH: I’m frightened now. I’m frightened 
I’m going to make a wish.
JIMMY: Put the bottle down.
DOT: It’s just an old bottle.
JIMMY: I’ll make a cup of tea.
DOT: My chest’s a bit tight.
NIAMH: Oh Dot, I’m sorry, is it me?
DOT: Don’t be sorry. You make me happy, 
Niamh.
NIAMH: I’m frightened I might have the baby 
and not love it.
ROB: Let’s wait and see.
DOT: I’ve put the cork back in.
JIMMY: That doesn’t settle anything.
DOT: I’ll just leave it on the shelf quietly.

END
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Here’s what’s playing this month

at TCG theatres nationwide.

For the most up-to-date

information about

performance schedules,

contact the theatre or

visit Theatre Profiles online:

tcg.org/profiles.

�

  

ALABAMA

Alabama Shakespeare Festival, Montgomery, 
(334) 271-5353, asf.net 
The Best Christmas Pageant Ever, Barbara 
Robinson; dir: Greta Lambert. Dec 5-29. 
All is Calm: The Christmas Truce of 1914, Peter 
Rothstein; music: Erick Lichte, Timothy C. Takach; 
dir: Melissa Rain Anderson. Dec 7-29.

ALASKA

Cyrano’s Theatre Company, Anchorage, 
(907) 274-2599, cyranos.org 
StinkyKids The Musical, book: Sammy Buck; 
music: Daniel S Acquisto; dir: Warren Weinstein. 
Dec 7-29.

ARIZONA

Arizona Theatre Company, Tucson, 
(520) 622-2823, arizonatheatre.org 
Silent Sky, Lauren Gunderson; dir: Casey Stangl. 
Thru Dec 1. (Phoenix) 
Cabaret, Joe Masteroff; lyrics: Fred Ebb; 
music: John Kander; dir: Sara Bruner. 
Thru Dec 29. (Tucson)

� Childsplay, Tempe, (602) 252-8497, 
childsplayaz.org 
Ella Enchanted: The Musical, 
Karen Zacarías; book: Gail Carson Levine; 
music: Deborah Wicks La Puma. 
000Dec 7-29.

The Rogue Theatre, Tucson, (520) 551-2053, 
theroguetheatre.org 
Tales of the Jazz Age, adapt: Cynthia Meier 
from F. Scott Fitzgerald; music: Mary Turcotte; 
dir: Cynthia Meier. Thru Jul 14.

� TheaterWorks, Peoria, theaterworks.org 
A Christmas Carol, adapt: Richard Hardt; 
dir: Chris Hamby. Dec 6-22.

Valley Youth Theatre, Phoenix, 
(602) 253-8188, vyt.com 
A Winnie-the-Pooh Christmas Tail, adapt, 
book, music: James Rodgers; dir: Bobb Cooper. 
Dec 6-23.

ARKANSAS

TheatreSquared, Fayetteville, (479) 443-5600, 
theatre2.org 
A Christmas Carol, adapt: Amy Herzberg. 
Nov 20-Dec 22.

CALIFORNIA
� 24th Street Theatre Company, Los Angeles, 
(213) 745-6516, 24thstreet.org 
Niebla, Jesús Castaños Chima; dir: Jesus 
Castanos Chima. Dec 12-15.

6th Street Playhouse, Santa Rosa, 
6thstreetplayhouse.com 
Oliver!, book, music, lyrics: Lionel Bart; 
dir: Patrick Nims. Thru Dec 15. 
Fully Committed, Becky Mode; dir: Lennie Dean. 
Dec 13-Jan 5, 2020.

African-American Shakespeare Company, 
San Francisco, (800) 838-3006, 
african-americanshakes.org 
Cindrella, African-American Shakespeare 
Company Members; lyrics: Angela Burgess; 
dir: Sherri Young. Dec 20-22.

� American Conservatory Theater, 
San Francisco, (415) 749-2228, act-sf.org 
Testmatch, Kate Atwell; dir: Pam MacKinnon. 
Thru Dec 8. 
A Christmas Carol, adapt: Carey Perloff, 
Paul Walsh from Dickens; music: Karl Lundeberg; 
dir: Peter J. Kuo. Thru Dec 24.

Antaeus Theatre Company, Glendale, 
(818) 506-1983, antaeus.org 
Eight Nights, Jennifer Maisel; dir: Emily Chase. 
Thru Dec 16.

Aurora Theatre Company, Berkeley, 
(510) 843-4822, auroratheatre.org 
Bull In a China Shop, Bryna Turner; dir: Dawn 
Monique Williams. Thru Dec 8.

California Repertory Company, Long Beach, 
(562) 985-5526, calrep.org 
Move, dir: Ezra LeBank. Thru Dec 8.

The cast of Steel Magnolias at the Guthrie Theater.
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Capital Stage Company, Sacramento, 
(916) 995-5464, capstage.org 
The Wickhams: Christmas At Pemberley, 
Lauren Gunderson, Margot Melcon; dir: Peter 
Mohrmann. Dec 4-29.

Center Repertory Company, Walnut Creek, 
(925) 943-7469, centerrep.org 
A Christmas Carol, adapt: Cynthia Caywood, 
Richard L. James from Dickens; dir: Scott 
Denison. Dec 12-22.

Center Theatre Group, Los Angeles, 
(213) 972-4400, centertheatregroup.org 
Jitney, August Wilson; dir: Ruben Santiago-
Hudson. Thru Dec 29. 
Matthew Bourne’s Swan Lake, music: 
Tchaikovsky; dir: Matthew Bourne. 
Dec 3-Jan 5, 2020.

Chance Theater, Anaheim, (888) 455-4212, 
ChanceTheater.com 
Anne of Green Gables, book: Joseph Robinette; 
music and lyrics: Evelyn D. Swensson; dir: Casey 
Long. Thru Dec 22. 
A Charlie Brown Christmas, adapt: Eric 
Schaeffer from Charles Schulze; dir: James 
McHale. Dec 6-29.

Cinnabar Theater, Petaluma, (707) 763-8920, 
cinnabartheater.org/ 
The World Goes ‘Round, adapt: Scott Ellis, 
Susan Stroman, David Thompson; lyrics: Fred 
Ebb; music: John Kander; dir: Clark Sterling. 
Dec 13-Jan 5, 2020.

� City Lights Theater Company, 
San Jose, cltc.org 
The Wickhams: Christmas at Pemberley, 
Lauren Gunderson, Margot Melcon; dir: Virginia 
Drake. Thru Dec 15.

Cygnet Theatre Company, San Diego, 
(619) 337-1525, cygnettheatre.com 
A Christmas Carol, adapt: Sean Murray (also 
dir); music: Billy Thompson. Thru Dec 29.

� Diversionary Theatre, San Diego, 
(619) 220-0097, diversionary.org 
The Santaland Diaries, adapt: Joe Mantello from 
David Sedaris; dir: Anthony Methvin. Thru Dec 22.

East West Players, Los Angeles, (213) 625-7000, 
eastwestplayers.org 
The Great Leap, Lauren Yee; dir: BD Wong. 
Thru Dec 1. Co-production with the Pasadena 
Playhouse, CA 
Sugar Plum Fairy, Sandra Tsing Loh; dir: Bart 
DeLorenzo. Dec 5-22.

� Ensemble Theatre Company, Santa Barbara, 
(805) 965-5400, etcsb.org 
It’s A Wonderful Life: A Live Radio Play, 
adapt: Joe Landry; dir: Brian McDonald. Dec 5-22.

� Fountain Theatre, Los Angeles, 
(323) 663-1525, fountaintheatre.com 
Between Riverside and Crazy, Stephen Adly 
Guirgis; dir: Guillermo Cienfuegos. Thru Dec 15.

Geffen Playhouse, Los Angeles, (310) 208-5454, 
geffenplayhouse.org 
The Thanksgiving Play, Larissa FastHorse; 
dir: Michael John Garcés. Thru Dec 1. 

Key Largo, adapt: Andy Garcia, Jeffrey Hatcher. 
Thru Dec 10.

The Groundlings Theatre & School, 
Los Angeles, (323) 934-4747, groundlings.com 
Groundlings Ski Haus: Holiday Show, The 
Groundlings. Dec 3-21.

� Independent Shakespeare Co, Los Angeles, 
iscla.org 
A Christmas Carol with Charles Dicken, 
adapt: Melissa Chalsma (also dir), David Melville. 
Dec 5-22.

� L.A. Theatre Works, Venice, (310) 827-0889, 
latw.org 
Seven, Paula Cizmar, Catherine Filloux, 
Gail Kriegel, Carol K. Mack, Ruth Margraff, Anna 
Deavere Smith, Susan Yankowitz; dir: Alexis 
Jacknow. Thru Apr 5, 2020.

� La Jolla Playhouse, (858) 550-1010, 
lajollaplayhouse.org 
Cambodian Rock Band, Lauren Yee; dir: Chay 
Yew. Thru Dec 15.

� Marin Theatre Company, Mill Valley, 
(415) 388-5208, marintheatre.org 
Mother of the Maid, Jane Anderson; dir: Jasson 
Minadakis. Thru Dec 8.

� The New Conservatory Theatre Center, 
San Francisco, (415) 861-8972, nctcsf.org 
The Cake, Bekah Brunstetter; dir: Tracy Ward. 
Thru Dec 1. 
Head Over Heels, adapt: James Magruder; book: 
Jeff Whitty; music: The Go-Go’s; dir: Ed Decker. 
Dec 6-Jan 12, 2020. 
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New Village Arts Theatre, Carlsbad, 
(760) 433-3245, newvillagearts.org 
Around the World in 80 Days, Laura Eason; 
music: The Shantyannes ; dir: Kristianne Kurner. 
Thru Dec 22.

A Noise Within, Pasadena, (626) 356-3100, 
anoisewithin.org 
A Christmas Carol, adapt: Geoff Elliott (also dir) 
from Dickens; dir: Julia Rodriguez-Elliott. 
Dec 4-23.

Odyssey Theatre Ensemble, Los Angeles, 
(310) 477-2055, odysseytheatre.com 
La Vie En Rose starring Julia Migenes, 
dir: Peter Medak. Thru Dec 14. 
Before, Pat Kinevane; dir: Jim Culleton. 
Thru Dec 8.

� The Old Globe, San Diego, (619) 234-5623, 
theoldglobe.org 
Dr. Seuss’s How the Grinch Stole Christmas!, 
adapt: Jack O’Brien; book and lyrics: Timothy 
Mason; music: Mel Marvin; dir: Jack O’Brien, 
James Vásquez. Thru Dec 29. 
Ebenezer Scrooge’s BIG San Diego Christmas 
Show, Gordon Greenberg (also dir), Steve Rosen. 
Thru Dec 24.

The Pasadena Playhouse, (626) 356-7529, 
pasadenaplayhouse.org 
The Great Leap, Lauren Yee; dir: BD Wong. 
Thru Dec 1. Co-production with 
East West Players, CA

� PCPA Pacific Conservatory Theatre, 
Santa Maria, (805) 922-8313, pcpa.org 
Disney’s The Little Mermaid, book: Doug Wright; 
lyrics: Howard Ashman, Glenn Slater; music: Alan 
Menken; dir: Melissa Rain Anderson. 
Thru Dec 22.

� The Robey Theatre Company, 
Los Angeles, (186) 681-1411, 
robeytheatrecompany.com 
TBA, dir: Ben Guillory. Thru Dec 8.

Rogue Machine, Los Angeles, (855) 585-5185, 
roguemachinetheatre.com 
Earthquakes In London, Mike Bartlett; dir: John 
Perrin Flynn, Hollace Starr. Dec 13-Feb 9, 2020.

San Diego Repertory Theatre, (619) 544-1000, 
sdrep.org 
Hold These Truths, Jeanne Sakata; dir: Jessica 
Kubzansky. Thru Dec 8.

San Luis Obispo Repertory Theatre, 
(805) 786-2440, slorep.org 
A Christmas Story, Philip Grecian, Jean 
Shepherd; dir: Kevin Harris. Dec 7-22.

� Shotgun Players, Berkeley, (510) 841-6500, 
shotgunplayers.org 
Vinegar Tom, dir: Barbara Damashek. 
Dec 6-Jan 5, 2020.

� South Coast Repertory, Costa Mesa, 
(714) 708-5555, scr.org 
A Christmas Carol—40th Anniversary, 
Jerry Patch; dir: John-David Keller. 
Thru Dec 24.

TheatreWorks, Palo Alto, (650) 463-1960, 
theatreworks.org 
Pride and Prejudice, book, music, lyrics: Paul 
Gordon; dir: Robert Kelley. Dec 4-29.

� The Western Stage, Salinas, (831) 755-6816, 
westernstage.com 
Evita, lyrics: Tim Rice; music: Andrew Lloyd 
Webber; dir: Joanne Gordon. 
Thru Dec 7.

COLORADO

Arvada Center for the Arts & Humanities, 
(720) 898-7200, arvadacenter.org 
A Christmas Carol: The Musical, book and 
lyrics: Lynn Ahrens; book: Mike Ockrent; music: 
Alan Menken; dir: Gavin Mayer. Thru Dec 22.

� Boulder Ensemble Theatre Company, 
(303) 444-SEAT, betc.org 
A Christmas Carol, adapt: Rebecca Remaly 
(also dir). Dec 5-28.

Colorado Springs Fine Arts Center at 
Colorado College Theatre Company, 
(719) 634-5583, fac.coloradocollege.edu 
Tiny Beautiful Things, Thru Dec 1. 
The Sound of Music, Dec 12-Jan 12, 2020.

� Curious Theatre Company, Denver, 
(303) 623-0524, curioustheatre.org 
The Thanksgiving Play, Larissa FastHorse; 
dir: Dee Covington. Thru Dec 15.

� Denver Center Theatre Co, (303) 893-4100, 
denvercenter.org 
Twelfth Night, Shakespeare; dir: Chris Coleman. 
Thru Dec 22.

Phamaly Theatre Company, Denver, 
phamaly.org 
Morph Masters: How Disability Made Famous 
Artists Awesome!, Phamaly Theatre Company; 
dir: Charlie Oates. Thru Dec 31.

Su Teatro, Denver, (303) 296-0219, suteatro.org 
Corridos, Luis Valdez. Dec 5-22.

� THEATREWORKS, Colorado Springs, 
(719) 255-3232, theatreworkscs.org 
Around The World in 80 Days, Laura Eason; 
music: Carlos Flores; dir: Lavina Jadhwani. 
Dec 5-22.

Noah Bean, Alexandra Henrikson, Jeff Marlow, and Samantha Sloyan in The Thanksgiving Play at Geffen Playhouse.
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CONNECTICUT

Connecticut Repertory Theatre, Storrs, 
(860) 486-2113, crt.uconn.edu 
Shakespeare in Love, Lee Hall, Marc Norman, 
Tom Stoppard; dir: Vincent Tycer. 
Thru Dec 8.

Hartford Stage, (860) 527-5151, 
hartfordstage.org 
A Christmas Carol: A Ghost Story of 
Christmas, adapt: Michael Wilson; dir: Rachel 
Alderman. Thru Dec 28.

Long Wharf Theatre, New Haven, 
(203) 787-4282, longwharf.org 
Pride and Prejudice, Kate Hamill; dir: Jess 
McLeod. Thru Dec 22.

� Yale Repertory Theatre, New Haven, 
(203) 432-1234, yalerep.org 
The Plot, Will Eno; dir: Oliver Butler. 
Thru Dec 21.

DELAWARE
� Delaware Theatre Company, Wilmington, 
(302) 594-1100, delawaretheatre.org 
A Christmas Carol, adapt: Patrick Barlow; dir: 
Brendon Fox. Dec 4-29.

DISTRICT OF COLUMBIA
� Arena Stage, (202) 488-3300, 
arenastage.org 
Disney’s Newsies, Harvey Fierstein; lyrics: Jack 
Feldman; music: Alan Menken; dir: Molly Smith. 
Thru Dec 22. 
Dear Jack, Dear Louise, Ken Ludwig; dir: Jackie 
Maxwell. Thru Dec 29.

� Folger Theatre, (202) 544-7077, 
folger.edu/theatre 
Amadeus, Peter Shaffer; dir: Richard Clifford. 
Thru Dec 22.

GALA Hispanic Theatre, (202) 234-7174, 
galatheatre.org 
We Have Iré, Paul S. Flores; dir: Rosalba Rolón. 
Dec 6-7.

� Mosaic Theater Company of DC, 
(202) 399-7993, mosaictheater.org 
Eureka Day, Jonathan Spector; dir: Serge Seiden. 
Dec 4-Jan 5, 2020.

� Studio Theatre, (202) 332-3300, 
studiotheatre.org 
White Pearl, Anchuli Felicia King; dir: Desdemona 
Chiang. Thru Dec 8. 
Keep., Daniel Kitson. Thru Dec 1.

� Theater J, (202) 777-3210, theaterj.org 
Occupant, Edward Albee; dir: Aaron Posner. 
Thru Dec 8.

FLORIDA

American Stage Theatre Company, 
St Petersburg, (727) 823-7529, americanstage.org 
Silent Sky, Lauren Gunderson; dir: Kristin 
Clippard. Thru Dec 22.

� Asolo Repertory Theatre, Sarasota, 
(941) 351-8000, asolo.org 
The Sound of Music, book: Russel Crouse, 
Howard Lindsay; lyrics: Oscar Hammerstein II; 
music: Richard Rodgers; dir: Josh Rhodes. 
Thru Dec 28.

� Emerald Coast Theatre Company, 
Miramar Beach, (850) 684-0232, 560 Grand 
Boulevard, Suite 200 
Miss Bennet: Christmas at Pemberley, adapt: 
Lauren Gunderson, Margot Melcon; dir: Nathanael 
Fisher. Dec 12-22.

Florida Repertory Theatre, Fort Myers, 
(239) 332-4488, floridarep.org 
An Inspector Calls, J.B. Priestly; dir: Michael 
Marotta. Dec 3-22. 
Alabaster, Audrey Cefaly; dir: Jason Parrish. 
Dec 17-Jan 26, 2020.

Florida Studio Theatre, Sarasota, 
(941) 366-9000, floridastudiotheatre.org 
That’s Amore!, book: Rebecca Hopkins, Richard 
Hopkins; music: Jim Prosser; dir: Catherine 
Randazzo. Thru Feb 2, 2020. 
Bright Star, book and music: Steve Martin; music 
and lyrics: Edie Brickell; dir: Kate Alexander. 
Thru Jan 3, 2020. 
Deck the Halls: A Holly Jolly Holiday, 
Sarah Durham, Caroline Kaiser (also dir). 
Thru Dec 28. 
Handle with Care, Jason Odell Williams; 
dir: Jason Cannon. Dec 11-Mar 8, 2020.

� freeFall Theatre Company, St Petersburg, 
(727) 498-5205, freefalltheatre.com 
The Lion in Winter, James Goldman; dir: Eric 
Davis. Thru Dec 22.

� GableStage, Coral Gables, (305) 445-1119, 
gablestage.org 
Hillary and Clinton, Lucas Hnath. Thru Dec 22.

� Gulfshore Playhouse, Naples, 
(866) 811-4111, gulfshoreplayhouse.org 
It’s A Wonderful Life: A Live Radio Play, 
Joe Landry; dir: Peter Amster. 
Thru Dec 29.

Island City Stage, Wilton Manors, 
(954) 928-9800, islandcitystage.org 
Lipstick, Lane Stanley; dir: Andy Rogow. 
Thru Dec 15.

Maltz Jupiter Theatre, Jupiter, (561) 575-2223, 
jupitertheatre.org 
The Mystery of Edwin Drood, book, music, 
lyrics: Rupert Holmes; dir: Jennifer Werner. 
Dec 3-19.

� The Naples Players, (239) 263-7990, 
naplesplayers.org 
She Loves Me, book: Joe Masteroff; 
lyrics: Sheldon Harnick; music: Jerry Bock. 
Thru Dec 22.

� Palm Beach Dramaworks, West Palm Beach, 
(561) 514-4042, palmbeachdramaworks.org 
Ordinary Americans, Joseph McDonough. 
Dec 6-29. 
Dramalogue - Talking Theatre, Dec 11.

Miami Theater Center, Miami Shores, 
(305) 751-9550, mtcmiami.org 
Ayiti, The Pearl of the Antilles with Inez 
Barlatier and Family, Dec 7.

� Red Barn Theatre, Key West, (305) 296-9911, 
redbarntheatre.com 
Tiny Beautiful Things, adapt: Nia Vardalos; 
book: Cheryl Strayed; dir: Joy Hawkins. 
Dec 10-Jan 4, 2020.

TheatreZone, Naples, (888) 966-3352, 
theatre.zone 
Home for the Holidays, Mark Danni (also dir). 
Dec 13-15.

� Urbanite Theatre, Sarasota, (941) 321-1397, 
urbanitetheatre.com 
The Thanksgiving Play, Larissa FastHorse; 
dir: Larissa Lury. Thru Dec 15.

Westcoast Black Theatre Troupe, Sarasota, 
(941) 366-1505, westcoastblacktheatre.org 
A Motown Christmas, Nate Jacobs; dir: Nate 
Jacobs. Dec 4-20.

GEORGIA

7 Stages, Atlanta, (404) 523-7647, 7stages.org 
Curious Holiday Encounters, Dec 6-8.

Actor’s Express, Atlanta, (404) 607-7469, 
actors-express.com 
Downstairs, Donya Washington. Thru Dec 1.

Alliance Theatre, Atlanta, (404) 733-5000, 
alliancetheatre.org 
A Christmas Carol, adapt: David H. Bell; 
dir: Rosemary Newcott. Thru Dec 24. 
Courtenay’s Cabaret: Home for the Holidays, 
Courtenay Collins. Dec 5-24.

Aurora Theatre, Lawrenceville, (678) 226-6222, 
auroratheatre.com 
Christmas Canteen 2019, Jimi Kocina; dir: David 
Rossetti. Thru Dec 23.

Dad’s Garage, Atlanta, (404) 523-3141, 
dadsgarage.com 
Invasion: Christmas Carol, Thru Dec 27.

Georgia Ensemble Theatre, Roswell, 
(770) 641-1260, get.org 
Tuna Christmas, Ed Howard, Joe Sears, 
Jaston Williams; dir: Topher Payne. 
Dec 13-29.

Millie Brooks, Arwen Anderson, Lipica Shah, Meera Rohit Kumbhani, and Avanthika 
Srinivasan in Testmatch at A.C.T.
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Horizon Theatre Co, Atlanta, (404) 584-7450, 
horizontheatre.com 
Waffle Palace Christmas, Larry Larson, Eddie 
Levi Lee; music: Christian Magby; dir: Lisa Adler. 
Thru Dec 29. 
Madeline’s Christmas, book: Jennifer Kirkeby; 
music: Shirley Mier; dir: Spring Mason. 
Thru Dec 29.

� Theatrical Outfit, Atlanta, (678) 528-1500, 
theatricaloutfit.org 
The Wickhams: Christmas At Pemberley, 
Lauren Gunderson, Margot Melcon; dir: Carolyn 
Cook. Thru Dec 31.

HAWAII

Honolulu Theatre for Youth, (808) 839-9885, 
htyweb.org 
Love, Finegan Kruckemeyer; dir: Eric Johnson. 
Dec 6-14.

Kumu Kahua Theatre, Honolulu, 
(808) 536-4441, kumukahua.org 
Fa’alavelave “The Interruption”, Kiki Rivera. 
Thru Dec 8.

IDAHO
� Boise Contemporary Theater, 
(208) 331-9224, bctheater.org 
Tammy Lisa / Misery to Meaning, Lauren 
Weedman. Thru Dec 7.

Company of Fools, Sun Valley, (208) 578-9122, 
companyoffools.org 
Miss Bennet: Christmas At Pemberly, Lauren 
Gunderson, Margot Melcon; dir: Scott Palmer. 
Dec 11-29.

ILLINOIS

16th Street Theater, Berwyn, (708) 795-6704, 
16thstreettheater.org 
A Xmas Cuento Remix, Maya Malan-Gonzalez; 
music: Daniel Valdez, Emiliano Valdez; dir: Miguel 
Nunez. Thru Dec 29.

American Blues Theater, Chicago, 
(773) 327-5252, americanbluestheater.com 
It’s a Wonderful Life: Live in Chicago!, 
adapt: Frank Capra; dir: Gwendolyn Whiteside. 
Thru Jan 4, 2020.

Chicago Shakespeare Theater, (312) 595-5600, 
chicagoshakes.com 
Romeo and Juliet, Shakespeare; dir: Barbara 
Gaines. Thru Dec 22. 
Q Brother’s Christmas Carol, adapt: Rick 
Boynton from Q Brothers Collective; dirs: GQ, JQ. 
Thru Dec 23.

� Court Theatre, Chicago, (773) 753-4472, 
courttheatre.org 
Oedipus Rex, Sophocles; dir: Charles Newell. 
Thru Dec 8.

� Goodman Theatre, Chicago, (312) 443-3800, 
goodmantheatre.org 
42nd Annual Production of A Christmas Carol, 
adapt: Tom Creamer from Dickens; dir: Henry 
Wishcamper. Thru Dec 29.

� The House Theatre of Chicago, 
(773) 769-3832, thehousetheatre.com 
The Magic Parlour, Dennis Watkins. Thru Jul 31, 
2020. 
The Nutcracker, adapt: Phillip Klapperich, Jake 
Minton, Kevin O’Donnell, Tommy Rapley (dir). 
Thru Dec 29.

Jackalope Theatre Company, Chicago, 
jackalopetheatre.org 
P.Y.G. or the Misedumacation of Dorian Belle, 
Tearrance Arvelle Chisholm; dir: Lili-Anne Brown. 
Thru Dec 14, 2020.

� Lookingglass Theatre Co, Chicago, 
(312) 337-0665, lookingglasstheatre.org 
The Steadfast Tin Soldier: A Christmas 
Pantomime, adapt: Mary Zimmerman (also dir). 
Thru Jan 26, 2020.

Northlight Theatre, Skokie, (847) 673-6300, 
northlight.org 
The Wickhams: Christmas at Pemberley, 
Lauren Gunderson, Margot Melcon; dir: Jessica 
Thebus. Thru Dec 15.

� Raven Theatre Company, Chicago, 
(773) 338-2177, raventheatre.com 
Hoodoo Love, Katori Hall; dir: Wardell Julius 
Clark. Thru Dec 15. 
Cold Town/Hotline, Eli Newell (also dir). 
Thru Dec 22.

A Red Orchid Theatre, Chicago, 
aredorchidtheatre.org 
Grey House, Levi Holloway; dir: Shade Murray. 
Thru Dec 1.

Steppenwolf Theatre Co, Chicago, 
(312) 335-1650, steppenwolf.org 
Dance Nation, Clare Barron; dir: Lee Sunday 
Evans. Thru Jan 26, 2020.

� TimeLine Theatre Company, Chicago, 
(773) 281-8463, timelinetheatre.com 
Rutherford and Son, Githa Sowerby; 
dir: Mechelle Moe. Thru Jan 12, 2020.

� Victory Gardens Theater, Chicago, 
(773) 871-3000, VictoryGardens.org 
The First Deep Breath, Lee Edward Colston III. 
Thru Dec 22.

� Writers Theatre, Glencoe, (847) 242-6000, 
writerstheatre.org 
A Doll’s House, adapt: Sandra Delgado, Michael 
Halberstam from Henrik Ibsen; dir: Lavina 
Jadhwani. Thru Dec 15. 
The Niceties, Eleanor Burgess; dir: Marti Lyons. 
Thru Dec 15.

INDIANA

Cardinal Stage, Bloomington, (812) 336-9300, 
cardinalstage.org 
Disney’s Newsies, book: Harvey Fierstein; lyrics: 
Jack Feldman; music: Alan Menken. 
Dec 12-29.

� Indiana Repertory Theatre, Indianapolis, 
(317) 635-5252, irtlive.com 
A Christmas Carol, adapt: Tom Haas; 
dir: Benjamin Hanna. Thru Dec 26.

KENTUCKY

Actors Theatre of Louisville, (502) 584-1205, 
actorstheatre.org 
Fifth Third Bank’s A Christmas Carol, adapt: 
Barbara Field; dir: Drew Fracher. Thru Dec 23. 
The Santaland Diaries, adapt: Joe Mantello from 
David Sedaris; dir: Meredith McDonough. 
Thru Dec 23.

Lexington Children’s Theatre, (859) 254-4546, 
lctonstage.org 
The Best Christmas Pageant Ever: The 
Musical, Barbara Robinson; book: Jahnna 
Beecham; lyrics: Malcolm Hillgartner; dir: Jeremy 
Kisling. Thru Dec 9. 
On tour: Aesop’s Fables On Stage, Larry Snipes 
(also dir), Vivian Snipes. Dec 12-19.

LOUISIANA

Southern Rep Theatre, New Orleans, 
(504) 522-6545, southernrep.com 
Mandatory Merriment: A New Orleans Holiday
Musical, book: Ian Hoch; dir: Leslie Castay. Dec 4-29.

MAINE
� Penobscot Theatre Company, Bangor, 
(207) 942-3333, penobscottheatre.org 
Matilda: The Musical, book: Dennis Kelly; 
music and lyrics: Tim Minchin; dir: Jeffrey Payton, 
Matthew Schaffer. Dec 5-29.

� Portland Stage Company, (207) 774-0465, 
portlandstage.org 
It’s a Wonderful Live: A Live Radio Play, 
adapt: Joe Landry. Thru Dec 24.

The Public Theatre, Lewiston, (207) 782-3200, 
thepublictheatre.org 
A Christmas Carol, Christopher Schario; 
dir: Adam Blais. Dec 10-15.

MARYLAND

Baltimore Center Stage, (410) 332-0033, 
centerstage.org 
Men on Boats, Jaclyn Backhaus; dir: Jenny 
Koons. Thru Dec 22.

Malinda DeRouen in Evita at the Western Stage.
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Imagination Stage, Bethesda, (301) 280-1660, 
imaginationstage.org 
The Lion, the Witch, and the Wardrobe, Kathryn 
Chase Bryer, David Palmer, Janet Stanford (also 
dir), Septime Webre; lyrics: Bari Biern; music: 
Matthew Pierce. Thru Jan 5, 2020.

Maryland Ensemble Theatre, Frederick, 
(301) 694-4744, marylandensemble.org 
Junie B. Jones in Jingle Bells, Batman Smells, 
adapt: Allison Gregory. Thru Dec 29. 
The Ultimate Christmas Show (Abridged), 
Reed Martin, Austin Tichenor. Dec 6-29.

� Round House Theatre, Bethesda, 
(240) 644-1100, roundhousetheatre.org 
The Curious Incident of the Dog in the Night-
Time, Simon Stephens; dir: Jared Mezzocchi, 
Ryan Rilette. Thru Dec 22.

MASSACHUSETTS

American Repertory Theater, Cambridge, 
(617) 547-8300, americanrepertorytheater.org 
Moby-Dick, book, music, lyrics: Dave Malloy; 
dir: Rachel Chavkin. Dec 3-Jan 12, 2020.

� Central Square Theater, Cambridge, 
(617) 576-9278, CentralSquareTheater.org 
A Christmas Carol, adapt: Debra Wise (also dir) 
from Dickens. Thru Dec 29.

Huntington Theatre Company, Boston, 
(617) 266-0800, huntingtontheatre.org 
Quixote Nuevo, Octavio Solis; dir: KJ Sanchez. 
Thru Dec 8.

� Merrimack Repertory Theatre, Lowell, 
(978) 654-4678, mrt.org 
The Wickhams: Christmas at Pemberley, 
Lauren Gunderson, Margot Melcon; dir: Shana 
Gozansky. Thru Dec 22.

New Repertory Theatre, Watertown, 
(617) 923-8487, newrep.org 
Oliver!, book, music, lyrics: Lionel Bart; 
dir: Michael J. Bobbitt. Thru Dec 22.

Theatre Workshop of Nantucket, 508 228-430, 
theatrenantucket.org 
Matilda the Musical, Dennis Kelly; music and 
lyrics: Tim Minchin. Thru Dec 14.

MICHIGAN

Detroit Public Theatre, 313 576-511, 
detroitpublictheatre.org 
Temples of Lung and Air, Kane Smego; dir: 
Joseph Megel. Thru Dec 8.

Detroit Repertory Theatre, (313) 868-1347, 
detroitreptheatre.com 
Channel Cat, Joseph Zettelmaier; dir: Harry 
Wetzel. Thru Dec 29.

� Farmers Alley Theatre, Kalamazoo, 
(269) 373-2727, farmersalleytheatre.com 
It’s A Wonderful Life: A Live Radio Play, adapt: 
Joe Landry; dir: Sandra Bremer. Thru Dec 29.

� Flint Repertory Theatre, 
(810) 237-7333, flintrep.org 
Into the Woods, Stephen Sondheim; book: James 
Lapine; dir: Michael Lluberes. Dec 6-15.

Meadow Brook Theatre, Rochester, 
(248) 377-3300, mbtheatre.com 
A Christmas Carol, adapt: Charles Nolte from 
Dickens; dir: Terry Carpenter. Thru Dec 22.

Thunder Bay Theatre, Inc., Alpena, 
thunderbaytheatre.com 
Godspell, Thru Dec 15.

� Williamston Theatre, (517) 655-7469, 
williamstontheatre.org 
A Christmas Carol: The Radio Show, David 
Alberts; dir: John Lepard. Thru Dec 22.

MINNESOTA
� Children’s Theatre Company, Minneapolis, 
(612) 874-0400, childrenstheatre.org 
Snow White, Greg Banks (also dir); music: Victor 
Zupanc. Thru Dec 8. 
Cinderella, adapt: John Davidson; music: Victor 
Zupanc; dir: Peter Brosius. Thru Jan 5, 2020.

Commonweal Theatre Company, Lanesboro, 
(800) 657-7025, commonwealtheatre.org 
Sanders Family Christmas, Alan Bailey, Gary 
Fagin, John Foley, Connie Ray; dir: Alan Bailey. 
Thru Dec 22.

� DalekoArts, New Prague, (952) 314-9072, 
dalekoarts.com 
Adventures in Mating: Holiday Edition, Joseph 
Scrimshaw; dir: Bobby Gardner. Thru Dec 22.

Guthrie Theater, Minneapolis, (612) 377-2224, 
guthrietheater.org 
Steel Magnolias, Robert Harling; dir: Lisa Rothe. 
Thru Dec 15. 
A Christmas Carol, adapt: Crispin Whittel; 
dir: Lauren Keating. Thru Dec 29.

� History Theatre, St Paul, (651) 292-4323, 
historytheatre.com 
Beyond The Rainbow, William Randall Beard; 
dir: Ron Peluso. Thru Dec 22.

Jungle Theater, Minneapolis, (612) 822-7063, 
jungletheater.com 
Miss Bennet, Lauren Gunderson, Margot Melcon; 
dir: Christina Baldwin. Thru Dec 29.

FLEABAG:  
THE SPECIAL EDITION
PHOEBE WALLER-BRIDGE

Throbs with a concentrated, combustible vitality… Fleabag keeps 

all contradictory shards and shades of feeling in play at the same 

time. That is why it’s so gloriously disruptive.” —New York Times

Celebrate the incredible journey of Phoebe Waller-Bridge’s 

outrageously funny, blazingly original Fleabag, from the fringe 

theatre hit to international cultural phenomenon, in this special 

edition—featuring the original playscript, never-before-seen color 

photos, exclusive content by Phoebe, di rector Vicky Jones, and 

key members of the creative team.

$14.95
978-1-55936-985-5

TCG Books are available at fine bookstores or can be ordered at www.tcg.org/TCGBookstore.

NEWFROM TCGBooks

“ 
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� Minnesota Jewish Theatre Company, 
St Paul, (651) 647-4315, mnjewishtheatre.org 
Hanukkah Lights in the Big Sky, Buffy 
Sedlachek; dir: Shelli Place. Dec 6-22.

� Park Square Theatre, St Paul, (651) 291-7005, 
parksquaretheatre.org 
Pride and Prejudice, adapt: Kate Hamill 
from Jane Austen; dir: Lisa Channer. 
Thru Dec 22.

Pillsbury House Theatre, Minneapolis, 
(612) 825-0459, pillsburyhouseandtheatre.org 
Chicago Avenue Project: The Best Thing 
Since Sliced Bread, CAP Kids. 
Dec 19-20.

The Playwrights’ Center, Minneapolis, 
(612) 332-7481, pwcenter.org 
December, Marisela Treviño Orta. Dec 9-10.

� Stages Theatre Company, Hopkins, 
(952) 979-1111, stagestheatre.org 
Elf the Musical, Jr., book: Bob Martin, 
Thomas Meehan; lyrics: Chad Beguelin; 
music: Matthew Sklar; dir: Sandy Boren-Barrett, 
Michael Matthew Ferrell. 
Thru Dec 28.

Theater Latté Da, Minneapolis, latteda.org 
All is Calm: The Christmas Truce of 1914, 
book: Peter Rothstein (also dir); music: 
Erick Lichte, Timothy C. Takach. 
00ºThru Dec 22.

MISSISSIPPI

New Stage Theatre, Jackson, (601) 948-3531, 
newstagetheatre.com 
A Christmas Carol, adapt: Michael Wilson from 
Dickens. Dec 3-22.

MISSOURI

Arrow Rock Lyceum Theatre, Arrow Rock, 
(660) 837-3311, lyceumtheatre.org 
Charles Dickens’ A Christmas Carol, 
adapt: Quin Gresham. Dec 12-22.

The Coterie Theatre, Kansas City, 
(816) 474-6552, thecoterie.org 
A Charlie Brown Christmas, adapt: Eric 
Schaeffer; music: Vince Guaraldi; dir: William J. 
Christie. Thru Dec 29.

� KC Melting Pot Theatre Productions, 
Kansas City, (816) 226-8087, kcmeltingpot.com 
For Colored Girls who have Considered Suicide 
When The Rainbow is Enuf, Ntozake Shange; 
dir: Lynn King. Dec 5-15.

Metro Theater Company, St Louis, 
metroplays.org 
It’s a Wonderful Life Live Radio Theater for 
the 21st Century, John Wolbers; dir: Julia Flood. 
Thru Dec 15.

Ozark Actors Theatre, Rolla,  
A Christmas Carol, adapt: A.S. Freeman (also 
dir), Angela Sauer. Dec 5-15.

The Repertory Theatre of St Louis, 
(314) 968-4925, repstl.org 
The Ant and the Grasshopper, book, 
music, lyrics: Brian Hohlfeld; dir: Gad Guterman. 
Thru Mar 15, 2020. 
The Elves and the Shoemaker, book: Sarah 
Brandt; music and lyrics: Neal Richardson; 
dir: Laurie McConnell. Thru Dec 20. 
Pride and Prejudice, adapt: Christopher Baker 
from Jane Austen; dir: Hana S. Sharif. 
Dec 4-29.

Unicorn Theatre, Kansas City, (816) 531-7529, 
unicorntheatre.org 
Bernhardt/Hamlet, Theresa Rebeck; dir: Cynthia 
Levin. Dec 4-29.

NEBRASKA

The BLUEBARN Theatre, Omaha, 
(402) 345-1576, bluebarn.org 
A Very Die Hard Christmas, Jeff Schell and 
the Habit. Thru Dec 22.

Nebraska Repertory Theatre, Lincoln, 
(402) 472-4747, nebraskarep.org 
The Holiday Cabaret, dir: Andy Park. 
Dec 12-21.

Nebraska Theatre Caravan, Omaha, 
(402) 553-0800, omahaplayhouse.com 
A Christmas Carol, adapt: Charles Jones 
from Dickens; music: John J. Bennett; 
dir: Kimberly Faith Hickman, Ablan Roblin. 
Thru Dec 23. 
Yesterday And Today: The Interactive 
Beatles Experience, dir: Billy McGuigan. 
Thru Dec 31.

Omaha Theater Company, (402) 345-4849, 
rosetheater.org 
Elf the Musical, adapt: Bob Martin, Thomas 
Meehan; lyrics: Chad Beguelin; music: Matthew 
Sklar. Thru Dec 22.

NEVADA

Bruka Theatre, Reno, (775) 323-3221, bruka.org 
Son of a … Buttcracker, dir: Mary Bennett. 
Thru Dec 21.

Zoe Yale, Karen Malina White, Christopher Watson, Josh Zuckerman, and Arye Gross in Eight Nights at Antaeus Theatre Company.
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NEW JERSEY

Cape May Stage, (609) 770-8311, capemaystage.
org 
Murder For Two: The Holiday Edition, 
Kellen Blair, Joe Kinosian; dir: Hans Friedrichs. 
Thru Dec 29.

� Centenary Stage Company, Hackettstown, 
(908) 979-0900, centenarystageco.org 
Beauty and the Beast, adapt: Walt Disney; 
book: Linda Woolverton; lyrics: Howard 
Ashman, Tim Rice; music: Alan Menken. 
Thru Dec 15.

Crossroads Theatre Company, New Brunswick, 
crossroadstheatrecompany.org 
A Christmas Carol, book and lyrics: Lynn 
Ahrens; book: Mike Ochrent; music: Alan Menken; 
dir: Marshall Jones, III. Dec 5-22.

� McCarter Theatre Center, Princeton, 
(609) 258-2787, mccarter.org 
Charles Dickens’ A Christmas Carol, 
adapt: David Thompson; music: Michael 
Friedman; dir: Adam Immerwahr. 
Dec 10-29.

� Two River Theater, Red Bank, 
(732) 345-1400, tworivertheater.org 
Love in Hate Nation, book, music, lyrics: 
Joe Iconis; dir: John Simpkins. 
Thru Dec 1.

NEW MEXICO

Theater Grottesco, Sante Fe, (505) 474-8400, 
theatergrottesco.org 
Different, adapt: Patrick Mehaffy from Ensemble. 
Thru Dec 1.

NEW YORK
� The 52nd Street Project, NYC, 52project.org 
Push Your Luck, Wordplay 2019, Kids of 
Wordplay. Dec 13.

Atlantic Theater Company, NYC, 
(212) 279-4200, atlantictheater.org 
Halfway Bitches Go Straight To Heaven, 
Stephen Adly Guirgis; dir: John Ortiz. 
Thru Dec 22.

Bay Street Theatre, Sag Harbor, 
(631) 725-9500, baystreet.org 
A Raisin in the Sun, Thru Dec 13.

� Geva Theatre Center, Rochester, 
(585) 232-4382, gevatheatre.org 
A Christmas Carol, adapt: Mark Cuddy (also dir); 
music and lyrics: Gregg Coffin. Thru Dec 29.

� Irish Classical Theatre Co, Buffalo, 
(716) 853-4282, irishclassicaltheatre.com 
A Child’s Christmas in Wales, adapt: Jeremy 
Brooks, Adrian Mitchell from Dylan Thomas; 
dir: Chris Kelly. Thru Dec 15.

� Irondale Ensemble Project, Brooklyn, 
(718) 488-9233, irondale.org 
Orchestrated Hell, adapt: Jim Niesen from 
Irondale Ensemble; music: Sam Day Harmet; 
dir: Jim Niesen. Thru Jun 15, 2020. 
Young Company I, adapt: Michael-David Gordon 
from devised. Dec 20-22.

� Kitchen Theatre Company, Ithaca, 
(607) 272-0403, kitchentheatre.org 
Proof, David Auburn; dir: M. Bevin O’Gara. 
Thru Dec 15.

La MaMa E.T.C., NYC, (212) 352-3101, lamama.org 
Virgo Star, dir: Gian Marco Lo Forte. Thru Dec 1.

Other Then We, Karen Malpede (also dir). 
Thru Dec 1. 
The Dark Star of Harlem, book: Glynn Borders; 
music and lyrics: Mario E. Sprouse. Thru Dec 1. 
Indian Market and Social, Dec 5-8. 
The Trojan Women Project Festival, dir: Andrei 
Serban. Dec 5-15. 
Where are we now, Sven Ratzke; dir: Dirk 
Groeneveld. Dec 12-21. 
Gaz, adapt, music, book, dir: Virlana Tkacz; book 
and music: Roman Grygoriv, Illia Razumeiko. 
Dec 19-22.
Christmas in Nickyland, dir: Nicky Parasio. Dec 22.

Lincoln Center Theater, NYC, (212) 239-6200, 
lct.org 
Greater Clements, Samuel D. Hunter; dir: Davis 
McCallum. Thru Jan 19, 2020.

� New Light Theater Project, NYC, 
newlighttheaterproject.com 
Everything is Super Great, Stephen Brown; 
dir: Sarah Norris. Thru Dec 14.

� New York Neo-Futurists, NYC, 
(347) 829-6963, nynf.org 
The Infinite Wrench, Hilary Asare, Anooj 
Bhandari, Ashley Brockington, Katie Chelena, 
Michaela Farrell, Yael Haskal, Katharine Heller, 
Michael Improta, Greg Lakhan, Lee LeBreton, 
Annie Levin, Shelton Lindsay, Julia Melfi, 
Rob Neill, Mike Puckett, Kyra Sims, T Thompson, 
Robin Virginie. Thru Jun 27, 2020.

New York Theatre Workshop, NYC, 
(212) 460-5475, nytw.org 
Sing Street, book: Enda Walsh; music and lyrics: 
John Carney, Gary Clark; dir: Rebecca Taichman. 
Thru Jan 12, 2020.

THREE ON THE AISLE
Every other week join critics Terry Teachout (Wall Street 

Journal), Peter Marks (Washington Post), and Elisabeth 

Vincentelli (The New York Times, The New Yorker) as  

they disagree spiritedly but collegially about the shows 

they’ve seen and trends they’re observing in the field and  

host such guests as Laura Benanti, David Yazbek,  

and Lynn Nottage.

 

THE SUBTEXT
On this in-depth one-on-one interview podcast, playwright 

Brian James Polak converses with playwrights like  

Paula Vogel, Ike Holter, and Rebecca Gilman about their 

craft, their trade, their frustrations, and their aspirations.

TOKEN THEATRE FRIENDS
This biweekly audio podcast and video interview series  

features AT senior editor Diep Tran and critic/contributor  

Jose Solís, giving a people-of-color perspective on  

New York theatre and talking to the people who make it, 

from Dominique Morisseau to William Jackson Harper. 

OFFSCRIPT
Via this feed, which is also the overall AT podcast feed, 

AMERICAN THEATRE’s live events (including its annual  

Top 10 Most Produced Play unveiling) are offered as 

audio podcasts.

STAY UP TO DATE AND  
GO DEEP ON THE U.S. THEATRE WITH  

THESE LIVELY PODCASTS

Visit AmeicanTheatre.org/category/audio for episode details. Subscribe via RSS feed, iTunes, Google Play, Stitcher, or TuneIn. 
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Playwrights Horizons, NYC, (212) 279-4200, 
phnyc.org 
The Thin Place, Lucas Hnath; dir: Les Waters. 
Thru Jan 5, 2020.

The Public Theater, NYC, (212) 967-7555, 
publictheater.org 
A Bright Room Called Day, Tony Kushner; 
dir: Oskar Eustis. Thru Dec 8.

Red Bull Theater, NYC, (212) 352-3101, 
redbulltheater.com 
Revelation Readings, Thru Jul 20, 2020.

Signature Theatre Co, NYC, (212) 244-7529, 
signaturetheatre.org 
The Young Man From Atlanta, Horton Foote; 
dir: Michael Wilson. Thru Dec 8.

Syracuse Stage, (315) 443-3275, 
syracusestage.org 
Disney’s Beauty and the Beast, book: Linda 
Wolverton; lyrics: Howard Ashman, Tim Rice; 
music: Alan Menken; dir: Donna Drake. Thru 
Jan 5, 2020. Co-production with the Syracuse 
University Department of Drama, NY

Theatre for a New Audience, NYC, 
(212) 229-2819, TFANA.org 
Fefu and Her Friends, María Irene Fornés; 
dir: Lileana Blain-Cruz. Thru Dec 8.

NORTH CAROLINA

Actor’s Theatre of Charlotte, (704) 342-2251, 
atcharlotte.org 
The Great American Trailer Park Christmas 
Musical, book: Betsy Kelso; book, music, lyrics: 
David Nehls; dir: Chip Decker. Thru Dec 22.

Burning Coal Theatre Co, Raleigh, 
(919) 834-4001, burningcoal.org 
Camelot, book: Alan J. Lerner; music: Frederick 
Loewe; dir: Jerome Davis. Dec 5-22.

Children’s Theatre of Charlotte, 
(704) 973-2828, ctcharlotte.org 
The Best Christmas Pageant Ever: The 
Musical, Jahnna Beecham, Malcolm Hillgartner; 
dir: Ron Chisholm. Thru Dec 29.

PlayMakers Repertory Company, Chapel Hill, 
(919) 962-7529, playmakersrep.org 
Ragtime, book: Terrence McNally; lyrics: Lynn 
Ahrens; music: Stephen Flaherty; dir: Zi Alikhan. 
Thru Dec 15.

Sweet Tea Shakespeare, Fayetteville,  
Behold, dir: Jeremy Fiebig. Dec 5-14.

OHIO

Cincinnati Playhouse in the Park, 
(513) 421-3888, cincyplay.com 
2 Pianos, 4 Hands, Ted Dykstra, Richard 
Greenblatt; dir: Thomas Frey. Thru Jan 5, 2020. 
A Christmas Carol, adapt: Howard Dallin; 
dir: Michael Evan Haney. Thru Dec 29.

Cincinnati Shakespeare Company, 
(513) 381-2273, cincyshakes.com
On tour: 
A Midsummer Night’s Dream, Shakespeare;
dir: Caitlin McWethy. Thru May 24, 2020.  
On tour: 
Romeo and Juliet, Shakespeare; 
dir: Jeremy Dubin. Thru May 24, 2020. 
On tour: 
Macbeth, Shakespeare; dir: Darnell Pierre 
Benjamin. Thru May 24, 2020. 
The Merry Wives of Windsor, Shakespeare; 
dir: Brian Isaac Phillips. Thru Dec 7. 
Every Christmas Story Ever Told (And Then 
Some!), John K. Alvarez, Michael Carleton, 
James FitzGerald; dir: Jeremy Dubin. 
Dec 13-29.

Cleveland Play House, (216) 241-6000, 
clevelandplayhouse.com 
Every Brilliant Thing, Jonny Donahoe, Duncan 
Macmillan; dir: Laura Kepley. Thru Dec 22. 
A Christmas Story, adapt: Leigh Brown, Bob 
Clark, Jean Shepherd from Philip Grecian; 
dir: John McCluggage. Thru Dec 23.

� Cleveland Public Theatre, (216) 631-2727, 
cptonline.org 
The Loush Sisters Love Dick’ns: Oops!… 
They Did It Again, Liz Conway, Michael 
Seevers Jr., Beth Wood (also dir). 
Thru Dec 21. 
A Xmas Cuento Remix, Maya Malan-Gonzalez; 
music: Daniel Valdez, Emiliano Valdez; dir: Jason 
Estremera, Holly Holsinger. Dec 5-21.

Dobama Theatre, Cleveland Heights, 
(216) 932-3396, dobama.org 
The Old Man and The Old Moon, book, music, 
lyrics: PigPen Theatre Company; dir: Melissa T. 
Crum, Nathan Motta. Dec 4-Jan 5, 2020.

Ensemble Theatre Cincinnati, (513) 421-3555, 
ensemblecincinnati.org 
The Frog Princess, book: Joseph 
McDonough; music and lyrics: David Kisor. 
Dec 4-Jan 4, 2020. 

Know Theatre of Cincinnati, (513) 300-5669, 
knowtheatre.com 
Puffs, Matt Cox; dir: Andrew Hungerford. 
Thru Dec 21.

� Short North Stage, Columbus,  
Saturday Night Fever, book: Sean Cercone; 
music: Bee Gees, David Abanatti; dir: Michael 
Licata. Thru Dec 29.

� Tantrum Theater, Athens, 614 793-570, 
tantrumtheater.org 
Rhinoceros, Eugène Ionesco; dir: Jeanette Buck, 
José Carrasquillo. Thru Dec 7.

ONTARIO

Shaw Festival, Niagara-on-the-Lake, 
(180) 051-1742, shawfest.com 
A Christmas Carol, adapt: Tim Caroll; 
music: Paul Sportelli; dir: Molly Atkinson. 
Thru Dec 22. 
Irving Berlin’s Holiday Inn, book: Gordon 
Greenberg, Chad Hodge; music and lyrics: Irving 
Berlin; dir: Kate Hennig. Thru Dec 22.

OREGON

Artists Repertory Theatre, Portland, 
(503) 241-1278, artistsrep.org 
La Ruta, Isaac Gomez; dir: Dámaso Rodriguez. 
Thru Dec 1. 
The Strange Undoing of Prudencia Hart, 
David Greig; dir: Dámaso Rodriguez, 
Luan Schooler. Thru Jan 5, 2020.

� Bag&Baggage Productions, Hillsboro, 
(503) 345-9590, bagnbaggage.org 
The Game’s Afoot, or Holmes for the Holidays, 
Ken Ludwig; dir: Kymberli Colbourne. Dec 5-23.

Broadway Rose Theatre Company, Tigard, 
(503) 620-5262, broadwayrose.org 
It Happened One Christmas, book: Rick Lewis; 
lyrics: Dan Murphy (also dir). Thru Dec 22.

Enlightened Theatrics, Salem, 
enlightenedtheatrics.org 
‘Twas the Night Before Christmas, Ken Ludwig. 
Thru Dec 22.

Milagro, Portland, (503) 236-7253, milagro.org 
A Xmas Cuento Remix, Maya Malan-Gonzalez; 
dir: Alex Meda. Thru Dec 22.

� Portland Center Stage, (503) 445-3700, pcs.org
Miss Bennet: Christmas at Pemberley, Lauren 
Gunderson, Margot Melcon; dir: Marissa Wolf. 
Thru Dec 29. 
Hedwig and the Angry Inch, John Cameron 
Mitchell; music and lyrics: Stephen Trask; 
dir: Chip Miller. Dec 28-Feb 23, 2020.

Portland Playhouse, (503) 488-5822, 
portlandplayhouse.org 
A Christmas Carol, adapt and lyrics: Rick 
Lombardo from Dickens; book and music: 
Anna Lackaff; dir: Brian Weaver. Thru Dec 29.

Third Rail Repertory Theatre, Portland, 
(503) 235-1101, thirdrailrep.org 
Melancholy Play: a chamber musical, Sarah 
Ruhl; dir: Rebecca Lingafelter. Thru Dec 22.

PENNSYLVANIA

1812 Productions, Philadelphia, 
(215) 592-9560, 1812productions.org 
This Is The Week That Is, Sean Close, 
Dave Jadico, Justin Jain, Tanaquil Márquez, 
Pax Ressler, Brett Robinson; dir: Jennifer Childs, 
Dan O’Neil. Thru Jan 5, 2020.
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Nardeep Khurmi, Amelia White, Veronika Duerr, and Inger Tudor in Silent Sky at Arizona 
Theatre Company.
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� Act II Playhouse, Ambler, (215) 654-0200, 
act2.org 
Souvenir, Stephen Temperley; dir: Tony 
Braithwaite. Dec 10-Jan 5, 2020.

Arden Theatre Co, Philadelphia, (215) 922-1122, 
ardentheatre.org
Tiny Beautiful Things, Marshall Heyman, 
Thomas Kail, Nia Vardalos; dir: Maura Krause. 
Thru Dec 8.
An Iliad, Denis O’Hare, Lisa Peterson; dir: Rebecca 
Wright. Thru Dec 8.

� Bloomsburg Theatre Ensemble, 
(570) 784-8181, bte.org 
Miss Bennet: Christmas at Pemberley, 
Lauren Gunderson, Margot Melcon; dir: Andrew 
Hubatsek. Thru Dec 29.

Bricolage Production Company, Pittsburgh, 
bricolagepgh.org 
Midnight Radio’s Yinz’r Scrooged, Tami Dixon; 
dir: Sam Turich. Dec 5-21.

City Theatre Company, Pittsburgh, 
(412) 431-2489, citytheatrecompany.org 
One Night in Miami…, Kemp Powers; 
dir: Reginald L. Douglas. 
Thru Dec 1. 
The Santaland Diaries, David Sedaris; 
dir: Monteze Freeland. Thru Dec 22.

� Gamut Theatre Group, Harrisburg, 
(717) 238-4111, gamuttheatre.org 
The Lion, The Witch and The Wardrobe, 
Joseph Robinette; dir: Melissa Nicholson. 
Thru Dec 8.

Lantern Theater Company, Philadelphia, 
(215) 829-0395, lanterntheater.org 
The Last Match, Anna Ziegler; dir: M. Craig 
Getting. Thru Dec 15.

Off the Wall Productions, Carnegie, 
(724) 973-3576, insideoffthewall.com 
The Carols, book: Jennifer Childs; music: Monica 
Stephenson; dir: Robyne Parrish. Thru Dec 14.

� Open Stage, Harrisburg, (717) 232-6736, 
openstagehbg.com 
Who’s Holiday, Matthew Lombardo; dir: Stuart 
Landon. Thru Dec 28. 
A Christmas Carol, Rachel Landon, Stuart 
Landon; dir: Chris Gibson. Thru Dec 29.

� People’s Light, Malvern, (610) 644-3500, 
peopleslight.org 
Little Red Robin Hood: A Musical Panto, 
Kathryn Petersen; music and lyrics: Michael 
Ogborn; dir: Bill Fennelly. Thru Jan 5, 2020.

Pittsburgh Public Theater, (412) 316-1600, ppt.org 
School Girls; Or, the African Mean Girls Play, 
Jocelyn Bioh; dir: Shariffa Ali. Thru Dec 8.

Quantum Theatre, Pittsburgh, (412) 362-1713, 
quantumtheatre.com 
Shakespeare’s Will, Vern Theissen; dir: Melanie 
Dreyer. Thru Dec 1.

Quintessence Theatre Group, Philadelphia, 
(215) 987-4450, qtgrep.org 
The Wizard of Oz, L. Frank Baum; dir: Lee 
Cortopassi. Thru Dec 29.

Theatre Exile, Philadelphia, (215) 218-4022, 
theatreexile.org 
On the Exhale, Martín Zimmerman; dir: Matt 
Pfeiffer. Thru Dec 22.

� Theatre Horizon, Norristown, (610) 283-2230, 
theatrehorizon.org 
The Hound of the Baskervilles, Steven Canny, 
John Nicholson; dir: Matt Pfeiffer. 
Thru Dec 8.

� Touchstone Theatre, Bethlehem, 
(610) 867-1689, touchstone.org 
Christmas City Follies, Guest Artists, Touchstone 
Theatre Ensemble; dir: James P. Jordan. Dec 5-22.

RHODE ISLAND

Gamm Theatre, Warwick, (401) 723-4266, 
gammtheatre.org 
It’s A Wonderful Life: A Live Radio Play, 
adapt: Joe Landry; dir: Damon Kiely. Dec 5-22.

� Trinity Repertory Co, Providence, 
(401) 351-4242, trinityrep.com 
A Christmas Carol, Dickens; music: Richard 
Cumming; dir: Kate Bergstrom. Thru Dec 29. 
Fade, Tanya Saracho; dir: Diane Rodriguez. 
Dec 5-Jan 5, 2020.

The Wilbury Theatre Group, Providence, 
(401) 400-7100, thewilburygroup.org 
2X Clare Barron: Dance Nation & You Got Older 
(in rep), Clare Barron; dir: Angela Brazil, Wendy 
Overly. Thru Dec 29.

SOUTH CAROLINA
� Arts Center of Coastal Carolina, Hilton Head, 
(888) 860-2787, artshhi.com 
Kiss Me, Kate, book: Bella Spewack, Samuel 
Spewack; music and lyrics: Cole Porter. 
Dec 4-29.

Charleston Stage, (843) 577-7183, 
charlestonstage.com 
Elf The Musical, book: Bob Martin, Thomas 
Meehan; lyrics: Chad Beguelin; music: Matthew 
Sklar; dir: Marybeth Clark. Dec 4-22. 
The Best Christmas Pageant Ever, Barbara 
Robinson; dir: Colin Waters. Dec 14-21.

www.tcg.org/AboutUs/DonateNow 

Thank you so much 
for your ongoing support.

" TCG has been our North Star. 
I cannot imagine our 
national theatre without it. 
Please show your 
appreciation for TCG 
with your most generous 
contribution."

–  Emily Mann, Artistic Director and 

Resident Playwright, McCarter Theatre Center
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Lean Ensemble Theater, Hilton Head Island, 
(843) 715-6676, leanensemble.org 
Every Brilliant Thing, Jonny Donahoe, Duncan 
MacMillan; dir: Maegan Azar. Dec 12-22.

� Trustus Theatre, Columbia, (803) 254-9732, 
trustus.org 
Miss Bennet, Christmas at Pemberley, Lauren 
Gunderson, Margot Melcon; dir: Libby Hawkins. 
Dec 6-21.

The Warehouse Theatre, Greenville, 
(864) 235-6948, warehousetheatre.com 
Every Brilliant Thing, Jonny Donahoe, Duncan 
MacMillan; dir: Rick Dildine. Dec 5-15.

TENNESSEE

Clarence Brown Theatre Co, Knoxville, 
(865) 974-5161, clarencebrowntheatre.org 
A Christmas Carol, adapt: Joseph Hanreddy, 
Edward Morgan from Dickens; dir: Kathleen 
Conlin. Thru Dec 21.

Nashville Repertory Theatre, (615) 782-4040, 
nashvillerep.org 
Patrick Barlow’s A Christmas Carol, adapt: 
Patrick Barlow; dir: Beki Baker. Thru Dec 22.

TEXAS

A. D. Players, Houston, adplayers.org 
Miracle on 34th Street, adapt: Mountain 
Community Theater; dir: Philip Hays. Thru Dec 22.

� Alley Theatre, Houston, (713) 220-5700, 
alleytheatre.org 
A Christmas Carol - A Ghost Story of 
Christmas, adapt: Michael Wilson; music: John 
Gromada; dir: James Black. Thru Dec 29.

Fully Committed, Becky Mode; dir: Brandon 
Weinbrenner. Thru Dec 29.

� Austin Playhouse, austinplayhouse.com 
She Loves Me, book: Joe Masteroff; lyrics: 
Sheldon Harnick; music: Jerry Bock; dir: Scott 
Shipman. Thru Dec 21.

Cara Mía Theatre Co, Dallas, (214) 516-0706, 
caramiatheatre.org 
Swimming While Drowning, Emilio Rodriguez; 
dir: Jorge Merced. Thru Dec 15.

The Catastrophic Theatre, Houston, 
(713) 521-4533, catastrophictheatre.com 
Baby Screams Miracle, Clare Barron; dir: Jeff 
Miller. Thru Dec 15.

� Dallas Children’s Theater, (214) 740-0051, 
dct.org 
Schoolhouse Rock Live!, book: Scott Ferguson 
(also adapt), Kyle Hall, George Keating; music 
and lyrics: Lynn Ahrens, Bob Dorough, Dave 
Frishberg, Kate Mandry, George Newell, Tom 
Yohe; dir: Nancy Schaeffer. Thru Feb 23, 2020. 
The Very Hungry Caterpillar Christmas Show, 
adapt: Jonathan Rockefeller; dir: Douglass Burks. 
Thru Dec 29.
Little Women: The Musical, Linda Dougherty; book,
music, lyrics: B. Wolf; dir: K. Doug Miller. Dec 7-22.

Dallas Theater Center, (214) 522-8499, 
dallastheatercenter.org 
A Christmas Carol, adapt: Kevin Moriarty from 
Dickens; dir: Joel Ferrell. Thru Dec 19.

� The Ensemble Theatre Houston, 
(713) 807-4300, EnsembleHouston.org 
More than Christmas, Celeste Bedford Walker; 
music: Stephanie Blue; dir: Eileen J. Morris. 
Thru Dec 29.

� Kitchen Dog Theater, Dallas, (214) 953-1055, 
kitchendogtheater.org 
Queen of Basel, Hilary Bettis; dir: Christopher 
Carlos. Thru Dec 14.

Main Street Theater, Houston, (713) 524-6706, 
mainstreettheater.com 
The Best Christmas Pageant Ever, Barbara 
Robinson; dir: Robin Robinson. Thru Dec 21. 
The Wickhams: Christmas at Pemberley, 
Lauren Gunderson, Margot Melcon; dir: Robin 
Robinson. Thru Dec 22.

� Mildred’s Umbrella Theater Company, 
Houston, (832) 463-0409, mildredsumbrella.com 
Femfest Houston: Voices of Israel, Michal 
Aharoni, Anat Gov, Hana Vazana Grinwald;  dir: Jon 
Harvey, Elizabeth Keel, Leighza Walker. Dec 7-8.

� The Public Theater of San Antonio, 
(210) 733-7258, thepublicsa.org 
Elf The Musical, Thru Dec 22. 
The Curious Incident of the Dog in the Night-
Time, Dec 26-Jan 19, 2020.

� Rec Room Arts, Houston, (713) 344-1291, 
recroomarts.org 
The Children, Lucy Kirkwood; dir: Brandon 
Weinbrenner. Thru Dec 7.

Stage West Theatre, Fort Worth, 
(817) 784-9378, stagewest.org 
The Lifespan of a Fact, Gordon Farrell, Jeremy 
Kareken, David Murrell; dir: Marianne Galloway. 
Thru Dec 8.

Stages Repertory Theatre, Houston, 
(713) 527-0123, stagestheatre.com 
Miracle on 34th Street: A Live Musical Radio 
Play, Jon Lorenz, Lance Arthur Smith. Thru Dec 15. 
Panto Hansel and Gretel, Adam Howard. 
Thru Dec 15.

Bishop Arts Theatre Center, Dallas, 
(214) 948-0716, bishopartstheatre.org 
Black Nativity, Langston Hughes; dir: Djore 
Nance. Dec 5-22.

� Theatre Three, Dallas, (214) 871-3300, 
theatre3dallas.com 
Noises Off, Michael Frayn; dir: Kara-Lynn Vaeni. 
Thru Dec 22.

Undermain Theatre, Dallas, (214) 747-5515, 
undermain.org 
The Thanksgiving Play, Larissa FastHorse; dir: 
Bruce DuBose. Thru Dec 1.

WaterTower Theatre, Addison, (972) 450-6232, 
watertowertheatre.org 
Cirque Holidays, Dec 19.

ZACH Theatre, Austin, (512) 476-0541, 
zachtheatre.org 
A Christmas Carol, adapt: Dave Steakley. 
Thru Dec 29. 
The Santaland Diaries, adapt: Joe Mantello. 
Thru Dec 29. 
Holiday Heroes, Jerome Schoolar, Shaun 
Wainwright Branigan. Dec 7-14.

UTAH
� Pioneer Theatre Company, Salt Lake City, 
(801) 581-6961, pioneertheatre.org 
The Play That Goes Wrong, Henry Lewis, 
Jonathan Sayer, Henry Shields; dir: Karen 
Azenberg. Dec 4-21.

VERMONT

Northern Stage, White River Junction, 
(802) 296-7000, northernstage.org 
The Sound of Music, book: Russel Crouse, 
Howard Lindsay; lyrics: Oscar Hammerstein II; 
music: Richards Rodgers; dir: Maggi Burrows. 
Thru Jan 5, 2020.



VIRGINIA
� 1st Stage, Tysons, 1ststagetysons.org 
Airness, Chelsea Marcantel; dir: Christina 
Coakley. Dec 5-29.

� Richmond Triangle Players, (804) 346-8113, 
rtriangle.org 
Times Square Angel, Charles Busch; dir: Melissa 
Rayford. Thru Dec 21.

� Synetic Theater, Arlington,  
Snow Queen, adapt: Emily Whitworth; dir: Ryan 
Sellers. Dec 3-29.

Virginia Repertory Theatre, Richmond, 
(804) 282-2620, virginiarep.org 
Tuck Everlasting, TYA Edition, book: Tim 
Federle, Claudia Shear; lyrics: Nathan Tysen; 
music: Chris Miller. Thru Dec 1. 
Always…Patsy Cline, Ted Swindley; music: Patsy 
Cline. Thru Jan 5, 2020. 
Rodgers and Hammerstein’s Cinderella, book: 
Douglas Carter Beane; lyrics: Oscar Hammerstein 
II; music: Richard Rodgers; dir: Laine Satterfield. 
Thru Jan 5, 2020.

Virginia Stage Company, Norfolk, 
(757) 627-1234, vastage.org 
A Christmas Carol, adapt: Patrick Mullins from 
Dickens. Thru Dec 22. 
The Santaland Diaries, adapt: Joe Mantello 
from David Sedaris. Dec 12-21.

WASHINGTON

The 5th Avenue Theatre, Seattle, 
(206) 625-1900, 5thavenue.org 
Mrs. Doubtfire, book: John O’Farrell; music 
and lyrics: Karey Kirkpatrick (also book), Wayne 
Kirkpatrick; dir: Jerry Zaks. Thru Dec 29.

ACT - A Contemporary Theatre, Seattle, 
(206) 292-7676, acttheatre.org 
A Christmas Carol, Gregory A. Falls; music: 
Steve Klein; dir: Kelly Kitchens. Thru Dec 29.

Book-It Repertory Theatre, Seattle, 
(206) 216-0833, book-it.org 
Howl’s Moving Castle, Myra Platt; music and 
lyrics: Justin Huertas. Thru Dec 29.

Harlequin Productions, Olympia, 
(360) 786-0151, harlequinproductions.org 
Sherlock Holmes and the Case of the 
Christmas Carol, John Longenbaugh; dir: Aaron 
Lamb. Thru Dec 31.

Seattle Children’s Theatre, (206) 441-3322, 
sct.org 
Corduroy, adapt: Barry Kornhauser. Thru Dec 29.

Seattle Repertory Theatre, (206) 443-2222, 
seattlerep.org 
Shout Sister Shout, Cheryl West; dir: Randy 
Johnson. Thru Dec 22.

Taproot Theatre Company, Seattle, 
(206) 781-9707, taproottheatre.org 
The Bishop’s Wife, adapt: Karen Lund, Mark 
Lund. Thru Dec 28. 
A Charlie Brown Christmas, Charles M. Schulz. 
Dec 5-28.

WEST VIRGINIA

Greenbrier Valley Theatre, Lewisburg, 
(304) 645-3838, gvtheatre.org 
Every Christmas Story Ever Told (And Then 
Some!), John K. Alvarez, Michael Carleton, 
James FitzGerald; dir: Cathey Sawyer. 
Dec 6-21.

WISCONSIN
� Milwaukee Chamber Theatre, (414) 291-7800, 
milwaukeechambertheatre.com 
Jeeves at Sea, Margaret Raether; dir: C. Michael 
Wright. Thru Dec 22.

Milwaukee Repertory Theater, (414) 224-9490, 
milwaukeerep.com 
Nunsense, book, music, lyrics: Dan Goggin; 
dir: Malkia Stampley. Thru Jan 12, 2020. 
The Nerd, Larry Shue; dir: JC Clementz. 
Thru Dec 15. 
A Christmas Carol, adapt: Mark Clements 
(also dir). Thru Dec 24.

Third Avenue Playhouse, Sturgeon Bay, 
(920) 743-1760, thirdavenueplayhouse.com 
A Tuna Christmas, Ed Howard, Joe Sears, 
Jaston Williams; dir: Robert Boles. Dec 12-31.
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DRAMATIC WRITING
Contrary to popular opinion, the play-

wright is still at the center of our pop-

ular culture—and we don’t just mean 

in the sense that plays by Jeremy O. 

Harris, Heidi Schreck, and Stephen 

Karam have found success on Broadway. It’s a not-very-well-kept secret that a strong 

percentage of the streaming content that occupies our many screens and our conversa-

tions has sprung from or been shaped by the minds of playwrights and dramatists, from 

“Succession” to “Shameless” to “This Is Us.” In this annual spotlight training issue, we’ll 

look at how a new generation of playwrights is being taught to write for all mediums, 

by writers who are doing the same. We’ll also look at other ways the nation’s preemi-

nent playwriting programs are changing and diversifying to tell the stories of our time.

Also in this issue: A Maybe Happy Ending at the Alliance Theatre; the NEA’s musical 

theatre songwriting program; new books about the Foundry Theatre and Tectonic 

Theater Project

PREVIEW
COMING JANUARY20

Playwright and TV showrunner Sarah Treem with 
Dominic West on the set of “The Affair.”
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TALK BACK! Post your comments on stories from this issue and from our archives  
at AmericanTheatre.org. Visit our publisher, Theatre Communications Group, at tcg.org.

WHAT’S HAPPENING

THEATRE FACTS 2018
Dive into TCG’s latest in-depth report examining the fiscal state 
of the theatre field (a narrative version appeared in the Novem-
ber 2019 issue of American Theatre). The full report is at tcg.
org/ResearchAndResources/TheatreFacts.aspx.

NEW FROM TCG BOOKS
The Language Archive and Other Plays 
by Julia Cho. From whimsical comedies 
to nail-biting chillers, Julia Cho is one 
of the most versatile playwrights in 
the contemporary theatre. This volume 
includes the plays The Language 
Archive, Durango, Aubergine, The Piano 
Teacher, and Office Hour. Order your 
copy at tcg.org/TCGBookstore.aspx.

  on Facebook
In response to “Storefront Stories” (Nov. ’19), about the Chi-
cago indie theatre scene, one reader left this powerful comment:

JOHNNY BACA: Whether it’s storefronts in Chicago, 99-seat-
rule houses in L.A., or regional houses that pay “stipends” in 
the Bay Area, no one should have to take money out of their 
own pocket to work their asses off, particularly if you are claim-
ing to be a professional house.

If you love a company, have a passion project, or just love the 
craft, please pour yourself into it. I have certainly worked for 
negative money many times for something I cared deeply about.

But that’s where it needs to end. People need to be paid. You 
can’t infect people with your passion and hope they will want 
to kill themselves for it as much as you. Even if you can’t pay 
well, you need to pay something reasonable and you need to 
be prepared for how much it SHOULD cost to put on the works 
you want.

“Cutting your teeth” and “paying your dues” are definitely a 
reality in this industry, for better or for worse, but you should 
still be able to earn more for your time than paying for gas to 
your gig after it’s all said and done.

  Like us at facebook.com/AT.magazine.

  on Twitter
Reactions to “A City Divided,” our November 2019 print story 
about Chicago’s legacy of racism.

@fountaintheatre: We believe theatre is an essential way for 
people to experience how everyday racism—whether overt 
or subliminal—saturates our American psyche and behavior

@AHarris1361: Must read. Thank you, Yasmin Zacaria Mikhaiel 
and @AmericanTheatre

@stoolboom: @YasminZacaria is brilliant—that was clear the 
first time I met her. But I learned so much from this and can’t 
wait to get home and dig in deeper.

@KEstelaRivera: So many snaps to this piece on #ArtsEquity, 
particularly in theatre. Shout-outs to: Yasmin Zacaria Mikhaiel 
for this powerfully written article with quotes from Free Street’s 
own Coya Paz and Ricardo Gamboa, among other Chicago 
theatre powerhouses.

  Follow us at twitter.com/AmericanTheatre.

CONVERSATIONS

AMERICAN THEATRE (ISSN 8750-3255) is 
published monthly except for double issues in 
May/June and July/August. Available through 
TCG Membership, $50 per year in the U.S., $80 
per year in Canada and all other countries. 
Copyright © 2019, Theatre Communications 
Group. All rights reserved. Reproduction in 
whole or part without permission is prohibited. 
Statements of writers and advertisers are not 
necessarily those of the publisher. Unsolicited 
play manuscripts are not accepted from play-
wrights or their representatives. POSTMASTER: 
Send address changes to American Theatre, 
520 Eighth Ave., 24th Fl., New York, NY 10018. 
Editorial, circulation, and advertising offices: 
520 Eighth Ave., 24th Fl., New York, NY 10018. 
Tel: (212) 609-5900, fax: (212) 609-5902, edito-
rial email: at@tcg.org, circulation email: info@
tcg.org, advertising email: ads@tcg.org, website: 
www.tcg.org. Periodicals postage paid at New 
York, NY, and additional mailing offices. USA 
newsstand distribution by TNG, 1955 Lake Park 
Dr., Ste. 400, Smyrna, GA 30080. Tel: (800) 
627-6247. Printed in USA.

ONSTAGE/THEATRE PROFILES
Up-to-date schedules of TCG theatres from 
coast to coast. PLUS: details about production 
venues, designers and choreographers, artis-
tic leader statements, and general information 
about each theatre at tcg.org/profiles.

Brian Anthony Wilson in Looking Over the 
President’s Shoulder at Act II Playhouse.
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BIG IDEAS WANTED
Submit your programming ideas for TCG’s

2020 National Conference,
which will take place in Phoenix, Ariz., at 

tcg.org/Events/NationalConference.aspx.

ROUND THREE OF 
2019 EDGERTON FOUNDATION 
NEW PLAY AWARDS
Learn more about the 10 world 

premiere productions that are being supported by the 
Edgerton Foundation at tcg.org/EdgertonFoundation/
NewPlayAwards/2019Awards.aspx.

TCG ON THE WEB
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A BETTER WORLD FOR THEATRE.
A BETTER WORLD BECAUSE OF THEATRE.

Composed of leading trustees from member theatres across the country, the National Council for the American Theatre 
guides TCG’s programs on governance and board development, and serves as a “brain trust” for the organization.
For information on joining the National Council, please contact Adrian Budhu, Deputy Director and COO: abudhu@tcg.org.

TCG Board members represent a broad cross-section of the American theatre field and professional perspectives. 
They are united by their belief in TCG’s mission and dedicated to building a bond between TCG and 
the national theatre community. 

NATIONAL COUNCIL FOR THE AMERICAN THEATRE

TCG BOARD OF DIRECTORS

* Judith O. Rubin, Council Chair; Playwrights 
Horizons

* Eve Alvord, Seattle Children’s Theatre

Roger J. Bass, Frm. Seattle Repertory Theatre

Ralph Bryan, La Jolla Playhouse

James Chosy, Guthrie Theater

Bunni Copaken, Kansas City Repertory Theatre

Sophie Cripe, South Coast Repertory

Brad Edgerton, Oregon Shakespeare Festival

Mindy Ellmer, ZACH Theatre

Reade Fahs, Alliance Theatre

Wendy Gillespie, La Jolla Playhouse

Kiki Ramos Gindler, Center Theatre Group 

Laura Hall, Coterie Theatre, Kansas City Repertory

Ruth Hendel, Eugene O’Neill Theatre Center

Cynthia Huffman, ACT Theatre in Seattle

Bruce E.H. Johnson, Seattle Repertory Theatre

Carole Krumland, Roundabout Theatre Company

Myla Lerner, Lean Ensemble Theater

Gail Lopes, Oregon Shakespeare Festival

Lynelle Lynch, La Jolla Playhouse

Jennifer Melin Miller, Guthrie Theater

Ruby H. Melton, Long Wharf Theatre

Julie Morris, PlayMakers Repertory 
Company

* Eleanor Nolan, Seattle Children’s Theatre

Heather Randall, New York Theatre Workshop

* Toni Rembe, Magic Theatre

Deedie Rose, Dallas Theater Center

Ted Rosky, Actors Theatre of Louisville

Jeremy Shamos, Curious Theatre 
Company

David Shiffrin, Arena Stage

* Founding member

Kathryn M. Lipuma, Chair      Larissa FastHorse, Vice Chair      Meghan Pressman, Vice Chair 
Ellen Richard, Treasurer      Eileen J. Morris, Secretary

May Adrales, Associate Artistic Director; Milwaukee Repertory Theatre

Joseph P. Benincasa, President and CEO; The Actors Fund

Raymond Bobgan, Executive Artistic Director; Cleveland Public Theatre

Jeremy B. Cohen, Producing Artistic Director; The Playwrights’ Center

Kristen Coury, Founder and Producing Artistic Director; 
Gulfshore Playhouse

Joshua Dachs, President; Fisher Dachs Associates Theatre Planning 
and Design

Will Davis, Director & Choreographer

Snehal Desai, Producing Artistic Director; East West Players

Kelvin Dinkins Jr., Assistant Dean/General Manager; 
Yale School of Drama/Yale Repertory Theatre

Teresa Eyring, Executive Director; Theatre Communications Group

Larissa FastHorse, Playwright and Choreographer

John Fontillas, Planner, Architect, Partner; H3

Nataki Garrett, Artistic Director; Oregon Shakespeare Festival

Angela Gieras, Executive Director; Kansas City Repertory Theatre

Derek Goldman, Co-Founding Director, 
Laboratory for Global Performance and Politics; Director, 
Playwright/Adapter; Professor

Jamie Herlich McIalwain, Director of Development; 
Seattle Repertory Theatre

Susan Hilferty, Costume and Set Designer

Rebecca Hopkins, Managing Director; Florida Studio Theatre

Mara Isaacs, Founder and Executive/Creative Producer; 
Octopus Theatricals

Kathryn M. Lipuma, Executive Director; Writers Theatre

Laurie McCants, Co-Founder; Bloomsburg Theatre Ensemble

Johamy Morales, Director of Education; Seattle Children’s Theatre

Kevin Moriarty, Artistic Director; Dallas Theater Center

Eileen J. Morris, Artistic Director; The Ensemble Theatre

Lisa Portes, Head of Directing; The Theatre School at DePaul University

Meghan Pressman, Managing Director/CEO; Center Theatre Group

Francine T. Reynolds, Artistic Director; New Stage Theatre

Anthony Rodriguez, Co-Founder and Producing Artistic Director; 
Aurora Theatre

Ellen Richard, Executive Director; Laguna Playhouse

Blake Robison, Artistic Director; Cincinnati Playhouse in the Park

Nikkole Salter, Actress, Playwright, Educator, and Arts Advocate

Tim Sanford, Artistic Director; Playwrights Horizons

Carlo Scandiuzzi, Philanthropist, Executive, and Community Leader

David Schmitz, Executive Director; Steppenwolf Theatre Company

Hana S. Sharif, Artistic Director; Repertory Theatre of St. Louis

Harold Steward, Producing Co-Executive Director; The Theater 
Offensive

Robert P. Warren, President; The William & Eva Fox Foundation,



Why bring Key Largo, which started as a play but is best 
known as a film, back to the stage?
I’ve always been a fan of the film. I grew up in Miami Beach 
after my family and I left Cuba, and I would frequent the 
Keys growing up. It was a place that I’ve always been enam-
ored with, where I’ve sort of always found solace. I knew 
that Key Largo was based on a play, and I always thought, 
wouldn’t it be great to either remake the movie or take it back 
to the stage? It could be a very entertaining piece of thea-
tre. I was performing at the Geffen with my band—I have 
a 13-piece traditional Cuban orchestra—and Gil Cates and 
Matt Shakman said, “You should come do a play here.” And 
I said, “I’ve always thought it could be interesting to adapt 
the movie Key Largo back to the stage.” They just looked 
at me without missing a beat and said, “Okay, we’ll get you 
a dramaturg to work with and you guys create a new adap-
tion.” The thing is, I’ve had a blessed creative life, but if 
I were to tell you the amount of times I’ve gotten “no” in 
my life, either looking for parts or trying to pitch an idea, 
we wouldn’t have enough time for this interview. So when 
someone’s embracing something so quickly, you’ve got to 
go like, “Okay, I guess it’s on me now.”

When I heard about the project, I thought immediately 
about the Bogart connection—Frank McCloud seems 
like your kind of part. But you’re playing the Edward 
G. Robinson character, Johnny Rocco.
They’re both beautiful parts and emotionally I’m attracted 
to both, but age-wise I’m more suited for Johnny Rocco at 
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this point. But I must say that the Johnny Rocco in our play 
is very different from the movie. We’re not doing a stylized 
noir at all. This is a new tone. The malignancy of Johnny 
Rocco in our play, as I am experiencing it, is more out of 
control. He’s a terrible, terrible person.

Is it fun to play a total bastard, or is it difficult?
It’s very challenging, because he’s very volatile. He has a 
lot of things to say about a lot of people in a very abusive 
way. A lot of times I’m driving the play constantly when I’m 
onstage, taking control of this hostage kind of situation. That’s 
a responsibility my character has. He’s always punching.

I know you studied theatre at Florida International 
University, but have you been onstage much since?
I haven’t been onstage in 40 years. I mean, I’m onstage a lot 
with my band, with my orchestra. But the last legit play I did 
was when I first moved to Los Angeles; I worked in impro-
visational theatre for a number of years, and was a member 
of a house group at the Comedy Store for several years. I 
also did a play at the Bilingual Foundation of the Arts. But 
then I started getting work as an actor on film, and I just 
began to concentrate on that. I had a young family. The days 
went by and the years went by. I’ve loved the theatre, and I 
always felt like, “I got to get back onstage.” Then another 
job would come along. One thing led to another and I real-
ized, Damn, time has passed. This is not good. When this 
opportunity arose and I got the support from the Geffen so 
easily, I said, “Okay, it’s time to put up or shut up.”

Are there other roles you’d like to do onstage?
I’ve always had a fascination with Cyrano de Bergerac. I 
hope I can muster the courage to do that soon—before it’s 
too late and my knees don’t hold up any longer. I love the 
theatre; I love comedies. It’s always a possibility if someone 
approaches you and you like the material at the right time.

A hurricane is a major character in the show. Did you 
live through many hurricanes and tropical storms?
Oh, yes—many, many since the 1960s. I can’t remember all 
the names, but Betsy and Cleo were very strong hurricanes 
we went through. I lost my home in South Florida to Hur-
ricane Andrew. It’s a terrifying thing when you’re in it and 
it’s just outside your window. And then you come out to the 
devastation, to what looked like a town that was like Hiro-
shima. So yes, I have a lot of experiences with hurricanes, 
or, as we call them, hura-kins.

What do you like to do when you have a moment away 
from acting?
I play golf—golf is my passion. I played since I was an early 
teenager. I put it down for a while, then I picked it up again 
in ’85. I’ve had the blessing of playing golf with Lee Trevino 
many times, who is a personal hero of mine. The only guy I 
never had a chance to play with, who was my hero, was Seve 
Ballesteros. He was definitely one of my inspirations.  

Film star Andy Garcia’s newest role is onstage at 
L.A.’s Geffen Playhouse in his own adaptation (with 
playwright Jeffrey Hatcher) of the gangster drama 
Key Largo, originally a 1939 play by Maxwell Anderson, 
later an iconic 1948 Humphrey Bogart film.

—Rob Weinert-Kendt
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HE HALF-JOKING WORKING TITLE FOR THIS SPECIAL ISSUE 

has been “Wisdom of the Elders.” Over the years we have consciously styled 

our monthly Role Call feature as a way to celebrate more than just “new” 

or “upcoming” or “emerging” talents, but by its nature the column does 

inevitably put a lot of focus on younger or early-career artists. As we mulled 

doing an expanded version of Role Call, as we did last December, we won-

dered: What if we shone a spotlight exclusively on some of the established 

veterans who’ve given lifetimes of work, love, brainpower, and sweat to the 

theatre field while they’re still in the thick of it? The resulting compendium 

(starting on p. 20) functions as a series of tributes to extraordinary dedica-

tion and perseverance, of course, but it also gave us a chance to glean some 

sense of what these folks have learned along the way and can pass on to suc-

ceeding generations of theatremakers.

Joan Channick, a professor of theatre adiministration at Yale I spoke 

to for a profile in this issue, told me that our proposed title gave her a good 

chuckle, because, as she put it, “I don’t consider myself wise, and I don’t 

think of myself as an elder.” Fair enough. One defining characteristic of 

folks who seem to flourish in their chosen field, both in the theatre and 

outside it, is an aliveness to the present moment, and an alertness to the 

next. Many if not most of our field’s longtime leaders possess the eternally 

youthful inquisitiveness and energy of lifelong students.

But the theatre field, like many public-facing endeavors and insti-

tutions in our culture, can be a bit youth-obsessed. While it’s certainly 

not true that young people have access to our field’s greatest resources or 

power—quite the contrary—it often seems that the field’s eyes, attention, 

and prestige are forever fixed on the new, the next, the novel. Meanwhile, 

there are folks who are no longer new to the field who still have much to 

offer it, not least their perspective, their witness. Every generation must, 

to some extent, relearn all the hard lessons firsthand, and a little reinvent-

ing of the wheel is inevitable (and often leads to new, undreamt-of inven-

tions). But it is a shame, and a kind of erasure, not to give an ear to those 

who’ve been down these paths before, who know the bumps ahead as well 

as those behind, and who still have more to give.

One unquestionably wise elder graces our cover. A word on the image: 

When we told the great André De Shields that he would be our subject, 

he told us he wanted to create something “iconic.” He sent us the cover 

of National Geographic from November 1979, a striking photo by George 

Gerster of a Tuareg man in Niger. De Shields told us he already possessed, 

and had frequently worn, a costume based on this image. The resulting 

cover, shot by Chad Griffith, shows more of its subject’s beautifully creased 

face than that of the man on the Nat Geo cover. But this is more than mere 

cross-cultural cosplay: As De Shields explains to Jose Solís in a stunning 

interview (p.14), “Humanity walked out of Africa. When you see me, see 

Africa. When you see Africa you’re looking at the world.” That’s not an 

elder statesman talking—more like a kind of living ancestor, like August 

Wilson’s Aunt Ester, who has absorbed the wisdom and power of all the 

mighty spirits who came before. We are called to listen, and one day, if 

we’re fortunate, to join them. —ROB WEINERT-KENDT

EDITOR’S NOTE
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New York City-based reporter and critic 
Jose Solís, author of this issue’s André De 
Shields cover story (p. 14), says that though 
he’s met many celebrities and people he 
admires, “I’ve rarely felt as starstruck as I was 
by André De Shields. His presence exudes 
the charisma that reminded me of why some 
people gain immortality due to their work.” 
Solís continues, “Anyone would be intim-
idated by the ease with which he moves in 
the world, and I was grateful for his capac-
ity to also show me the humanity he brings 
to his larger-than-life characters. Within 
seconds I went from intimidated to feel-
ing like I was having a chat with my dearest 
friend in the world.”

T

“I’ve attended productions at the Rep since 
I was a child, and like most people in our 
community, I was heartbroken when I heard 
that the theatre was going dark,” says Lit-
tle Rock, Ark.-based writer Erica Swee-
ney, who penned this issue’s feature about 
how the Arkansas Repertory Theatre turned 
things around (p. 36). “I was proud that so 
many people came together to help save the 
theatre, and so excited to learn that the Rep 
was staging a comeback.” Sweeney says that 
working on the piece revealed challenges 
that weren’t apparent to the average the-
atregoer, noting, “In talking to longtime 
board chair Ruth Shepherd, I realized how 
lucky we are to have this arts institution in 
our city, and people like her to ensure that 
it sticks around.”
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HIS YEAR, A GROUP OF TCG STAFFERS BEGAN AN 
archive project, gathering volumes of documentation of our 
theatre movement, from TCG incorporation papers to con-
ference reports to board minutes, telegrams, and manuscripts.

One late summer afternoon, a box arrived from TCG’s 
New Jersey storage facility with National Conference docu-
ments from the 1980s and 1990s. I was hoping the contents 
would shed light on a series of “non-binding resolutions” 
delivered to the TCG Board after the 1990 conference at 
Smith College in Northampton, Mass. I found photos of 
field leaders and artists’ panels from multiple conferences: 
Hal Prince, Gordon Davidson, Elizabeth Van Dyke, Rene 
Buch, Anne Bogart, and many more. I also came upon a 
beautiful photo of Yolanda King—Dr. Martin Luther King 
Jr.’s eldest daughter—keynoting the 1990 conference.

In perusing Todd London’s coverage of the conference 
in American Theatre, it became clear that 1990 was a seis-
mic year of awakening, with a newfound activism among 
resident theatremakers. This came in response to a cri-
sis at the National Endowment for the Arts and the ensu-
ing culture wars, which saw congressional leaders attack-
ing the work of artists such as Karen Finley, Tim Miller, 
Holly Hughes, and John Fleck (the so-called NEA Four) 
and attempting to place content restrictions on grants. As 
London wrote, the representatives experienced an “awak-
ening from passivity to passion, from concern to commit-
ment, arrogance to activism.”

Goodman Theatre’s Bob Falls, then TCG’s board pres-
ident, passionately took the podium and urged the field to 
fight the attacks on the NEA and freedom of speech. “I’m 
angry; I’m in pain over this,” he said. “I never thought it 
would happen here” in the U.S. Theatres and artists were 
also being awakened to homophobia and racism in the field. 
Yolanda King urged the assembled to “get up off our collec-
tive apathy” and fight racism in our country and arts com-
munity. “Jim Crow is dead, but his college-trained, first-

born son—Jim Crow, Esq., is alive and kick-
ing…The art and culture of my people is 
being ignored. The deliberate suppression 
of American diversity is an American trag-
edy,” she said.

That year, conference attendees were 
asked by TCG’s board to develop a resolu-
tion to prioritize fieldwide coalition-build-
ing in the fight for the NEA and freedom of 
expression. The participants took that charge 
seriously, and then some. What came from 
their three days together was not a single 
resolution but three: 1) A Resolution on 
the National Endowment for the Arts and 
Freedom of Expression, 2) A Resolution on 

Gay and Lesbian Discrimination, and 3) A Resolution on 
Racial, Gender, and Class Discrimination.

On the first item, attendees asked TCG to assume 
a leadership role in a national media campaign on behalf 
of constituent theatres to combat the threat to freedom 
of expression and freedom of choice, and to invite other 
national organizations to join the effort. 

In the resolution on gay and lesbian discrimination, a 
representative group of participants agreed that the word 
“homoeroticism” in the congressionally approved restric-
tive language on grants from the NEA singled out, disen-
franchised, and vilified a significant constituency of TCG 
and the larger theatre and arts community. They asked that 
the conference publicly condemn this discrimination against 
lesbian and gay artists; that TCG board and staff address 
these issues in any continuing discussion on the NEA cri-
sis; and that all individual TCG participants address this 
discrimination in their own communities.

Finally, in the resolution on race, class, and gender dis-
crimination, attendees copped to “the hypocrisy of being 
asked to collectively fight the issue of censorship, which is 
about sexism, racism, and classism, when racism and sex-
ism are being perpetuated intentionally or unintention-
ally in the member organizations of this body.” Their pro-
posal was that TCG make the issue of racism, sexism and 
classism in U.S. theatre an agenda item of the long-range 
planning committee and the national artistic agenda, and 
that this issue take on the enormous proportion of the NEA 
issue—indeed that it be raised to TCG’s highest priority.

While these were non-binding resolutions, the human 
and intellectual capital that went into creating them was 
not insignificant. Their words signified a groundswell of 
new or renewed awareness about key issues for our theatre 
field, as a collective and an ecology. And while the majority 
of the field’s activist focus then was on the culture around 
the NEA, the concerns articulated in resolutions 2 and 3 
led to some important conversations and action. Indeed, 
Of course, their truth and urgency never died. And work 
on these issues became officially formalized through the 
Equity, Diversity, and Inclusion tenets of TCG’s 2012 plan.

In 2020, 30 years will have passed since that Smith 
conference. We are seeing a new wave of transition in our 
field, with longtime leaders moving on for new opportu-
nities. This tectonic shift brings about renewal, release, 
and occasionally some friction. It’s a time to fortify what’s 
working and cast away what isn’t—to celebrate leaders who 
have built the theatre ecosystem we have today, while giv-
ing wide berth to the new voices who will both disrupt and 
fuel our continuum.

And TCG’s archive will inspire and instruct us, as we 
rise up to chart our collective future.  

FROM THE EXECUTIVE DIRECTOR

T
Deep Cuts From the Archives

BY TERESA EYRING

This 
consciousness 
is already 
fundamental to 
the work of 
some theatre 
practitioners,  
but it has 
expanded 
exponentially.
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Meghan Pressman
In With the New

BY THE OSCAR G. BROCKETT CENTER FOR THEATRE HISTORY AND CRITICISM

70 YEARS AGO (1949)
The Junior League of Omaha in 
Nebraska announces plans to 
establish an annual play series 
aimed at young audiences, a 
project that later calls itself 
the Omaha Junior Theater. 
The company’s inaugural play, 
Tom Sawyer, will premiere 
the following April, and the 
organization will go on to 
develop into the Omaha Theater 
Company, known locally by the 
same name as its venue, the Rose 
Theater.

55 YEARS AGO (1964)
The Eugene O’Neill Theater 
Center opens its doors 
in Waterford, Conn. The 
organization will establish 
programs including the National 
Playwrights Conference, the 
National Critics Institute, the 
National Theater of the Deaf, 
and the National Puppetry 
Conference. The O’Neill will go 
on to receive two Tonys, a special 
Tony in 1979 and a Regional 
Theatre prize in 2010.
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IN 1999, MEGHAN PRESSMAN WAS AN APPRENTICE 
at Williamstown Theatre Festival in Massachusetts. It was there that 
she met Michael Ritchie, then the festival’s artistic director. Little did 
she know that 20 years later, she would be working alongside Ritchie 
at Center Theatre Group, Los Angeles’s largest nonprofit theatre.

Pressman is in the midst of her first season as CTG’s managing 
director/CEO, which includes managing the budget for the $55 mil-
lion three-venue organization. And Pressman is making L.A. the-
atre history as the first woman to hold that position. Innovation is 
part of her background. Prior to CTG, she was managing director 
of Washington, D.C.’s Woolly Mammoth Theatre Company, which 
focused on form-breaking new plays. And as director of development 
at New York City’s Signature Theatre, she oversaw their influential 
ticket initiative, which made tickets to every single performance $25.

We spoke recently about how she plans to bring a sense of play 
to her new job.

DIEP TRAN: It seems like you were doing great work at Woolly. 
Why move?
MEGHAN PRESSMAN: I adore Woolly Mammoth. I actually had a 
dream about them last night, because they had their big fall fund-
raiser this weekend and I saw so many great pictures. I had no desire 
or intention to get out of there any time soon; I really liked the work 
we were doing. But I was approached about this position and gave it 
some thought. What attracted me was: I’m in theatre administration 
because I want to have the biggest impact on both the theatre field 
and the audience. And to me there are a great many ways to get that 
done. Part of that is working at the most experimental, edgy theatre 
company; another part of that is working at a flagship theatre. I had 
hoped that would be a part of my journey at some point. I just didn’t 
necessarily see that opportunity coming to me when it did.

You’ve built a reputation as a person who knows how to raise 

ENTRANCES & EXITS

BY DIEP TRAN

Of Time and the River at Dallas Theater Center in 1959.



money for new work. Is that part of your focus at CTG? 
As you know, Charles McNulty recently wrote a piece 
in the Los Angeles Times about how L.A. theatre isn’t 
known for innovation.
I have a great history of being able to articulate why it’s impor-
tant to invest in new plays for the community. And there’s no 
way I was going to go to a company that didn’t deeply believe 
in that. And it’s a significant piece of what we do [at CTG].

We do so many things; there are 16-plus productions 
a year here, and the company can only support the devel-
opment process of a handful of plays at any given time. So 
it may seem like it’s a smaller portion of our work, but it’s 
actually a deep investment in time and staffing and devel-
opment process.

A good portion of your past experience has been in 
audience engagement work. Southern California is one 
of the most diverse parts of the country, but that hasn’t 
been reflected in the audiences I’ve seen at CTG.
The biggest problem that we have here, and almost exclu-
sively, is transportation. And I’m sorry to say I can’t fix that 
alone! It’s really hard in this vast Los Angeles area to ask peo-
ple to go to a destination beyond their normal route. That’s 
what we’re asking people to do for live theatre every day. So 
the best thing we can do is figure out how to say to people, 
“Theatre should still be an essential part of your life experi-
ence. I hope you come here.” 

I hope that theatregoing begets theatregoing. So I’m 
really interested in partnering and talking more to local the-
atre leaders and talking about theatre in our city. Because I 
do think what the Times article underscores is that it’s a great 
opportunity to talk about the visibility that we need to have as 
a community of theatres. I’m actually grateful in many ways 
that we’re elevating the conversation about how robust the 
community is, but also the real challenges of producing in 
this competitive environment. 

When was the moment where you realized: I want to be 
the person behind the scenes raising money for artists, 
not making the art myself?
Wow, great question. I was in my 20s, working in Chicago 

theatre, and I was doing everything, as one does. I was per-
forming, I did a lot of improv, I was working at the North-
western theatre department as a staff member. I was directing 
shows. With a group of friends I started a company, Chicago 
Theatre for Young Audiences. I was at first the general man-
ager and then, more specifically, later the managing director. 
And even at that company I performed and production-man-
aged and ran the books. And I realized that the place where I 
felt like I contributed the most value to the groups of artists 
that I worked with was in producing, more so than being an 
artist within the group. 

You’ve headed organizations known for new initiatives 
that many in the field thought weren’t doable: cheap 
tickets, or weird, innovative work. How do you go 
about raising money for untested initiatives?
Finding funding for experimental initiatives—either artistic 
or administrative, of which I’ve done a lot—it’s hard. A lot of 
the best supporters of that work can be foundations or even 
corporations who understand how important it is to invest 
in something about which you don’t know the outcome, that 
could have great potential for change. At Woolly we just got 
out of four years with the Wallace Foundation, who did a 
huge investment in totally experimental practices around 
getting audience. They understood that the outcome might 
be saying, after four years and a lot of investment, “This stuff 
didn’t work, and this stuff did.” That’s hugely important to our 
field, that there are people who are willing to invest in that.

You can also find individuals who are willing to invest 
in strategies. Part of why I was interested in Center The-
atre Group is that I think there’s real opportunity at a com-
pany this large with so many different programs to invest 
in innovative practices that could have an impact on theatre 
on a larger scale. In Los Angeles, there’s so much experi-
mentation and entrepreneurship. There are so many peo-
ple thinking about different ways of presenting film and TV, 
and other forms of performing arts entertainment. My hope 
is that that vocabulary translates to people understanding we 
want to do that kind of thing from a theatre point of view. I 
really see an opportunity in this marketplace to say: We’re 
going to do things differently and need you to join with us.  
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60 YEARS AGO (1959)
Dallas Theater Center welcomes 
its first audience with Thomas 
Wolfe’s Of Time and the River, 
adapted by Eugene McKinney 
and Paul Baker and directed by 
Baker. The opening takes place 
in the Kalita Humphreys Theater, 
one of the first projects designed 
by Frank Lloyd Wright to be 
completed after the architect’s 
death in April. Tickets for the 
show cost $2.50. The company 
will continue to stage work at the 
theatre several decades later.

45 YEARS AGO (1974) 
The City of Denver breaks ground 
on Denver Performing Arts 
Complex. The building will go 
on to become the home of the 
Colorado Symphony, Colorado 
Ballet, Opera Colorado, and 
Denver Center for the Performing 
Arts. The DCPA Theatre Company 
will launch on New Year’s 
Eve 1979 with a trio of shows 
presented simultaneously: The 
Caucasian Chalk Circle, Moby 
Dick Rehearsed, and The Learned 
Ladies.

30 YEARS AGO (1989)
The first annual Day Without 
Art, organized by Visual AIDS, 
is held in recognition of people 
affected by the syndrome on the 
same day as the World Health 
Organization’s second annual 
World AIDS Day. Hundreds of 
visual and performing arts 
institutions will close for the 
day, with their staff volunteering 
for AIDS organizations. Later 
renamed Day With(out) Art, 
the project will aim to highlight 
issues around the AIDS epidemic.

20 YEARS AGO (1999)
August Wilson’s King Hedley II 
opens Pittsburgh Public Theater’s 
new space. Over the next two 
years the play, the eighth of 
the 10 installments in Wilson’s 
Century Cycle, will be produced 
at Seattle Repertory Theatre, the 
Huntington Theatre Company in 
Boston, the Mark Taper Forum 
at L.A.’s Center Theatre Group, 
Chicago’s Goodman Theatre, 
and the Kennedy Center for the 
Performing Arts in D.C. before 
opening on Broadway 2001.



�  Atlanta’s Theatrical 
Outfit has named Matt 
Torney its new artistic 
director. Torney currently 
serves as associate artistic 
director at Studio Theatre 
in Washington, D.C., and 
will relocate to work with 
departing artistic director 
Tom Key and managing 
director Gretchen Butler 
at the end of the year. Tor-
ney will take the reins in 
June 2020, when Key will 
step down after 25 seasons 
at the helm.
�  Dad’s Garage, also in 
Atlanta, has announced 
that longtime artis-
tic director Kevin Gil-
lese will transition out of 
his role at the end of the 
month. Gillese, who led 
the company for 10 years, 
will focus on other artis-
tic projects, staying on 
with the organization as an 
ensemble member, head-
ing Dad’s Garage Televi-
sion (DGTV), and partici-
pating in some new initia-
tives at the company.
�  Stuart Carden has been 
named the next artistic 
director of Kansas City 
Repertory Theatre in Mis-
souri. Carden, who suc-
ceeds Eric Rosen in the 
post, is the company’s 
fifth artistic director. He 
joins Angela Lee Gieras, 
KCRep’s executive direc-
tor, as co-leader of the 
organization, the region’s 

flagship theatre and the 
professional theatre in res-
idence at the University of 
Missouri-Kansas City.
�  Theatre Horizon in 
Norristown, Pa., wel-
comed Nell Bang-Jensen 
as its new artistic director 
in September. Bang-Jen-
sen succeeds co-founder 
Erin Reilly, who is transi-
tioning to a new fundrais-
ing role at the company. 
Bang-Jensen will over-
see artistic programming 
and general operational 
strategy.
�  Sarah Williams is the 
new managing director of 
California Shakespeare 
Theater in Orinda, Calif. 
Williams, who succeeds 
interim managing direc-
tor Tirzah Tyler, joined 
the company in September 
after four years as Berkeley 
Repertory Theatre’s asso-
ciate managing director.
�  Fellow Golden State 
company Boston Court 
Pasadena has announced 
that Jessica Kubzansky, a 
founding artistic director 
of the organization who 
has served alongside co-
artistic director Michael 
Michetti since 2003, will 
be the company’s sole 
artistic director, beginning 
in January. BCP has named 
general manager Cheryl 
Rizzo, formerly the com-
pany’s general manager, is 
now managing director.
�  Connecticut’s Long 
Wharf Theatre has named 
Kit Ingui managing direc-
tor, effective immediately. 
Ingui, who has 20 years 
of production and man-
agement experience both 
on and Off-Broadway, 
has been serving as Long 
Wharf’s acting managing 
director since July.

�  Playwrights Founda-
tion in San Francisco wel-
comed Jessica Bird Beza 
as its new executive artistic 
director in October. Beza 
succeeds Amy Mueller in 
the role.
�  Pennsylvania’s Bris-
tol Riverside Theatre has 
announced that founding 
director Susan D. Atkin-
son and artistic direc-
tor Keith Baker will step 
down at the end of the 
2019-20 season. Atkinson 
and Baker have been with 
the company for 33 years 
and 28 years, respectively.
�  Yale School of Drama 
in New Haven, Conn., has 
announced that Victoria 
Nolan, the deputy dean 
and theatre management 
professor at Yale School 
of Drama, and manag-
ing director of Yale Reper-
tory Theatre, will end her 
27-year tenure next June. 
When Nolan steps down 
next summer, she will have 
been managing director 
for more than 150 produc-
tions and for exactly half of 
the theatre’s 54-year his-
tory. She plans to work on 
other projects and spend 
more time with her family.
�  The Yale Indigenous 
Performing Arts Program 
has named Madeline Sayet 
their new executive direc-
tor, effective immediately. 
YIPAP was created in 2015 
to promote Native voices 

at Yale, and has brought 
together Native students, 
actors, directors, and 
designers to share Native 
stories onstage. Sayet suc-
ceeds Mary Kathryn 
Nagle in the role.
�  Miami New Drama has 
named Nicholas Richberg 
their new managing direc-
tor, effective immediately. 
Richberg has been serving 
as interim managing direc-
tor since June of this year.
�  Playwrights Hori-
zons in New York City 
has announced that artis-
tic director Tim Sanford 
will step down from in July 
2020. Associate artistic 
director Adam Greenfield 
will succeed Sanford in the 
post. Sanford will stay on 
through June 2021 to help 
the transition.

�  Evan Yionoulis, Rich-
ard Rodgers Director of 
Juilliard’s Drama Divi-
sion, has announced that 
Marsha Norman will step 
down as co-director of 
Juilliard’s Lila Acheson 
Wallace American Play-
wrights Program at the 
end of the 2019-20 aca-
demic year. Playwright and 
Juilliard alumna Tanya 
Barfield will succeed Nor-
man in fall 2020, and will 
co-direct the program with 
David Lindsay-Abaire.  
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Tony Award–winning professional actor training at  

San Francisco’s premier nonprofit regional theater

FREE MASTER CLASS

Request a free master class workshop 

for your school today! Visit our 

website for more information.

CONSERVATORY

APPLICATIONS OPEN NOW!

Apply by January 10, 2020
Auditions:  
January 17–19, 2020 | New York City
February 4–5, 2020 | Chicago
February 8–10, 2020 | San Francisco
Classes begin: Fall 2020

Apply by January 10, 2020
Classes begin: January 27, 2020

Learn more at  
ACT-SF.ORG/CONSERVATORY20

Pictured above: MFA class of 2020 in Ti Jean and His Brothers by Derek Walcott, Directed by Dawn Monique Williams. 
MFA class of 2019 in A Christmas Carol (2018 production) by Charles Dickens, Adapted by Carey Perloff and Paul Walsh, 

Music by Karl Lundeberg, Choreographed by Val Caniparoli, Directed by Domenique Lozano. 
 ©American Conservatory Theater 2019. Photos by Jay Yamada and Kevin Berne.

A CHRISTMAS CAROL

The Bay Area’s favorite holiday tradition

Onstage Now–Dec 24 at A.C.T.



�  The American Thea-
tre Critics Association 
and the Francesca Ron-
nie Primus Foundation 
have named Leah Nanako 
Winkler the recipient of 
the 2019 Francesca Pri-
mus Prize for her play Two 
Mile Hollow. Winkler will 
receive a $10,000 cash 
prize through the Primus 
Foundation.
�  Geffen Playhouse in Los 
Angeles has named the 
six playwrights selected 
to participate in the com-
pany’s second cycle of 
the Writers’ Room. The 
2019-20 writers will be 
Boni B. Alvarez, Chloé 
Hung, Juan José Alfonso, 
Ramiz Monsef, Ruby 
Rae Spiegel, and Inda 
Craig-Galván.

�  Craig-Galván has also 
been named as the recip-
ient of the National Arts 
Club’s 2019 Kesselring 
Prize. The Geffen Play-
house nominated the play-
wright for her play Black 
Super Hero Magic Mama. 
Craig-Galván was pre-
sented a cash prize of 
$25,000 at an award cer-
emony in November. She 
will also receive a two-
week residency at the New 
York City club.
�  In addition Craig-
Galván is the recipient 
of Primary Stages’s Jeffry 
Melnick New Playwright 

Award for her play Welcome 
to Matteson! A reading of 
the winning play was pre-
sented at Primary Stages 
Studios in New York City 
in September.

�  The Bret Adams and 
Paul Reisch Foundation in 
New York City has named 
the three recipients of 
the 2019 Idea Awards for 
Thea tre. Two inaugural 
2019 Tooth of Time Dis-
tinguished Career Awards 
will be presented to Tina 
Howe and Adrienne 
Kennedy; each of these 
accomplished playwrights 
will receive a cash prize 
of $20,000. The Ollie 
New Play Award, with a 
$30,000 prize, was given to 
playwright Dave Harris. 
The 2019 Vivace Musical 
Thea tre Award recognized 
the composer/lyricist team 
of Kit Yan and Melissa Li 
with a $30,000 prize.
�  Theatre Communica-
tions Group in New York 
City has announced the 
recipients for its second 
round of the 2019 Edger-
ton Foundation New Play 
Awards. The awards, total-
ing $583,000, will grant 
15 productions extra time 
for the development and 
rehearsal of new plays. 
The goal of the Edger-
ton Foundation New Play 
Awards is to extend the life 
of a new play beyond its 

first run. The recipients 
are Right to Be Forgotten by 
Sharyn Rothstein, Arena 
Stage; You Lost Me by Bon-
nie Metzgar, Denver Cen-
ter for the Performing 
Arts; Greater Clements by 
Samuel D. Hunter, Lin-
coln Center Theater; On 
the Grounds of Belonging by 
Ricardo Pérez González, 
Long Wharf Theatre; 
The Perplexed by Rich-
ard Greenberg, Manhat-
tan Theatre Club; The Best 
We Could (a family trag-
edy) by Emily Feldman, 
Manhattan Theatre Club; 
The Welkin by Lucy Kirk-
wood, National Theatre; 
A Very Expensive Poison by 
Lucy Prebble, the Old 
Vic; Confederates by Dom-
inique Morisseau, the 
Oregon Shakespeare Fes-
tival; Coal Country by Jes-
sica Blank and Erik Jen-
sen, the Public Theater; 
Cullud Wattah by Erika 
Dickerson-Despenza, the 
Public Theater; Rare Earth 
Mettle by Al Smith, the 
Royal Court Theatre; The 
Underlying Chris by Will 
Eno, Second Stage Thea-
ter; Gun & Powder, book 
and lyrics by Angelica 
Chéri and music by Ross 
Baum, Signature Theatre 
(Va.); The Hot Wing King 
by Katori Hall, Signature 
Theatre (N.Y.).
�  Arizona Theatre Com-
pany has named Benja-
min Benne the winner of 
the 2019 National Latinx 
Playwriting Award for 
his play Alma. Benne will 
receive $1,000, and his 
play will be workshopped 
at ATC.
�  Arena Stage in Wash-
ington, D.C., has 
announced the inaugu-
ral recipient of its Andrew 

R. Ammerman Direct-
ing Award: Nataki Gar-
rett, artistic director of the 
Oregon Shakespeare Fes-
tival. Garrett will receive 
$15,000 and up to a week 
in rehearsals with Arena 
Stage with up to five U.S.-
based collaborators on a 
project of her choice.
�  Actors’ Equity Asso-
ciation has named John 
Moore the recipient of 
the Lucy Jordan Award. 
The humanitarian award 
is given in honor of the 
late Equity staff mem-
ber, recognizing a mem-
ber of Equity’s Western 
Region who shows support 
for actors and stage man-
agers. Moore, a senior arts 
journalist at the Denver 
Center for the Perform-
ing Arts, founded the non-
profit Denver Actors Fund 
to assist local actors with 
medical needs. The Fund 
has distributed approxi-
mately $375,000 to Den-
ver-area theatre artists.
�  The National Thea tre 
Conference has announced 
the recipients of its 2019 
awards, honoring direc-
tor and playwright Robert 
O’Hara as Person of the 
Year; New Georges will 
receive the Outstanding 
Theatre Award; Donnetta 
Lavinia Grays will receive 
the Barrie and Bernice 
Stavis Playwright Award 
for her play Last Night and 
the Night Before; producer 
Deadria Harrington will 
receive the Emerging Pro-
fessional Award, as cho-
sen by New Georges; and 
playwright Jeremy O. 
Harris will receive the 
Paul Green Award for 
excellence in new profes-
sional theatre talent, as 
chosen by O’Hara.  
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The Allen Lee Hughes Fellowship 
and Internship Program at Arena Stage
OVER 65 YEARS OF THEATRICAL INNOVATION IN THE NATION’S CAPITAL

Now accepting applications for full-time, paid 
season fellowships and summer internships in:
• Casting
• Community Engagement
• Company Management
• Costumes
• Development
• Directing
• Education
• Events and Rentals

• Leadership and Business
• Lighting
• Literary
• Marketing
• Media Relations
• Publications
• Stage Management

INFORMATION AND APPLICATIONS AVAILABLE AT 
ARENASTAGE.ORG/EDUCATION/FELLOWS-AND-INTERNSAPPLY NOW

LAUNCH YOUR CAREER AT ARENA STAGE!
SUMMER INTERNSHIPS 
Dates: Summer internships  
require a 10-week commitment 
June-August 
Compensation: Weekly stipend  
of $200.

SEASON FELLOWSHIPS 
Dates: Season fellowships require 
a 35-week commitment August-May 
Compensation: Weekly stipend 
of $400 and a health, dental and 
vision insurance package.

THE DEADLINE FOR INTERNSHIP AND FELLOWSHIP 

APPLICATIONS IS FRIDAY, JANUARY 31, 2020





The Broadway veteran, still kicking in ‘Hadestown,’
has blazed a path so that others may follow

THERE IS PERHAPS NO BETTER WORD FOR ANDRÉ DE SHIELDS 

than the one his Hadestown costar Eva Noblezada invokes when asked the question: roy-
alty. For more than five decades, this Baltimore native has left his mark onstage as an 
actor, dancer, singer, teacher, choreographer, and director. As such he’s something akin 
to the king of the American theatre. The Wiz, if you’re nasty.

With a presence both impish and regal, De Shields gave life to the titular illusionist 
in that seminal yellow-brick-road musical by Charlie Smalls and William F. Brown; set 
the stage on figurative fire in the classic revue Ain’t Misbehavin’; and since March, and for 
the foreseeable future, he stars as an unspeakably dapper Hermes in the Tony-winning 
Hadestown. In June he took home his own Tony Award for the musical, but not before 
delivering an instantly iconic speech in which he gave his three rules for “longevity.”

“One: Surround yourself with people whose eyes light up when they see you coming,” 
he said, dressed in a stylish, black silver-embossed jacket and Hermes-inspired winged 
gold sneakers (the same ones he wore for this American Theatre photo shoot). “Two: Slowly 
is the fastest way to get to where you want to be. Three: The top of one mountain is the 
bottom of the next, so keep climbing.”

To watch André De Shields perform is to see “a five-act play contained in the descent 
of two steps,” as Rachel Chavkin, who directed him in Hadestown, puts it. When he arrives 
for this interview, wearing a dark blue tracksuit with bright orange stripes, his salt-and-
pepper hair shining like a crown, he is unassuming yet calculating. He measures out the 
room with one glance, slinks into his chair effortlessly, and assumes the position of some-
one poised to enlighten you on all the secrets of the universe. The whole world seems 
clumsier in his presence.

He instantly says your name, and will return to it at moments in the conversation 
where comfort or special attention are needed. It reminds me of something Yvette Gon-
zalez-Nacer told me; she plays one of the Fates in Hadestown, and she recalled the night 
De Shields “extended his handkerchief to an audience member who was visibly devas-
tated by the tragic ending.”

When he pulls his handkerchief from his small bag during our conversation, he 
extends it, then picks it up, in a precise impression of someone he knows who was among 
the inspirations for his silky performance as the Greek god. But as the handkerchief lies 
horizontal on the table, suddenly it is the marble Acropolis where he shares his wisdom, 
the stars he uses to explain why astrology isn’t all nonsense, and a portable stage where 
he’s always willing to perform. When he puts it away, the illusion seems to disappear with 
it. And as he vanishes into the crowded streets of Manhattan as if into a cloud, he leaves 
behind a trail of pure awe.

JOSE SOLÍS: You were on the cover of American Theatre in 2004. What was that time 
in your career like?

ANDRÉ DE SHIELDS: This is a production shot from Derek Walcott’s Dream on Monkey Moun-
tain. Derek Walcott—he’s a brilliant mind and a great playwright who worked in Trinidad 
and Tobago and who is no longer with us. The play has been described as the Trinidadian

BY JOSE SOLÍS
P H OTO G RA P H Y  BY  C H A D  G R I F F I T H



King Lear. The Classical Theatre of Harlem, which is now served by 
Ty Jones, was founded by Alfred Preisser in 1999, and he directed 
this play in 2003. I give you all those specifics because in my career, 
which now spans 50 years, it wasn’t until then 
that I was perceived as, cast as, and reviewed 
as, a leading man.

I did five consecutive productions with 
them in which I was cast as a central charac-
ter and leading man. So not only am I pay-
ing homage to Alfred Preisser but to Derek 
Walcott, who did not receive the kind of 
respect that Shakespeare gets for his canon, 
and which he deserved. And it got my first 
cover on American Theatre magazine. When 
you look at it, it’s not the man you’re inter-
viewing right now: facial hair, dreadlocks, a 
robust body, a six-pack. [Laughs].

Everybody who saw this cover told me 
to ask you about the six-pack.
That’s a memoir: André De Shields, How I Got 
My Six-Pack. Shortly before this, I had fin-
ished my run in the Broadway production 
of The Full Monty during which we, the six leading guys, actually 
did perform a full monty. So we wanted the best bodies we could 
have, while at the same time looking like blue-collar workers. We 
weren’t stud muffins, but we were robust.

I’ve heard many actors who say every time they work on a 
different project they start as if they’re resetting everything 
about themselves. You seem to approach your work as 
someone who can’t deny their legacy.
No, and I don’t attempt it. I’ve been so blessed that I have been a 
creator, as opposed to someone who’s replacing, or someone who’s 
following another person in a role. I’ve been able to create roles. 
I’m also careful too. When I’m blazing a trail or when I’m opening 
a door, on the trail I leave bread crumbs for those people who are 
following in my wake. The doors that I opened, I leave them open 
for those individuals who are inspired by the work that I’ve done. 

Part of the satisfaction of being a creator of works is that there’s 
an entire community and generation of individuals after me who 
have stood on my shoulders. So it’s nice to create employment for 
other people, including Richard Pryor, who played the Wiz in the 
film, and Queen Latifah, who played the Wiz on the television ver-
sion. I’m happy to create work for other celebrities.

Was there a specific moment when you realized you were a 
trailblazer?
It’s a moment that I continue to realize. Let’s talk about Hermes in 
Hadestown, for instance: Every day since the Tonys, there is some-
one who wanted to stop me and thank me for finally getting the 
props that I deserve, which means to me that there has been a com-
munity of people who have been personally invested in my journey 
and now have an opportunity to express it. Whereas if they had said 
it previous to this point, it would have been premature. It maybe 
might’ve spooked the gods and it wouldn’t have been delivered now. 
I never want to have to say, “I’m sorry, I don’t have time.” I want 

to be able to stop, have this exchange, receive that extra blessing, 
and go on my way. 

I believe if you know something, share something. So I knew 
I had this rarefied platform at the Tony 
Awards to distill everything I have learned 
in 50 years and drop this wisdom bomb so 
it would hopefully serve the many people 
who are watching. Little did I know that it 
would go viral. Two days after the Tonys I 
encountered a group of young people on my 
way to the theatre, and one of them points 
at me and says, “There’s Hermes,” and the 
whole group goes “icon,” they’re genuflect-
ing and going “icon, icon,” and I look over 
my shoulder thinking Denzel Washington 
is on the street. And then I see the leader of 
the pack as it were. He’s wearing a T-shirt 
with my acceptance speech printed on it.

Two days after the Tonys!
My mouth dried up and I was, as the Brit-
ish say, gobsmacked. So I stopped and asked, 
“Have you ever seen a Black man blush?” And 

they all sort of giggled. I said, “Well, here it is.” And that’s when I 
realized that I needed to change my public behavior.

Change it how?
Into epic patience. Because that group of young people would be 
followed by any number of people who would want to have me stop 
and receive the blessing that they wanted to anoint me with.

Everyone mentions all the hats you wear. Would you say that 
your educator hat helped you distill this wisdom that you’re 
talking about?
You’ve expressed it exactly correctly. When I do my master classes 
I share this with my young participants. What I’ve learned is that 
there are only two guarantees in this industry. And of course when 
I say that the eyes widen—and I quickly say, it’s not fame and for-
tune, it’s rejection and insecurity. You’re going to experience rejec-
tion every day. That’s the name of the game. For someone every 
day, you are not the winner, you are not the package, you are not 
the choice. “We’re going in another direction.” That’s the defini-
tion of rejection.

It even rhymes!
Oh, yay! That’s serendipitous rhyme. Part two, every day you’re 
going to experience insecurity. That’s the flip side of being rejected. 
You start questioning yourself, why am I not good enough? How 
can I change myself to be the package that is chosen? Now here’s 
the hard part. When you get hungry, and you will definitely get 
hungry in this industry, and I’m meaning metaphorically and liter-
ally, if you can make your meal of rejection, when you get lonely if 
you can make a companion of insecurity—that is the universe con-
spiring with you to say this can be your chosen profession. If you 
choose it, it will choose you in return. Next is an even harder test.

What is it?
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Well, you’ll know when it stops. I follow my own advice, and one 
of the three things I said in my Tony speech is that at the top of a 
mountain is the bottom of the next. So when you pass arithmetic, 
you have a moment to celebrate. But what’s waiting for you? Math-
ematics. You pass mathematics, celebrate. What’s waiting for you? 
Algebra. You pass that, etc.

You seem to know yourself so well.
[Smiles] I’m so happy to be able to share this with you, because none 
of my other interviews have led to this particular point: my Pythag-
orean approach to Hermes. People have mentioned things like pre-
cision, how I’m monstrously slow, exactitude, “you float,” and all 
that sort of stuff. What I’m doing is creating an equation of the uni-
verse in which we exist based on the most ancient clock of all: the 
sundial. If you can recall your experience at Hadestown and under-
stand how much use the stagecraft makes of shadow, darkness, ether, 
which helps to illuminate the shadow side of things, then think of 
why Stonehenge is so important. 

The beauty of Stonehenge is you go early in the morning and 
the shadows of the rocks tell you the time of day. As the sun rises, the 
shadows are cast in one direction. As the sun reaches midday, there 
is no shadow because the sun is at its zenith. As it goes towards set-
ting the shadows, flip to the other side. That is the original Pythag-
orean expression of mathematics: the position of the sun in the sky. 
That is what I do with Hermes. He is the sundial, and it is his posi-
tion on the stage which helps the audience better understand the 
story that’s being told. That’s the equation of that show. I’m not 
saying that’s what Rachel Chavkin directed. I’m saying that’s how 
I approach Hermes. 

When Hermes reappears, time has shifted. There are pauses in 
the action where the audience is given an opportunity to catch up.

If you are always a student, how has this helped you become a 
veteran?

The beauty of this kind of life is that one can be revered as an artist, 
but if one continues to be a student, one creates a curriculum vitae 
as impressive as the acting résumé. I say to my students: If at the 
end of our experience you have not become the teacher and I have 
not become the student, then something is askew in our approach 
to education. We have to change places. We have to flip the script 
or nothing has been learned.

Was this kind of exchange or dialogue what interested you in 
this art form?
Exactly that. The art of being an artist is service.

What is the service?
There are only two destinations for public worship. One is the tem-
ple or church. The other is the theatre. In the current time, we are 
being cautioned to avoid places of worship because that’s where 
death is raining down. So what’s left? The theatre. The terrorists, 
whatever brand you like to blame, haven’t discovered the power of 
the theatre yet, which is why I don’t like when journalists refer to 
wars as theatre or terrorists as bad actors. If you go to a temple or 
a church, the artist, the pastor, the reverend, or whoever the leader 
is, is serving the soul, the spirit. If you go to the theatre or what-
ever, the performative arts, the artist is serving the soul or the spirit. 

Who were your gods growing up?
They were all from cinema. Take a guess!

Lena Horne?
She’s somewhere in there. But we’ll get back to her later. It was Yul 
Brynner. That explains where I learned my strut for The Fortress of 
Solitude. In all of his films you will see a scene where he walks across 
the screen—his swagger is never better than in The Ten Command-
ments, where he plays Rameses in that gold skirt and gold sandals. I 
watched that and said, “Yes, I want to walk like that.”
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De Shields as Hermes in Hadestown, 
the role that earned him a Tony Award.



I love that you have an 
Emmy for your work in Ain’t 
Misbehavin’, a performance you 
did onstage originally. Theatre 
is so fleeting, but you have at 
least one of your performances 
captured for all of eternity. As 
someone interested in change, 
is it strange to have that one 
moment carved in time?
It is not strange. The appetite for 
that has now been sated. So now 
I can hunger for other things. I 
continue to think that the magic 
of live performances is that it is 
ephemeral. However, when we 
talk about legacy and my personal 
journey to break the Methuselah 
code—one of my aspirations or my 
goals is to break this code, and for 
that one needs a digital version of 
one’s achievements. Before that I 
had to carry Ain’t Misbehavin’ in 
my interior storage. Then what 
happens? You get filled up and there’s no room for other creation. 
But if you can take that which you are done with and put it on dis-
play, then you have created room for other creativity. And because 
there is an eternal replica, people who are too young to experience 
it have watched it. This allows me the freedom to cannibalize my 
own work, so that when you come to see Hermes, you are seeing a 
bit of the Viper from Ain’t Misbehavin’, a bit of the Wiz, and other 
things you would be aware of if you had only seen them.

What is the Methuselah code?
I went to a TCG conference in San Diego where I led a breakout 
session for the “wellderly”—elder artists who were still “kicking ass.” 
Methuselah reportedly lived for 969 years. I thought, how did he 
achieve that? He lived for 969 years because his legacy was perpetuated.

You worked with Michael Bennett and Michael Friedman, so 
you’ve seen emerging people who were gone too soon. What 
did that teach you?
And I worked with Geoffrey Holder, who was here before me, who 
was a legend in his own life, who mentored me and whose eulogy I 
wrote for American Theatre magazine. I’ve worked with people who 
are considered great in this industry whose legacy I won’t contribute 
to. When we did the revival of Ain’t Misbehavin’ one day at the end 
of the show at the stage door there was this group of three, and the 
eldest says to me, “I hope you don’t mind that I saw you as a child in 
The Wiz.” I say, “No, I don’t mind at all, because if I dropped dead 
right now, I will have made my mark.” And she says, “My mother 
brought me, and this is my mother, and she is bringing her grand-
child to see you in the revival of Ain’t Misbehavin’.” Three gener-
ations of women who had seen André De Shields play the Viper.

As a Black man you’re living history, which is something that’s 
been denied to minorities and obviously to Black people, 

especially in the U.S. Every 
time you enter a room, you 
have history with you, and no 
one can take that away.
I do not self-identify as a minor-
ity. I did an interview where I was 
asked about representing minor-
ities. I asked the interviewer to 
look at me. What you should be 
seeing over my shoulders is the 
African diaspora. And that is no 
minority; humanity walked out 
of Africa. Now I know why we 
use the term minority, but that’s 
a political construct. And that is 
used to oppress me. And I refuse 
to be oppressed. Regardless of 
what is intended by my would-be 
oppressor, I refuse to be oppressed. 
I am a free, liberated man by birth. 
So when you see me, see Africa. 
When you see Africa you’re look-
ing at the world.

Can we go back to Lena Horne?
In the ’70s men could be beautiful. I’m still fighting that battle. It 
was highly visible then. We could wear platforms, bell bottoms. And 
that’s what the Wiz wore: skintight bell-bottoms, five-inch plat-
forms, big hair, makeup, capes. So the entrance to The Wiz is 17 
steep steps with dry ice happening. I’m concerned, how am I going 
to do that in these platforms? Geoffrey Holder said, “Don’t worry, 
listen to mother, I will teach you Lena Horne’s secret.” The secret 
turns out to be that in heels on stairs, what you do is put the back 
of the heel against the step, turn out, and slide the foot down, and 
you don’t have to look down. And that’s how I made my entrance 
down the stairs. Being Lena Horne.

We could make an encyclopedia of André De Shields 
references.
Along the same line of precision mathematics and so forth, when 
I was trying to put facets of personalities that I admire together to 
create Hermes, I went to Charles Laughton and Diana Ross.

That sounds like apples and oranges.
Well, they’re both fruits. In Witness for the Prosecution, Laughton is 
the epitome of precision; he doesn’t make a move that doesn’t have 
meaning. Diana Ross is the epitome of the glittering trinket. I bor-
rowed from both. I put them both together. So think of the silver 
suit, the Cuban heels, and a move that’s not wasted. It’s Charles 
Laughton and Diana Ross.

If you were Auntie Mame, what would make up your banquet?
If I were Auntie Mame I would talk about authenticity. And I’m look-
ing at the potential reader when I say this, at the person who’s going 
to read this article: There is no one like you. There has never been 
anyone like you. There will never be anyone like you. Therefore 
know yourself, be yourself. Authenticity is everything.  
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For this special expanded edition of American Theatre’s monthly Role Call column, which lifts up theatre workers of all conceivable job 

descriptions, recommended by colleagues who think they should be on your radar, we decided to place our focus exclusively on veter-

ans who’ve spent decades of hard work in the trenches of the American theatre, and in many cases are now passing on the lessons they’ve 

learned to succeeding generations in both formal and informal teaching environments. We hope you’ll find, as we did, that their experi-

ences and examples have tremendous intrinsic value in themselves, but also that they offer great teaching value as well.
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SOME FOLKS WHO ARE BIT BY THE THEATRE BUG 
manage to suppress the symptoms for a time before finally succumb-
ing. For Joan Channick, a career in law seemed like the escape hatch 
from her stage obsession, which began in her teens in the Chicago 
suburb of Highland Park and lingered into her adulthood via com-
munity theatre. But she says that by age 30 she realized theatre 
would have to be more than a sideline for her, because she loved it 
“more than anything else.”

So, 33 years ago, she entered Yale School of Drama’s theatre 
management program; she now serves as the program’s chair. In the 
intervening years she worked in executive roles at Baltimore Cen-
ter Stage, Theatre Communications Group, International Theatre 
Institute, and Long Wharf Theatre. She learned a lot at each post 
but remembers in particular the influence of Peter W. Culman, 
Center Stage’s longtime managing director, whom she recalls as 
“a brilliant fundraiser, just because he was so interested in people.” 
As a deeply religious Catholic, Culman filled part of his seemingly 
full-time community engagement calendar with a visit to a differ-
ent church every week, as well as calling subscribers in to meet with 
him for tea “to find out what engaged them about Center Stage.”

Channick’s own brand of community engagement has been serv-
ing on boards of non-theatre-related nonprofits and finding connec-
tion points between them and the work onstage. When in 2008 Long 
Wharf staged Anna Deavere Smith’s Let Me Down Easy, for example, 
the show was built in part with the cooperation of some 50 different 
organizations, ranging from a grassroots health care advocacy group 
to Yale Medical School, which in turn received private previews.

Her advice for students and successors: Follow her example, up 
to a point, but please don’t imitate her. “Be expansive—look beyond 
your own theatre and your own community,” she says. “Challenge 
yourself continually. Don’t be complacent. It’s not healthy for you, 
and it’s not healthy for your organization.” On the other hand, don’t 
“over-identify with faculty. There is a tendency in an educational 
environment for students to want to emulate us. I don’t want that. 

THEATRE ADMINISTRATOR

Joan Channick

DESPITE THE WORD ADVISOR BEING IN HER TITLE, 
Cynthia Mayeda, 2050 Fellows Senior Advisor for New York Theatre 
Workshop, doesn’t really dispense advice per se.

“My style is more about listening to what the artist is saying about 
their needs,” she says. But one piece of advice she does give emerg-
ing directors and playwrights in the residency program: Always ask for 
what you need. “I attempt to provide helpful feedback and support.”

Mayeda’s philosophy is to “keep the lens open as wide as possible,” 
she says. “If you know exactly where you’re going, and someone in the 
periphery says, ‘Over here, over here!’ I think you’re more open to it if 
you’re not so focused on getting straight ahead.”

Years ago Mayeda left school to wait tables at a hotel restaurant 
when she got her first call from an unexpected place. A regular customer 
asked her if she wanted to run his new business, which did Photoshop-
style touch-up work for the pre-computer age. From there, she became a 
commercial agent, a business manager for Minneapolis’s Cricket Thea-
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They should take what they can from my experience and make their own 
unique way in the field. Be your own kind of leader. I have worked with so 
many different leaders who are effective in very different and often idio-
syncratic ways. So don’t imitate me!”

Her view of legacy is similarly self-effacing. While she enjoys intro-
ducing theatre history to each new generation, creating a sense of continu-
ity and connection in the field over time, she adds, “My experience is that 
two years after you leave an organization, few people will remember that 
you were ever there. The changes that you made are just part of the orga-
nization—no one knows that you did it.”

So what would she say to a young version of herself, torn as she once 
was between a supposedly safe career and a life in the theatre? “The field is 
hungry for talent. So I try to encourage everyone I can to be brave enough 
to do it.” —Rob Weinert-Kendt
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ARTS ADMINISTRATOR/ADVISOR/CONSULTANT

Cynthia Mayeda

Mayeda, far left, with former NYTW 2050 Fellows. 



DECEMBER19  AMERICANTHEATRE 21

“LET ME TELL YOU, I WAS AN EXCELLENT RECEP-
tionist,” says Toni-Leslie James, breaking out into a warm, 
relaxed laugh. “I never lost sight of wanting to be a costume 
designer, but I was an excellent temp, an excellent office 
manager. I worked my way up—I always believed you can 
learn something from wherever you are.”

Where James is now: an award-winning costume 
designer, with upcoming work on Broadway and Off-Broad-
way (running now, the Public Theater’s revival of For Col-
ored Girls Who Have Considered Suicide / When the Rainbow Is 
Enuf), as well as the newest faculty member at Yale School 
of Drama, serving as Yale Repertory Theatre’s resident costume designer and assistant professor adjunct of design. It’s a far cry from where 
she was: a kid from the small town of Clarendon, Pa., whose loving mother encouraged her to pursue a bigger life following her gradua-
tion from Ohio State University in 1979.

James’s early career, which included stints as an Off-Broadway usher and wardrobe supervisor for Dance Theatre of Harlem, wasn’t 
enough to support her financially. That’s where her desk job at a commercial interior design firm came in. There she learned the intrica-
cies of contracts, budgeting, and business practices. When she left office management to become the wardrobe supervisor at Alvin Ailey 
American Dance Theater, she brought her practical skill set with her.

Indeed, much to the surprise of her supervisor, who had seemed fine with a haphazard schedule of repairs and maintenance, James 
immediately produced a full costume stock inventory and 
detailed budget proposal within her first weeks on the job. 
Her largest project for the Ailey company, a revival of The 
Magic of Katherine Dunham, was constructed inside the one-
bedroom apartment of James’s best friend in Clinton Hill, 
Brooklyn, with James and her friends stitching together well 
into the night for a self-budgeted salary of $500 per week.

This pragmatic approach—part business savvy, part 
artistic vision, and large part hustle and good humor—has 
served James throughout her decades-long career. It is not 
enough to understand how clothing moves on the body and 
how to convey character with costume, though James does 
both with ease and skill. You also have to understand how to 
manage a budget, how to see the scope of the project from 
both the artistic and financial perspective. She tells as much 
to her students, whom she credits with reinvigorating her 
process when she first began teaching at Virginia Common-
wealth University 13 years ago.

“Teaching has absolutely made me a better designer in 
every aspect. But the thing is, I knew how to design—I didn’t 
know how to teach! I’m sitting there wondering, ‘What is it 
that I bring to the table?’ What I bring to the table is that I 
understand design as well as business. I understand my process 
now in a completely different way, once I started to teach it.”

Her students keep her young, she says, as she balances 
new jobs, Broadway productions, and regional work, neces-
sitating that the occasional class be held via Google Hang-
outs. And even this far into a well-established career, there’s 
always room for surprises.

“Mystery novels,” she laughs, when asked what might be 
next for her. “I always thought, if I wasn’t doing this, I think 
I’d be great at writing mystery novels. There’s still time to 
figure that out.” —Katherine Fritz

COSTUME DESIGNER

Toni-Leslie James

tre (long since closed), and then a grantmaker for the Dayton Hud-
son Foundation (now Target), all in Minneapolis. She stayed at Day-
ton Hudson for 12 years, eventually becoming chair of the foundation.

Ben Cameron, a former TCG executive director who now works 
for the Jerome Foundation, was one of her program officers and has 
been Mayeda’s friend for more than 30 years.

“She said two things that I’ve always tried to model every time I 
had a grantmaking job,” Cameron says. “First of all, she said, ‘It’s not 
your money.’ Your job is to be a conduit from the source of the money 
to meaningful things that the source would be proud of.” She also always 
told Cameron to know the fields he was giving grants to like an insider. 
“Every single field should believe you are one of them.”

That integrity and willingness to dive deep into a field is displayed in 
Mayeda’s varied career moves after she left Dayton Hudson: consulting 
for the National Endowment for the Arts dance program, the Andrew 
W. Mellon Foundation, and for Crossroads Theatre Company in New 
Brunswick, N.J. She next worked at the Brooklyn Museum for 17 years.

“When I was ‘growing up’ as a professional, I thought that lead-
ership looked a certain way,” she says. “It was largely the white male 
model. I’m not saying that there was one white male model, but that’s 
what it looked like to me. Those of us who didn’t look that way or feel 
that way or act that way had the challenge to figure out how to either 
mimic it, or somehow become it in order to succeed. When I came into 
my own and looked around, I thought, ‘This is so interesting!’ You can 
actually lead without aspiring or pretending to be somebody you’re not.” 

Now, Mayeda shares that attitude with the 2050 Fellows at New 
York Theatre Workshop. “The things I hear [the fellows] say they learned 
from me, I think, ‘What? I never said that,’” Mayeda says. “But you lead 
by example. So, maybe I did without saying it in words.”

—Rosalind Early

TERRY BROWN



“AS A 70-YEAR-OLD AFRICAN AMERICAN ARTIST, 
I’m not interested in art for art’s sake,” declares Rhodessa Jones, the 
acclaimed San Francisco-based performer, teacher, writer, and social 
activist. “It has to be about social change. It has to be able to save lives.”

This shouldn’t come as a surprise, since, Jones explains, it was thea-
tre that saved her life, driving her to build an autobiographical body of 
work in which she could “look back at where I’ve been, embrace who I 
am, say out loud, ‘This makes me angry, this hurts me.’ If not for thea-
tre, I’d be no more than a memory, or a bitch with a very bad attitude!”

The eighth among 11 siblings (choreographer Bill T. Jones is her 
brother), she was born to migrant farmworkers, “a good-looking fam-
ily!” she says with a hearty laughter. “The African adage is, ‘Where much 
is given, much is expected.’ You come into the world kind of beautiful, 
you better step up to the plate.”

A mother at 16, she danced nude to pay the bills. Then in 1979, 

IN HIS 37 YEARS AS MANAGING DIRECTOR OF THE HUNTINGTON 
Theatre Company, Michael Maso has grappled with his fair share of head-spin-
ning crises. But none was more nerve-wracking than the moment in 2015 when 
he was informed that Boston University, the Huntington’s longtime patron and 
owner of its 890-seat mainstage, planned to sell the venue and adjoining build-
ings on the open market.

The news was dire, but Maso quickly sprang into action. “The advantages 
of being at a place as long as I’ve been here are that we have relationships that 
can be called upon—there is trust that we built,” he says. “This was our time 
to rally our community. And it was clear very quickly that we were going to get 
extraordinary support from our colleagues, from our audiences, and from city 
government, and they gave us a path forward.”

The mayor’s office helped broker a deal in 2016 with the private developer 
who purchased the property. It gave the Huntington control of the theatre, which 
will undergo a major renovation, as well as a new amenities wing (on the first 
two floors of what will be an adjacent 32-story residential tower) to serve the 

Huntington’s entrance lobby with a café, bar, and flexible gathering space for community events and performances. Maso envisions it as a 
“living room” for the neighborhood. “The more activity we have in the building, the more it becomes central to the community,” he says. 

That’s exactly what has happened at the Calderwood Pavilion, the theatre complex in Boston’s South End neighborhood that Maso 
spearheaded, which the Huntington built and continues to run with Boston Center for the Arts. Opened in 2004 and boasting two stages 
and flexible rehearsal/performance spaces, the complex has become what Maso calls “the beating heart of the theatre community,” used by 
companies across the city’s theatrical landscape.

Peter DuBois, the Huntington’s artistic director for the past 
11 years, praises Maso for navigating the theatre through the big-
gest inflection point in its history, and for his ability to change 
and grow. “He’s very open to things operating differently than 
how they used to be done,” says DuBois. “But he’s smart about 
change—he doesn’t like to rush anything. He’s not just a survi-
vor. He’s really thriving right now.”

Maso says his job is “to try to figure out ways to say yes to 
artists and to help them realize their dreams.” He remembers 
when former artistic director Nicholas Martin wanted to inaugu-
rate his tenure with Sidney Kingsley’s sprawling 1935 play Dead 
End, transforming the orchestra pit into a pool of water to rep-
resent the East River. It “almost killed us,” Maso says, “but it was 
an exhilarating experience.”

The most gratifying part of the job, he says, is seeing artistic 
relationships deepen over time. He cites the theatre’s playwright-
in-residence Melinda Lopez (Sonia Flew, Becoming Cuba), Boston-
based writers such as Kirsten Greenidge (The Luck of the Irish; Our 
Daughters, Like Pillars) and Lila Rose Kaplan (We All Fall Down), 
and Emmy- and Tony-winning actor Billy Porter, who’s directed 
three times at the Huntington since 2015, including this season’s 
hit, Dan McCabe’s The Purists. “I still love watching artists work, 
watching shows progress and come together,” he says, “and hav-
ing access to the room when great things are being created.”

Sure, Maso may have endured a few sleepless nights in his 
time, but his approach has always been to focus on solving the 
problem that’s right in front of him. “Worrying is natural, but I 
don’t think it’s productive,” he says. “What’s productive is figur-
ing out the next step. Some days it’s just, what are you going to 
do tomorrow that’s going to put you in a better place than you 
are today?”

—Christopher Wallenberg
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Jones with Felicia Scaggs at a Medea Project talkback.
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she met musician Idris Ackamoor. “I saw this diamond in the rough, 
this amazing female artist,” recalls Ackamoor. “She was so magnetic, 
so adventuresome.” He urged her to devote herself entirely to her art, 
and four years later she joined Cultural Odyssey, the now-40-year-old 
touring ensemble Ackamoor had founded. They began creating “duets,” 
with Ackamoor on sax and Jones performing. The first, “The Legend 
of Lily Overstreet,” about her work as a nude dancer, toured to Europe. 
The two were lovers for about 11 years and remain artistic partners.

Jones’s life’s work, Medea Project: Theater for Incarcerated Women 
(which now also includes ex-offenders), began in 1989 when she was 
asked to lead an exercise class at the San Francisco county jail. The 
women weren’t interested in aerobics, but Jones saw that creating per-
formance workshops would bring, as she describes it, “some grace, some 
light, some laughter, some truth. And they could write it down and we’d 
sing through it, we’d jump through it, I’d be performing with them.”

With Medea Project, Jones wanted the women she worked with to 
“embrace the idea that they have a right to life,” as she told a South Afri-

can media outlet in 2009. “Women’s lives always belong to other peo-
ple.” Jones has since hosted workshops around the world: with incarcer-
ated women in South Africa, and with women with HIV in San Fran-
cisco. In December she and Ackamoor will premiere a new duet in San 
Francisco, Well, Shut My Mouth Wide Open!.

According to Ackamoor, Jones is a more mature and profound art-
ist and workshop leader now than ever, calm and grounded. “She has 
the ability to bond, to serve as a vessel for these women. She can be 
the gangsta mama; she can be soft and loving when she needs to be.”

These days Jones has been taking her form of art as activism to 
universities around the country; this past fall she finished a residency at 
Boston University. “In my work,” muses Jones, “I’m constantly trying 
to remind women, multiracial people, that love must be the last word.” 
And with love comes service. If theatre—or anything else—saves your 
life, she says, “You’ve got to reach back and save someone else’s life.” 
She then adds, “I think I’ve already done that to a degree.”

—Jean Schiffman

SARA ROMERSBERGER’S ADVICE TO THOSE ENTERING 
the theatre field is clear. “Be prepared to do what you love and don’t 
worry if someone thinks you’re crazy.” She goes on: “There is a way 
to make money doing what you love. If you can’t make money doing 
what you love, do it on the side until you can.”

Romersberger herself went through a period of working in 
real estate parallel to her work as an artist, but now she’s doing what 
she loves full-time, or full-time-plus. Her career as a director, fight 
director, dance choreographer, and performer spans decades and 
venues from the professional to the academic, and includes film and 
international credits.

Her practice obviously informs the teaching she does as an 
associate professor at Southern Methodist University. It also stood 
her in good stead in her former position as president of the Associ-
ation of Theatre Movement Educators (ATME). It was there that 
she worked to increase the profile and recognition of movement 
professionals in the theatre, whether as an expert member of a ten-
ure review board or writing letters for the tenure reviews of oth-
ers. That gave her quite a bit of practice writing about movement, 
which led her to contribute chapters to academic books on Lecoq, 
commedia dell’arte, and physical dramaturgy. She insists, though, 

that she didn’t write on these subjects until she had something valu-
able to add to the literature; accordingly her scholarly work didn’t 
begin until she was in her 60s.

Movement composition, according to Romersberger, should 
be guided by three essential principles: simplicity, specificity, and 
struggle. These elements allow for narrative effectiveness and clar-
ity, and can serve as guideposts in the creative process. Thanks to 
her more than 50 years of teaching, these lessons have been carried 
into the profession by countless colleagues.  

Yes, colleagues—that is how she sees her former students the 
moment they graduate and enter the profession. She says they can 
still reach out to her anytime for advice, syllabi, anything. And so 
she gets calls and emails from former students to let her know that 
something they worked on together years ago has resurfaced in 
their professional lives.

She also considers them colleagues because Romersberger is an 
artist first and foremost. In her opinion, it is “absolutely necessary 
to be working professionally to be a good teacher,” both because 
it hones one’s skills and because of the authority that comes with 
actively doing the thing that you are teaching in a professional con-
text. When she speaks of bringing the profession into the classroom, 
this is what she means—she brings herself and her experiences.

Kathleen Golde, an internationally recognized aerialist, voice-
over artist, and choreographer in her own right, says of Romers-
berger that she “models excellence as a human and as an artist; she 
exemplifies following your truth and made me realize that I could 
follow mine. There’s really no substitute for having authentically 
inhabited your work for such a long time, and she essentializes that.”

Romersberger’s own training included not just degrees in thea-
tre and dance, but the full program at the École Internationale de 
Théâtre Jacques Lecoq with Lecoq himself, as well as taking part in 
one of the early National Stage Combat Workshops organized by the 
Society of American Fight Directors. But though she encourages stu-
dents and colleagues to follow their passions, she also teaches them 
ways to protect their bodies. It is advice she has obviously taken to 
heart, as she is still able to turn cartwheels at an age when many of 
her contemporaries would be unable to demonstrate their own work.

—Meron Langsner

MOVEMENT SPECIALIST

Sara Romersberger
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THE ODYSSEY SEEMS LIKE AN APT NAME FOR A THEATRE 
company that has constituted a kind of lifelong personal journey for 
its founding artistic director, Ron Sossi, who started it 50 years ago in 
a small storefront church on Hollywood Boulevard as a “frustration 
outlet.” Toiling in network TV and aching to direct, he was instead 
“reading scripts and riding herd on such lovely shows as ‘Bewitched’ 
and ‘The Flying Nun.’” It was a trip to New York to see Hair and 
Richard Schechner’s Dionysus in 69 that gave Sossi his light-bulb 
moment. “Fuck, I’ve gotta start a theatre,” he thought to himself.

And so Odyssey Theatre Ensemble was born with productions 
of Brecht’s A Man’s a Man and Jean Claude van Itallie’s The Ser-
pent, the latter of which Sossi will revive next March as part of the 
theatre’s 50th anniversary season. For a time, Sossi says, he was “a 
boy executive by day and an avant-garde theatre director by night.” 

But soon enough he made the Odyssey his full-time occupation. 
He began teaching acting and leading an ensemble, and “then one 
day some guy came in and said, ‘Oh, you’re doing the Grotowski 
stuff.’ And I said, ‘The what?’” Sossi had apparently found his way 
to a style that evoked the Polish theatre guru “by instinct,” and 
only later had the chance to travel and work with the man himself.

Before long he found a West L.A. location with three spaces, 
where in ensuing decades he’s produced regular seasons and hosted 
both rentals and co-productions with other L.A. companies, includ-
ing the Evidence Room, whose artistic director, Bart DeLorenzo, 
lauds Sossi’s “curiosity and good taste and tirelessness. His is what 
I would call the textbook example of sustained vision.”

This persistence, Sossi says, is rooted in Shunryu Suzuki’s book 
Zen Mind, Beginner’s Mind: to “approach each new piece of work as 
a beginner. So even though to the outside world it might look like, 
‘Oh, well, Sossi’s directing another play’—in many ways that’s true, 
but the opposite is also true. Each production is a new adventure.” 
He cites Grotowski: “I don’t want to become a museum of myself.”

Accordingly the Odyssey’s coming season refers to the theatre’s 
left-field producing history without aping it. The Serpent is the only 
repertory revival per se; the fall has included Fornés’s Fefu and Her 
Friends and a musicalized Gertrude Stein anthology called In Cir-
cles. Currently running is a play from Ireland’s Fishamble company, 
Before, and next are an L.A.-centered dance festival, Peter Nich-
ols’s A Day in the Death of Joe Egg, and Sam Shepard’s The Unseen 
Hand. While Sossi admits he might have found more support and 
acclaim in another city, like New York, he figures, “There’s a kind 
of outlander strain in me or something—I stubbornly want to make 
it in a place where they say you can’t do it.” —Rob Weinert-Kendt

IGNORE DON JORDAN AT THE THEATRE? NOT POSSIBLE. 
Whether at Dallas’s intimate Margo Jones Theatre or its 2,200-seat 
Winspear Opera House, Jordan’s dark blue overalls signify his com-
mitment to a working life in theatre. No soul is turned away from his 
companionable hug or handshake, offered while so humbly attired.

Though he’s now the artistic director of Oklahoma City Rep-
ertory Theatre, a.k.a. CityRep, Jordan’s career began in Dallas and 
he returns to the city frequently. The son of Salvation Army officers, 
Jordan gained perspective on service through performance. When 
his father wondered at his theatre career, he responded, “You and 

mom wore uniforms, stood onstage, sang, told stories, and tried to 
make the world a better place…This apple fell right under the tree.”

From the first play he saw, Milton Berle’s 1970 tour of Two By 
Two at Dallas Summer Musicals, he was entranced. He interned at 
the Alliance Theatre in Atlanta and earned his MFA at Trinity Uni-
versity’s professional program, all along dreaming of founding his 
own theatre. In 1998 the dream came true, as he and an Oklahoma 
compatriot, Jonathan Beck Reed, founded CityRep.

Reed lauds his co-founder’s commitment and vision as the 
driving force behind CityRep’s success. “His commitment to com-
munity, artists, and audiences runs so deep that the weight of that 
responsibility, coupled with his vision, drives him daily to ‘find a 
way!’” Dallas Theater Center artistic director Kevin Moriarty calls 
Jordan “among the most generous, open-hearted theatremakers in 
the region. He remains hopeful, optimistic, and deeply committed 
to theatre’s power and possibility. It’s inspiring.”

Inspiring indeed: Via CityRep’s connections to the University 
of Oklahoma, Jordan offers students a path. What does he tell them 
about the field they’re entering, in which he’s spent his entire pro-
fessional life? “Be optimistic, be kind, work hard, work harder, work 
just a little harder still, be persistent, go see theatre often as you can, 
learn as much about all elements of our craft and art as you can, stay 
in touch with people you enjoy working with.” Jordan concludes: 
“Believe in great theatre’s power to change lives and the world!”

—Alexandra Bonifield
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WISCONSIN-BASED ARTIST SANDRA  
J. Strawn is quick to point out that she’s a prop-
erties director—not properties designer, and cer-
tainly not a properties master (though many 
people think the terms are synonymous). “I 
realize that some people think it means you 
are a master of your trade, but the patriarchy 
of that term is offensive to many of us who are 
female,” says Strawn. Her book The Proper-
ties Director’s Handbook has helped shape the 
language around the profession and pave the 
way for more theatre artists to find their way 

to power tools.
When Strawn was starting out, there were 

no ladies running scene shops. In fact, there 

weren’t many women behind the scenes any-
where. “Everybody else was male, it was for-
eign territory for a lot of us,” she recalls. “You 
could work your way in, but it takes a special 
personality to do that. And somebody who 
really has a backbone—those are the women 
who rose, those are the people who became the 
props directors.”

Strawn rose. She cut her teeth as a scenic 
artist and as an assistant working at large regional 
houses: Kentucky’s Actors Theatre of Louisville, 
Milwaukee Repertory Theater, First Stage in 
Milwaukee. She learned on the job, then took 
her experience to the classroom at the Univer-
sity of Wisconsin-Milwaukee, where she was 
head of production for the theatre department 

PROPERTIES DIRECTOR 

Sandra Strawn 

RUTH STERNBERG WANTS YOU TO KNOW THAT SHE’S 
a champion of the “yes.” While production managers may gain the 
reputation of nitpicking the financial details of a designer’s vision, 
Sternberg, production executive at the Public Theater, is no naysayer.

“What I’m trying to do is get as much of the art on the stage 
as possible,” she says, admitting that balancing time, budgets, and 
art can throw up its share of obstacles. “I’ve always wanted to figure 
out how to get to ‘yes,’” Sternberg adds, clarifying that production 
managers are “not the ‘no’ people—we’re just the realist people.”

Since saying yes to Oskar Eustis’s invitation to join the Public 
when he became the artistic director in 2005, Sternberg, a Bronx 
native, has perfected the practice. She’s helped designers and direc-
tors bring to life everything from ancient Rome to outer space, in 
addition to working with the Public’s expansive community pro-
grams. “She is a brilliant and deeply committed leader,” Eustis says. 
“Nothing I have dreamed could have become real without Ruth.”

After years in the business, including currently overseeing 
five production managers, Sternberg is still surprised by the unex-
pected, and sometimes outlandish, nature of design. “Last week I 
was asked to research what it would take to put a live horse on the 
stage,” she relays, noting that it was more the unpredictability of 

the animal than the money that led her to quash the idea (in 
case you’re wondering: You would need to reshod the horse 
with rubber shoes each time they come to the theatre, or 
invest in a rubber stage to prevent equine slippage). If the 
job sounds complicated, requiring a combination of tech-
nical expertise, management experience, and knowledge of 
animal performance laws, it is. But Sternberg thrives in the 
face of a challenge.

“What I want to work on are the most complicated 
shows there are with the best people there are,” she states, 
adding that what she values above all else is collaboration. 
For Sternberg, getting every designer on the same page isn’t 
a luxury—it’s her theatrical philosophy. “Good design is dra-
maturgy,” she says. Often, the best way to steer a produc-
tion back on course when differences arise is to step back 
in humility and wonder. “When I see something going off 
of what I think is in service to the play, I don’t assume that 

I know better than anybody else. I’m tempted to just ask, ‘Why are 
we doing that? Am I missing something?’”

Sternberg has sharpened her mediation skills over the years, 
facilitating communication among large artistic teams. “The more 
you can talk about what the scenic elements are being put in service 
to, the more ideas are being discovered and understood. My role is 
about making sure those conversations happen.”

One reason Sternberg is able to empathize with different design-
ers is the Public’s unique production management structure. While 
many companies recruit folks into her role with either stage manage-
ment or technical theatre backgrounds, Sternberg has been able to 
bring both to the Public, building a professionally diverse commu-
nity that she calls “joyous.” This “allows for a team that has answers 
to a much broader spectrum of questions” than one manager alone 
ever could. She emphasizes that there is no longer just one path to 
becoming a production manager.

Together, Sternberg and her team have installed indoor trees, 
handled life-sized puppets, and hung dozens of umbrellas on the 
Public’s stages. “I’m pretty excited about everything,” Sternberg says 
of their ongoing season. “I’m also excited about everything being 
open so that I can sleep again.” —Amelia Merrill

PRODUCTION MANAGER

Ruth Sternberg
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IF YOU ASK WALTER COLE WHAT TO SEE IN PORTLAND, 
Ore., his answer is simple. “You go to Powell’s bookstore. You go 
to Voodoo Doughnuts. And you come to Darcelle’s. Then you’ve 
seen it all.”

Cole should know: Four nights a week he dons elaborate 
sequined dresses and huge wigs to entertain audiences as Darcelle 
XV—the world’s oldest living drag queen performer, according to 
the Guinness World Records.

Cole, 89, is a lifelong Portlander. After serving in the Korean 
War, he settled down and started a family. He first managed a gro-
cery store for several years, and later opened a bar called Demas. 
He led a fairly conventional life until 1969, when he met nightclub 
dancer Roxy Neuhardt.

The two fell in love, and Cole separated from his wife and two kids 
to start a new life. Neuhardt convinced Cole to wear drag for the first 
time, and eventually they decided to start performing at Demas to enter-
tain the patrons. “I never left the club in a dress,” says Cole. “There were 
a lot of bashings then. I’m sure if I had there would have been more.”

Cole had acted with most of the city’s local theatres, beginning 

in the ’50s, so he was used to performing. “I was always 
cast as doctors and lawyers,” he recalls. But drag was 
different. He needed a character. Cole took inspiration 
from Gracie Hansen, a chanteuse who built her repu-
tation on her bawdy personality and glamorous outfits. 
“She was over-jeweled, over-dressed, over-makeupped. I 
liked what she did,” says Cole. Hansen also ran the club 
that brought Neuhardt to the City of Roses.

“I learned my craft at my bar,” says Cole. “Per-
forming five nights a week. There were only three of us 
onstage. So it was sink or swim.” But people loved Dar-
celle and eventually Cole renamed the bar after his alter 
ego: Darcelle XV Showplace.

More than five decades later, Cole still gets ner-
vous before a show. “Every audience you work to is dif-
ferent,” he says. “You don’t know what you’re coming up 
against. Maybe it’ll be wonderful and maybe you’ll have 
to fight for it.” The life Cole leads now didn’t seem pos-
sible when he started. On any given week there might be 
three or four drag events in the city. “Portland has the 

most beautiful queens in the world, all working in different places, 
having a great time, and accepted by the city.”

That acceptance is something Cole helped build, not only as 
an entertainer but also as a business owner, a fundraiser, and educa-
tor. The Oregon Historical Society is hosting an exhibition show-
casing eight of Cole’s more than 1,500 costumes (“Many Shades 
of Being Darcelle: 52 Years of Fashion, 1967-2019,” Aug. 30-Dec. 
8), a large number sewn by Cole himself. “I think all this respect is 
about who he is and his place in Portland,” says Don Horn, founder 
and executive director of Portland’s triangle productions!, a long-
time friend and collaborator of Cole’s who worked with the histor-
ical society on the exhibit. “He’s always been generous. If you ask 
him to show up, he’s always there, no charge.”

Horn set out to honor his friend and mentor by writing a musi-
cal about Cole’s life, That’s No Lady, which premiered in Septem-
ber. Opening night was sold out, and the room was filled with Cole’s 
friends and family. “They did a beautiful job,” says Cole. “How could 
anyone imagine seeing something honor your life’s work? Stay happy 
with what you do, and it will work for you.” —TJ Acena

for 27 years. When she started, there were no 
textbooks outlining the skills needed to be a 
successful properties director—so she wrote 
one. Props directing is “all about creativity, 
communication, and collaboration; that is the 
backbone of your job as a props director, and 
that is the thing that is tough to teach.”

What began as a website featuring pho-
tos of scenic shops, checklists for properties 
directors, and how-to guides for production 
has become a bible of sorts for theatre artists 
working with props.

“Sandy is an amazing force of a woman,” 
says Jennifer M. Higgins, a former student who 
is now on staff at Milwaukee Rep. “The perfec-
tionism, patience, no-nonsense, and joy, which 

seem so opposing to each other, that she brings 
to her work and her students are astonishing.”

Strawn says the best part of the job is that 
it is unpredictable and full of joy. Through-
out her decades-long career she’s had to pro-
cure snakes, handle a working barbecue, over-
see a car demolition onstage, and craft count-
less blood packs. “Blood is the bane of our exis-
tence,” she laments. “But it is also kind of fun!”

Though she’s currently two years into 
retirement, she still advises on projects and 
mentors up-and-coming properties directors. 
“I’m mentoring a whole group of young women 
who are coming through,” she effuses. “There 
is an astonishing number of young women now 
in the Society of Properties Artisan Managers.”

She has also shifted her focus to her for-
mer mentor, designer Paul Owen. Strawn is 
writing a book that will pair the history of the 
U.S. resident theatre movement with that of 
Owen’s career, including decades of work at 
the Humana Festival of New American Plays 
at Actors Theatre.

Properties directing is about making ideas 
come to life “in a collaborative, supportive, cre-
ative way,” she explains. “And that’s what Paul 
Owen taught me, and what I subsequently 
taught all of the students who walked through 
my door, because I think that is the heart of thea-
tre. Joyous creation with a group of people who 
are trying to really make something onstage.”

—Allison Considine

DRAG QUEEN

Darcelle XV
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“I’VE DONE A LOT OF SHOWS.”
New York City-based lighting designer Allen Lee Hughes says 

this as he looks back on a career that spans five decades (and count-
ing), which began when he was an intern at Washington, D.C.’s 
Arena Stage in 1969. By his tally, including theatre, dance, and 
other performance, the total number of designs he’s worked on is 
somewhere in the neighborhood of 400. For the man who has been 
the lighting designer for 10 Broadway shows—including the orig-
inal Once on this Island, which earned him one of three Tony nomi-
nations—he mentions two things that keep the fire alive for him as 
he prepares to take another show to Broadway.

The first, he says, is the excitement around being able to work 
with new people on new scripts.

“Working with the people that I work with is exciting,” Hughes 
explains. “I believe a great deal in collaboration, so each collabo-
ration keeps it exciting for me. Each set is different. Working with 
each director, working with each acting ensemble.”

Collaborations with directors like Dgoulas C. Wager, who he 
worked with multiple times at Arena Stage, as well as Pam MacKin-
non, with whom Hughes joined forces for the Tony-winning revival 
of Who’s Afraid of Virginia Woolf, stood out to Hughes. 

“Allen is the best,” MacKinnon effuses. “He is truly kind and 
dedicated, a brilliant teacher, and a real-deal artist. Lighting remains 
something of a mystery to me, but Allen has captured it.”

The second thing that keeps his creative fire alive can be found 
in the classroom. Hughes is a professor at NYU Tisch School of 
the Arts, where he himself received his master’s degree. “The other 
thing that keeps it fresh is students,” Hughes says, and “knowing 
that my students are watching and learning from what I achieve.”

For current students, those achievements include seeing Hughes 
in preparation for the Broadway debut of Charles Fuller’s A Soldier’s 
Play, directed by Kenny Leon, which begins previews on Dec. 27 
for a Jan. 21 opening at Roundabout Theatre Company’s Ameri-
can Airlines Theatre. But in addition to the work of his you can see 
onstage and in playbills, Hughes’s legacy extends across the country, 
thanks to Arena Stage founding artistic director Zelda Fichandler. 

Fichandler, also a cherished Hughes collaborator, started a fel-
lowship program at Arena Stage and named it after Hughes. Arena’s 
program, founded in 1990, was created to increase diversity in thea-
tre by helping to develop the next generation of theatre profession-
als of color. In his years in the industry, Hughes says he’s seen the 
climate for designers of color cool and warm over the years. Now 
he’s finally seeing those designers get their shots. 

“It was fitting to name this program for someone who began 
their career in the same way that the Fellows would,” says current 
Arena Stage artistic director Molly Smith. “I have always admired 
Allen Lee Hughes’s passion and am proud of his long-term rela-
tionship with Arena.”

Since the founding of the Hughes Fellowship, Smith notes, 
it has mentored more than 700 Fellows, with alumni including 
artistic director Jamil Jude (of Kenny Leon’s True Colors Theatre 
Company), Obie-winning director Lileana Blain-Cruz, and Ore-
gon Shakespeare Festival director of literary development and dra-
maturgy Amrita Ramanan.

“I was very honored to have it named after me,” Hughes says. 
“I just hope that I can live up to the high ideals.”

—Jerald Raymond Pierce

LIGHTING DESIGNER

Allen Lee Hughes
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T’S DECEMBER, WHICH MEANS IT’S TIME FOR 
Amy Herzberg’s stage adaptation of A Christmas Carol. And 
Patrick Mullins’s version. And Michael Wilson’s take on 
the tale. And, well, too many others to mention. Charles 
Dickens’s story has long been The Nutcracker of U.S. regional 
theatres; in the past, in the present, and for holiday seasons 
yet to come it has been and will be performed to packed 
houses in red states, blue states, big cities, small towns, and 
theatres of all shapes and sizes. (This year it’ll even be on 
Broadway.) It has been performed in traditional Victorian 
sets, in a 1920s speakeasy setting, and in modern dress; as a 
one-man show, as a fully cast play, and as a musical.

“It’s the greatest story ever written about forgiveness and 
the transformational impact we have on the world around 
us, for good and for bad,” says Geoff Elliott, who adapted 
the story for A Noise Within (ANW), the Pasadena, Calif.-
based theatre he runs with his wife, Julia Rodriguez-Elliott. 

“It goes to something fundamental, a philosophical 
and spiritual question that daily life distracts us from—what 
is it all for, what do I want to leave behind,” says Charles 
McMahon, artistic director of the Lantern Theater Company 
in Philadelphia, which is staging a one-man version. “The 
genius of Dickens’s story is it makes the stakes immediate 
and clear.”

Also immediate and clear from the start: the tale’s 
theatrical potential. The first authorized theatrical version 
hit the London stage in 1844, just months after the novella 

was published, and that February, London had eight rival 
versions playing. Dickens himself did more than 100 live 
readings, many during his 1867-68 tour of America. And it 
has also been adapted endlessly in every medium, from a silent 
film version in 1901 to a Marcel Marceau mime in 1973. In 
the U.S., like the holiday it’s named for, A Christmas Carol 
has become a big, even crucial seasonal theatre business.

The story’s public domain status means that theatres 
can create adaptations without shelling out licensing fees. 
And they’ve been doing so for the past half century: The 
Glendale Centre Theatre in California debuted its annual 
production in 1964, and the regional theatre annual tradition 
as we know it kicked off in the 1970s, first at the Guthrie 
Theater in Minneapolis (1974), then Milwaukee Repertory 
Theater, Kentucky’s Actors Theatre of Louisville, and 
San Francisco’s American Conservatory Theater in 1976, 
Chicago’s Goodman Theatre and Trinity Repertory Company 
in Providence, R.I., the following year, and Washington, 
D.C.’s Ford’s Theatre and Dallas Theater Center in 1979. 
(This last company had done it just once previously, in 1969.)

Community theatres also got in on the act, with 
Omaha Community Playhouse launching its annual musical 
adaptation in 1976, which has since toured more than 600 
cities nationwide with its professional touring arm, the 
Nebraska Theatre Caravan, and Theatre Memphis in 1977.  

(As for the three examples cited above: Herzberg’s 
version plays at TheatreSquared in Fayetteville, Ark., where 

The cast of A Christmas Carol at Ford’s Theatre in Washington, D.C., presents a check to the Homeless Children’s Playtime Project.
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The Business of ‘Carol’
More than a mere box-office cash cow, 
Dickens’s classic is a community builder, a gateway drug, 
and a holiday tradition

BY STUART MILLER
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