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Residency One Playwright
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talks about his formative
years, religion, and a
new Golden Child.
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Signature Stories
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scenes with four
lighting designers.

23

A GLIMPSE AT THE END OF SUMMER AT
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playwright. Signature is the first theatre company to devote an entire season to the work of a
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BEYOND THE STAGE: SUPPLEMENTAL PROGRAMMING

The lobby of the Center
bustled with activity in
August with live music
and lively conversation.
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Legacy Playwright
AUGUST WILSON’s
wife Constanza Romero
discusses their working
relationship and the
forthcoming generations
of “Wilsonian Warriors.”

Actors and brothers
Brandon J. and Jason
Dirden talk about
August Wilson,
The Piano Lesson,
and working with
Signature Theatre.
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{ lookingback }
1.

AUGUST WAS A MONTH OF CHANGE AT THE PERSHING SQUARE SIGNATURE CENTER,

6.

7.

as the Company wrapped up Athol Fugard’s Residency One Series with the New York
Premiere of The Train Driver and ushered in the 2012-13 Season with the World Premiere of
Sam Shepard’s Heartless. The excitement continued after the shows with our Signature Café
and Bar bustling with live music and lively discussions during our Backstage Pass events and
other supplemental programs. We are thrilled that the Signature community has continued to

10.

grow in our new space, and we are looking forward to what the coming season will bring.
Here is a look back at some of the exciting events both on and off the Signature Theatre stages.

2.

8.

4.

1. Lois Smith in Heartless by Sam Shepard, 2012. 2. Director Daniel Aukin discusses
Heartless at a Page to Stage event, 2012. 3. Leon Addison Brown and Ritchie
Coster in The Train Driver by Athol Fugard, 2012. 4. Executive Director Erika Mallin
and Athol Fugard at the first rehearsal of The Train Driver, 2012 5. Sam Shepard
plays guitar at the Opening Night party for Heartless, 2012. 6. Lois Smith and Sam
Shepard at the first rehearsal for Heartless, 2012. 7. Julianne Nicholson and Daniel
Aukin, 2012. 8. Athol Fugard, Sam Shepard, and James Houghton. 9. Donna Katzin,
Teboho Moja, Penelope Andrews, Brian Phillips at The World of the Play panel
discussion for The Train Driver, 2012. 10. Ruben Santiago-Hudson, Stephen Tyrone
Williams, and Jonathan Miller at Opening Night of The Train Driver, 2012.
11. Jessica Chastain, James Houghton, and Linda Emond at Opening Night of
The Train Driver, 2012. 12. Gary Cole in Heartless, 2012. 13. Ritchie Coster
during the first rehearsal for The Train Driver, 2012.

11.

5.

12.

13.
3.
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THE STAGE

from the
founding artistic director

August Wilson and I first talked about the possibility of his

a play about Pittsburgh coffin makers, Seven Guitars Too,

having a season at Signature in the summer of 2002 at a

and his one man-show, How I Learned What I Learned.

picnic table on the grounds of the bucolic O’Neill Theater

Over the next three years, we continued to meet and plan,

Center, where he had nurtured many of his plays at the

often at the Café Edison in New York, one of his favorite

Center’s Playwrights Conference with his longtime collaborator,

haunts. Those conversations were a great thrill and privilege

Lloyd Richards. I had taken over the Playwrights Conference

for me; August was a lover of language and listening to him

from Lloyd a few years earlier, and though I had never met

was like hearing one of his plays.

Signature’s Supplemental Programming gives theatregoers
yet another way to absorb a piece of work and allows more
intimate and direct access to a playwright’s vision and
process. Here is a quick look at some upcoming events:

Page to Stage
A pre-show discussion with members of the production’s
artistic team about what it takes to turn the script into
a full production.
Golden Child: Tuesday, November 6 at 6pm
The Piano Lesson: Wednesday, November 14 at 6pm

August, I invited him to return to the Conference as a
writer-in-residence. It turned out he had been struggling
with an early draft of Gem of the Ocean, and he jumped
at the chance to return, hoping to find some inspiration.
I’d like to think that his time at the O’Neill inspired him even
half as much as he did the other attendees at the Conference;
he was wonderful to every member of the community. I’m sure

Those conversations were a
great thrill and privilege for me;
August was a lover of language
and listening to him was like
hearing one of his plays.

August Wilson,
photo courtesy of
Constanza Romero.

When August passed away from liver cancer in October 2005,

with “That’s all I’ve got so far!”

the sense of loss was unbearable. August was sixty, and the

Three hours after I introduced the idea of a Signature season,

theatre community felt as though we had just been deprived of

August and I were still at the picnic table, having sketched out

a great friend who had potentially thirty more years of stories

a series that would mark his first work after having completed

left to tell. August’s friends and colleagues, including actor

his epic American Century Cycle, a turning point in his career

and director Ruben Santiago-Hudson and dramaturg Todd

that he was very excited about. We would do three new works:

Kreidler, told his wife, Constanza Romero, how important having

Signature Cinema
Signature screening series of movies by
Signature Playwrights and artists.

August was our guiding light and
that season Signature’s mission
of honoring and celebrating the
playwright never felt so relevant.

Monday, December 10 at 7pm:
To Kill A Mockingbird, screenplay by Horton Foote

Signature Book Club

with us. Together we crafted a season intended to honor and

Constanza fought through her grief to work with us through-

celebrate August’s life and legacy, with three plays showcasing

out the season and remains a fierce promoter and protector

the breadth of the Century Cycle: Seven Guitars, Two Trains

of August’s work. August was our guiding light and that

Running, and King Hedley II.

season Signature’s mission of honoring and celebrating the

Thursday, December 13 at 7:30pm

Every season at Signature is deep and revealing in its own way.
The August Wilson Series was a new challenge for us. Not only

playwright never felt so relevant.
Now in the Center, I walk past August’s image, embedded on

were we in mourning for our friend and colleague, but for the

one of the walls in our lobby, every day. I think of the other

first time we were presenting a season without the writer

playwrights we have lost and deeply miss as well – Arthur,

physically present, which is key to our mission. Yet we

Horton, Lanford, and Romulus – whose portraits also look

soon found August to be the most present playwright
we had ever had. August had a loyal following of
friends and collaborators, such as Ruben, Todd,
Lou Bellamy, David Gallo, and Stephen McKinley
Henderson, and they joined us throughout the
season, sharing their stories, memories, and
insights into August’s world.

5

Monday, November, 19 at 7pm:
Lackawanna Blues, by Ruben Santiago-Hudson

Our next selection is 1999-2000 Playwright-in-Residence
Maria Irene Fornes’ 1977 play Fefu and Her Friends.
This groundbreaking and iconic play about eight female
friends who gather over a weekend at a picturesque
New England country house is a fascinating and
timeless exploration of gender, insanity, and violence.

a season at Signature was to him, and she agreed to continue

James Houghton and
Constanza Romero, 2011.

Learn more about the design process at this pre-show
discussion with one of the show’s designers.
Golden Child: Wednesday, November 28 at 6pm
The Piano Lesson: Thursday, November 29 at 6pm

no one who was there that summer will ever forget when he
read to us the first 20 pages of Gem of the Ocean, ending

Backstage Pass

For a full list of Signature’s supplemental
programming and other special events,
visit signaturetheatre.org.

down on us. They are the bones of this theatre, and this
company is built on them. We keep their legacies alive
through their work, but also through the deep bonds we

Backstage Pass for Heartless,
2012. Photo by Tristan Nash.

formed with them over their years as members of this
community. That connection to the playwright, to each
other, is at the core of what we do.
– JAMES HOUGHTON
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John Lithgow and B.D. Wong
in M.Butterfly, 1988.
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top: David Henry Hwang, 2012.
bottom: Sandra Allan and the
chorus of Flower Drum Song, 2002.
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Throughout his career, playwright David Henry Hwang has

Signature: Where are you from?

wrestled with the idea of transculturalism, with “seeing one-

David Henry Hwang: I was born and raised in Los Angeles.

self in the other.” He writes about the messiness of change,
the pain (and absurdity) of the immigrant experience, and
the conflict between East and West with infectious wit and
probing intelligence. His extraordinary body of work over
the last thirty-plus years has been shot through with a deep
desire for unity, as well as a belief in humanity. He has been
honored with a Tony Award (for M. Butterfly), three Obie

My parents are immigrants; my father came from Shanghai
and my mother is Chinese, from the Philippines. They went
to the University of Southern California and met at a foreign
students’ dance on Halloween.
Signature: Were they wearing costumes?

Awards, and is a two-time Pulitzer Prize finalist, along with

DHH: You know, I always wanted to know. I suspect not, given

being produced all over the world as a playwright, musical

what I know about my parents.

book writer, opera librettist, and screenwriter.
A few weeks before going into rehearsal for Golden Child,
his first Signature production, Hwang sat down with
Literary Director Christie Evangelisto to discuss his formative years, religion, a new Golden Child, and feeding ghosts.

Signature: I read that in high school your primary interests
were music and debating. Do you feel like those interests
have fed your work as a writer?
I started playing violin at age 7. I was a Chinese kid, so I played
the violin! In high school I never really liked it that much. But
when I got to college I started learning to improvise, and

PRODUCTION
TIMELINE
7

F.O.B.
The Public
Theater,
1980

THE DANCE AND
THE RAILROAD

THE HOUSE OF
SLEEPING BEAUTIES

The Public Theater,
1981

The Public Theater,
1983

8

became a jazz violinist. I liked that a lot and played in a lot of

a huge fan of Sam’s – he was one of the writers I became

gave it really good reviews.

bands, one of which was a kind of Asian American protest

most interested in when I started to write plays. So I clipped

It’s interesting to me that the one time as a kid that I turned to writ-

band with the playwright Philip Kan Gotanda.

this thing and sent it in and it was the first year of what came

ing was to try to recontextualize myself, to put my own existence as a

And debate. I was going to a public high school, and was

to be The Padua Hills Playwrights Festival. Sam, Maria Irene

Chinese-American kid in a broader historical context. My grandmother,

recruited… this is so geeky… by this private school in West L.A.,

Fornes, and Murray Mednick tried to teach us to write from

as it turns out, didn’t die. Many years later I used that novel I’d written

as a debater. I think that both interests come in pretty handy

our subconscious. Very soon after I wrote a play to be done

when I was ten as the source material for Golden Child. So I was kind

as a playwright. Certainly I’ve worked on a lot of things with

in my dorm called F.O.B., and fourteen months later that

of collaborating with myself as a younger person, and then my

music, whether they’re musicals, or operas, or plays with music,

opened at The Public in New York.

grandmother came to see the play, and everything came full circle.

Signature: How do you normally start writing a play?

Signature: How did the play develop?

DHH: I need three things in order to write a play: one, I need to

DHH: The play was originally commissioned by South

have a question. There’s something that I don’t understand, and

Coast Rep – I think it still holds the record for the longest

I write the play to find out how I feel about the issue. Second, I

commission they’ve ever had. That first draft led to

like to know vaguely where I’m beginning and where I’m ending.

a co-production between South Coast and The Public.

I think of writing a play as taking a road trip, as driving from New

James Lapine directed the original production and we

York to Philadelphia without knowing how I’m going to get there.

premiered at The Public, then took it to South Coast Rep.

Writing a play is my way of finding the path between two points.

Our Broadway producer, the late Ben Mordecai,

And then the third thing is that I tend to base my plays on other

was interested in taking it to Broadway but we

people’s plays, in terms of form. So with each play there’s a model

felt the show needed more work. So it went on

that I use as a jumping-off point. The Dance and the Railroad

this August Wilson-like developmental tour

is modeled on True West; you have characters that start out in

of the regions. We went to The Kennedy

different places and trade places by the end. M. Butterfly was

Center, Singapore Rep, ACT in

modeled after the Peter Schaffer plays Equus and Amadeus. With

San Francisco, then finally Broadway.

Golden Child it’s hard to tell; the inspiration for that might have

It was a great opportunity to keep

been Dancing at Lughnasa. It doesn’t bare much resemblance to

working on the show.

and though I don’t compose, I’m comfortable around music. I
think there are a lot of similarities between building a play, and
say, building a jazz solo; the way that it builds, the way it hits a
climax. And music, like playwriting, is a time art; it’s not about
notes on a staff, it’s about how the notes sound in the air. I think
playwriting is not about words on a page, it’s about how the
words sound in the air. As for debate, it’s useful that I feel
comfortable speaking in public, as that ends up being an
important part of my job as a playwright.

I think playwriting is not about
words on a page, it’s about how
the words sound in the air.
Signature: When did you first know, or think, you were
a playwright?

I saw some plays at the American Conservatory Theater. I saw

DHH: When I was ten years old my maternal grandmother fell

a production of The Tempest and then The Matchmaker and

only loosely based on my family history,

ill and we thought she was going to die. I remember being that

thought maybe I could do that. So I started trying to write plays

but the basic plot points are all

age and thinking, if she passes away it would be a double loss,

in my spare time, and found a professor who was willing to look

accurate – my great-grandfather had

because on the one hand we would lose my grandmother, but

at them. He told me they were really bad, and that my prob-

three wives and converted to Christianity.

she was also the family historian, so we would lose the history

lem was that I wanted to write plays but didn’t actually know

His first wife died an opium-related

and lineage of our family. She was living in the Philippines at the

anything about the theatre. But this same professor was a good

death. The youngest wife died in child

time, so I asked my parents if I could spend the summer with her

guy, and we designed a playwriting major together. I saw and

birth. The second wife who, depending

and they agreed. I went over and essentially took down what

read as many plays as I could over the next few years, and that

on how you look at it or who you

we now call oral histories; I had her tell all her stories to cassette

essentially became my education.

ask, was the most manipulative of the

tapes and then went back and used the tapes as the basis for

wives, was the one who survived and

The summer before my senior year I saw an ad in the L.A.

a ninety page non-fiction novel about the history of my family,

became the only wife.

Times that said “Study Playwriting with Sam Shepard.” I was

which then got Xeroxed and distributed to my relatives, who

The Public
Theater, 1983

9

Signature: How closely does what happens
in Golden Child resemble what actually
happened to your family?

ever going to become a playwright. My freshman year of college

THE SOUND
OF A VOICE

M. BUTTERFLY
Eugene O’Neill
Theater, 1988

Herbert Perry and
Suzan Hanson in
The Sound of a Voice, 2003.

that anymore, but the original draft of Golden Child did.
Signature: Can you tell us about the trip you took as a tenyear old to visit your grandmother in the Philippines, the
trip that eventually led to the writing of Golden Child?

DHH: I did not grow up going to the theatre; I didn’t think I was

...the one time as a kid that
I turned to writing was to
try to recontextualize myself,
to put my own existence as
a Chinese-American kid in a
broader historical context.

ONE THOUSAND AIRPLANES
ON THE ROOF
(with Philip Glass)
Vienna International Airport, 1988

DHH: The events in Golden Child are

..

GOLDEN
CHILD

AIDA

The Public
Theater, 1996

Palace Theatre,
2000

(book, co-author)

FLOWER
DRUM SONG
(adaptation)
Mark Taper
Forum, 2001

YELLOW
FACE

TARZAN

CHINGLISH

(book)

Mark Taper
Forum, 2001

Richard Rodgers
Theatre, 2006

Goodman
Theatre, 2011
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Signature: Were your grandmother’s feet bound,
as Ahn’s are in the play?

psychologically; that’s how they function in Golden Child.

Asian American is that you’re kind of a perpetual foreigner. One’s forebears could have been

These are characters who are dealing with a level of change

in America for generations and people would still go “Oh, you speak really good English.”

DHH: My grandmother did not have bound feet herself, but she

that requires them to discard beliefs that have sustained their

So we wanted to say that we’re Americans, not connected to our root cultures. But now you

had older siblings who started to bind their feet and then at a

families for generations. Representing that with ghosts, and

have a large group of Asian Americans born overseas. And the world’s smaller. People travel more.

certain point decided not to. It certainly happened within her

people haunted by ghosts, seems a very theatrical, dramatic

As a result there’s this notion of transculturalism – that you don’t have to pick. That you can

generation. After the fall of the Qing Dynasty and the establish-

way to tell that story.

acknowledge all the different influences that make you who you are.

But it was still practiced, particularly in the more rural regions;

Signature: Why is Christianity so attractive to Tieng-Bin?

Signature: Why did this feel like the right moment for your residency at Signature?

it wasn’t so much in the cities. My paternal grandfather had

DHH: During the period in which the play is set, Imperial

DHH: I went through a 10-year period in which I didn’t write a new, original, full-length play.

two wives and one of them had bound feet.

China has fallen, and the Republic of China has started to ex-

Between Golden Child (on Broadway in 1998) and Yellow Face at The Public in 2007, I did a lot

ist. China, at this point, is lagging behind the rest of the world

of other things; I wrote musicals, operas, movies, but I didn’t write any more plays. Jim and I talked

technologically and economically. The educated intellectual

about the possibility of a Signature season towards the end of that period, and I felt like it wasn’t

class is trying to figure out what kind of republic to build.

the right time for me to look back. That if I wasn’t producing new work, it seemed kind of sad.

They looked at Western models. Marxism became important,

And subsequently, thanks to a variety of good things happening, I got a second wind.

and Christianity, and democracy – all Western notions. Doctor

We did Yellow Face, we did Chinglish, and now I feel confident that I’m still an active playwright

Sun Yat-Sen, the George Washington of China, believed in

doing new work.

ment of the Chinese Republic, foot binding became illegal.

Signature: Let’s talk about ancestor worship, and
Confucianism in Golden Child. How does ancestor
worship factor in to the world of the play?
DHH: Confucianism is not exactly a religion; it’s more of a tradition, or a cultural custom. Most traditional Chinese families
have altars to ancestors who’ve passed away. People look at
them in various ways. There are people who literally believe
that if you put food at the altar for a dead ancestor, they will
eat the food. There are holidays in Hong Kong and Taiwan
where you “feed” ghosts, you burn things for them. Nowadays
you can buy paper iPhones or paper cars or paper air-condi-

Stan Egi and
Julyana Soelistyo
in Golden Child,
1996.

democracy and was Christian. I think that when I wrote the
play and began to look at what Christianity meant in China
then, I started to realize that it was a much more complicated,

Signature: Looking back, what do you feel have been your greatest moments,
and what are you still looking forward to?

progressive force than I originally thought. That a man like

DHH: Looking back now, I take a lot of pride in the fact that I’ve been able to have a career

Tieng-Bin, who is trying to move his family forward and him-

for this long and have continued to be productive. I have a lot of satisfaction in being able

self forward, is a microcosm of what China itself needed to do.

to say that it’s been 32 years since I did my first play, and that I’m still interested and trying

tioners to burn. To some extent it’s just a custom as opposed

new things. I’m still trying to become a better writer. And looking to the future, I have lots
of ideas for plays. I want to continue challenging myself form-wise. I’m very driven by

People travel more. As a result there’s this notion of transculturalism –
that you don’t have to pick. That you can acknowledge all the different
influences that make you who you are.
like Halloween, it represents a traditional Chinese respect

Signature: Can you talk about your work as an advocate
for Asian American theatre artists?

for those who’ve come before. In the context of the play, in

DHH: Ever since I was 22, when F.O.B. was done at The Public,

1918, the characters still believe literally in the idea of parents

I have been a very public Asian American. And over the

becoming ghosts. You take care of them by feeding them

course of the last 30 years, the community has changed a lot.

at the altar, by burning offerings. So one of the big conflicts

Certainly when I started out, even the term “Asian American”

of the play has to do with the introduction of Christianity,

was fairly new – people still used “Oriental,” and the idea that

which means that the altars get torn down, and these women,

you could do Asian American plays was new. At this point,

who’ve grown up with this tradition, have to face the idea

I think there’s a lot of freedom for young Asian American

that they’re not taking care of their parents. They feel guilt

artists to do whatever they want. It’s interesting to me that

and shame over abandoning their ancestors.

Young Jean Lee, the writer-director, is not really branded as

to a literal belief in ghosts, but even for people who treat it

form, whether it’s Yellow Face and my attempt at a stage mockumentary, or Chinglish,
a bilingual play that’s one third in Mandarin. With Kung Fu, can I do a play that is not a
musical but has dance and live music? So there’s the idea of trying new things formally,
then using those forms to explore interesting stories. This is a very nice moment to be
both looking back and working forwards, towards the future.

n

Sandra Allen in
Flower Drum Song,
2002.

Jennifer Lim in
Chinglish, 2011.

an Asian American artist. She’s branded as an Avant-Gardist,
Signature: Ancestral ghosts play a huge part in Angels in
America, and in The Piano Lesson as well. How are ghosts
a powerful dramatic tool?
DHH: I think ghosts are a great dramatic device, in movies
and in plays. In plays ghosts can be a little scary, but they’re
more theatrical manifestations of the power of the past. They
function as real in some sense, but can also be explained

and I think that’s great. There are some Asian American
artists who like to write Asian characters and some who
don’t, and the fact that they can do either is a wonderful
thing. I think that’s what is interesting right now, this notion
of transculturalism.
When I was starting out, we were very clear that we were
Americans first, because one of the problems with being
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PUT YOUR SIGNATURE ON SIGNATURE

and Take Your Seat for our 2012-13 Season!
CREATE A LASTING LEGACY BY NAMING A SEAT IN ONE
OF THE PERSHING SQUARE SIGNATURE CENTER’S
DYNAMIC FRANK GEHRY-DESIGNED THEATRES.
•
With a gift of $3,000, we will engrave a theatre seat with
your signature in perpetuity. You will also experience
The Pershing Square Signature Center as an Emerging
Patron for one year, including two complimentary seats
to every production in the 2012-13 Season.

ASK THESIGNATURESTAFF
What is your most memorable encounter with a playwright

during your time at Signature?

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

Layhoon Tan

Allison Bressi Company Manager

Yi-Chen Lai

On the morning of the first Blood Knot production meeting

In my first month at Signature as an intern,

Athol Fugard called me to say that the shower in his

I was assigned as an usher for Edward

I was working at my desk one day

apartment was not working. This was maybe our second

Albee’s Occupant opening night. I went into

and my phone rang. With our

conversation ever, so I was still a little nervous. Terrified of

the theatre before we opened the house

very advanced caller-ID enabled

making him late, I promised to look at the shower first thing

and there I saw Edward Albee, sitting in

phones at Signature, I was able to

after the production meeting. When I shyly met him

silence and looking at the empty stage.

Business Manager

Associate Production Manager

tell who the caller was. The LCD

Photos by Tristan Nash.

afterward he was standing with the entire design team

I felt I interrupted a sacred moment and should leave, but all

screen display on the phone said “Albee, Edward.”

and some Signature staff members. Out of nowhere he

of a sudden he turned around, looked at me and said, “Do you

Why is Edward Albee calling me? Edward Albee

interrupted the conversation, looked directly at me and

need my ticket?” At that moment my brain went blank and

never calls me. The playwright usually does not

said, “Allison my love, it’s shower time.” That was it.

my heart raced. All I could think was, “OMG, he is THE Edward

call the associate production manager. I picked up

No one asked any questions and I left the theatre blushing

Albee, I did The Zoo Story in my freshman year in college and

the phone. “Hello.” Edward Albee: “This is Edward

as he chuckled to himself. We’ve been friends ever since.

now he is talking to me!” I was so nervous and all I said to him

Albee.” Me: “Good morning. This is Lay-Hoon.”

was “No, you can keep the ticket!” and ran away. That’s my

I stressed on pronouncing my name, as I wanted to

very first encounter with an American legend!

make sure he got the right number/person he was

To Put Your Signature on Signature, please contact Anna Frenkel
at 646-388-8128 or afrenkel@signaturetheatre.org.

looking for. Edward Albee: “Yes, I know,” he said

Jake Heinrichs

Lighting Supervisor

I was standing on 42nd Street with Athol
Fugard the day that the automobile, a scenic
element for The Train Driver, arrived and was
being loaded into the building. It was great
to see his joyful enthusiasm about the
upcoming production even as the scenic
carpenters struggled to find a way to load a car into a service
elevator. At a certain point I turned to Athol and asked as to
why he couldn’t write a play with a hot tub as a set piece.
He promised his next play here would definitely have one.

:
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emphatically. What was I thinking? It’s Edward
Albee. Surely he knew who he was calling.

Chris Fuller
Audience Services Manager
During the Inaugural Season at

25

The Pershing Square Signature

$

Center, we had been working on
designing merchandise with

TICKETS!

playwright quotes for the
bookstore for over two months. We had finally
gotten to the point where we were seeking

David E. Bruin

Campaign Associate

Tony Kushner said the coffee I made was
“terrible.” Admittedly, I couldn’t find a dry
measuring cup and my heart was beating
furiously, but it was still a fall from grace on
par with Paradise Lost. One second, I was
greeting Tony, shaking hands – the next,
my favorite writer told a co-worker that I was a disgrace of a
barista. Nonetheless, after fighting back (mostly) metaphorical tears, I sat in awe for the next 90 minutes transfixed by
an interview with Tony and feeling blessed, in the Kushnerian
my fault, and I hope he never finds out. But if he does, he can
have a latte on me.

13

Signature has committed to this program for
the next twenty years as The Signature Ticket
Initiative: A Generation of Access. With the
support of Lead Partner The Pershing Square
Foundation, we have secured half of the
funding required to make this visionary
commitment a reality.

playwright approval. It happened that we did not
have Athol Fugard’s approval yet and we had
designed a couple items with his words in mind.
I was checking in with one of the bookstore
attendants in the store during the day just as
Athol was in the building rehearsing The Train

To learn more or to support the future
of the Signature Ticket Initiative,
visit signaturetheatre.org/initiative

Driver. While I was talking with the attendant
he came up to purchase a handful of items.
I asked him if we could use his quotes on future

Lead Partner

merchandise and he said (with his funky

PERSHING SQUARE
FOUNDATION

South African accent) “I would be honored.”
Mission accomplished.

n
Photo by Gregory Costanzo.

sense, that I was there. I don’t think he knew the coffee was

The Signature Ticket Initiative is a ticket subsidy
program. Donations from foundations, corporations,
and individuals like you underwrite 66% of the cost
of every seat. By offering every ticket during a
production’s initial run for $25, we make the
experience of attending our theatres democratic
and accessible to all.

Founding Sponsor

Additional seed support provided
by the Ford Foundation, Margot
Adams, the Rockefeller Brothers
Fund, and the New York City
Department of Cultural Affairs.

T H E F A C E S A N D P H O T O G R A P H Y O F G R E G O R Y C O S TA N Z O

Since 2008, Gregory Costanzo has captured Signature Theatre at its most striking.
From his often humorous and always stunning behind-the-scenes photos to his
high-art studio work, Gregory’s work never fails to showcase the personalities that
make up the Signature family. To honor and celebrate Gregory’s work over the last
five seasons, we have gathered together just a few of our favorite portraits. In each
one, these unmistakable characters become larger-than-life, illuminated and enlivened
through Gregory’s lens. For more of his work, visit gregorycostanzo.com.
A book of his photos from Katori Hall’s Hurt Village, as well as limited edition prints
of his photographs for Signature will be available in the Signature Bookstore soon.

top, left to right: Frank Wood in Angels in America by Tony Kushner, 2010; Michi Barall in Queens Boulevard (the musical)
by Charles Mee, 2007; Jenny Dare Paulin and Maggie Lacey in The Orphans’ Home Cycle by Horton Foote, 2010.
bottom, left to right: Lloyd Watts, Tonya Pinkins, Ron Cephas Jones, Saycon Sengbloh, Charlie Hudson III, Marsha Stephanie Blake,
Joaquina Kalukango, Corey Hawkins, and Nicholas Christopher in Hurt Village by Katori Hall, 2012; Amari Cheatom in Zooman and
the Sign by Charles Fuller, 2008.
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SIGNATURE THEATRE RETURNS TO
AUGUST WILSON’S HILL DISTRICT IN
PITTSBURGH WITH THE FIRST NEW YORK
REVIVAL OF HIS PULITZER PRIZEWINNING PLAY, THE PIANO LESSON.
RUBEN SANTIAGO-HUDSON DIRECTS THE
PLAY ON THE IRENE DIAMOND STAGE.

AUGUST WOULD START WITH AN IMAGE, OR WITH SOME DIALOGUE,
THEN WOULD START WRITING WHAT HE HEARD IN HIS MIND.
THE MYTH OF HIM WRITING ON NAPKINS, PLACEMATS AND THE
SIDES OF NEWSPAPERS IS TRUE!

Amongst the designers we were saying,

The Piano Lesson premiered in 1987 at Yale
Repertory Theatre under the direction of Lloyd
Richards. Also working on the production as costume
designer was a third-year Yale Drama School student
named Constanza Romero. Romero and Wilson
married in 1994 and she went on to design costumes
and the show artwork for several more of his plays.
Romero also became a trusted sounding board
and occasional “visual dramaturg” for Wilson in
his writing, and when Signature produced the
2006-07 August Wilson Series after his passing in
2005, she stepped in as the season’s Associate Artist
and helped shepherd the plays to production.
From her home city in Seattle where she lives with
her and Wilson’s fifteen year-old daughter, Azula,
Romero spoke with Literary Associate Kirsten Bowen
about The Piano Lesson, her working relationship
with Wilson, and the older and forthcoming
generations of “Wilsonian Warriors.”

“No, Berniece should have the piano!”
“No, Boy Willie should have the piano!”
There was such a direct contrast
between those two characters’ sense
of history and their value of the piano.
I certainly felt that I was working on
something very important, and that
I was at the right place at the right
time in 1987.
Signature: What was August’s
writing process like?
CR: I always saw a parallel between
August’s and Romare Bearden’s
work. In my opinion, they were
both collagists. August would
start with an image, or with some
dialogue, then would start writing
what he heard in his mind.
The myth of him writing on
napkins, placemats and

Signature: What inspired August to write
The Piano Lesson?
Constanza Romero: One of August’s main influences
was the work of artist Romare Bearden. In the
painting, The Piano Lesson, there is a figure of a
mother standing over a small girl playing the piano.
Romare Bearden, The Piano Lesson, 1983.
Art © Romare Bearden Foundation/Licensed by VAGA, New York, NY

August thought the girl was perhaps doing her scales
and heard the mother say, “Play it again, Maretha.”
This was the genesis of the play. Many of August’s
plays started with a character speaking to him.

August Wilson, 2005.

Signature: What was it like to work on the
first production?
CR: I felt very privileged to be part of his newest play,
and to be chosen by my teachers to design it. Entering
August’s world of characters was such a rich experience! I read the whole play in one sitting. What really
struck me was that I didn’t know whom I was rooting for.
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the sides of newspapers is true! He didn’t have an image about the finished play, nor how it was all going to come together,
but by writing a piece here and another piece there, the play slowly came into focus. He was inspired by the actors during the
rehearsal process; sometimes they would surprise him with something they discovered about their character that he hadn’t
thought of before. He worked late, late into the night. I loved hearing the clicks of his keypad as he transferred his daily work
to the computer. Writing for him was never a chore, or work. If it ever felt this way, he would put his pen down, even if people
were waiting for a rewrite. It seemed like the world of characters he inhabited was so vast, that the writing was an effortless

IT SEEMED LIKE THE WORLD OF
CHARACTERS HE INHABITED WAS
SO VAST, THAT THE WRITING WAS
AN EFFORTLESS COMPULSION
TO SHARE THEIR STORIES.

compulsion to share their stories.
Signature: What were your collaborations with him like?
CR: August had a keen visual eye. If I did a painting, if I did a costume sketch, he would respond immediately and would get

period he was working on. When he was writing the character

what I was trying to convey. During the time we worked on Seven Guitars, which was the first play he wrote after we moved

of Aunt Ester, I found a beautiful photograph of a younger

together to Seattle, he would come up and eat sandwiches by my work table. As he

woman washing the feet of an older woman. I showed it to

saw the sketch I did for Red Carter, the drummer in the play, he said, “Hmm, I’m going

him, and that’s how he got the idea for writing the scene

to go downstairs and write him more like the way you made him look.” We exchanged

where Black Mary is washing Aunt Ester’s feet [in Gem of the

ideas. I would read what he was working on, and kept up with how he was developing

Ocean, 2003]. In a way, I was almost like a visual dramaturg

his characters. He had a way of talking about them non-stop so I felt like I lived with

for him. As I lived with him, as I lived with these characters,

them already. Sometimes, it got to the point where I would say, “OK, I have to go to

I learned so much. It was a great way for me to grow not only

bed now, I can’t hear anymore!” I would also find research and photographs from the

as a costume designer but as a theatre artist.
Signature: Does The Piano Lesson have a special
meaning for you among his work?
CR: Oh, for me it has a lot of meanings. I met August
through The Piano Lesson. I traveled with the show
for a couple of years, and met amazing actors.
Because of The Piano Lesson, I became an
August Wilson fan for life!
Signature: You have referred to some of the actors who
have frequently appeared in August’s plays as “Wilsonian
Warriors.” What is a Wilsonian Warrior and what does
an actor need to be one?
CR: When I first coined the phrase “Wilsonian actor,”
August got a big chuckle out of it because, in the theatre,
one always speaks about Shakespearean actors, and what
they have to possess in their arsenal of tools in order to

this page, clockwise from top right:
Frankie Faison in Signature’s Two Trains Running, 2006.
August Wilson and Constanza Romero.
Tommy Hollis, Keith David, Roger Robinson, and Ruben Santiago-Hudson
in the Broadway production of Seven Guitars, 1996.

this page, clockwise from left:
Starletta DuPois and Lou Myers in The Piano Lesson
at Yale Repertory Theatre, 1987.
Lloyd Richards and August Wilson, 1987.
Constanza Romero and Roslyn Ruff, Signature Theatre, 2006.
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IF THERE IS ONE UNIFYING THEME IN AUGUST’S PLAYS IT IS THE
QUESTION, AS A PEOPLE, HOW CAN WE GO FORWARD WITHOUT
CONFRONTING AND EMBRACING THE PAST?

AUGUST
WILSON

met him, which was during Seven Guitars, when he played Canewell,
August fell in love with the way that Ruben could roll out the words,
the humor, and the humanity inherent in his characters, as though he
had known them a long, long time. He was one of those actors whose
roles kept growing with rewrites, because he was so inspirational.
I’m so happy to have Ruben be an interpreter of August’s plays now,

AT SIGNATURE

and grateful that he can pass his passion on to future generations.
tackle Shakespeare. But I also think that there is a

If anyone deserves the title of Wilsonian Warrior, he does.

certain actor who can tackle August Wilson. That actor
has a love for the language, an understanding of the
musicality in the writing, and something else that is
hard to put my finger on. That is, a kind of responsibility, a clarity of August’s struggle and the power of
left to right:
Roslyn Ruff in Signature’s
Seven Guitars, 2006.
August Wilson
in Pittsburgh.
Russell Hornsby
in Signature’s
King Hedley II, 2007.

the ideas contained in the ten plays, The American
Century Cycle. This is why I added the “warrior” part
after he passed. Those warriors, they are theatre
artists who keep his work alive. Seven years have
gone by, and a whole new generation of “Wilsonian
Warriors” are coming up. I think it’s fantastic.
Jason and Brandon Dirden, they are the new wave.
They seem to have the musicality of language and the
love for putting these words together in their blood.
Signature: What about someone like Ruben SantiagoHudson, who has gone from acting in August’s work
to now directing it?
CR: Ruben was one of August’s favorite actors.
There’s no question about it. From the time that we

CR: Oh goodness, because of my history with Signature! Jim and I

SIGNATURE THEATRE’S
RELATIONSHIP WITH AUGUST
WILSON BEGAN IN 2002

collaborated on The August Wilson Series in 2006, a year after August

when Wilson and the company commit-

Signature: Why revisit The Piano Lesson now and why with Signature?

passed, six years ago already! I was still deeply grieving his loss then,

ted to presenting a series of the writer’s

and found that the sound of all of August’s beautiful words being

work in 2005. Wilson’s season was to be

rehearsed and performed in succession was a source of great comfort.

a new beginning for the playwright, who

If there is one unifying theme in August’s plays it is the question,

by then would have completed his epic

as a people, how can we go forward without confronting and

ten-play The American Century Cycle.
In October 2005 August Wilson passed

embracing the past? It is an important question posed in

away from liver cancer. His season with

The Piano Lesson. The legacy of the piano is a part of our
collected American history. The combination of the African

Signature was postponed for a year and

carvings and the traditional European musical instrument are

with his wife, Constanza Romero, acting in
his stead as Associate Artist, was reconceived

what make the piano in the story so unique and valuable.
That is the richness of culture we have at our disposal in this

as a tribute to his life and work. The season

country, the promise of being more together than apart.

was also an opportunity to bring together

I remain proud to still be involved with August’s work.

many of Wilson’s friends and collaborators

And to have my daughter, Azula, still be able hear her father’s

to celebrate and continue his legacy.

ideas, his humor, his philosophy on stage is sheer joy!

n

The August Wilson Series began with Seven
Guitars, the 1940s chapter of the cycle. The play
was directed by Ruben Santiago-Hudson, who
received a Tony Award for Best Featured Actor
for his role as Canewell in the 1996 Broadway
production of Seven Guitars. Roslyn Ruff received
an Obie Award for her performance as Vera.
The series continued with Two Trains Running,
which takes place in 1969. The play was directed
by Lou Bellamy, Founding Artistic Director of
St. Paul’s Penumbra Theatre, where Wilson received
some of his earliest professional productions.
Bellamy received an Obie Award for direction.
The production and featured actor Arthur French
received Lucille Lortel Awards.
The season closed with King Hedley II, Wilson’s
follow up to the events and characters of Seven Guitars,
which he set in 1985. Derrick Sanders, Founding
Artistic Director of Chicago’s Congo Square Theatre,
directed the play, which received Audelco Awards for
Lynda Gravatt (Lead Actress), Lou Myers (Supporting
Actor), Thom Weaver (Lighting Design), and David Gallo
(Set Design).
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Marsha Stephanie Blake
in Hurt Village, 2012.

BEHIND THE

SCENES

lightingdesign
Allie Gallerani
in My Children!
My Africa!, 2012.

that starts with a thorough dramaturgical

theatre in Pittsburgh. It was song and

understanding of the source material.

dance and puppets. I was mesmerized.

Describe a typical collaboration with the

What attracted you to lighting design?

playwright, director, and other designers.

Light reveals form and tells the audience

Nothing is typical; no show is the same.

where to look and even how to feel.

The most satisfying ones for me are ones

I enjoy subliminally manipulating the

where the level of dialogue is open and

audience in a positive way!

unencumbered. Ultimately, it’s not my
lights, your acting, her costumes, and his
set, etc. It’s our show. If it’s a good idea,
who cares where it came from?

How do you begin the design process?
I read the play and create my personal
point of view to the piece, and I try to
associate with one character in the play.

marcus doshi

What was it like working at the Center?

This gives me a road map of ideas of

Athol Fugard’s My Children! My Africa!

It’s terrific. I’ve worked in venues all over

how I want to create the environment

the world in all manner of conditions,

in which the characters live.

What attracted you to lighting design?
With light, as a collaborator, I can react
to the way the story is unfolding during
rehearsal, allowing it to evolve both in

and the Center really has it nailed.
The real strength of Signature is the
community of people who come
together to make the shows.

In the third of our “Behind the Scenes” series, we sat
down with some of our recent lighting designers to
discuss their work at Signature and their creative process.

Describe a typical collaboration with the
playwright, director, and other designers.
In an ideal world, we have a first meeting

sarah sidman

What was it like working at the Center?

comprehensible to me. Applying the very

It was absolute joy to be a part of

abstract study of the geometry of light

The Linney’s inaugural creative team!

to the very human questions which are

What inspired you to work in theatre?

Exploring the show and the space

the concern of good theatre is an end-

Theatre people. And the openness of

simultaneously and working together

lessly rewarding occupation.

expression that theatre demands.

with both the dedicated show team

Katori Hall’s Hurt Village

with the director and all the designers

What attracted you to lighting design?

together in the same room. Then we

david lander

I came to lighting through a passion for

share our ideas. We will often free-

photography and an interest in the ways

I feel strongly that light is nothing with-

Edward Albee’s The Lady from Dubuque

associate, bouncing ideas off each other.

in which light sculpts a scene and helps

out that which it reveals – so the most

We then go off on our own and refine

bring its elements into focus. I fell in love

What inspired you to work in theatre?

important part of the process is under-

ideas. I always love the first meeting.

with the participatory and alive nature of

I saw a bicentennial show, while in

standing what is important to reveal and

It is invaluable, where ideas germinate.

theatrical lighting design. How integrated

elementary school, in a large downtown

terms of composition and in terms of the
light’s relationship to the actors’ work.
How do you begin the design process?

into the work the timing is, how every

and the full-time Signature staff in daily
search of discovery and solution was a
privilege. I was truly thrilled to come to
work each day. And coming and going
through the lobby each day is an added
perk…you never know who you’ll run into
at the Center, but sooner or later you’re
bound to run into everybody!

Colman
Domingo
and Scott
Shepherd in
Blood Knot,
2012.

story, and how in-the-moment every

stephen strawbridge

aspect of the show can be. Entering the

Athol Fugard’s The Train Driver and Blood Knot

world of the stage through lighting helped

After reading and re-reading the play I
put down on paper something I call a
structure. The structure is not an attempt
to get at what the lighting will look like.
It’s the skeleton, or framework that will
underlie the lighting the way the steel
frame of a building supports the façade.
Describe a typical collaboration with the

decision plays a part in the telling of the

Jane Alexander and Peter Francis James in
Edward Albee’s The Lady from Dubuque, 2012.

How do you begin the design process?

playwright, director, and other designers.
I don’t know if there is any such thing as
typical when it comes to collaboration in

What inspired you to work in theatre?

the theatre. However, what’s always true

What inspired me to focus on the

is that it’s very hard to talk about light-

How do you begin the design process?

theatre as a possible vocation was

ing. The set designer has the model; the

I start with the text, searching for ques-

mainly the influence and example of

costume designer can present sketches

tions and for what I don’t understand or

some remarkable actors, directors and

and swatches; music and sound cues can

for where I am left longing to know more.

designers, both teachers and students, I

be listened to in advance; but the lighting

I read looking for the structure of the

encountered at the theatre department

designer has only words. Visual research,

play, the overall journey of the charac-

at my undergraduate college. Even in

photos or paintings, have some value, but

ters and the story, and for the individual

that idealistic time I was amazed by the

they can easily be misinterpreted. There

voices highlighted. When I begin, I’m

commitment many in that group showed

is no way to truly represent, or to even

starting from a place of emotion, looking

toward their art.

know, how the light will work in the actual

me to discover theatre’s vibrancy and life.

space. So there must be a great degree of

to find the rhythms of the play before
fixing upon its images.

What attracted you to lighting design?

trust in the pre-production period. n

The architecture of light in space is easily
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IN THIS THER
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SPOTLIGHT

WE PUT OUR SIGNATURE ON SIGNATURE

The Dirden brothers talk about August Wilson,
The Piano Lesson, and working with
Signature Theatre.

The Pershing Square Signature Center was designed to be a place where everyone artists and audience members alike - could share their story. With the “Put Your

Brothers Brandon J. and Jason Dirden play Boy Willie

Signature on Signature” campaign, we invited members of the Signature community

and Lymon (respectively) in Signature’s production of
The Piano Lesson by 2006-07 Playwright-in-Residence

to create a lasting legacy by naming a seat in one of the new Frank Gehry-designed

August Wilson. The Dirden brothers hail from Houston,

theatres. Honoring a loved one, commemorating a special milestone, or celebrating

Texas, and have appeared together in several shows during

a lifelong love of theatre – every seat at Signature has a story. Here are some of

their professional career, including The First Breeze of Summer

these stories, as told by the people who named them.
The Wolkowitz family admires Morty and Anita’s chairs
in The Griffin.

by Leslie Lee during Signature’s 2008-09 Negro Ensemble
Company Season. They recently sat down for a conversation

Michael Wolkowitz & Hope Holiner
“We chose to put the names of Michael’s
parents, Morty Wolkowitz and Anita KealWolkowitz, on two of the new seats at Sig-

theatre at the center of their hearts and

Naming a seat in her honor is a

at the center of their marriage.”

modest way of honoring and

Christine Millen

about August Wilson, director Ruben Santiago-Hudson,
what it’s like working together, and what they’re looking
Brandon J. and Jason Dirden in
The First Breeze of Summer, 2008.

remembering this special person.
my life with my mother. Now every

nature in honor of their Sixtieth Wedding

REMEMBERING MARY JARRAMS FOSTER

Anniversary. This year also marks Anita’s

“In 1960 Aunt Mary took me to see Peter

sixtieth year as an active working member

Shaffer’s Five Finger Exercise in London.

of Actors Equity. Morty, on the other

I was 17 and the family on the stage

hand, has only been producing theatre

depicted a life which was nothing like

Jamie DeRoy

in New York for about fifty years or so.”

what went on in my tiny English village.

“What better way is there to show support

More than fifty years later, I remem-

of a great theatre company and at the

ber the excitement of that night. Aunt

same time make a difference? I jumped

Mary introduced me to the real theatre,

at the chance to put my signature on

where live actors tell the playwright’s

Signature. It is one of the most beautiful

story directly to the audience. Aunt

theatre complexes to come along in quite

Mary loved the theatre and now she has

some time, not to mention the fine work

a seat at every Signature performance.”

time, I just knew that it wasn’t A Christmas Carol.

likes each other and appreciates each other. And it’s because

they consistently present. I feel I am in the

Jason: I remember that play so strongly. The story and the words

of Ruben. The first day of rehearsal, he’s like “Look. We’re in

CELEBRATING EVELYN E. FOSTER

good company of all the playwrights that

this together. It’s a family.”

of all places for theatregoers to learn the

Signature has presented, in addition to the

and the rhythms and the way people were talking – I mean, I

“The other seat is for my mother; my

wasn’t even really into acting at the time. But I really enjoyed it.

names of two people who have had the

actors and staff that work there.”

Brandon: I agree with that. And to add to that, I would definitely

beautiful, generous, courageous mother.

Brandon: An actor in that production told me, and I was maybe

say that Signature was our first artistic home for our family with

just figuring out that this was what I wanted to do, he told me,

The First Breeze of Summer. They always made us feel that we

“Remember August Wilson’s name. He’s going to feed your

were more than welcome, that they were honored to have us.

family one day.” That was twenty years ago, and August Wilson

Every time I walk through that door, it’s like I’m home.

has fed my family time and time again.

Jason: And we were cast as brothers in that show!

“We wanted to honor them in a lasting
and meaningful way. That meant it had to
involve giving to the theatre. They have
always been especially devoted to the theatres off-Broadway that foster innovative
work and talent. It had to be Signature.”
“Those two seats at Signature will be
there for a very long time. It is the best

time I go to Signature it is another
moment to relive some of them.”

n

What is your story? A gift of $3,000 names a seat in either The Diamond or The Griffin, and provides you with two complimentary
tickets to every production and access to the full breadth of activity at the Center for one full year as an Emerging Patron.
If you would like to join Michael, Hope, Jamie, Christine and many others and Put Your Signature on Signature, call 646.388.8128.
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forward to about working with Signature again.

I have many happy memories of
Brandon: The first time I did an August Wilson play was in 1990,

room – and he may deny this, I dunno, but I felt this look of,

I believe. I was eleven or twelve. I was in Houston, Texas and I

“Kenny! Who is this young dude playing my Lymon?

was cast as the young boy Ruben in a production of Joe Turner’s

Who is this cat?” But it turned out great.

Come and Gone directed by Claude Purdy.

Brandon: Ruben has a direct connection to August, his mind,

Jason: I went to go see him in that! I must have been nine.

heart, his spirit, and he has a great way of sharing that and not

Brandon: I was a student at a performing arts middle school, and

keeping it to himself. When you have someone like that it

the Alley Theatre was casting for A Christmas Carol. I remem-

provides something intangible.

ber them coming up to me and my mother at the audition and

Jason: The first show we all did together was The First Breeze

saying, “Can he stay after to read for something else?” I was so

of Summer at Signature, and there were what? Fourteen actors?

bummed! I thought maybe they pulled me out of the Christmas

It’s not often where you get thirteen or fourteen actors in one

Carol audition. I had no idea who August Wilson was at the

show where everyone genuinely loves each other. Like, really

Jason: I wasn’t in an August Wilson play professionally until

Brandon: Yeah, and in this show [The Piano Lesson], we’re cast

2008 at the Kennedy Center. Kenny Leon spearheaded August

as buddies. The lines between brothers and really good buddies

Wilson’s 20th Century Cycle, and invited me to play Lymon in

are often blurred. I mean, look at this: Lymon and Boy Willie have

The Piano Lesson. I was really excited, but when I got onto the

taken a trip, for a couple of days, in a busted up truck with a

internet I saw that many of the actors in it were the originators

stack of watermelons on the back. I mean, if they’re not brothers

of the roles. So I’m the only new face, and I’m like, I know this is

by the end of this trip, you know, they’ll never talk to each other

a staged reading but I’m going in off-book. It turned out great.

again! And we learn throughout the play they’ve been in all kinds

Actually I ended up having to do two other roles in the cycle.

of shenanigans together. And we can draw on that closeness.

Brandon: Did you go in off-book for those as well?

Jason: We can be honest with each other on and offstage.

Jason: (Laughter) No! I did meet Ruben [on The Piano Lesson].

I can trust him, because he’s my brother. And he can trust me.

n

He was playing Boy Willie. I remember, when I walked into the
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IN SIGN
THE DANCE AND THE RAILROAD

THE MOUND
BUILDERS

DAVID HENRY HWANG
DIRECTED BY MAY ADRALES
BY

BY

BEGINS FEBRUARY 5, 2013
On a California mountaintop in 1867 near the Transcontinental Railroad, Chinese “Coolie”

LANFORD WILSON
BONNEY

DIRECTED BY JO

laborers strike to protest low wages and long hours. Faced with the “Gold Mountain’s”

BEGINS FEBRUARY 26, 2013

promises as well as its betrayals, two workers find their humanity in the theatrical traditions

A team of archeologists descends

of their homeland. One of his earliest plays, David Henry Hwang’s The Dance and the Railroad

on an Indiana town to unearth the

uses the stagecraft of Chinese opera to tell an intimate and haunting American story.

mysteries of the Mound Builders.
As they excavate the remains of this

THE BILL IRWIN AND DAVID SHINER PROJECT
BILL IRWIN and DAVID SHINER
DIRECTED BY TINA LANDAU
CREATED BY

Native American civilization, they
confront powerful and dangerous
forces of ambition and legacy.
This searing drama of class,
culture and gender clash won

BEGINS FEBRUARY 12, 2013

the 1975 Obie Award for

2003-04 Playwright-in-Residence Bill Irwin reunites with fellow clown David Shiner for a

Distinguished Playwriting.

new work combining their inimitable magic, slapstick, and hilarity. Using music, technology,
and movement, plus other tricks up their sleeves, Irwin and Shiner create another wild and
remarkable outing of theatre for a new generation of audiences. Signature is proud to
present this dynamic duo’s first collaboration since the smash Broadway hit Fool Moon.

DAVID HENRY HWANG

photo: Gregory Costanzo

BILL IRWIN & DAVID SHINER

photo: Gregory Costanzo

LANFORD WILSON
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