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Court Theatre is the Tony Award-winning professional theatre of the University of Chicago, 
dedicated to innovation, inquiry, intellectual engagement, and community service. Court 
endeavors to make a lasting contribution to classic American theatre by expanding the 
canon of translations, adaptations, and classic texts. The theatre revives lost masterpieces; 
illuminates familiar texts; explores the African American theatrical canon; and discovers 
fresh, modern classics. Court engages and inspires its audience by providing artistically 
distinguished productions, audience enrichment activities, and student educational 
experiences. In all of this work, we are committed to recognizing, addressing, and 
eradicating racism, as we strive to better serve our South Side community.

ABOUT COURT THEATRE 

Dear Court Theatre Family,

The Island tells the story of a prison devoid of bars. Through John and Winston, 
we’re transported to Apartheid-era South Africa and, more specifically, to 
Robben Island. A detainment center for political prisoners (most famously, 
Nelson Mandela), it is a physical manifestation of state-sanctioned cruelty.

However, to classify The Island as a play solely focused on the prison system 
would be doing it a disservice. Rather, the whole play hinges on one of the most 
fundamental human emotions: love. 

It’s a tale of John and Winston’s brotherly love and their inextricable bond 
formed in the crucible of brutality and injustice. It’s a love letter to those who 
came before, shining a light on past struggles, thereby allowing us to see 
ourselves more clearly. And John and Winston’s staging of Antigone is a glowing 
endorsement of the creative process as liberatory practice. 

That process of reenvisioning the classics—as we do at Court—throws the play’s 
fundamental questions into sharp relief. Who gets to determine accountability? 
How do we add to ongoing, nuanced conversations about justice? 

These questions don’t dissolve once the stage is clear and the actors are out 
of costume. They persist—through this production of The Island; through its 
companion piece, our own upcoming interpretation of Antigone; and long into 
the future. We invite you to ask them of yourselves, and we invite you to explore 
how art restores the humanity that so many institutions, systems, and laws are so 
hungry to strip away.

Don’t turn a blind eye to the inhumanity of Robben Island. But first, see John 
and Winston in their full personhood. See the love. That’s the beating heart, the 
beating drum, of this protest play. 

With gratitude,

,

Charles Newell				    Angel Ysaguirre 
Marilyn F. Vitale Artistic Director		  Executive Director
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IN CONVERSATION
	 DIRECTOR / ASSOCIATE ARTISTIC DIRECTOR

GABRIELLE RANDLE-BENT
	

Associate Director of Marketing Camille Oswald sat down with 
Director, and Court’s new Associate Artistic Director, Gabrielle 

Randle-Bent to learn about her approach to The Island.

What attracted you to The Island?   
I first learned about Fugard and his work in 2008 when I went to South Africa as a 
student; it was there that I was initially exposed to the rich, witty, and subversive tradition 
of South African political protest performance. Since then, in the last few years at Court, 
I’ve grown to really appreciate Greek theatre. Specifically Sophocles. There’s something 
about his themes and how they resonate through time, and the more I thought about it, 
the more I saw how The Island is one of these resonances. It feels like we’re living in a 
similar moment right now, where people are questioning the efficacy and the sustainability 
of democracy; understanding that the law is not always righteous; and serving all kinds of 
rules and ideas of what’s right and what’s wrong. 

This all gets a little bit topsy-turvy, but what I love about The Island is that it ties these 
themes back to people. It’s political because it’s about John and Winston’s humanity; it’s 
not about their incarceration. As a result, it makes the violence evident without celebrating 
the violent action and that was really intriguing to me.

Why did the play staged by John and Winston have to be Antigone?  
What is it about that play that makes it particularly resonant?
Antigone is a political activist. She’s a revolutionary. She speaks truth to power—not in 
spite of the consequences, but because of the consequences. She’s giving her life fully 
to what she believes is right. For Winston, burning a passbook [the act for which he is 
incarcerated] is no more complicated than throwing dirt over your brother’s body; both 
are literally a flick of the wrist. But the fact that something that simple might have mortal 
consequences is always going to be the strongest critique of a violent regime. Antigone 
shows that the smallest acts of resistance are the ones that oppressive powers fear the 
most. 

What does The Island teach us about the creative process?
Fugard, Kani, and Ntshona devised this show together; they were co-creators. Fugard 
wrote the words, but only one third of this play is actually dialogue. All of the stage 
directions, all of these beautiful interludes, were John and Winston figuring out how to use 
their skills as these prolific, amazing performers to tell a story that simply isn’t full with just 
words. The challenge that this poses for our team—and the thing that I’m most excited 
about—is that in order for this production to be as alive, as relevant, and as engaging 
as I know it can be, we have to make it together. It’s something that should be re-made 
through the creative process, rather than re-staged; to try to be faithful to the text is 
actually a kind of infidelity. You have to make it alive for your moment, for the relationship 
between the two men you’re working with, and for the political stance they’re taking in 
their society today. Using that as a starting point is really thrilling.

continued
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What does The Island teach us about freedom? 
We live in a carceral state in America. We have a carceral mindset. We imagine that if we 
put everything awful behind a closed door, then it’s handled. I mean, there are millions of 
young people—mostly men, and mostly Black men—that we have literally thrown away 
in the prison system. The idea that that has something to do with justice, or that that’s the 
mark of an advanced civilization, is so distorted and disgusting that it can be hard to not 
focus on the walls first. It’s extremely difficult to not focus on what a prison is, what it does, 
and how it dehumanizes, destabilizes, and debilitates people. 

The beautiful thing, because of how Robben Island works, is that the walls are 
inconsequential. Robben Island is an island on the edge of the world. There’s nowhere 
to go. Once you take away the walls, it’s a great way to conceptualize what incarceration 
really is, what it does, how it’s used by the state, and how people resist. For example, you 
can talk about what’s wrong with a birdcage all day long. Or, you can invite someone to 
watch how a caged bird acts. All of a sudden, you don’t have to make the argument for 
why a cage is cruel. 

I hope that The Island creates space for people to feel the deep humanity of these men. 
And that by seeing them, audiences feel differently equipped—whatever that might 
mean—to think about our own Johns and Winstons, our own captives in this country, and 
what every single person means to a community, to a family, and to a space.

How can theatre serve as a tool for political resistance? 
Theatre, and live performance in general, is a tool for generating empathy. It gives us a 
new way of recognizing how our humanity is connected—even in our difference, even 
in our separation from someone, or an idea, or a moment in time. So often, we’re really 
excited to talk to one another, but theatre asks you to sit in a dark room, to see, and to 
listen. That’s the first step towards a more compassionate and empathetic society, so in 
that way, it’s political.

How does John and Winston’s staging of Antigone reflect Court’s 
mission of reimagining classics?
It fits perfectly, doesn’t it? It’s like they wrote the play for us! For the past few years, 
Charlie [Newell] and I have been working with the Civic Actor Studio, a program for 
leaders on the South Side that’s organized by the University of Chicago’s Office of Civic 
Engagement. And, in the Civic Actor Studio, we actually read scenes from Antigone! 
We read scenes, and we ask the folks involved to look at Ismene, Antigone, Creon, 
and Haemon and decide who they’re similar to, who they empathize with, and who they 
disagree with. We then ask them to dig deeper into how each of these specific characters 
display leadership. That’s exactly what John and Winston are doing. 

You can’t have an Antigone without a Creon. And you can’t dismantle these systems 
of oppression without recognizing that that power has a legacy too. In their staging, 

John and Winston speak to the genuine feeling of both sides, but they’re able to elevate 
Antigone’s voice in a way that makes clear that, though Creon is powerful, he is not 
justified. Are there other ways they could do that? Yes, a thousand times yes. But Greek 
culture has been co-opted by a greater European identity-making establishment as the 
purview of exclusively white people…as if wisdom has a color [laughs]. So, by using this 
Greek play, John and Winston are able to say, “Actually, we understand the thing that you 
think is your history better than you do, and we can use it to help everyone else see the 
righteousness of our cause—even when we’re exhausted, even when we feel ridiculous.” 
They’re literally reimagining a classic play. I mean, that’s pretty cool. 

In the play, John says of Antigone, “That’s all we want them to do… 
listen in the end!” When the audience is listening to this play, what do 
you want them to hear?

I just want them to listen, I’m less focused on what they actually hear—I guess I’m like 
John, right? [laughs] I think that even the practice of listening is something we’re at risk 
of losing, but that’s what theatre makes us do. They might laugh at you at first, but then 
they’ll listen. And that’s the most important thing. ■

Ronald L. Conner and 
Kai A. Ealy (Joe Mazza).
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Athol Fugard is the most celebrated South African playwright of our time, and in many 
ways The Island (along with Sizwe Banzi is Dead) propelled his international career. The 
play is an adaptation of Sophocles’ Antigone set on Robben Island, the prison where 
Nelson Mandela was held in a damp, eight-foot cell for eighteen of his twenty-seven 
years in jail for his opposition to Apartheid laws. Apartheid, condemned in 1962 by the 
United Nations General Assembly, which then declared the system a crime against 
humanity in 1966, separated groups by skin color, establishing a ruling, minority class 
of whites (dominated by Afrikaners, descendants of the Dutch settler colonialists) over 
the majority Black population, in many cases kin to their white oppressors. In Born a 
Crime: Stories from a South African Childhood, Trevor Noah, the famous South African 
comedian, son of a Swiss-German father and Xhosa mother, has written about what it 
was like to embody the paradoxes of Apartheid.

A bit of background on the Greek antecedent, which would always have been, in 
countless ways, the perfect cipher for Fugard and his other South African actors of 
the Serpent Players theater company, John Kani and Winston Ntshona: The play, as 
performance theorist Judith Butler masterfully teased out in her Housman Lecture at 
UCLA (2017), is expressly concerned with kinship—the feelings, behaviors, and actions 
it provokes, and its limits. Seeking support for her bold move of burying her brother 
against the edict of King Creon, Antigone goes straightaway for support to her sister, 
Ismene. The first words of Antigone are her greeting to Ismene, who is reluctant to join 
the cause. Antigone calls Ismene “my own dear sister,” regarding her as if part of her 
body, even her own head. Creon is Antigone’s kin, too; he is her uncle (her mother’s 
brother). The paradoxical interplay between the bloodline and the blasé, allyship and 

Kinship, Conviviality, and 
Athol Fugard’s The Island

betrayal, or oppressor and liberator, exposes the knottiness of familial ties. Often difficult 
to disentangle, kinship ties compel Antigone’s rebellion, her act of civil disobedience: 
she breaks the law of the land by disregarding the king’s edict, but in doing so she 
purports to honor her brother, claiming an affinity to unwritten laws. Her defiance disrupts 
Antigone’s sociability. Cut off from others in a cave, she is socially dead even before 
passing away. Her single strongest advocate is Haemon, her fiancé, who happens also 
to be Creon’s son. Haemon advises Creon to give way to the wisdom of widespread 
opinion, the consensus that his punishment of Antigone is unjust and unmerited.

The legacy of Sophocles’ Antigone in South Africa precedes The Island. (See Betine 
Van Zyl Smit, “Antigone in South Africa,” Bulletin for the Institute of Classical Studies 
2006: 281-298.) There were several Afrikaans productions of the play by the 1970s, 
some of which were part of a broader advocacy for slow, social change. The Serpent 
Players workshopped Antigone in 1965 before developing The Island, which toured 
internationally. Kani and Ntshona each faced brutality and imprisonment under 
Apartheid. In the name of kinship within and beyond bloodlines, these men defied 
unjust laws. Mandela himself, in A Long Walk to Freedom (1995), recounts his “thespian 
career” in prison, performing Creon’s role as his personal lesson in leadership. Although 
“there is wisdom in [Creon’s] early speeches when he suggests that experience is the 
foundation of leadership and that obligations to the people take precedent over loyalty to 
an individual” (456), Mandela concurs with Haemon. Creon’s “inflexibility and blindness 
ill become a leader, for a leader must temper justice with mercy. It was Antigone who 
symbolized our struggle; she was, in her own way, a freedom fighter, for she defied the 
law on the grounds that it was unjust.”

 
by Patrice Rankine, Professor of Classics, University of Chicago

continued

The quarry on Robben Island where prisoners were forced to carry out hard labor (Rüdiger Wölk).
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Mandela’s affirmation of the wisdom of 
consensus, consistent with Haemon’s appeal 
to flexibility, insight, and mercy, is a call for 
conviviality: the reality that if people are to 
live together in peace, there must be ways to 
understand one another’s points of view. To 
understand another person is to dwell with them 
for a time, to inhabit their ideas, commitments, 
and concerns—to break bread, as one saying goes. In the United States, the 
Reverend Dr. Martin Luther King, Jr. called for this conviviality, in his April 16, 
1963 “Letter from Birmingham Jail,” when he wrote to fellow clergy who had 
opposed the protests to end segregation and Jim Crow. In this case, King 
compared himself not to Antigone, but to Socrates, arguing that “one has 
not only a legal but a moral responsibility to obey just laws. Conversely, one 
has a moral responsibility to disobey unjust laws.” King writes that protest, 
nonviolent direct action, is a way to “dramatize the issue that it can no longer 
be ignored.” Through conviviality, King would weave a “beloved community,” 
which affirms the neighbor as kin within a human family.

For King, dramatization is more than a metaphor for imagining conviviality. 
Theater itself is one way of dwelling together. Theater has been shown to 
promote pro-social behavior, change attitudes, and foster empathy (Journal 
of Experimental Social Psychology 2021). It is no wonder, then, that Antigone 
appealed to those on opposite sides of Apartheid. Beyond bonds of blood, 
dwelling together is what makes people kindred. And, we can dwell together 
well or poorly, convivially or contentiously. It has become commonplace 
to see Kani and Ntshona as Creon and Antigone, respectively, since 
they embodied the roles. Fugard also deserves notice as a remarkable, 
Antigone-like figure. Even as a white South African, he faced restrictions and 
surveillance for his public opposition to Apartheid, but from early in his life, 
he imagined kinship, friendship, and conviviality across the artificial racial 
divide. From childhood, three commitments shaped him. The first was to 
his own dear Afrikaner mother, his kin, whom he writes lovingly as a young 
twenty-year-old working on a steamer ship. The second was his commitment 
to his Black companions alongside whom he traveled and worked: “The 
camaraderie of nameless strangers made brothers by a common fate” 
(Notebooks: 1960-1977 2013, 205). Fugard resolves to “dedicate my life 
to alleviating the suffering of others” (The Captain’s Tiger 1999, 19). His 
third and equally important commitment has been to theater. Early on, he 
concluded that he could not make compelling plays under Apartheid—this 
not even as a matter of principle, but as he puts it, as a matter of taste. The 
Island is proof positive, appealing to many tastes, drawing diverse audiences 
into a common dwelling, and changing a few minds along the way. ■

Beyond bonds of 
blood, dwelling 
together is what 
makes people 
kindred. 

Written in an episodic series of 
vignettes, Caryl Churchill’s 1983 play 
Fen is as much a story about social 
and economic constraints as it is a 
ghost story. It is as much a story about 
pursuing one’s ability to have agency 
and make choices about one’s life as it 
is a great love story. And so it is that a 
play written decades ago still speaks to 
us today. 

When I see the play in my head, I 
see three worlds living all together in 
one place. There is the 1983 world of 
the English fens, where every move 
is dictated by economic necessity. 
Alongside this world, just out of reach, is 
one of beauty, of desires, of possibility, 
of choice. And riding underneath both of 
these is the world of ghosts and all who 
came before us…causing us to think 
about the impact of our actions on future 
generations decades from now.  

Although the majority of the play follows 
a woman named Val and her pursuit 
of a better life, it also provides us the 

opportunity to meet several incredible 
women. Like Val, each woman is a 
rebel, struggling in her own unique 
way to thrive in a world that demands 
choices be made by economic necessity 
rather than by desires, dreams, or 
love. I don’t think the play is called an 
Expressionist play, but thinking about 
Expressionism is helpful to me when 
I think about this play. Through it, we 
have access to how the world makes 
the women of this play feel—feelings of 
isolation, of endurance, and ultimately of 
a great power deep down that they must 
simply trust is there.

Some may want to call this play a 
tragedy. But thinking of it like that isn’t 
helpful to me. It somehow negates the 
power of the play. Instead, I think of the 
play as a dark beauty, one that must go 
to a dark place in order to reveal beauty 
and possibility that have been here all 
along. ■

—Vanessa Stalling, Director, Fen

Photo of Vanessa in rehearsal for Titanic, 
May 2021 (Joe Mazza).

UP NEXT 

“A DARK BEAUTY”
Vanessa Stalling is no stranger to 
Court’s stage. She most recently 
directed Titanic and Photograph 51 and 
soon, she’ll add another title to that list: 
Caryl Churchill’s Fen, onstage at Court 
February 10 through March 5, 2023. 
Here, Vanessa shares some insight into 
this production and its haunting beauty, 
stoking excitement for Churchill’s 
feminist drama.
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In a 1985 statement read by his daughter, Zindzi, at a rally in the Jabulani Stadium, 
Nelson Mandela wrote of the African National Congress’s President-in-Exile: “Oliver 
Tambo is much more than a brother to me. He is my greatest friend and comrade for 
nearly fifty years. If there is any one amongst you who cherishes my freedom, Oliver 
Tambo cherishes it more, and I know that he would give his life to see me free.” 
From his cell in Pollsmoor Prison, to which he had been transferred from Robben 
Island in spring of 1982, Mandela chose to highlight the ties that bound those 
committed to overthrowing Apartheid through the language of revolutionary love.

Through this language, Mandela demonstrated how commitments made through 
social struggle could run much deeper than those of traditional family relations. 
John and Winston, the two characters in The Island, might call each other brother, 
but they are clearly more: they are great friends and comrades. They are political 
prisoners who support, heal, and work alongside one another in the name of 

More than Brothers

Kai A. Ealy and Ronald L. Conner 
(Joe Mazza).

by Matthew Randle-Bent, Production Dramaturg

liberation against state-organized terror. During the twentieth century, millions of 
people across the world found a profound sense of empowerment and belonging 
through this type of political friendship. African National Congress (ANC) members 
called each other “comrade” to establish what scholar Jodi Dean describes as 
a deeply egalitarian political relation and a carrier of expectations towards one 
another. When Winston wants to lash out at Hodoshe, an unseen character in the 
play, John brings him back from the brink: the ongoing struggle, and Winston’s 
capacity to act in it, is too important. Their friendship is always directed towards the 
greater movement: John and Winston cherish each other, they cherish each others’ 
freedom, they cherish freedom everywhere.

Kani and Ntshona, the two actor-devisers who created these roles alongside Athol 
Fugard and their collaborators in the Serpent Players, knew that the political risks in 
making The Island reflected the risks of John and Winston staging their production 

continued
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of Antigone. Ensemble-building in the Serpent Players, a theatre company made 
up mostly of Black workers who invited Fugard to join them, had been continuously 
hampered by arrests and harassment. When the company first started playing for 
multiracial audiences, police would regularly disrupt performances. Arrests of the 
players’ leading performers thrust Kani and Ntshona, promising younger actors, 
to the fore. The company’s belief in the political force of art is reflected in John’s 
speech convincing Winston to persevere in the face of the officers’ sneers: “There’ll 
come a time when they’ll stop laughing, and that will be the time when our Antigone 
hits them with her words.” The Serpent Players’ repertoire in the late 1960s-early 
1970s was characteristic of progressive theaters around the world: politically-
charged adaptations of Ancient Greek texts; the plays of Bertolt Brecht; and new, 
ensemble-based work produced in collaboration with a playwright. The Island as 
we know it was made in fourteen days, but it was the product of a collective who 
knew each other well, and were accustomed to working quickly in intensive, often 
clandestine, workshops and rehearsals.

The original production of this play, which toured in South Africa and internationally, 
was an exercise not just in changing hearts or winning the sympathies of liberal-
minded allies, but changing structures: empowering audiences to take action 
against Apartheid, however they could. President-in-exile Tambo had, in 1960, 
set up a headquarters for the ANC in London, from which he could organize 
international action against the colonial state. This is where Fugard, Kani, and 
Ntshona went first in 1973-74, for a residency at the Royal Court, the UK’s 
leading state-subsidized theatre dedicated to new plays. That “South Africa 
Season,” bringing together The Island; Fugard, Kani, and Ntshona’s other great 
collaboration, Sizwe Bansi is Dead; and Fugard’s solo-authored Statements After 
an Arrest Under the Immorality Act—collectively known as the “Statements” plays 
—became a legendary moment in theatre history. The Island is arguably the most 
enduring of this trilogy: a play about something more than brotherhood, a political 
love between two Black men committed to the role of art in anti-colonial struggle, 
soliciting action from audiences at home and abroad.

In 1973, freedom was not in sight; the end of Apartheid was not right around the 
corner. Yet since the formal end of the Apartheid system, the status of The Island 
has only increased. Reviving plays like The Island offers a dialogue between past 
and present. When John and Winston speak to us, we are in a shared time. As we 
look at them, looking at us, they pose questions of our current moment. To what 
lengths will a society go to break the spirits of its own people? What kind of society 
condones mass incarceration? What are the politics of its culture? What does it 
mean to truly cherish each others’ freedom? These are just some of the questions 
we still have to answer. ■

RONALD L. CONNER (Winston) is pleased to return to 
Court, where he was last seen in Two Trains Running. 
Other Court credits: Titanic: Scenes from The British 
Wreck Commissioner’s Inquiry, 1912; King Hedley II; 
Seven Guitars; The First Breeze of Summer; and The Piano 
Lesson (BTAA Award, Lead Actor). Chicago credits: 

Congo Square (ensemble member), Goodman, Chicago Shakespeare, and 
TimeLine. Regional credits: The Black Rep, Ensemble Theatre of Cincinnati, 
Portland Stage, Olney Theatre Center, Geva Theatre Center, and Berkeley 
Repertory. On television, Ron plays the character Bluto on Southside. Other T.V. 
and film credits: Chasing the Blues (film), The Chi, Empire, Sirens, Chicago P.D., 
and Chicago Med. Ron is represented by Paonessa Talent. 	

KAI A. EALY (John) is honored to be returning to Court 
Theatre. His performance credits include the Chicago 
premiere of Kill Move Paradise (TimeLine), Pulitzer 
Prize-winning playwright David Auburn’s The Adventures 
of Augie March (Court), Cardboard Piano (TimeLine), A 
Raisin in the Sun (Theatreworks), Schiller’s Mary Stuart 

(Chicago Shakespeare), Franklinland (Jackalope), Migration (eta Creative Arts), 
and the 30th Annual Young Playwrights Festival (Pegasus Theatre Chicago). 
Television: 61st Street, The 4400, Ordinary Joe, Chicago P.D., and Chicago Fire. 
Kai was born in Maine and raised in Alabama. He is represented by Paonessa 
Talent Agency, Chicago, and WEG Talent, New York.

ALFONZO KAHLIL (u/s John) is an actor and 
wordsmith that specializes in the dramatic arts. Raised on 
the W(B)estside of Chicago, alfonzo believes in the power 
of performance to document, the power of writing to 
dismantle, and the power of words to delectate. alfonzo 
holds a BFA in theatre from New York University and was 

last seen in #ENOUGH: Plays to End Gun Violence as Younger Nehemiah at 
Goodman Theatre. alfonzo is the author of Scorpio and The New / New 
Testament.

JAMAQUE NEWBERRY (u/s Winston) hails from Fort 
Lauderdale, Florida and is a recent graduate of Northern 
Illinois University with a Masters of Fine Art in Acting. 
As for his time on stage, roles he has enjoyed include 
Roger in Kernel of Sanity, Everybody in Everybody, and 
The Griot in The Brothers Size. He currently lives in 

Chicago where he hopes to continue his love for expressing language and 
creativity that pushes our world forward.
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GABRIELLE RANDLE-BENT (Director, Associate 
Artistic Director) is a mother, director, dramaturg, and 
scholar. Her directorial highlights include co-directing 
Court Theatre’s production of The Tragedy of Othello, The 
Moor of Venice with Charles Newell, directing 1919 for 
Steppenwolf for Young Adults, and The Year of Magical 

Thinking at Remy Bumppo. In 2019, Gabrielle was Court Theatre’s inaugural 
Research Fellow. She is a co-founder of the Civic Actor Studio, a leadership 
program of the University of Chicago’s Office of Civic Engagement. She has a 
BA in Drama from Stanford University, an MA in Performance as Public Practice 
from the University of Texas at Austin, and is a PhD candidate at Northwestern 
University, and a Senior Lecturer in the Theater and Performance Studies 
program at the University of Chicago. 

YEAJI KIM (Scenic Designer) is excited to make her Court debut. She is 
a scenic and projections designer. Recent Chicago credits include: Fences 
(American Blues, scenic); Dear Jack, Dear Louise (Northlight Theatre, scenic); 
Bull: A Love Story and Fun Home (Paramount Theatre BOLD Series, scenic); 
White (Definition/Steppenwolf LookOut, scenic and projections); In Every 
Generation (Victory Gardens Theater, projections); Passage and The Year Of 
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Magical Thinking (Remy Bumppo, scenic); Solaris (Griffin Theatre, projections); 
The Secret Council (First Folio Theatre, projections). Regional: The Chinese 
Lady (Geva Theatre Center, Kitchen Theatre Company, scenic). She is currently 
working on Chlorine Sky (Steppenwolf). Visit yeajikimdesign.com.

RAQUEL ADORNO (Costume Designer) is thrilled to return to Court Theatre. 
Past Chicago credits include Intimate Apparel (Northlight); Wife of a Salesman 
(Writers Theatre); The Tragedy of Othello, The Moor of Venice (Court Theatre); 
I, Banquo (Chicago Shakespeare Theater); Mies Julie (Victory Gardens Theater); 
Unelectable You (The Second City); D.O.A. (Strawdog Theatre Company); and 
Murder Ballad and CARRIE (Bailiwick). Regional: The Tempest, Intimate Apparel 
(Utah Shakespeare Festival); A Raisin in the Sun, The Taming of the Shrew, 
Cymbeline, A Doll’s House, and A Doll’s House, Part 2 (American Players); Small 
Mouth Sounds (Theatreworks). Film: Limerence. Education: MFA Northwestern 
University. Visit raqueladorno.com.

JASON LYNCH (Lighting Designer) is excited to make his Court Theatre debut. 
Off-Broadway: You Are Here: An Evening with Solea Pfeiffer (Audible Theater/
Minetta Lane Theatre). Regional: Alley Theatre, Alliance, Baltimore Center 
Stage, Berkeley Repertory, Chicago Shakespeare, Dallas Theater Center, Denver 
Center for the Performing Arts, Geva Theatre Center, Goodman, Long Wharf, 
The Old Globe, Oregon Shakespeare, The Repertory Theatre of St. Louis, Seattle 
Rep, Steppenwolf, and Victory Gardens, among others. Jason is a proud member 
of The Association for Lighting Production and Design and is represented by 
United Scenic Artists, Local USA-829 of the IATSE and The Gersh Agency. Visit 
jasondlynch.com or @jasonlynch.design on Instagram.

ANDRE PLUESS (Co-Sound Designer) has designed over 30 productions at 
Court, including Two Trains Running, An Iliad, Man in the Ring, Oedipus Rex, 
and Iphigenia in Aulis. Broadway credits include Metamorphoses; I Am My Own 
Wife; 33 Variations; The Minutes; and The Clean House (Lincoln Center Theater). 
Chicago credits include composition and sound design for numerous productions 
at Goodman, Steppenwolf, Northlight, Chicago Shakespeare, About Face, and 
many others. Regional credits include multiple projects at Center Theatre Group, 
Seattle Rep, Oregon Shakespeare Festival, Cal Shakes, American Conservatory 
Theater, La Jolla Playhouse, Guthrie Theater, and Arena Stage. Andre is an 
ensemble member of Lookingglass Theatre Company. 

DANIEL ETTI-WILLIAMS (Co-Sound Designer) is an up-and-coming sound 
designer and engineer local to Chicago. After studying acting at Oklahoma City 
University, they moved to Chicago to participate in Steppenwolf’s Apprenticeship 
Program. They have had the opportunity to work all over Chicago making theatre 
and telling stories and expressing their passion through design. They’re no stranger 
to Court, and they’re excited for their debut here as a Co-Sound Designer. Chicago 
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design credits include Run the Beast Down, Hershel and the Hanukkah Goblins, 
and On the Greenbelt (Strawdog); The Beatrix Potter Holiday Tea Party (Chicago 
Children’s); Haus of Atreus (Mudlark); Peerless (Northwestern); At the Vanishing 
Point (The Gift); and Paris and Light Falls (Steep).

JACINDA RATCLIFFE (Movement Designer) is a Chicago-based dancer, 
choreo-grapher, and actor. A 2021 recipient of the 3Arts Make a Wave Grant, she 
is currently a company member with Winifred Haun & Dancers and Lucky Plush 
Productions, in addition to performing in a variety of live theatre and on-camera 
work. Artistic team credits include The Ode at Pint’s End as Choreographer 
(Birch House Immersive); Mlima’s Tale as Movement Director (Griffin); Laced 
as Choreographer and Assistant Director (About Face); The Lady from the Sea as 
Associate Movement Artist (Court); Get Out Alive as Co-Choreographer (Haven 
Chicago). Visit jacindaratcliffe.com.

MICHAEL KEITH MORGAN (Dialect Coach) served as vocal/text coach for 
productions at the Cleveland Playhouse, American Players Theatre, Cincinnati 
Playhouse in the Park, Actors Theatre of Louisville, and Portland Center Stage. He 
is the creator of The Odyssey Project, a theatre initiative for incarcerated youth. 
Teaching credentials include UC Santa Barbara, Yale School of Drama, Shanghai 
Theatre Academy, Theatre Conservatorium in Brussels, and Royal Conservatoire 
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in Liege. He has performed at Mark Taper Forum, Yale Rep, California 
Shakespeare Festival, Ensemble Theatre New York, Independent Shakespeare 
Company, La Jolla Playhouse, Shakespeare and Company, Red Pear Theatre in the 
South of France, and Shakespeare Santa Cruz.

MATTHEW RANDLE-BENT (Dramaturg) is a scholar and artist from the 
United Kingdom, based in Chicago. This fall, he is an Artist in Residence at The 
Watermill Center, the laboratory of performance and the humanities founded 
by Robert Wilson. His most recent theatre project was as dramaturg on Chicago 
Shakespeare’s production of I, Banquo. He teaches Dramaturgy and Theatre 
Studies at DePaul University’s Theatre School and Loyola University Chicago’s 
Department of Fine and Performing Arts, while completing his PhD in Theatre 
and Drama at Northwestern University. His writing has been published in 
Contemporary Theatre Review, caa.reviews, and Theatre Journal.

KATE OCKER (Stage Manager) is thrilled to be back at Court Theatre. Regional 
credits include It Came From Outer Space, All’s Well That Ends Well, and As 
You Like It (Chicago Shakespeare); An Iliad, The Adventures of Augie March, 
and Iphigenia in Aulis (Court Theatre); Six Corners, BUDDY – The Buddy Holly 
Story, and The Spitfire Grill (American Blues Theater); Noises Off (Asolo Rep); 
Shakespeare In Love, Venus in Fur, Georama: A Mississippi River Musical, The 
Glass Menagerie, Hamlet, and Twelfth Night (Great River Shakespeare Festival); 
A Christmas Carol, The Odd Couple, and An Inspector Calls (Lyric Theatre of 
Oklahoma); and Red (Resident Ensemble Players). 

CAITLIN BODY (Assistant Stage Manager) is making her ASM debut at Court. 
She previously served as Stage Manager for Wellesley Girl and What We’re Up 
Against  (Compass Theatre); Nunsense (Porchlight); The MLK Project: The Fight 
for Civil Rights (Writers); La Havana Madrid (Teatro Vista); The Comedy of Errors 
and Andares (Chicago Shakespeare); Forgotten Future: The Education Project, 
Gender Breakdown, Connected, Encounter, A Blue Island in the Red Sea, and 
Peacebook (Collaboraction). She was Assistant Stage Manager for Romeo and 
Juliet (Idaho Shakespeare); Spring Awakening (Porchlight); and School Girls; 
Or, The African Mean Girls Play (Goodman). Caitlin is a founding member of 
Stage Managers of Color – Chicago. She attended The Theatre School at DePaul 
University with BFA Theatre Arts and is a proud member of AEA. 

CHARLES NEWELL (Marilyn F. Vitale Artistic 
Director) has been Artistic Director at Court since 1994, 
where he’s directed many productions. Recent highlights 
include The Tragedy of Othello, The Moor of Venice, co-
directed with Gabrielle Randle-Bent; Oedipus Rex; The 
Adventures of Augie March; All My Sons; The Hard 

Problem; and Man in the Ring. Charlie has directed at Goodman, Guthrie, Arena 
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Stage, Long Wharf Theatre, John Houseman’s The Acting Company, Lyric Opera, 
Chicago Opera Theatre, Glimmerglass, and Opera Theatre of St. Louis. Awards 
received include the SDCF Zelda Fichandler Award, TCG Alan Schneider Award, 
League of Chicago Theatres’ Artistic Achievement Award, four Jeff Awards, and 
sixteen Jeff nominations for directing. Together with Joanie Friedman, Harry 
Davis, and Gabrielle Randle-Bent, Charlie is a co-founder of the Civic Actor 
Studio, a leadership program of the University of Chicago’s Office of Civic 
Engagement.

ANGEL YSAGUIRRE (Executive Director) most 
recently served as Executive Director of Illinois 
Humanities. During his tenure there, the organization 
established a number of new programs demonstrating the 
contribution that the humanities can make in addressing 
today’s most pressing challenges. Previously, he was the 

Director of Global Community Investing at The Boeing Company and a program 
officer at the McCormick Tribune Foundation. He has served on the boards of the 
Theatre Communications Group, Donors Forum of Chicago, the Illinois Center for 
the Book, Horizons Community Services, Blair Thomas and Company, and Next 
Theatre.

NORA TITONE (Resident Dramaturg) is the author of 
the 19th-century theater history My Thoughts Be Bloody: 
The Bitter Rivalry of Edwin and John Wilkes Booth (Simon 
& Schuster, 2010). As a dramaturg and historical 
researcher, Titone has collaborated with a range of artists 
and scholars, including playwright Anna Deavere Smith 

and historian Doris Kearns Goodwin. She also contributed to projects at Arena 
Stage and DreamWorks Studios. Titone studied history at Harvard University and 
the University of California, Berkeley, and is represented by CAA. 

BECCA McCRACKEN (Casting Director) is honored to 
be on staff at Court Theatre. She also freelances, most 
recently with Lyric Opera, The Rep, and the HBO series 
Somebody Somewhere. She worked at Simon Casting for 
eight years. Favorite projects include: Million Dollar 
Quartet (Apollo and Tour); 1776 (Asolo); Rock ‘n Roll 

Christmas Tale and Working (Broadway In Chicago); The Sound of Music, 
Showboat, and Carousel (Lyric); national tours of Sister Act and How to Train 
Your Dragon; Divergent; Contagion; The Watchmen; Justice League; Empire; 
Chicago Fire; Chicago P.D.; and Prison Break. Becca is committed to creating 
casting space that empowers the artist and focuses on inclusivity, diversity, and 
humanity. ■
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Crown Society ($50,000 and above)

Directors Circle ($25,000 – $49,999)

Benefactors ($10,000 – $24,999)

Patrons ($2,500 – $9,999)

Court Theatre would like to thank the following institutions for their generous contributions.

INSTITUTIONAL SPONSORS 

Paul M. Angell Family Foundation
Lloyd A. Fry Foundation 
The Joyce Foundation

Polk Bros. Foundation 
The Shubert Foundation
University of Chicago Women’s Board

Allstate Foundation
Bayless Family Foundation
City of Chicago Department of Cultural Affairs 
   and Special Events 

Julius N. Frankel Foundation
Illinois Arts Council Agency
Prince Charitable Trusts

Elizabeth F. Cheney Foundation
Exelon Corporation
Harper Court Arts Council

National Endowment for the Arts
Sidley Austin LLP

Chicago Community Trust Josiah Macy, Jr. Foundation

Crown Society ($50,000 and above)
Gustavo Bamberger and Martha Van Haitsma
Lorna Ferguson and Terry Clark
Barbara Franke

The Elizabeth Louise Smith Fund
David J. and Marilyn Fatt Vitale

Anonymous
Mary Anton and Paul Barron
Maurice J. and Lois R. Beznos
Anne M. Davis
Helen M. Harrison Foundation
David Hiller and Darcy Evon
Paul L. Gray and Dedrea Armour Gray
Irving Harris Foundation
Lynn Hauser and Neil Ross

Kathleen Madden and Joseph Madden
Sarah R. Marmor
Richard H. McAdams
Sharon and Herbert Meltzer
Robert Moyer and Anita Nagler
Charles Newell and Kate Collins
Nicole Robinson
Lynne and Ralph Schatz
Ann Strickling

Shaun and Andy Block
Joyce Chelberg
Joan and Warwick Coppleson
Nancy Felton-Elkins
Elisabeth Geraghty
Rosemary and Carl Gilmore
William Jentes
Dana Levinson and James Noonan

Joan E. Neal and David Weisbach
Karla Scherer
Ilene and Michael Shaw Charitable Trust
Elaine and Richard Tinberg
Townsend Family Foundation
Pritzker Traubert Foundation
Paul and Mary Yovovich

Directors Circle ($25,000 – $49,999)
Anonymous
Virginia and Gary Gerst
Michael Charles Litt

Walter and Shirley Massey
Linda and Stephen Patton
Lawrence E. Strickling and Sydney L. Hans

William D. and Diane S. Anderson
Richard and Ann Carr
Shawn M. Donnelley and Christopher M. Kelly
Sean and Molly Durkin
Kevin Hochberg and James McDaniel

Thomas L. and Margaret M. Kittle-Kamp
Karen and Bob Lewis
Earl and Brenda Shapiro Foundation
Susan H. and Robert E. Shapiro
Lise and Ed Spacapan

Court Theatre would like to thank the following individuals for their generous contributions.

Distinguished Patrons ($15,000 – $24,999) 

INDIVIDUAL SUPPORT 

Benefactors ($5,000 – $9,999)

Producers Circle ($3,000 – $4,999)
Anonymous
Barbara and Steven Stolberg Adelman
Felicia Davis
Mrs. Roberta Evans
Susan Feibus and Tom Geoghegan
Margaret and Perry Goldberg
Mary Keefe and Bob Scales
Gary and Sharon Kovener
Judy T. Lindsey

Anna-Maria Marshall
McDermott Family Foundation
Margaret Norman
Judith L. and David Sensibar
Barbara Smith and Timothy Burroughs
Kathy and Robert Sullivan
Janet Surkin and Robert Stillman
Charles and Sallie Wolf

Royal Court ($10,000 – $14,999) 
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Leaders ($1,000 – $2,999)
Ed Bachrach
Pamela Baker
Barbara Barzansky
Ronald Gene Bauer and Enriqueta Rodriguez
Ms. Jill Baumgaertner
Cheryl Bruce and Kerry James Marshall
Lorie Chaiten and Harold Hirshman
Mr. Edwin V. Clarke, III and 
   Ms. Kathleen G. Clarke
Thomas Coleman
Michelle L. Collins
Katherine L. Culbert and John T. Culbert
Ms. Vicki Curtis
Nancie and Bruce Dunn
Marilynne Felderman
Barbara Flynn Currie
Jay R. Franke and Kay P. Brown
Jana French and Peter Gotsch
Denise Michelle Gamble
Suzanne Gossett
Andre and Frances Guichard
Elisa D. Harris and Ivo Daalder
Mr. Philip Hoffman and Dr. Halina Brukner
Dorthea Juul

The Kalousdian-Lawrence Family Fund
Anne Kimball and Peter Stern
Nancy Kosobud
David and Sandy Lentz
Charlene and Gary MacDougal
Michael McCracken
Jeremy Mattson and Joan Mattson
Ms. Sarah Solotaroff Mirkin
Liz Parker and Keith Crow
Carol Randel and Don Randel
Ann Reif
Mr. and Mrs. Robert J. Richards
Anne and Barry Sabloff
Sharon Salveter and Stephan Meyer
Mr. William P. Siavelis	
Ms. Margaret Silliker and Mr. John Ryan
Dr. Randall L. Solomon and Joseph Mallet
Mr. and Mrs. William R. Tobey, Jr.
Mr. and Mrs. R. Todd Vieregg
Elaine Wackerly and Patrick Wackerly
Howard Stanley White
Vicki J. Woodward and John J. Glier
Jane Christine and Joseph Wolnski
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Supporters($500 – $999) 
Anonymous
The Amoroso Family
Anne Bannister
Kathleen Betterman 
Phyllis Booth
Michael Bourdaghs and Satoko Bourdaghs
Jim and Sandy Boves
Mary Boylan and Dennis Spearman
Douglas Brown
Joey and Kim Broussard
Dr. Elizabeth W. Calihan
Sally and John Carton
Thomas Chomicz
Dr. Richard Clark and Ms. Mary J. Munday
Richard Dagen
Edna and Wolfgang Epstein
Mr. Stephen Fedo
Sylvia Franklin and James Franklin
Friends of the Humanities
David and Celia Gadda Charitable Fund
Judy and Mickey Gaynor
Joan M. Giardina
Dr. and Mrs. Paul Glickman
Paula Golden
Ms. Janice Halpern
Sue Hanson
Elizabeth and Howard Helsinger

Mary Hennessy
Ms. Ella M. Hester
Cheryl Hiipakka and Richard Hiipakka
James Holzhauer
James M. and Jacquelyn P. Holland
Maureen Kelly
Gina B. Kennedy
The Lawlor Foundation
Barry Lesht and Kay Schichtel
Jill and John Levi
Mr. Norman Malone
Thomas P. McNulty
Mr. Ernst D. Melchior
William Michel and Mark Botelho
Regina Modestas
Gertrude Nelson and Jay Nelson
Richard and Charlene Posner
Philip and Myn Rootberg Foundation
Professor Margaret M. Mitchell and Professor 
Richard A. Rosengarten  
Erick and Carlene Rozier
Harold and Deloris Sanders
Mr. Joseph Senese
Manish Shah
George and Lynne Simon
Dr. and Mrs. Eric Spratford
Elizabeth Sonnenschein

INDIVIDUAL SUPPORT 
Mr. and Mrs. John Staudinger
Judith E. Stein
Ms. Laura N. Stern and Dr. Scott D. Stern
Don R. and Patricia Swanson
Anne Van Wart and Michael Keable

Bryan Vanderhoof
Susana Vasquez
Thomas and Gregoria Vega-Byrnes
Linda Vincent and Paul Arthur Hansen
Mr. Angel Ysaguirre and Mr. Bob Webb

Associates ($150 – $249)
Anonymous
Ted and Barbara Asner
Ernestine Austen and Ralph Austen
Maryellen Begley and Leslie M. Kay
Roy Bergstrom
Mrs. Linda H. Bowsher
Ralph and Rona Brown
Ronald N. Cohen and Helen H. Kim
Ms. Vera Coy
Yvonne Dove

Bonnie Fields
Catherine Flaherty
Dr. Willard A. Fry
Susan Gal and Sam Hamburg
Sandra L. Garber
Thomas Garrett
Marie Gunn
Nancy Halbeck and Bruce Halbeck
Mr. Robert Harris
Barbara Hauser

Contributors ($250 – $499)
Anonymous
Jeannie Adams
Paul and Mary Anderson
Wendy Anker and Edward Reed
Drs. Andrew and Iris Aronson
Constance Bonbrest
Carol Jean and Bernard Brown
Susan Bowker
Warren Buckler and Patricia Buckler
Certa Family Fund
Judy Chernick
Cynthia Cheski
Mr. Howard Clauser
Mr. David Curtis and Mrs. Jean Curtis
Sara L. Downey
Kenneth East
Paul and Susan Freehling
Mr. and Mrs. Daniel Friedman
Friedman Family Foundation
Gaylord Gieseke and William Gieseke
Nancy Goldstucker
Renee Grodinsky
Madie Gustafson
Dr. Catherine Harth and Mr. Stephen Stern
Ms. Cynthia T. Henderson
Arnold and Sherry Hirsch
Donald Honchell and Susan Horn
Kathryn Lee Hundley and John B. Hundley
Judith Janowiak
Nancy Joseph
Peter Kempfer
Cynthia Kirk
Catherine Knuth and Douglas Knuth
Mr. Norman Kohn

Maria and Peter Lagios
Mr. Richard B. Levenfeld
Ms. Nancy Levner
Michael and Jacqueline Lewis 
Sharon Manuel
Diana J. Mason and William D. Mason
Mr. Raveen J. Mathew
Dr. and Mrs. Ernest E. Mhoon, Jr.
Tom Mikrut
Cathy and Howard Niden
Nancy and Thomas Patterson
Judith R. Phillips and Eugene L. Balter
Dolphine Pierce
Jerry Proffit
Alan Pulaski and Jane Grady
Michael P. Raftery
Gracemary Rosenthal
Judy Sagan
Linda A. Schneider
Roche Schulfer and Mary Beth Fisher
Ms. Seret Scott
Jeffrey Slovak
Nikki and Fred Stein
Geoffrey R. Stone and Jane Dailey
Nancy Tani
James and Sue Thompson
Linda and Ronald Thisted
Edward and Edith Turkington
Anna Mary Wallace and David Wallace
Joan Walls
Lisa Warshauer
Patricia Watkins
Joanne Michalski and Mike Weeda
Hung Wu and Judith T. Zeitlin
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SPECIAL GIFTS 
Endowment Support and Planned Gifts

Court Theatre greatly acknowledges the generous individuals and institutions who have supported 
Court’s artistic excellence by contributing to the endowment or making a gift through their estate.

Anonymous 
Hope and Lester Abelson Family
The Michael and Lillian Braude Theatre Fund
Joan S. and Stanley M. Freehling Fund for the Arts
The Helen and Jack Halpern Fund
The William Randolph Hearst Foundation
Betty Hess
Kevin J. Hochberg and James R. McDaniel
Anne Kutak

Michael Charles Litt
Marion Lloyd Court Theatre Fund
Michael Lowenthal and Amy Osler
Carroll Mason Russell Fund
The Rhoades Foundation
Ms. Cheryl L. Thaxton
David J. and Marilyn Fatt Vitale 
Mr. Bob White

For more information on how to leave a legacy of support for the arts by making a gift through your 
estate or a contribution to Court Theatre’s endowment, please contact William Nalley, 
Director of Development, at (773) 834-3305 or wnalley@uchicago.edu.

Court Theatre Facility Support

Marilyn and Richard Helmholz
Brian Hoffman and Janet Hoffman
Beatriz Iorgulescu
Annika Jaspers
Chris Johnston
Ms. Maggie Kast
Dr. Elizabeth F. Kieff
Larry and Carole Krucoff
Dr. Robert A. Kubicka
Dr. Jane H. Leuthold and Dr. Raymond Leuthold
Melvin R. Loeb
Chris Lonn
Mr. Richard B. Marshall
Ben Matthies
Renee M. Menegaz and Prof. R. D. Bock
Mr. David Meyer
Ms. Lois P. Moeller and Mr. Robert R. Moeller
Ms. Jayne Morrison and Mr. Douglas K. Morrison
Ms. T.S. Moseley-Taylor
Betsy Newton and Harold Newton
Janice Nolan and Leif Sorensen
Barbara Norrish
Craig Richard Schuttenberg and  
   Colleen M. O’Leary

Diane Osolin
Ms. Gail E. Parry and Mr. Norman W. Bell
Dr. Dorothy E. Patton
Joan Perkins
David Perry
Elizabeth Ann Hopp-Peters and Kurt Peters
Theodore Phillips
Ms. Veronda Pitchford
Joyce Saricks and Christopher Saricks
Ms. Ruth A. Schlossberg and Mr. L. Schlossberg
Robert Schwalb
Cynthia Schwegman and Stephen Schwegman
Richard and Ellen Shubart
Harvey and Deborah Strauss
Terry L. Stevig and Ruth A. Stevig
Alvin and Karen Tesler
Dorothy Truesdell
Peter Twombly
Kristina Valaitis
Mr. Marc Vogel
Edward W. Walbridge
Grace W. Wolf
Sarah R. Wolf and Joel L. Handelman

INDIVIDUAL SUPPORT 

Names in bold are members of Court’s Board of Trustees. If you would like to make a correction or remain 
anonymous, please contact Cara Peterson, Assistant Director of Development, at (773) 834-5293 or 
cpeters2@uchicago.edu. List reflects gifts received between July 1, 2021 and September 20, 2022.

	 Marilyn F. Vitale Artistic Director	 Charles Newell
	 Executive Director	 Angel Ysaguirre

	 Associate Artistic Director	 Gabrielle Randle-Bent
	 Resident Artist	 Ron OJ Parson
	 Resident Dramaturg	 Nora Titone
	 Casting Director	 Becca McCracken C.S.A.

	 Managing Director	 Heidi Thompson Saunders
	 Business Clerk	 Luisa Acevedo

	 Director of Education	 Kamilah Rashied
	 Education Programs Manager	 Kate Wiseman
	 Teaching Artist	 Sonia Goldberg

	  Director of Production	 Jennifer Gadda
	 Associate Production Mgr/Company Mgr	 Kelcie Beene 
	 Technical Director	 Luke Lemanski
	 Assistant Technical Director	 Christopher Walls
	 Scene Shop Foreperson	 Kelly Lesniak
	 Properties Manager	 Lara Musard
	 Costume Shop Manager	 Erica Friesen
	 Wardrobe Supervisor	 Jody Schmidt
	 Lighting Supervisor	 Travis Triplett
	 Technical Director of Sound and Video	 Josh McCammon
	
	 Director of Development	 William Nalley
	 Senior Assistant Director of Development	 Jean Osberger
	 Assistant Director of Development	 Cara Peterson 
	
	 Director of Marketing	 Traci Brant
	 Associate Director of Marketing	 Camille Oswald
	  Audience Development Assoc/House Mgr	 Phillip H. Lewis
	 Box Office and Ticketing Software Manager	 Heather Dumdei
	 Assistant Box Office Managers	 Tatiana Hernandez Press, Vincent Mollica
	 Front of House Assistants	 Jazmine Dixon, Bolu Omotoba, Jacqueline Roberts,
		  Alene Taylor, Bailey Tucker
	 Audience Services Intern	 Sophie Pope McCright
	 Public Relations	 Cathy Taylor Public Relations, Inc.
	 Captions	 CaptionPoint
	 Audio Description	 WildeMouth 
	 ASL Master	 Hershella Ashford
	 ASL Interpreters	 Nicole Gillespie N.I.C., Walter Matthews N.I.C. 
	 Volunteer Ushers	 Courtesy of The Saints
	 Volunteer Coordinator	 Rick Babcock
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