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Gala 2012
On January 30, 2012, Signature honored Capital Campaign Chair EDWARD NORTON at a

star-studded Opening Gala to celebrate The Pershing Square Signature Center. The event

welcomed Capital Campaign Leadership donors and featured this new, dynamic cultural space

as guests traveled through each of the Center’s three theatres and expansive lobby throughout

the evening, enjoying a dinner course and live music in each space.

KEVIN SPACEY and LAURA LINNEY offered readings, Architect FRANK GEHRY and Signature

Legacy Playwright EDWARD ALBEE delivered remarks, and Signature Legacy Playwright

JOHN GUARE presented the Playwright’s Award to EDWARD NORTON in recognition of his

extraordinary championship of Signature’s new home. At the conclusion of the evening, Signature Legacy Playwright 

TONY KUSHNER offered an invocation and blessing for the Center with LOIS SMITH, and guests stayed to celebrate

and mingle well into the night.

6

Ceremonial Opening 
Signature marked the official public opening of The Pershing Square Signature 

Center at 10:00am on Tuesday, January 31, 2012. New York City Mayor Michael 

R. Bloomberg, City Council Speaker Christine Quinn, and US Representative 

Jerold Nadler joined  Signature’s staff, Capital Campaign Chair Edward Norton,

Architect Frank Gehry, and Related Companies Chairman Steve Ross to deliver 

remarks at this milestone moment. Signature was also thrilled to host Deputy 

Mayor Patricia Harris, Cultural  Affairs Commissioner Kate Levin, and Council 

Member James Van Bramer among our closest friends and supporters.

Awards and Nominations
Signature marked the official public opening of The Pershing Square Signature Signature and its productions were honored with 

significant recognition this awards season, receiving three Lucille Lortel Award nominations, two Outer Critics Circle Award nomina-

tions, three Drama League Award nominations and two Drama Desk Award nominations. In addition, Signature received a Special 

Citation from the Drama Critics Circle in honor of the move to The Pershing Square Signature Center. Congratulations to all!

“TO WHATEVER POWER RAISES STRUCTURE FROM RUBBLE, TO WHATEVER POWER 
  OR POWERS THAT BLESS BY GRANTING US SHELTER WE DO NOT POSSESS, MANY   
  THANKS, UNKNOWN POWER, AND PLEASE, BLESS OUR LABOR, FROM HOUR TO   
  HOUR, EVERY NIGHT, EVERY DAY, SO THAT, CLEAR-EYED AND CONFIDENT OR
  LOSING OUR WAY, AS WE PLAY AT THE TRUTH WE FIND TRUTH IN THE PLAY.”

– FROM TONY KUSHNER’S INVOCATION AND BLESSING ON THE PERSHING SQUARE SIGNATURE CENTER

1) Opening Gala at Signature Center    2) Richard D. Cohen, Barry Diller, and Frank Gehry   

3) Edward Norton, Karen Ackman, and William Ackman    4) Katori Hall and James Houghton   

5) Tony Kushner and Lois Smith   6) Edward Albee,  Adele Chatfield-Taylor, and John Guare     

7) Julie Mitchell, Alice Griffin, and Greg Mitchell      8) Cellist Maya Beiser 

{ incaseyoumissedit }

Mayor Michael R. Bloomberg
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I might only see shows there from now on!

                          to attend an upcoming preshow event. 

                                 A breath-taking addition to the New York theatre district 
see what happens when ppl know what theatre needs! 

Your theatre is a true HOME!!

New venue is BEAUTIFUL!
Luv the new @SignatureTheatr space!

The new venue perfectly embodies the theatrical spirit

starting off with lunch and
  a drink from the café!
Truly heart felt!
    Thank u

Jared Gertner @JaredGertner                                    Mar 21

Saw a show at @SignatureTheatr for the first time today.
What an incredible space! I might only see shows there from now on!

The Pershing Square Signature Center is continuously looking for new ways 

to make theatre accessible to all — at all times. The Media Wall in the lobby 

of the Center, featuring three 80” digital touchscreens, allows visitors to 

scroll through Signature’s 20+ year history of productions, playwrights and 

other events. The media wall uses photographs, video clips and text to al-

low users to delve deeper into the world of the play — from as far back as 

Signature’s 1991-1992 Romulus Linney Season to as recent as productions

going on in the Center right now!

There’s also a social media component where visitors to the Center can use the 

touchscreens to answer questions about their experience, snap photos of themselves and 

post comments and pictures to Twitter.

All of this online interaction is going on right inside the bustling lobby of the Center — but 

it doesn’t stop there. Signature also has a web site, Facebook and YouTube pages, Tumblr 

and Goodreads accounts and a Twitter handle. So long after you’ve left our 42nd Street lo-

cation, you can still have full access to behind-the-scenes photos, videos, stories and more 

from your favorite playwrights, actors and other artists — not to mention, fellow theatrego-

ers. In fact, here’s what some of them have to say about The Pershing Square Signature 

Center:

Spotlight on t
he

SIGNATURE CAFÉ AND BAR

Signature Ticket Initiative: A Generation of
Access made possible by Lead Partner
The Pershing Square Foundation.

Support for the Legacy Program is provided 
by The Andrew W. Mellon Foundation.

The planning and launch of Residency Five 
is supported, in part, by funds from the City 
of New York Theater Subdistrict Council, 
LDC  and the City of New York.

Talkbacks brought to you by
American Express. 

Time Warner Inc. is the Founding Sponsor 
of the Signature Ticket Initiative. Additional 
seed support for A Generation of Access 
provided by The Ford Foundation, Margot 
Adams, and The Rockefeller Brothers Fund.

Signature programming, including the Sig-
nature Ticket Initiative, is supported, in part, 
by public funds from the New York City 
Department of Cultural Affairs, in partner-
ship with the New York City Council.

Operated in partnership with Great Performances, a company that 

promotes organic food and sustainable resources through its very

own Katchkie Farm, the Signature Café and Bar offers light, delicious

fare and a full bar. Open during the day as well as pre and post-show,

the Signature Café and Bar is the perfect place to have a daytime

meeting, unwind before seeing an evening performance, or process

the work you’ve just seen with friends following the show.

 

“It’s such a pleasure to come to such a friendly theatregoing 
  environment that opens early, has a delicious café and
 even has great bathrooms!” – Audience Member

The Signature Café and Bar is open 

Tuesday-Sunday, 10am-midnight. 

Sample Fare
Seasonal soups, salads and sandwiches

Roasted Roma Tomato Flatbread Pizza

Bento box

Empanadas

A variety of chips, snacks, cookies
pastries and candy

Superfruit Margarita

Ma’s Apple Pie Sangria

Gogi Berry Therapy

Signature Royal Tea

Sweet Vanilla Rose

Jalisco Café

The Signature

Experience

Signature programming is made possible by the New York 
State Council on the Arts with the support of Governor Andrew 
Cuomo and the New York State Legislature.

Title and Deed is supported by an award from Culture Ireland.

65

Erin Washington @SOULprdts               Mar 13

@SignatureTheatr really appreciate the work
happening there! Your theatre is a true HOME!!

Stephanie @stephtastic17                   Mar 13

@SignatureTheatr I LOVE Pershing Sq! Was 
lucky to attend Blood Knot & see what happens 
when ppl know what theatre needs! #sigstories

Gate Theatre @gatetheatre        Just back from NY.
Had brilliant trip to @SignatureTheatr – beautiful new space 
+ Hurt Village rocked.  James Houghton is inspiring. (CH)

Elise Toscano @EliseToscano

@SignatureTheatr the new space is
INCREDIBLE. Saw #TheLadyFromDubque 
last Saturday. Can’t wait to see everything 
else #sigstories

Media Wall at The Pershing Square Signature Center

5
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Signature Theatre’s Residency Five program continues with the U.S. Premiere of Title and Deed by Will Eno. Known 

for his heartfelt, existential meditations on life and loneliness, Eno’s body of work includes critically acclaimed 

plays such as Thom Pain (based on nothing), a 2004 Pulitzer Prize finalist, and Middletown, which earned Eno the 

Horton Foote Prize for Promising New American Play. This past winter, Eno sat down with Literary Fellow Christine 

Scarfuto to discuss his unconventional path to becoming a writer, Title and Deed, and his residency at Signature.

 AN INTERVIEW WITH

 WILL ENONOTFROMHERE 

Signature: Where are you from, and how did you first become interested in writing plays? 

WE: I grew up in Massachusetts, about twenty miles outside of Boston in a bunch of little towns, Billerica and then Carlisle and 

Westford. I went to whatever the public school was in any of those towns, and then I went to UMass for a little while. I was a 

bicycle racer. I was on the national team, and traveled around a lot. I got out of high school early and trained at the Olympic 

training center in Colorado Springs for a bunch of months, and then I raced in Italy for a while. I did it for about ten years and got 

tired of it, and then ten years of odd jobs went by — house painting, construction work, stuff like that. I studied fiction writing 

with Gordon Lish, and started getting interested in writing and playwriting, mainly through a very short play of Don DeLillo’s 

called The Athlete in Rapture is Assumed Into Heaven. It’s just a one page play about somebody winning a tennis match. 

This announcer comes out and says all these great things. I was kind of amazed at how complete an experience it was. It has to 

do with the mysterious thing about human bodies and light and sound, and people saying things in the general dark; that just 

instantly seemed like a very strange thing to me. Also, you end up doing the thing you feel you’re least bad at, and I think I can 

proudly say I feel least bad as a playwright.

Signature: What has been the most exciting moment in your career thus far? 

WE: Don DeLillo is a great writer and a favorite writer of mine, and he’s best friends with a best friend of mine so — we’re 

friends. Somebody once sent me a clip from an English newspaper where Don had said something very nice about me, and it 

was so far away, in England, and  — I don’t know why that sort of hit me more than other things. And Gordon Lish, who I love 

and admire as a person and as a writer, he’s said some things that have felt really good to me. Edward Albee also has.  It just 

feels good when people whose writing you love say something nice about you.

Signature: How did you meet Edward Albee? 

WE: I met Edward fifteen years ago or something like that. I was at the Edward Albee Foundation out in Montauk, for fiction writ-

ing, but I was working on a few monologue things, a couple of which I performed at this funny little storefront theatre called Mon-

tauk Theatre Productions. Edward had never set foot inside there, but he came down to see some readings of this stuff. Afterward 

he — and we hadn’t talked very much — he said, “You’re like James Agee with a sense of humor.”  I always really liked James Agee, 

and always thought he didn’t have a great sense of humor, so that was a nice thing to hear. And then Edward very generously rec-

ommended me for a couple of things.  I took care of his cat, Snow, a couple of times when he went away. We don’t ever talk about 

writing – I don’t know what we talk about. But it’s been a long, stable friendship over a bunch of years. More and more I see the 

act of writing in the sort of un-poetic terms of something like heavyweight boxing. It’s slow and sort of stupid and ugly, and you 

just sit there and sit there and sit there. So to know Edward, who’s just done this for years and years is a really good thing for me.

Will Eno, 2011.
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Will Eno at the American premiere 

of TRAGEDY: a tragedy.

Thomas Jay Ryan in

the American premiere of

Will Eno’s TRAGEDY: a tragedy.

Alana Arenas, 

Ora Jones, 

Molly Glynn, and 

Tim Hopper in 

Middletown 

Michael Patrick

Thornton in

Middletown 

I FEEL MORE EXCITED
SOMETIMES FEELING THAT
I DON’T KNOW WHAT I’M
DOING AND THAT THE TASK
IS LARGER THAN I AM AND 
THE GOAL IS HIGHER THAN
I COULD EVER REACH. 

Signature: Could you talk about how you usually begin 
writing a play? 

WE: I think with almost everything there’s a very strong, or 

slightly vague feeling, and that somehow issues into a picture of 

something onstage, of people and how they’re standing, or not. 

And in some ways that’s all it is — you sit in a chair for a bunch 

of years and that ends up turning into something. With Title and 

Deed it was very different; it’s something that I’ve written faster 

than anything else. It’s been a year and some months. There 

were a lot of fun parts in writing it. And that started with see-

ing Conor Lovett performing here in New York and he’s such a 

particular guy, and he’s Irish, which I sort of half am, or a quarter 

or something. But I just imagined him in New York in front of a 

bunch of people from around here, saying, “I’m not from here,” 

and then beginning to define this place that he came from and 

what he thinks about the place at which he’s arrived.

Signature: Is that what inspired you to write the play? 

WE: Well, I had known Conor and (Title and Deed

director) Judy Hegarty Lovett for 12 or 15 years or some-

thing, so I’ve seen them do a lot of stuff and I always really 

liked how they did it. Conor and I had talked for years 

about trying to figure out some way to do something 

together. It was just those four words [“I’m not from here”], 

one of them a contraction… that was what got me going. 

Signature: Could you talk a little bit about your collabora-
tion with Conor and Judy, and how you came to know them?

WE: I first saw Conor doing selections from Molloy, I think 

at the Irish Arts Center, twelve years ago or so. I went to 

the Irish Arts Center not really having any sense of what 

a simple, incredibly powerful performance this would be, 

by this guy in a shabby coat. And it was raining, you could 

hear the rain on the roof. It was one of those things where 

you went after work and you probably wanted to be home 

watching TV and you weren’t really expecting great things 

for your life, and suddenly it was this amazing thing. I got in 

touch with those guys and we stayed in touch.  I did a work-

shop of a play, maybe in 1999 over at their house in France.  

We came close to setting up some things.  Then when I saw 

Conor perform in New York a year and a half ago, we got 

rolling with this idea. It’s been this very high tech and

I LIKE TO THINK THAT IF YOU’RE APPROACHING TRUTH, 
SOMEHOW THAT TRUTH HAS TO CONTAIN VAUDEVILLE 
AND STATISTICS AND A LOT OF UNFUNNY STUFF...

continental development. I’ll send Conor some pages, and he’ll 

read it over Skype. We did some performances in Kilkenny in 

Ireland, and that was a great thing. It was rushed and frantic 

because that was our first time being together physically. But it 

was a lot of fun, and they’re good people.

Signature: What is it that appeals to you about
one-person plays? 

WE: It could be related to the fact that I’ve had real and 

stupid struggles in my life, about identity. I might be slightly 

more interested in the idea of one consciousness coming 

apart and trying to put itself back together again, rather than 

a couple of consciousnesses bumping up against each other, 

if that’s what happens in a play with more characters.  I feel 

slightly more free writing a monologue sometimes. I really 

love theatre, to an embarrassing [degree]. But also in that 

love I have a healthy dose of distrust of the whole thing, and a 

kind of anxiety about the, not the falseness, but the confected 

quality of it, or the contrivance — it’s formulas on top of for-

mulas. Even with a monologue you have an actor and a direc-

tor and the actor remembers the lines and he goes up there. 

But it does bypass a lot of those worries and anxieties that I 

have about the potential falseness of the whole thing.

Signature: How has your writing process changed over
the years? 

WE: I think it just gets harder and harder. You have more 

behind you.  There’s an infinite number of ideas, but we can’t 

all think of an infinite number of ideas, so every good one you 

have means one less out of your pool of ideas. And you hope 

you’re getting better at it, so your standards for what good 

writing is get tougher. I never had much fun with it, and it just 

gets worse and worse.  But it’s exciting, you know, one out of 

ninety times. I think that I am happy to have that position on 

things. There are those types of writers who you can tell really 

think they’ve got it, that they know what they’re doing. Maybe I 

would like that feeling. But I feel more excited sometimes feel-

ing that I don’t know what I’m doing and that the task is larger 

than I am and the goal is higher than I could ever reach.  It’s a 

more exciting place to be, though kind of crappy sometimes. 

Signature: Tell us about your first play.  

WE: My first play was called A Canadian Lies Dying on

American Ice. It took place in a hockey arena, and this one 

guy gets busted up bad, and he’s lying on the ice and they’re 

attending to him. And then it’s just these two announcers who 

are trying to fill the time, but one is incredibly sympathetic to 
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GARE ST LAZARE PLAYERS IRELAND
The critically acclaimed Gare St Lazare Players Ireland has toured to over seventy 

cities in twenty-five countries worldwide.   Gare St Lazare Players was originally 

founded in Chicago by Artistic Director Bob Meyer in 1983, and moved to 

France in 1988.  In 1996, Conor Lovett (Actor) and Judy Hegarty Lovett (Di-

rector) formed the Gare St Lazare Players Ireland, internationally renowned 

for creating elegant text-and-performance based productions of Samuel 

Beckett’s prose.  Conor Lovett, who trained in Paris at the École Jacques 

Lecoq, has become known as one of the world’s best living Beckett 

performers.  Judy Hegarty Lovett has directed him in eleven solo 

shows for the company.  Gare St Lazare Players Ireland’s most cel-

ebrated performances include Molloy (1996), Malone Dies (2000), 

The Beckett Trilogy (2001),  First Love (2008), The End (2008) 

and The Calmative (2010).  In 2009 Lovett and Hegarty Lovett 

adapted Herman Melville’s Moby Dick as a two hour piece for 

solo actor and live musician.  For his performance Lovett was a 

Best Actor nominee at the 2010 Irish Times Theatre Awards.  

In 2009 Gare St Lazare Players Ireland performed First Love 

at The Public Theater’s Under The Radar Festival and the 

performance was described as “such a pleasing triumph” 

by The New York Times.  Residency Five playwright Will 

Eno wrote Title and Deed specifically for Conor Lovett, 

who is a fan of Eno’s work in return:

Signature: How has your experience
at Signature been so far?

WE: It’s been amazing and close to perfect. 

Just really rigorously unpretentious, and 

completely serious, and just fun, decent people 

who are really smart, and have thought ahead. 

So, I’ve been really surprised and grateful

and excited about getting older here. 

Signature: Is there anything else you’d like
us to know? 

WE: I didn’t use to love life, and now I really

love life I think that’s an important

thing to say.  n  

THE WRITING OF TITLE AND DEED PROBABLY IS PART OF 
THIS LARGER THING GOING ON IN MY LIFE, WHERE I’VE 
BEEN THINKING ABOUT WHAT SORT OF PERSON I AM.

this person on the ice and is trying to imagine a woman up in 

Canada with dirty blonde hair and a puffy down jacket, weeping 

in front of the television and watching to see that it’s all right. 

Signature: Can you talk about the relationship between 
darkness and humor in your writing?

WE: I’m sure there was a time when the relationship between 

humor and dark stuff was slightly more conscious than it is 

now in my writing. I would be getting toward something that 

was too hot for me, and I would defensively or evasively try 

to put some little zingy thing in there. But I don’t feel that I 

do that as much. Funny stuff occurs to a person if a person 

is thinking about things. And I like to think that if you’re ap-

proaching truth, somehow that truth has to contain vaude-

ville and statistics and a lot of unfunny stuff and a lot of pain, 

and all that. So truth almost doesn’t have anything to do 

with either darkness or funny stuff. It’s just some other thing 

you’re getting closer to and you happen to accumulate those 

things as you’re going along. I think it was a coping mecha-

nism. But not anymore.  I have no coping mechanisms.

Signature: There’s a lot of talk of this elusive place called 
“home” in Title and Deed. Could you talk about what 
“home” means to you, or to the character? 

WE: I was just thinking about the word “home” today, and 

the notion of “home,” and it’s a strange one I guess, isn’t it? 

Because we all have one and it seems like it should almost 

necessarily be the most comforting word you could come up 

with, and I don’t know that it normally is that. The real deal is 

a little bit more complicated.  But still it’s home.  Also I have 

recently met a couple of great people from the great state of 

Massachusetts. I’ve been feeling a lot like a New Englander 

recently, more than I have in my life before, and feeling proud 

of Massachusetts.  I really love New York, that’s my home and 

where I file my taxes and stuff, but I don’t know, it’s a sort of 

new thing. The writing of Title and Deed probably is part of 

this larger thing going on in my life, where I’ve been thinking  

about what sort of person I am. You know, everyone’s always 

talking about how long you have to live in New York

to become a New Yorker, and I never got anxious about

that question. But I think, am I a New Englander?

And I think I probably am. I feel like one. 

“Will has a truly unique poetic
  voice which, for all its apparent  
   lack of ornamentation, succeeds
  in creating a sublimely
  mesmeric world all his own.”

James Urbaniak in Thom 
Pain (based on nothing).

Brian Hutchison in

Oh, The Humanity.

Will Eno and

James Houghton

Conor Lovett and

Judy Hegarty Lovett

at Title and Deed
first rehearsal at

Signature Theatre.

Tim Hopper and 

Brenda Barrie in 

Middletown 
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John Arnone
Edward Albee’s The Lady From Dubque

How long have you been doing scenic 

design?  I began my career as an actor in 

1970. [It helped me become] sensitive to 

an actor’s “spatial” needs which affects 

proportions, ground plans, furniture ar-

rangement and prop choices. By 1973 I 

was a member of the Lion Theater Com-

pany helmed by Garland Wright and 

Gene Nye. We could not afford design-

ers, so Garland and I designed and built 

everything. Jack Heifner came along 

with Vanities, which starred Kathy Bates. 

History was made and my transition into 

set design stuck.

What is a “typical” day is like for you 

while working on a show?  A typical 

day is spent avoiding emails, texting and 

phone conversations to allow time for 

research, drawing and painting and 

yoga class—which is essential to the day.

What initially attracted you to the world 

of arts/theatre? My mother sat me on 

her knee at the age of three while she 

would embroider. I was fascinated by 

the needle and thread creating birds, 

flowers and patterns on cloth. I was also 

addicted to the “craft” of embroidery. It 

was a step up from making mud pies.

Can you explain what goes into creating 

a workable and realistic set? One works 

hopefully with talented crafts people, 

scenic artists, property masters, and 

carpenters to bring the designs to reality. 

I have always depended on their talents 

which are more considerable or specific 

than mine.

Chris Barreca
Blood Knot by Athol Fugard

How long have you been doing scenic 

design?  I began working as a paint boy/

shop hand when I was 16 at a union 

scenic shop (Broadway scenery) under 

Neil Mazzella, who was the head shop 

hand at Atlas Scenic. At the time I was 

studying music, and found myself in pit 

orchestras outside NYC where my skill as 

a carpenter led to designing scenery for 

musicals.

What initially attracted you to the 

world of arts/theatre? My first act of 

creativity was disassembling my crib 

and screwing the thumb bolts into the 

wall until the whole thing collapsed on 

the floor to the amazement of a dinner 

party who found me proudly holding 

the final screw…or so family legend has 

it. I was always making things up at an 

early age, like Peer Gynt.  It got me into 

trouble until I got to college where that 

creative trait was highly valued.

Can you explain what goes into creat-

ing a workable and realistic set?  Every 

design has its unique challenges, but in 

general the biggest is for the design to 

be organic to the performer’s process 

and appear as an extension of them

Meet some of Signature’s scenic designers for 
the Inaugural Season at The Pershing Square 
Signature Center. They share how they got
their start and what it’s been like to work in
the brand new Frank Gehry-designed Center. 

and their work, as if it is their world, real 

or imagined. I always say my work is only 

as good as those who make it with me 

and this is really true.  

What was it like to be one of the first 

decorated stages in this new Cen-

ter? Athol and I very quickly became 

interested in violating the newness, 

christening the space, if you will…find-

ing a way to connect the process of 

the play with the development of the 

space. This play needed honesty — of 

the actions taken to create it, and [we] 

worked to make process choices that 

would keep that integrity. We used only 

found objects in the design, real mate-

rials found on the street and elsewhere, 

just as the characters would, and made 

an assemblage with them. I am a big 

believer in sustainability and when I can 

I like to reduce, reuse, and recycle. 

David Gallo
Hurt Village by Katori Hall

What was your initial response when 

you first saw the new Center?  I think 

the architecture is a huge success — 

setting aside Signature’s ability to keep 

ridiculously low ticket prices and the 

programming and their respect for 

playwrights and artists — setting aside 

all of that which is second to none — the 

physical environment is amazing and 

succeeds on every level. The architec-

ture, as a cultural and artistic hub, which  

sounded like a very romantic notion 

when it was presented to me,  has been 

enormously effective. The sheer amount 

of progress that’s made by having

everybody constantly crashing into

each other really does fulfill its promise. 

And I really, really like that.

What was it like building and designing 

a set and a vision amongst the con-

struction?  A lot of Hurt Village has to do 

with the idea of construction and 

deconstruction. We thought it was a pity 

because every time we walked in the 

Linney, we wanted the construction crew 

to just leave it exactly as it was and do 

the show in that manner, which of course 

was not possible. So they finished and 

we junked it back up again. When we 

were dragging in enormous pieces of 

concrete slabs that were part of our set 

(that are actually made out of Styro-

foam) we freaked out all of the contrac-

tors.  They couldn’t understand how we 

could carry such heavy construction 

debris out of the building.  

Can you describe the relationship of 

the set to other parts of the picture? 

There were very few things in our scenic 

design, or in our physical production, 

that were needed, or necessarily used 

by the actors. I wanted to avoid it 

becoming decorative.  I didn’t want to 

create a “Disneyfied” notion — a “let’s 

bring them to the ghetto.” There was no 

attempt to replicate Hurt Village or any 

particular place or any real thing. It was 

just to create an environment that sort 

of made sense for the piece. 

Christine Jones
Title and Deed by Will Eno

Can you explain what goes into creating 

a workable and realistic set? The image 

that comes to mind is of a long row of 

people standing in a line passing a buck-

et of water from one to another from the 

well to the fire, but in this case, the well is 

the writer, the water is his words,  and all 

those people in line are trying to start a 

fire, not put one out. 

How long have you had a relationship 

with Signature? For many years now. 

I have designed more shows for this 

company than for any other. I have made 

some of the deepest friendships in my 

life here and during Burn This, directed 

by Jim Houghton in 2002, I fell in love 

with Dallas Roberts. That seven-year-

old I had at rehearsal the other day? 

You could say the Signature Theatre had 

something to do with him being alive…

What was your initial response when 

you first saw the new Center?   Lots of 

sighs and smiles. 

How is the Griffin Theatre unique from 

others you’ve worked in?   I had seen 

models of the space, but walking into 

the Griffin when it was only about a 

third done, was remarkable. Even in its 

skeleton you could feel its soul. When 

you sit in [the Center’s] three theatres, I 

think that the care and attention to detail 

is palpable. Every seat feels like it is 

perfectly situated in relationship to the 

stage. I feel fortunate to be situated as 

one of the first designers to begin the 

dialogue with this building.  n

BEHIND
…LITERALLY

Edward Albee’s

The Lady From Dubuque

set (right) and

model shot (below).
Blood Knot model shot.

Hurt Village sets.
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Signature: I know that you’re a real New Yorker—you were born in the Bronx, and you lived on the Upper West Side 
as a kid. Did you grow up going to a lot of plays? 

KL: No, I went to a lot of old movies with my father. I think the first play I ever saw was Scapino, with Jim Dale. That’s one 

of the first ones I remember, apart from puppet shows and stuff like that. I got interested in theatre in high school. I had a 

great theatre teacher and a great theatre program. I’d wanted to be a writer since I was in fifth grade—I  wrote science fic-

tion stories—and my grandmother showed me a one-act play contest offered by the Thatcher School in Ojai. So I wrote a 

one-act play, and I won third prize and a hundred dollars. I was thrilled. Also, I found plays much easier to proof and correct 

and rewrite than fiction, because there are less words per page. In high school, I was in all of the plays. I wrote a one-act that 

was performed at my high school, and I wrote a play with my theatre teacher which we performed, and so from tenth grade 

onward I wanted to be a playwright. It wasn’t really so much loving going to plays, although I did like going to plays. I liked 

doing them and being in them.

Signature: Where did you get your start as a playwright? 

KL: My real start was at Naked Angels. I was in the very first Young Playwrights Festival, which is still going on I believe. 

After I graduated from NYU, my roommate Frank Pugliese, a very fine writer, had gotten involved with Naked Angels, and 

through him I got involved too, and that was basically where I worked all through my twenties. That was my artistic home. 

No one else wanted me, I’ll put it that way. I sent my plays around to other places, but that was where I had plays produced, 

and where I met everyone that I subsequently came to know in the theatre. My playwriting career really started 

after about eight years of that, when The New Group did This is Our Youth. It was the first play that 

I never sent to another theatre. I’d been sending plays out but I’d stopped, I’d given 

up, because nothing ever came of it. But I knew someone in The New 

Group and after doing a reading, they liked the play, 

and they said they would produce it. 

Residency Five playwright Kenneth Lonergan (“Kenny” to his friends) makes 
his Signature debut with a production of his newest work Medieval Play,
directed by Lonergan himself in The Irene Diamond Stage. Medieval Play
follows two knights on an epic quest to do right, despite living through one 
of the most brutal moments in history. Lonergan recently spoke with Literary 
Director Christie Evangelisto about the process of playwriting, the beauty of 
stained glass, and looking back at history.

Going

AN INTERVIEW WITH KENNETH LONERGAN

15

Kenneth Lonergan, 2011.

Josh Hamilton and Eileen Heckart 

in The Waverly Gallery.
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LONERGAN/MEDIEVAL PLAY
Signature: How do you normally start writing a play? 

KL: I usually have an idea for a character or a couple of 

characters in some kind of situation. For instance, I always 

wanted to write a play about this astronomy teacher whose 

classes I attended at the Hayden Planetarium, he was just 

such an interesting guy. I always thought that would be a 

good setting and a good idea, a good character for a play. 

It took me many years to figure out the rest of it besides 

him, the story for example. I start with a vivid feeling for a 

person, and generally that person is accompanied by a situ-

ation. That’ll give me about fifteen pages usually, and then 

it’ll gestate for a while. If I know what the ending’s going 

to be then I’m very happy, because I know I’m going to be 

able to write the whole piece. If I don’t, I get partway and 

have to drop it completely or drop it for years. 

Signature: The way you develop your plays reminds me
of the way a sculptor takes a huge slab of rock and
pulls a statue out of it, over a long period of time.
You write big, then spend years whittling. 

KL: Yes, it feels like there’s something that wants to come out, 

and the work is when that happens. When that stops happen-

ing it gets very tricky. My only guide is how bored or interest-

ed I am, and if I get bored that means I’m not on to whatever 

it is. And I either have to find my way back to the material 

that’s trying to emerge, or I have to consciously sit down 

and start making stuff up. For The Starry Messenger, which I 

started writing around the same time I started Medieval Play, 

I knew it was about this astronomy professor who’s frustrated 

because in academia, if you’re not well on your way by your 

forties, you’re never gonna make it. I knew he was dissatisfied 

with his life, despite loving his subject. And that was really 

all I had. Even after I figured out that a girl he gets involved 

with is a Latina secretary from a different world, I still couldn’t 

write the play. It felt hollow and dull and boring, but then I 

cracked it open when I went with her to her job. The whole 

play suddenly opened up, and then the actual thing that I’d 

wanted to write about, living a comfortable life in a world that 

is basically an enormous, nine billion strong slaughterhouse, 

came into focus. I wanted to write about how losing your car 

keys may mean more to you than reading in the paper that 

there was an earthquake and twenty thousand people died. 

Or the fact that the universe is 4.1 billion years old and no one 

knows how big it is and there are more galaxies in one inch’s 

worth of sky than you can count. The enormity of the world 

and its beautiful and awesome aspects and also its tragic and 

horrible aspects, and then the middle level where most of us 

live. But it was impossible to write that story initially because 

the play circled around the professor. When I included the 

secretary’s story, it was like going from being in a small closet 

to a wide open space, and the scenes came easily.

Signature: When did you first have the idea for
Medieval Play? 

KL: I think 1986, I can’t exactly remember. I was interning at 

the Royal Court Theatre in the literary department, which 

was fun, but not very time consuming. There was lots of time 

to write. I guess I’d been going to a lot of medieval churches 

and Westminster Abbey a lot, and I always liked stained glass, 

and I always liked knights and armor and the Middle Ages. 

Somewhere around there I was also reading A Distant Mirror 

by Barbara Tuchman. When I read about the Papal Schism of 

the 14th century, I thought about how things got so out of 

hand while they were making these incredibly beautiful

buildings and illuminated manuscripts. The fact that 

there were two popes because both France and Italy 

wanted the revenue, and just couldn’t bear to give up 

the income, that struck me as being incredibly funny. I’d 

never heard of that before, and I thought it was a really 

good idea for a play. So I decided to put my two knights in 

France at the time of the schism. I couldn’t figure out how 

to write it for quite a long time, but then I got unstuck. This 

play has been something I’ve worked on in little stretches for 

a while. Along the way I kept reading more and more about 

it, collecting more books about the Middle Ages. This period is 

extremely vivid and engrossing, and I always liked, frankly, pretty 

bright colors. I love stained glass, and I love the illuminated manu-

scripts from the time, and I love the way things looked then, even 

though what was going on was pretty gruesome. 

Signature: There’s a theme that seems to run through many of your plays, 
Medieval Play included: that even the most well intentioned people in this 
world struggle and often fail to do the right thing. Ralph seems to be one
of those people. He’s trying so hard to be good. 

KL: He tries so hard, but he always ends up murdering somebody. I don’t know 

why my plays seem to be concerned with people trying to do the right thing 

and not being able to. It’s a psychological question, which isn’t really a personal 

interest, but that’s the fun of theatre, that your psychology turns into a fantasy 

that other people share and enjoy. For all I know I’m writing about God knows what 

personal thing in my life, but it turns into a story about knights and armor, and sud-

denly it’s not about me anymore. It can occupy the space between me and the audi-

ence. That’s James Joyce’s theory, not mine, by the way. Maybe I can’t handle feeling 

ineffective. I mean, who knows what to do about anything? Some people do, and I think 

they’re great, but they’re very rare. I love people who run around making definitive state-

ments about everything when really no one has any idea what’s going on and nobody’s

ever right about anything.

      I love people who run around making
definitive statements about everything when
really no one has any idea what’s going on
and nobody’s ever right about anything.

      The fact that there were two popes because both France
and Italy wanted the revenue, and just couldn’t bear to give
up the income, that struck me as being incredibly funny.

W
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Glenn Fitzgerald

and Dion Graham

in Lobby Hero.

Missy Yager and

Mark Ruffalo in

This is Our Youth.



19

TALKBACK SERIES
A post-show Q&A session with the cast 

and creative team of a production.

BACKSTAGE PASS
A pre-show behind-the-scenes discus-

sion with one of the show’s designers.

PAGE TO STAGE
A moderated conversation between

the playwright and director.

SIGNATURE CINEMA
A screening series of movies related to 

Signature playwrights and productions. 

More information coming soon!

THE WORLD OF THE PLAY
A  discussion on a topic or theme related 

to one of our productions with a team of 

experts from the field.

THE ART OF COLLABORATION
 A talk between one of our Playwrights-

in-Residence and their closest artistic 

collaborators.

SIGNATURE BOOK CLUB
Signature’s Book Club brings you 

deeper in to the worlds of the play

and our playwrights. Signature hosts

a bi-monthly meeting for anyone

interested in reading and discussing 

a pre-selected book. Options could 

include one written by a playwright, 

about a playwright, or a work related

to one of our currently running plays!
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Signature’s Supplemental Programming gives theatregoers yet another way to absorb a piece of work. 
Here’s a quick look at some of the programs you can expect to see within each performance cycle!

Signature: When you look back at history, does it seem
like not much has changed? 

KL: Well, it has and it hasn’t. When my daughter was ten 

months old we’d try to get her not to beat kids up on the 

playground, but she had no point of reference as to why one 

thing was good and something else was bad. I’m not a moral 

relativist, I do believe there’s evil and good, but I guess what 

interests me is how if she shoved a kid on the playground, 

I would rush over and say, “No, you mustn’t shove a little 

kid.” But if this was the Middle Ages, I would rush over and 

say, “Look, when you shove someone you then have to step 

on their neck and break it so you make sure they don’t get 

up again.” I would have taught her that certain people are 

beneath her and certain people are above her. Her whole 

context would be different — right and wrong varies tremen-

dously from culture to culture and from historical period to 

historical period. I really don’t like it when people assume that 

they wouldn’t have been a Nazi if they’d lived in Germany at 

that time. I can see future generations looking back on us as 

appalling barbarians for allowing the things that we allow to 

go on in the world.  How we live might seem as baffling to 

future generations as being a crusader occupying a town and 

slaughtering every man, woman, and child in it (then getting

a good night’s sleep) seems to us. 

The biggest and strangest thing, I think, is the number of 

people in the world, so whereas you might have had a small 

class of people in the Middle Ages who lived comfortably 

in the cities, now you have millions of people who live like 

that. Then you have the billions who are living on the edge of 

existence and in constant peril. There are more people alive 

now than have ever existed. There are more people living dull 

boring lives, and there are more people suffering and starving. 

There are more people and fewer trees. 

The most moral voices in Europe at the time were calling for a 

crusade to cleanse Europe of all the horrible things that were 

going on. But it didn’t cross their minds that killing Arabs 

was horrible too. There are people who fervently believe that 

everything the United States does is bad by definition, while 

they shut their eyes to the appalling things the United States’ 

enemies do. That’s been an old saw for thousands of years. 

That went on during the height of the worst Stalinism — 

people just didn’t want to hear anything bad about Russia

because it meant that they were allying themselves with 

people who shut their eyes to what was bad about the West. 

I try to get into the heads of people that I don’t agree with 

and don’t understand, and see if I can understand where 

they’re coming from in some visceral way. It’s often

impossible to do, but I like to try. 

Signature: What do you hope to accomplish during your
residency here?

KL: I hope to become the world’s greatest writer. (Laughter) 

No, I want a place where I can work and have my work 

done well by a supportive staff in a nice environment. 

Hopefully people like it and praise me and enjoy it, and 

exchange the pleasure they get from seeing the plays, if 

they’re any good, for the pleasure I get from providing it. 

The new building is very glam. I feel like it’s going to be a 

New York fixture. It’s like we have a Barbican now.  n

      I try to get into the heads of people that I don’t agree with and don’t
understand, and see if I can understand where they’re coming from in
some visceral way. It’s often impossible to do, but I like to try. 

W

Tate Donovan and 

Heather Burns in 

Lobby Hero.

top: Luqman Brown (additional music), Rob Kaplowitz

(sound design and additional music), and Artistic Line

Producer Rob Marcato,  Hurt Village Back Stage Pass. 

bottom: Literary Director Christie Evangelisto, playwright 

Athol Fugard, actors Colman Domingo and Scott Shepherd, 

Blood Knot Talk Back.

Costume Designer

Susan Hilferty, 

Blood Knot 

Backstage Pass.

Actors Michael Hayden

and Tricia Paoluccio,

Edward Albee’s The Lady 

from Dubuque Talk Back.
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AlumniNEWS

This spring, 1997-1998 Playwright-

in-Residence Arthur Miller’s classic

Death of a Salesman was revived

at the Ethel Barrymore Theatre

starring Signature Alums Linda

Emond, Molly Price, and Finn

Wittrock, directed by Mike Nichols. 

Arthur Miller (1997-98)   

CATCH UP WITH CURRENT PRODUCTIONS BY SIGNATURE’S PAST PLAYWRIGHTS-IN-RESIDENCE, 

PLUS OTHER ALUMNI NEWS AND HAPPENINGS…
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Paula Vogel (2004-05)   
This past February, 2004-2005

Playwright-in-Residence

Paula Vogel’s How I Learned

to Drive had its first New York

revival at Second Stage Theatre. 

2010-2011 Playwright-in-Residence Tony 

Kushner participated in a dialogue series 

this past May at the PEN World Voices 

Festival of International Literature. 

Mr. Kushner discussed “Politics as Story” 

alongside bestselling author Paul Auster.

Tony Kushner (2010-11)   

Follow @SignatureTheatr and join the 

conversation! Use the hashtag #SigWall 

and your posts will automatically stream 

to our digital storytelling panels in the 

lobby of The Pershing Square

Signature Center for our audiences to 

read and reply. Stay in the loop when 

you’re not in the lobby by liking us on 

Facebook and joining the virtual commu-

nity of theatregoers! 

GETSOCIAL!
Visit signaturetheatre.org for more information

Offering generous and flexible benefits for clients and employees 
year-round and starting at just $5,000, Corporate Membership

with Signature Theatre includes tickets to sold-out shows,
access to exclusive events, prominent accreditation and the

opportunity to use the stunning Frank Gehry-designed space 
in The Pershing Square Signature Center for entertaining.

CORPORATE MEMBERSHIP 

Time Warner’s Philip Sanchez

(center) with Colman Domingo

(left) and Scott Shepherd at the 

Opening Night of Blood Knot. 

For more information, 
visit signaturetheatre.org
or contact Sarah Rulfs
at 646.388.8142 or
srulfs@signaturetheatre.org.

August Wilson (2006-07)
This past February, Two River Theater

Company revived Jitney by August Wilson, 

2006-2007 Playwright-in-Residence. Jitney 

starred Signature Alums Harvy Blanks,

Brandon Dirden, and Roslyn Ruff and was 

directed by Ruben Santiago-Hudson, director 

of Signature’s current production of Athol

Fugard’s My Children! My Africa! as well as 

the 2006 production of August Wilson’s 

Seven Guitars and the 2008 production of 

Leslie Lee’s The First Breeze of Summer.  

Philip Seymour Hoffman, Andrew 

Garfield and Finn Wittrock in Arthur 

Miller’s Death of a Salesman.
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With a gift of $3,000, we will engrave a theatre seat in either 
the Diamond or the Griffin with your signature in perpetuity.
As an added benefit, you will receive two
complimentary seats to every production
and experience the full breadth of activity
as a Patron at The Pershing Square
Signature Center for one full year.

With a gift of $5,000, you can
select the location of your
commemorated seat.

For more information
about how to
Put Your Signature
on Signature,
please contact
Anna Frenkel at
646.388.8128 or
afrenkel@signaturetheatre.org.

PUT YOUR SIGNATURE

     ON SIGNATURE

CREATE A LASTING LEGACY BY NAMING A SEAT IN
ONE OF THE PERSHING SQUARE SIGNATURE CENTER’S 
DYNAMIC FRANK GEHRY-DESIGNED THEATRES.

AND TAKE YOUR SEAT!

Elizabeth Reaser and 

Norbert Leo Butz in

How I Learned To Drive.

 Members of the Company of Jitney.

Robin Weigert

and Christian Borle in

Angels in America.

$25 TICKETS

SIGNATURE TICKET INITIATIVE:

PERSHING SQUARE
FOUNDATION

Lead Partner

Founding Sponsor
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Signature: How did My Children! My Africa! come about?

AF: Well, it started in the eighties, back in Port Elizabeth in 

the house that I was living in then with my daughter and my 

wife. I happened to be reading the daily newspaper. And on 

the front page of the newspaper were terrible reports about 

awful events relating to protests against the Apartheid laws all 

over the country. I read them, and I registered them, but then 

I moved on into the paper, deeper in. And it was eventually 

on one of the back pages of the paper that I saw a small, two 

inch little news item about a schoolteacher in a small coun-

try town, in the hinterland of Port Elizabeth, who had been 

lynched, necklaced was the way we described it in South Afri-

ca in those days, because what they did was put a tire around 

your neck, filled it with petrol and set it alight. That was our 

form of lynching. And this man had been lynched by an angry 

mob who suspected him of being a police informer. As the 

facts of that particular case finally came out, it turned out that 

he was an innocent man. It was just a little two inch news item, 

but for some reason, unlike the more bold and awful headlines 

on the front pages, it grabbed and held my attention. The 

man’s name was Anela Myalatya, that is the real name of the 

man who was lynched. And in my play he’s referred to as Mr. 

M, because quite simply, my play is about a schoolteacher, an 

elderly schoolteacher, who has invested all of his dreams in a 

better world, a better society, a better South Africa, in one of 

his pupils, who is a brilliant young man. And the story is about how the schoolteacher 

and this young man come into conflict with each other about the best way to react to 

the appalling events in South Africa. The schoolteacher is a man of old liberal values, 

and he believes in slow transition, he believes in education. The young man is angry, 

and believes in violence as a response to violence. And that is the core of the play. 

Signature: How long did

it take you to write it and what

was the process like?

AF: Once I had started on it, simply 

because I wrote it under the pressure of 

my own response to the dilemma of that time, 

to that debate between what is the correct way to 

respond to a situation like that? To resort to bombs and 

bullets in response to bombs and bullets? Should violence be 

met with violence? Or is there an alternative? Because you see at 

that point in time, I myself was debating this issue internally very, very pas-

sionately. A lot of my friends who felt the same way that I did about apartheid, 

and what the white government was doing, had resorted to violence as a response. 

They had made bombs and tried to explode them. A lot of them had been caught. One 

of them had been sentenced to death. Many of them had gone into exile, and were plotting 

outside of South Africa. I was still inside the country, and I was forced to ask myself, “Instead of sit-

ting at my desk putting words on paper, shouldn’t I actively commit myself to violent action?” And 

the play, My Children! My Africa! is actually about my internal debate in terms of this very issue, 

at the end of which I found myself believing, and it is a belief, an act of faith, that has stayed 

with me to this day, that putting words on paper is a valid form of action. As Mr. M himself 

puts it to his star pupil, Thami Mbikwana, “You can throw stones and petrol bombs and 

Molotov cocktails as hard, as much as you like, at those armored cars that come in 

with their big guns, but you’re not going to do much damage. Words can do 

much, much more than that. Words can get inside those armored cars. 

Words can get inside the heads of the people inside those armored 

cars.”  And in a way that basic belief, that act of faith, underlies all 

my work in theatre. That in a space like this, where there’s an au-

dience listening, you can get inside their heads. If what you’ve 

written and put out there on the stage, if the actors have 

embodied it in their performance as an act of truth, then 

Athol Fugard’s Residency One Series continues with his 1989 play, My Children! My Africa! Ruben Santiago-Hudson directs the 
play, which is set in South Africa, 1984, when the anti-apartheid movement has entered a new phase of massive resistance 
in the form of uprisings, strikes, and boycotts, with brutal government response. Shortly before rehearsals began, Fugard sat 
down in the Linney Theatre with Signature Literary Associate Kirsten Bowen to discuss the genesis of the play, the turbulent 
period of South African history it sprang from, and the power words will always have over violence, bombs, and bullets.

ATHOL FUGARD BEARS WITNESS WITH 

MY CHILDREN!
MY AFRICA!

“...it is a belief...that has
 stayed with me to this
 day, that putting
 words on paper is a
 valid form of action.”

Athol Fugard, 2012.

James A. Williams in

My Children! My Africa!

Allie Gallerani and Stephen Tyrone 

Williams in My Children! My Africa!
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...in the final analysis, it wasn’t really the bombs that brought
  about the change in South Africa. It was talking that did it.

you stand a chance of really affecting people. Maybe even 

changing people in their attitudes to certain things. That’s 

what the play tries to deal with. 

Signature: What was the response when the play premiered 

in South Africa in 1989? 

AF: It was an extraordinary experience for me, because My 

Children! My Africa! was at that point in time probably the 

most overtly political play that I had written. All of my plays 

have, in some way or the other, touched on the politics of 

South Africa, reflected something about the conditions under 

which people were living. But My Children! My Africa! really 

goes for the jugular. It really debates the issue which was 

burningly alive at that time: do we make bombs or do we try 

to talk? And it is interesting that in the final analysis, it wasn’t 

really the bombs that brought about the change in South Af-

rica. It was talking that did it. It was when Nelson Mandela and 

F.W. de Klerk were prepared to sit down at the same table — 

the white state president of South Africa, and Nelson Mandela, 

the man who had spent twenty-seven years in jail, and was 

finally allowed to come out. And in an act of generosity that it 

is almost hard to believe a human being is capable of, Nelson 

Mandela said, “Okay. I’ll forget that you’ve taken away the best 

years of my life, had me incarcerated on Robben Island. I’m go-

ing to try to forget that, because my love for my country and 

its people, all of its people, is too great for me to be indulgent 

like that. So I’m going to try with you, Mr. de Klerk, and let’s try 

to talk our way into a new dispensation.” And that is exactly 

what happened. The two of them, then the teams that they put 

together on their respective sides, forged a constitution which 

is rightly regarded now as one of the most liberal and decent 

in the Western world. And that is the reality we live with now in 

South Africa. 

Signature: Why did you decide to set the play in a classroom 

and make two of your characters students?

AF: I have a home in a hinterland of Port Elizabeth, a second 

little home in a very small little village in the mountains called 

Nieu Bethesda. It’s a village which has been the basis of a lot of 

my plays. And nearby is a quite substantial, decent little town 

called Graaff-Reinet. The principal of a girls’ school in Graaff-

Reinet, hearing that I was up in the mountains in my home, 

and with a reputation already established as a  playwright, 

asked me if I would come to the school and talk about writing, 

South Africa, anything I chose to talk about. I accepted the 

invitation because I’ve always been passionate about trying 

to make whatever contribution I can to the lives of young  

people. Because after all, they’re still in the process of shap-

ing themselves. So I went to the school, and I had a wonderful 

conversation with a senior group of pupils. And there was one 

young woman who in particular impressed me. She asked very 

pointed questions, I just had a sense of a mind that was very 

alive and searching, searching, wanting answers. And I realized 

that she was questioning the realities of the world in which she 

was living: being white, she was also privileged. And I think she, 

to deal with that little newspaper item that I read about, made 

me start thinking about a play. A play connected with an old 

teacher, and a bright young pupil, and maybe a bright young 

black pupil. I have no actual encounters with any models for 

my Thami Mbikwana the way I had a face in my head when I 

started to create the character of Isabel. But then the perfect 

Thami Mbikwana rolled up for one of the auditions. Rapulana 

Seiphemo, I will always remember him. He was a magnificent 

prince of a young man, proud in the way that African people 

can really be proud of themselves. Angry, all of the qualities 

that I needed were there, not just in a character I’d met as was 

the case with Isabel, but in an actor or a hope-to-be actor, who 

was going to play the part of the role I’d created. So it was an 

extraordinary experience bringing him together with my Isabel. 

Signature: You’ve talked about how Blood Knot is

the play where you found your voice as a playwright.

Does My Children! My Africa! have a special significance

within your body of work as well? 

AF: Yes it does, it’s when I realized that you weren’t wasting 

your time writing plays in a situation that needed change. I 

mean, one of my bedside books at the moment is most prob-

ably one of the most powerful instances I have in my own 

personal life of the significance of putting words on paper. 

And it’s the Russian poet Anna Akhmatova, who wrote the 

most magnificent poetry, and lost family members during 

the Stalinist period. Because if we think we lived through 

hell in South Africa, living through Stalinist Russia must have 

been hell to the power of I don’t know what. There’s one 

magnificent poem of hers called “Requiem,” which starts off 

by reliving a moment when, on a snowy day in Moscow, she 

stood outside one of the sinful prisons where her husband 

was languishing and waiting to be sent into exile in Siberia, 

where he subsequently died. She had a little food parcel and 

was one of a queue of about a hundred women who were 

waiting there in the snow for the chance to maybe just have 

a word with their men and hand over the food. She describes 

that moment, and how one woman taps her on the shoulder, 

having recognized her as a writer, and says, “Can you describe 

this?” And she says, “Yes.” And then this other woman just 

smiles, and sinks back into silence. And that’s it. Can you 

describe this, so that people will read it one day and know? 

That’s an act of witnessing, of bearing witness. And that was 

what I realized with My Children! My Africa!, that I arrived at 

an understanding of what I had just been instinctively doing, 

trying to be a witness, to the pain, the hardship, the suffering, 

the deprivation of fellow countrymen.  n

Ruben Santiago-Hudson and 

Athol Fugard at rehearsal for 

Signature’s production of 

My Children! My Africa!

Stephen Tyrone Williams, James A. Williams, 

and Allie Gallerani at rehearsal for Signature’s 

production of My Children! My Africa!

Courtney B. Vance, John Kani,

and Lisa Fugard in

My Children! My Africa
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Signature: What has kept you coming back
to Signature? 

RSH: I don’t want to do my art to empower me. I want 

it to empower other people, to bring people together. 

And I said, where in the world can I do this? Signature 

Theatre’s always embodied community. Of course we 

do it through a writer, and that writer speaks to a very 

diverse audience. The other interesting thing to me 

about Signature Theatre is, today, tomorrow, or a year 

down the line they will invite everyone to the party.  

And how do you know they invited everybody to the 

party? The first glaring indication is $25 tickets  that 

mean you at the counter at the deli,  you  taking

tickets at the Museum of Modern Art, you, garbage 

collector, you, schoolteacher, are invited. So when you 

make tickets that accessible, the diversity of the

audience is tremendously enhanced. That’s the kind

of place I want to do my work. 

Signature: Tell us about your experiences directing 
Seven Guitars and The First Breeze of Summer.

RSH: August Wilson’s season meant so much to me. 

To collectively bring these plays, these artists togeth-

er, to celebrate his work, was one of the most fulfilling 

and enriching times of my artistic life. Of course we 

didn’t have him there in person, but August is a huge, 

looming, strong figure, and he’s there, he’s always 

there. The afterlife is not strong enough to keep him 

Actor, writer, and director Ruben Santiago-

Hudson makes his debut at The Pershing 

Square Signature Center at the helm of

Athol Fugard’s My Children! My Africa! but 

his history with Signature extends much 

further back. He first joined the Company to 

direct Seven Guitars, the first offering of

Signature’s 2006-07 August Wilson Season.

He returned two years later as Associate 

Artist of the 2008-09 Season celebrating 

the historic Negro Ensemble Company (after 

suggesting the season to James Houghton) 

and directed its first production, Leslie Lee’s 

The First Breeze of Summer. Shortly before 

beginning rehearsals for My Children! 

My Africa!,  Santiago-Hudson sat down with

Signature Literary Associate Kirsten Bowen 

to discuss the play, his history with

Signature, and his excitement for the new 

generation of artists populating the Center. 

from being effective. He finds his way in through the work and through 

the people whom he really mentored, to make his presence known. 

The Negro Ensemble Company was my first real theatre home, and so 

to have an opportunity to put their work out there, work that hadn’t 

been seen in twenty, thirty years, and not only just out there but 

appreciated, accepted, celebrated, and enjoyed by a whole new 

generation of audiences. This work was changing theatre when it 

was done, and it continues to do so because the issues are still rel-

evant.  And then I had [NEC Founding Artistic Director] Douglas 

Turner Ward with me there, to kind of oversee it all, and that was 

a blessing. I could have just stayed in that for another ten years. 

Signature: What are your thoughts on the new Center?

RSH: For me it’s like when I was a kid going to the amusement park. 

It’s the excitement of it. The different people, the newness. All these 

people working for one purpose: to have art, culture, shared with the 

masses in its highest form. At the Peter Norton we hung out out-

side. Here we have a whole lobby with a bookstore, a café, a 

bar and chairs, and I call this my office now. I’m there al-

most every other day. But that’s not what’s impor-

tant, what’s important is that I see so many 

young people having a place to be, who 

are theatre people. Before there 

was The Pershing Square Sig-

nature Center there were like 

five places they had to apply 

to where they actually might 

make enough money to almost 

pay their rent. I like to see the 

whole youth movement, a whole 

generation of people who feel 

that theatre is important. When 

I came into New York, the name 

that was in every play that I always 

wanted to do was Charlie Brown. 

Next thing you know I’m in [the 

NEC production of Charles Fuller’s] 

A Soldier’s Play with Charlie Brown, 

so I’m actually picking his brain. 

Adolph Caesar, these names, kids 

I DON’T WANT TO DO MY ART TO EMPOWER 
ME. I WANT IT TO EMPOWER OTHER
PEOPLE, TO BRING PEOPLE TOGETHER.
AND I SAID, WHERE IN THE WORLD CAN
I DO THIS?  SIGNATURE THEATRE’S
ALWAYS EMBODIED COMMUNITY.

RUBEN
RETURNS
SANTIAGO-HUDSON

FOR A NEW GENERATION

Brandon Dirden and 

Jason Dirden in The First 

Breeze of Summer.

Brenda Pressley

and Roslyn Ruff

in Seven Guitars.

Ruben Santiago-Hudson, 2012
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IT ALL BEGAN WITH A HEATHEN 

VALLEY PRODUCTION directed by 

Romulus Linney at Theater for the New 

City on 1st Avenue, where we were 

rehearsing on a platform in the base-

ment.  That’s how the three of us — Jim, 

Romulus and I — met.  Through the 

course of that process, Jim ended up 

reading all of Romulus’ plays and it blew 

him away — the scope of the material. 

He said, “I think somebody should do the entire body of work 

of Romulus Linney.”  So we fantasized about that for a while. 

I was waiting tables at the nearby Cactus Café, when one of our 

regulars (a guy we nicknamed “Roland The Shrugger”) told me 

that he worked at a place on Bond Street owned by a Japanese 

calligrapher and operated by an Israeli building manager (you 

can’t make this up! Even if you are Edward Albee!). They were 

looking to fill the space. I immediately went over to the China 

Grill where Jim was waiting tables and told him about this little 

stroke of luck. 

We had no money, no credit, no credentials, but the building 

manager discovered Jim’s “Samurai Spirit,” and he listened to 

Jim’s proposal of doing a season of Romulus Linney plays (in this 

“little” building, the Kampo Cultural Center). In fact, the manager 

suggested we start with three instead! Romulus finalized it by 

saying, “Baby, let’s do ONE... and see how it goes.” So FM and The 

Love Suicide at Schofield Barracks was our initial launch. And as 

soon as Austin Pendleton signed on to do Sorrows of Frederick, 

some big shots showed up, wanting to play in our little sandbox. 

And now we’re looking at the 42nd Street space. I just wish Rom 

could be here today... to see how it has kept going.

Romulus didn’t have a lot of trust in the business that first year. 

Like many other artists he had been screwed over by lots of dif-

ferent people.  Jim wanted to engage him completely in the pro-

cess, all the way to the end.  Soon after, Romulus broke through 

that [distrust] and realized, “there are people out there who get 

my stuff, in New York!” And to that purpose, Signature began its 

legacy of bringing the playwright in for the whole process.

If I have discovered something from establishing this theatre, 

it’s that the most exciting thing is, even though you made all 

the plans, you’ve got all of the pictures, and all of the footprints 

and everything’s laid out, the most exciting thing is you don’t 

know what’s gonna happen next. That’s what made it, that’s 

what got us here today — you didn’t know. And it kept getting 

more and more exciting.  n

Jim’s vision has ALWAYS been bigger
than what other folks have found to be 
practical (or rational, or reasonable…)

these days don’t know who those actors are. They don’t know 

whose shoulders they are standing on. So to have an opportu-

nity for these youngsters to be here, and to be walking around 

and working with Edward Albee, Athol Fugard, it’s like, that’s 

him! That’s the guy. My crowning moment in my early career 

was when I did [Athol Fugard’s] Sizwe Banzi is Dead. It changed 

everybody’s perception in the theatre department of who I was. 

I wasn’t just this young, angry black guy who was mad that he 

wasn’t getting to play Nathan Detroit and Marc Anthony. I was 

capable, but I wasn’t considered. And now I’m at the helm. I get 

the chance to give other people who might not have been con-

sidered, an opportunity. Allie Gallerani, the young lady who’s 

playing Isabel, she’s brand new. But she’s absolutely right for 

this. Same with Stephen Tyrone Williams. I feel blessed to have 

the opportunity to put him in this play, and then to bring a vet-

eran in like James A. Williams. And to have Athol in the process 

with me, to pick his brain, to find out what is important to him.

Signature: What has your collaboration with Athol been like?

RSH: I love working with Athol, because I’m a strong individu-

al and he’s very strong. I have expressed how much I respect 

him, and he’s expressed how much he respected me. And what 

I want to make sure that he realizes and what I’ve told him, is 

honor. Everything will be to tell his stories. I don’t honor any-

thing more than the play. The play is bigger than me as a direc-

tor, than any actor or anyone. And that’s the way I’ll approach 

it. I’m taking into consideration everything around me.

The Pershing Square Signature Center, New York City, the world, 

2012. You tell the stories and you have to make them impact-

ful in the world as it has evolved. 

Signature: What does My Children! My Africa! have to say 
to New York audiences today as opposed to when it was 
produced here for the first time in 1989?

RSH: It’s the same message, it’s just on a different level. We’re 

going to another stratosphere. Okay, Mandela’s been the 

president, he’s been freed. How much has really changed? Are 

there still people living in corrugated tin houses without running 

water? South Africa has changed tremendously, but they’ve got 

a long way to go. And I want to make sure at the end of this play 

that you know that we’ve got a long way to go, but there’s hope 

for going there. Every character in this play, and that’s one of the 

things I want to impact on my actors, is willing to die for what 

they believe in. They don’t start out that way, but they end it that 

way. And that’s me, that’s how I direct.  n

I’M TAKING INTO CONSIDERATION 
EVERYTHING AROUND ME...
YOU TELL THE STORIES AND YOU 
HAVE TO MAKE THEM IMPACTFUL
IN THE WORLD AS IT HAS EVOLVED.

Introducing DAVID HENRY HWANG, Signature’s 2012-13 Residency One Playwright
David Henry Hwang, one of America’s most distinguished and important contemporary writ-

ers, is known for his fiercely intelligent, funny, provocative plays and for being a key leader in 

the Asian-American theatre community. The California-born Hwang made his mark as a play-

wright in 1980 with the play FOB, then achieved international recognition with M. Butterfly, 

winner of the 1988 Tony Award and one of his most-produced works.  His other plays include 

Golden Child (1996 Obie Award, 1998 Tony Nomination), Yellow Face (2008 Obie Award 

and Pulitzer Finalist), and Chinglish, which recently played on Broadway. In addition to his 

plays, Hwang has written several screenplays, four works with composer Philip Glass, and 

the books for Elton John & Tim Rice’s Aida, Flower Drum Song, and Disney’s Tarzan. The 

2012-13 Signature Season will include the first major New York revival of Golden Child, di-

rected by his close collaborator Leigh Silverman, a production of The Dance and the Rail-

road, directed by May Adrales, and Kung Fu, a world premiere directed by Leigh Silverman.

Scott Sowers established Signature Theatre with James Houghton and
Romulus Linney in 1991. He appeared in Linney’s FM and Heathen Valley
and Edward Albee’s Fragments at Signature.

a look back at
SIGNATURE’S BEGINNING

BY SCOTT SOWERS

John Earl Jelks, Leslie Uggams, 

and Yaya DaCosta in The First 

Breeze of Summer.

Stephen McKinley Henderson, Cassandra Freeman, 

and Kevin T. Carroll in Seven Guitars.

David Henry Hwang, 2012.

above left: Scott Sowers in Heathen Valley, Signature Theatre.

Ruben Santiago-

Hudson, 2008.
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SUBSCRIPTIONS ARE NOW AVAILABLE FOR

            SIGNATURE’S 2012-13 SEASON!

At just $25 a ticket, our subscriptions are the perfect way to get the full Signature experience.

Join with friends and family and receive a priority ordering period, hassle-free exchange privileges, advance 

invitations to supplemental programming and special discount offers for the Café and Bookstore.

THE 2012-13 SEASON AT THE PERSHING SQUARE SIGNATURE CENTER
INCLUDES THE FOLLOWING SHOWS:

HEARTLESS
BY SAM SHEPARD
DIRECTED BY DANIEL AUKIN

THE IRENE DIAMOND STAGE

GOLDEN CHILD
BY DAVID HENRY HWANG
DIRECTED BY LEIGH SILVERMAN

THE ALICE GRIFFIN
JEWEL BOX THEATRE

THE PIANO LESSON
BY AUGUST WILSON
DIRECTED BY

RUBEN SANTIAGO-HUDSON
THE IRENE DIAMOND STAGE

THE MOUND BUILDERS
BY LANFORD WILSON
DIRECTED BY JO BONNEY

THE ROMULUS LINNEY
COURTYARD THEATRE

---- and potatoes
BY REGINA TAYLOR

THE ALICE GRIFFIN
JEWEL BOX THEATRE

KUNG FU
BY DAVID HENRY HWANG
DIRECTED BY LEIGH SILVERMAN

THE IRENE DIAMOND STAGE

THE DANCE
AND THE
RAILROAD
BY DAVID HENRY HWANG
DIRECTED BY MAY ADRALES

THE ROMULUS LINNEY
COURTYARD THEATRE

THE BILL IRWIN
AND DAVID SHINER
PROJECT
THE IRENE DIAMOND STAGE


