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WELCOME

Dear Friends, 

Welcome to the third production in the 2025/26 
season, and the first of the New Year: August 
Strindberg’s Miss Julie, directed by Associate Artistic 
Director Gabrielle Randle-Bent. 

Miss Julie is simultaneously a fairy tale, a folkloric 
horror story, a warning, and an expression of pure, 
unadulterated feeling—as so many great dramas 
are. Part of the appeal of Strindberg’s masterpiece 
is the sheer breadth of emotion and experience 
captured in such a compact one-act. It oscillates 
between feeling dangerously alive—impossible 
to predict or contain—and beautifully, tragically 
claustrophobic. It is through this expansion and 
contraction, this realism and abstraction, that a 
central question emerges: What does it mean when 
you’re teetering on the precipice of who you are and 
who you want to be? That tightrope is where Miss 
Julie shines. 

As we look towards our future as an organization, 
we find ourselves at a similar (albeit much 
more hopeful) inflection point. The end of 
2025 represented the conclusion of the most 
successful year in our history, in which we broke 
box office, attendance, and fundraising records. 
We were nominated for 21 Jeff Awards (the most 
in our history) and won nine (the most of any 
theatre company last season); we deepened our 
relationships across the South Side, the University 
of Chicago, and the city of Chicago, more broadly; 
and we welcomed new staff with a wealth of fresh 
ideas and valuable experience.

We are proud of our legacy of artistic excellence, 
and we can’t wait to continue sharing the ambitious, 
innovative, and intimate theatrical productions you 
know and love. As we hone in on who we want to be 
in this new and exciting moment, we do so with joy, 
focus, and optimism for the future. After all, anything 
is possible on a Midsummer’s eve. 

Thank you for joining us on this journey. Welcome 
back to Court Theatre. 

With gratitude, 

Avery Willis Hoffman		  Angel Ysaguirre 
Marilyn F. Vitale Artistic Director		  Executive Director

Photo by Joe Mazza.



TABLE OF CONTENTS

Welcome Letter >>
Title Page >>
Cast >>
Production Team >>
Staff >>  
Articles and Interviews:

In Conversation: Mi Kang, Kelvin Roston Jr.,  
and Rebecca Spence >>
The Science of Strindberg >>
Forward Momentum >>
Up Next: Out Here >>

Artist Profiles >>
About Court Theatre >>
Donor Recognition >>



MINUTES AWAY FROM COURT THEATRE

1509 E. 53RD STREET, CHICAGO, IL 60615

SUNDAY - MONDAY 12PM TO 9PM
TUESDAY - SATURDAY 11:30AM TO 10PM

773.324.1999  |  CHANTCHICAGO.COM

INSPIRED 
GLOBAL 
CUISINE 

COURT 
DINING 

PARTNER

https://www.chantchicago.com
https://www.chantchicago.com
https://www.chantchicago.com
https://www.chantchicago.com
https://www.chantchicago.com
https://www.chantchicago.com


FEB 6 - MAR 8, 2026

John Culbert USA, Scenic Designer
Raquel Adorno USA, Costume Designer
Keith Parham USA, Lighting Designer
Willow James USA, Sound Designer
Sheryl Williams, Fight and Intimacy Designer 
Sammi Grant, Vocal and Dialect Consultant 
Abhi Shrestha, Production Dramaturg
Becca McCracken C.S.A., Casting Director
Katie Moshier*, Production Stage Manager
Amanda Blanco*, Assistant Stage Manager

Setting: An upper-class, aristocratic household at the  
turn of the 20th century.

Presented without intermission. 

Please note: Production uses water-based haze.

Supported by the Marion M. Lloyd Court Theatre Fund.

Special thanks to Lela Heather Simone Randle-Bent. 

Miss Julie (Carlson, trans.) is presented by arrangement with Concord Theatricals 
on behalf of Samuel French, Inc. www.concordtheatricals.com.

The scenic, costume, lighting and sound designers in LORT Theatres are 
represented by United Scenic Artists, Local USA-829 of the IATSE. 

*Denotes a member of Actors’ Equity Association, the Union of  
Professional Actors and Stage Managers in the United States.

Cover: Julia Thecla, Evening Bow; courtesy of the Art Collection from South Side 
Community Art Center.

The videotaping or making of electronic or other audio and/or visual recordings 
of this production and distributing recordings or streams in any medium, including 
the internet, is strictly prohibited, a violation of the author’s rights, and actionable 
under United States copyright law. 

Court Theatre operates under an agreement between the League of Resident 
Theatres and Actors’ Equity Association, the Union of Professional Actors and 
Stage Managers in the United States. Court Theatre is a constituent of the League 
of Resident Theatres and the Illinois Humanities Council. Court Theatre is a 
constituent of Theatre Communications Group, the national organization for the 
American Theatre, and the League of Chicago Theatres.

This project is partially supported by a CityArts Grant from the City of Chicago 
Department of Cultural Affairs & Special Events. Court Theatre acknowledges 
support from the Illinois Arts Council.  
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CAST

Miss Julie....................................................................... Mi Kang*
Jean..................................................................Kelvin Roston Jr.*
Kristine............................................................. Rebecca Spence*

Understudies
Joan Nahid (u/s Miss Julie/Kristine)
Christopher Wayland (u/s Jean) 

*Denotes a member of Actors’ Equity Association, the Union of  
Professional Actors and Stage Managers in the United States.
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PRODUCTION TEAM

Assistant Director.....................................................Felicia Oduh
Associate Casting Director............................. Celeste M. Cooper
Literary Fellow......................................................Marissa Fenley
Company Culture Manager................................. Sheryl Williams
Assistant Scenic Designer........................ Lauren M. Nichols USA

Scenic Artists..................Sarah Lewis USA, Rachel Meierotto USA

Carpenters......................... Sean Moore, Tseela Sokolin-Maimon
Assistant Properties Manager.................. Persephone Lawrence
Assistant Costume Designer......................................Lia Wallfish
Costume Shop Assistant.................................... Jess Donaldson
Stitcher......................................................................... Ari Casas
Associate Lighting Designer..............................Josiah Croegaert
Assistant Lighting Supervisor....................................Bobbie Buie
Assistant Sound Designer....................................... Ian C. Weber
Audio Engineer............................................... Christine Burquest
Electricians............. Sibyl Ashcraft-Holt, Emily Brown, Juni Cruz, 
	 Alex Boehm, Anne Huerta, Nell Morrisey, Jonah White
Floor Manager.............................................. Sebastian Van Horn 

Scenic Artists identified by USA are members of United 
Scenic Artists, I.A.T.S.E. Local USA829, AFL-CIO, CLC.
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IN CONVERSATION
MI KANG, KELVIN ROSTON JR., 
AND REBECCA SPENCE

Played out in real time with only three characters, 
Miss Julie is deceptively simple, but its depth, 
honesty, beauty, and brutality are astonishing. Since 
its premiere in 1889, it has remained both incredibly 
popular and incredibly complicated. To some, it’s 
a thorny portrayal of a power imbalance written by 
an avowed misogynist. To others, it’s one of the 
greatest—if not the greatest—works of realism 
onstage. 

Mi Kang plays Julie, an aristocratic woman 
desperate to escape the trappings of her status; 
Kelvin Roston Jr. plays Jean, Julie’s valet who’s 
willing to do whatever it takes to ascend beyond his 
station; and Rebecca Spence plays Kristine, Julie’s 
cook and Jean’s fiancée, who refuses to upset the 
status quo. Associate Director of Marketing Camille 
Oswald recently spoke with these three actors to 
reflect on these iconic roles and what it means 
to stage this production in this moment. Their 
takeaway? Everyone’s playing with fire. 

Below is an excerpt of their conversation.

 

What is the biggest challenge/thrill of playing 
each of these characters? 

Rebecca: Kristine represents the establishment, 
the class order. She’s certainly a woman who 
has opinions, and her own conflicts, and certainly 
her own thoughts about Jean and Julie, but in 
the subtlety of her quietness, she represents the 
negative space. On the page, in terms of dialogue, 
there’s not a ton to work with, but [her language 
is] so filled with her understanding of the system, 
her acceptance of it, her judgment of herself within 
that system, and her judgment of the other two 
characters who are trying so hard to rally against it. 

Mi: The biggest thrill [of playing Julie] is that she’s 
a full character—she is so emotionally open and 
available, and I’m excited to get into her grit. That’s 
also the biggest challenge. How do you play this 
massive character with all the different layers of her 
humanity? How do you do this without being shallow 
or one-note? How do you remain honest to who she 
is, and who she is in relationship to the world around 
her, and the people around her, as well?

Kelvin: The biggest thrill is getting the opportunity to 
do a three-hander with these amazing women here. 
I’ve worked with Rebecca in a film, but this will be 
our first time onstage together, and I’ve been waiting 
for this. That’s a thrill. 

It is, of course, a thrill getting to sink my teeth into 
this character. The biggest challenge is juggling 
the class system, without judging [Jean] or his 
narcissism. I feel that he knows that he deserves 
[more], and should be higher than the station that 
he’s in, but he has to quelch those moments where 
he wants to speak freely as the person he thinks 
he should be. That, on top of whatever misguided 
attraction he has to Julie; how to walk that tightrope 
of whether it’s truly desire, or if it’s just something 
he feels that he deserves and maybe would have, 
if he weren’t born into the station he was born into. 
Working that class system when it does not agree 
with what your brain says about you, trying to walk 
that tightrope.

The want in this play feels so bare, and so 
apparent, and so raw. The whole play is 
just pulsing with want: I want more, I want 
different, and I’ll do whatever it takes to 
get there. With these competing wants in 
mind, how are these characters foils for one 
another?  

Kelvin: Kristine always reminds Jean of his station, 
and I think she helps him feel what love really is, as 
opposed to what he might think he feels for Julie or 
that confusion of emotion he has with Julie, even 
though he doesn’t necessarily know how to label it. 
Julie also reminds Jean of his station, but it’s very 
different. Julie holds the mirror up to Jean so he 
can really see the deficiencies in himself. Jean is a 
lesson in trying to strive for more, but [through him], 
you can also see that there are many, many better 
ways to attempt ascension. 

Mi: These characters are all very different, but also 
very similar. In the eyes of Julie, Kristine is a very 
stable character; she has her faith (which Julie is 
envious of). Jean represents an out for her, but I 
don’t yet know what that out is, exactly; as Julie, 
[something] happens to me [in the play], and it’s 
negative, and I’m in fear, and so I possibly glamorize 
this other life for Jean, and me, and Kristine, and 
[fixate] on this notion that we have to leave. At 
this moment, right now, I don’t know if Julie even 
believes that. It’s nice to have these dreams, the 
belief that we could do this, but ultimately, I don’t 
actually know if she can put her money where her 
mouth is. She learns a lot from these two people. 
I’m specifically thinking about the moment where 
Kristine tells her about faith, and who that’s for, 
and who will go to heaven, and who won’t, and 
how, after Kristine leaves, Julie says, “Well, if what 
Kristine says is true, then she’s also not going to get 
into heaven.” She’s learning in real time, and the 
people teaching her are Jean and Kristine. 

Rebecca: It’s such a polarizing play. I said yes to 
this project because I think Gabby’s a genius, and 
her vision for any play she does is so deeply rooted 
in her phenomenal research and the insight that 
she brings, but when I read it in college, I was like, 
“Oh my god. Strindberg is a misogynist, and what 
a bleak view he has of women; he sees them as 
either the saint or the whore. How are we going to 
do this?” 

A podcast I listen to researched the production 
history, and there has been a production of Miss 
Julie somewhere on the planet every single year 
since it premiered in 1889, so why do we keep 
coming back to this play? I spoke to Gabby, and 
something she said was that our country, specifically 
now, has gotten very, very comfortable talking about 
race and talking about gender issues, but we have 
never fully tackled class. Given where we are now 
with this huge surge towards democratic socialism, 
even in progressive parties, we still can’t deal with 
actual class issues: talking about that yearning to 
rise, or—in the case of the people who have risen—
their guilt about it and how they utilize the privilege 
at their fingertips. 

Kristine is this steady, bordered line that goes 
through the action—she is the system that’s pushing 
it through. She’s the least bothered of the three of 
them about their state; there’s freedom in being like, 
“I know my boundary here, and I know my boundary 
here, and I can live freely in between.” She 
represents the pragmatic counterpart to these two—
Jean, who’s below the level they think they should 
be at, someone trying to ascend and go higher; 
and then Julie, someone of really high status who’s 
deeply lonely, and deeply forgotten, and is trying to 
find her people, trying to find relevance, and trying 
to say, “I’m simple, I’m simple, I’m simple—until I’m 
not.” Kristine is just the steady throughline of who 
lives within those rigid boundaries. 

Kelvin: Thinking about the three, Kristine is 
technically the only one who lives in any type of 
freedom. [Julie and Jean] wear this chip [on their 
shoulder] every day. They drag this weight, and 
then retreat into what’s comfortable. Julie wants 
to escape, but she still has the advantage of her 
privilege. Jean wants to ascend, but knows that if 
things hit the fan, he can still disappear back into his 
position. There’s a tug-of-war happening within each 
of them. 

What contemporary conversations does this 
production join or challenge?

Mi: The wealth disparity in this country continues 
to grow, and the media that I’ve been consuming 
lately about Asian Americans is one of wealth, right? 
You have the movie Crazy Rich Asians, there’s the 
Korean movie Parasite, and there are conversations 
about East Asians and class. My observations 
have been that they’re in the upper class, or they’re 
associated with wealth, or at the very least, they’re 
comfortable. We have the stereotypes of East 
Asians being in the medical field, or lawyers, and 
automatically, those careers imply a certain level of 
money. But I don’t come from a wealthy background. 
[My family] immigrated. I have a very stereotypical 
immigrant story. Seeing these stories about Asian 
people associated with wealth, and [knowing] that’s 
just a completely different experience from what I 
had… I’m still trying to grapple with that. Even as 
an actor, even with its privileges, my career is very 
in flux. It’s very up and down. It’s never stable. To 
now portray a character who doesn’t have to think 
about money, who has everything she needs, or can 
get whatever she needs by purchasing it, but wants 
something that she cannot buy with money—that’s 
interesting. 

Rebecca: The great thing about theatre is that it’s 
a living text, so we can breathe new intention [into 
the script using the original words]. There’s so much 
force and attention focused on who we allow to 
ascend, particularly now, with ICE and immigration 
issues; these rigid boundaries are so magnified. 
There are billionaires and the upper percentage of 
earners who’re just getting wealthier, and wealthier, 
and wealthier, and who are changing the rules 
as we speak. Then there’s this middle ground of 
people, like Kristine, who’re like, “I don’t like that, 
but I’m good right where I am—it doesn’t affect 
me,” but that level of comfort can end up being very 
dangerous. If we’re making parallels, it’s Kristine 
who’s the most dangerous at the end, who prevents 
either one of them from leaving. The establishment 
is still winning, and—for some—there’s comfort in 
that. 

Mi: There can also be an element of survival, right? 
“If I just stay in my lane, and keep my head down, 
and don’t say much, and don’t disrupt anything, I’ll 
make it out of here alive and so will my loved ones.” 

How would you describe Miss Julie in three 
words? Or even more challenging, to match 
the title of the play, two words? 

Kelvin: Intense. Thought-provoking. 

Mi: Complicated. And quite straightforward. All of 
these things are in play, and their wants are very 
clear. If we stay true to that want, the complication 
comes with us. 

Rebecca: In this adaptation of the play, there’s a 
line about how the characters are “playing with fire.” 
And that’s what this is. Everyone’s playing with fire. 

Photo of Rebecca Spence, Kelvin Roston Jr., and Mi Kang at first rehearsal (Joe Mazza).

RETURN TO TABLE OF CONTENTS



Julia Bullock with Seth Parker Woods and Conor Hanick 
Trio Mediæval • Julia Keefe Indigenous Jazz Ensemble 

CSO Chamber Music at the University of Chicago 
3 Shades of Blues: Diunna Greenleaf, Nora Jean Wallace,  

and Precious Taylor • Lynne Davis, concert organist 
Tigran Hamasyan & Third Coast Percussion • & more! 

EXPERIENCE THE MUSIC YOU LOVE—LIVE!

TICKETS & SUBSCRIPTIONS ON SALE NOW!

chicagopresents.uchicago.edu • 773.702.2787 •         @uchicagopresents

https://chicagopresents.uchicago.edu


Early on in the process for Miss Julie, I sent Gabby 
a text that simply read: 

“Did you know that Strindberg used to inject 
apples with morphine to see if they had nervous 
systems…” 

It feels like an artist is always navigating a 
relationship between their constitution, their 
inherited traits and acquired tastes, and the contexts 
of the world they live in. Maybe that’s inherently 
what living, in general, is—but artists channel 
that relationship between context and constitution 
through the lens of curiosity, of questioning. In 
Strindberg, I find that there is an unquenchable, 
and maybe even cursed, curiosity that plagues him. 
When you look at the extensive sweep of his life’s 
work, you start to see a sprawling portrait of a man 
using any and every tool in his arsenal to sate that 
curiosity. He was painting, writing historical fiction 
and dramas, creating his own cameras to capture 
the night sky, penning multiple autobiographies, 
experimenting with transmutation and alchemy. The 
sheer enormity of his creative output felt compulsive, 
almost clinically so—he wrote Miss Julie in the span 
of only two weeks. Miss Julie, a play heralded, in 
many senses, as the apotheosis of naturalism—a 
movement fascinated by the ways human life is 
subject to the uncontrollable forces of nature. 

One day, I turned to Gabby and said 

“Miss Julie reads like a science experiment to me.” 

In Miss Julie, I see a central question, 

“Can we transcend our position (class, gender, 
race, etc.)?” 

or a hypothesis: 

“If we succeed in transcending our position, 
then something is created and something is 
destroyed.” 

With this hypothesis in hand, Strindberg picks his 
subjects. Two variables, and a constant. Miss Julie 
and Jean, variables who are interested in directional 
movement between their positions, and Kristine, 
the constant, who appreciates, finds value, and 
has a need for a structured class system. Then the 
experiment begins. 

“On a night like this we’re all just ordinary people 
having fun, so we’ll forget about rank. Now, take 
my arm!”  –Miss Julie

It’s no accident that the environment chosen for this 
experiment is Midsummer, the longest day of the 
year, the summer solstice, a night when anything 
can happen. With origins rooted in ancient pagan 
rituals to celebrate fertility and abundant harvests, 
the significance of the festival, of a rite of passage, 
of ritual where people are often between social roles 
serves as an essential boon to the play and what 
Victor Turner would 80 years later call “Communitas,” 
an intense feeling of fellowship, a moment where 
structured social ranks collapse and there is a 
sense of perceived equality. Communitas can only 
occur in liminality, the threshold where something 
has been destroyed but something new has yet to 
be created, a space that the characters occupy as 
soon as Miss Julie enters the play.

Strindberg said of Miss Julie: “In the following drama 
I have not tried to do anything new—for that cannot 
be done ... but I have chosen, or I have surrendered 
myself to, a theme that might well be said to lie 
outside the partisan strife of the day: for the problem 
of social ascendancy or decline, of higher or lower, 
of better or worse, of men or women, is, has been, 
and will be of lasting interest.”  

He knew that these themes would transcend 
the time and place in which the play was written. 
Instead of seeing Miss Julie as a naturalist 
drama, the scientific method holds the key to its 
timelessness. A hypothesis, variables, observation, 
and experimentation. Questions about the world 
we live in that can only be answered when those 
variables are brought together to the point of 
combustion.

THE SCIENCE OF STRINDBERG
A PERSONAL ESSAY

BY ABHI SHRESTHA, PRODUCTION DRAMATURG

RETURN TO TABLE OF CONTENTS

Portrait of August Strindberg by Edvard Munch, 1892.
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UP NEXT: OUT HERE

Don’t miss the final production in the 2025/26 
season: Out Here, a new musical by Leslie 
Buxbaum, David J. Levin, and Eric McKeown.

Dawn has a house, a husband, and a family, but 
she wants more. She wants her ex-girlfriend, 
Robin. She wants nothing to change and she 
wants everything to change, and she wants it 
all on her own terms. As she’s caught between 
what’s been and what’s next, Dawn must learn to 
abandon expectations, harmonize with loved ones, 
and trust the process. If she can do all that, she 
might just learn a new song. 

Strikingly original, Out Here explores the 
unexpected freedom of relinquishing control, and 
how, sometimes, you have to break something 
apart to create something better.

Acclaimed director Chay Yew makes his Court 
directorial debut with this charming and bold take 
on the American kitchen sink drama, bringing the 
2025/26 season to a joyous conclusion.

Out Here runs April 10 – May 10, 2026. Get tickets 
and learn more here, or call the Box Office at 
(773) 753-4472.

https://www.courttheatre.org/season-tickets/2025-2026-season/miss-julie/
https://www.courttheatre.org/season-tickets/2025-2026-season/out-here/
https://www.courttheatre.org/season-tickets/2025-2026-season/out-here/
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MI KANG (Miss Julie) is thrilled 
to be making her Court debut 
with Miss Julie! Chicago credits: 
Much Ado About Nothing 
(Chicago Shakespeare); Inherit 

the Wind (Goodman); Villette (Lookingglass); The 
Chinese Lady (TimeLine). Regional/tour credits: Life 
of Pi (Broadway national tour); Dracula (Cincinnati 
Playhouse); John (ArtsWest); The Journal of Ben 
Uchida (Seattle Children’s); Jane Eyre, A Tale for 
the Time Being (Book-It Rep); The Great 
Inconvenience (Annex). Mi is a Northwestern MFA 
Acting graduate and school credits include: Dance 
Nation, Peerless, and Hedda Gabler. She is 
represented by Stewart Talent.

KELVIN ROSTON JR. (Jean) is 
excited to be back at Court! 
Court credits: East Texas Hot 
Links (Roy Moore), Stokely: The 
Unfinished Revolution (Adolphus 

Carmichael/Ensemble), The Gospel at Colonus 
(Oedipus), Oedipus Rex (Oedipus), King Hedley II 
(King Hedley), Five Guys Named Moe (Four-Eyed 
Moe), and many others. Recent credits include: 
August Wilson’s Fences (Trinity Repertory 
Company); Clue (Mercury Theater); The Color 
Purple (MSMT); The Wiz (Fulton Theatre). 
Chicagoland: Congo Square, Paramount, Marriott, 
Goodman, ITC, eta, Writers, Black Ensemble, 
TimeLine, Northlight, Steppenwolf. International: Orb 
(Tokyo, Japan); Festival Hall (Osaka, Japan). 
Television: Chicago Med, Chicago P.D., South Side. 
Film: Get a Job, Princess Cyd, Breathing Room. 
Awards: Jeff Award, three BTAA Awards, two Black 
Excellence Awards, NAMI Award. AEA, represented 
by Paonessa Talent (CHI) and Michael Moore 
Agency (NY).

REBECCA SPENCE (Kristine) is 
an Equity Jeff Award-winning 
actor based in Chicago, last 
seen at Court Theatre in The 
Lion in Winter. She has worked 

with Steppenwolf Theatre Company, Goodman 
Theatre, Northlight Theatre, Remy Bumppo Theatre 
Company, Lookingglass Theatre, TimeLine Theatre 
Company, Windy City Playhouse, Theatre Wit, and 
Rivendell Theatre, where she is an Ensemble 
Member. Film credits include: Candyman, Princess 
Cyd, Man of Steel, Contagion, The Dilemma, Public 
Enemies, Grace is Gone, and The Break-Up. She 
has a regular role in the upcoming series The 
Madison, opposite Michelle Pfeiffer, and recurring 
roles in Dark Matter, Mr. Throwback, Power Book IV: 
FORCE, 61st Street, and Paper Girls. Other 
television roles include: Lady in the Lake, The Big 
Leap, Utopia, Empire, Easy, Boss, Crisis, Chicago 
Fire, Betrayal, The Mob Doctor, Detroit 1-8-7, The 
Chicago Code, The Beast, and Prison Break. 

JOAN NAHID (u/s Miss Julie, Kristine) is a 
multilingual actor and writer based in Chicago. 
She is thrilled to make her Court Theatre debut 
with her favorite play of all time: Miss Julie. Her 
Chicago credits include: Wish You Were Here (Remy 
Bumppo Theatre Company); A Lie of the Mind 
(Raven Theatre); The Madness of Edgar Allan Poe 
(Oak Park Festival Theatre, First Folio Theatre); 
Galileo, Mother Courage and Her Children, Medea 
Material, Princess Ivona, Tango, The Locketeer 
(Trap Door Theatre). Joan holds an MFA in Theatre 
and Playwriting from the University of Tehran and 
has published three collections of short stories. She 
is a proud ensemble member at Trap Door Theatre. 
www.joannahid.com. 

CHRISTOPHER WAYLAND (u/s Jean) is thrilled 
to return to Court Theatre, where he previously 
appeared in Rosencrantz and Guildenstern Are 
Dead. He is an Assistant Professor of Acting and 
Theatre at the Chicago College of Performing Arts at 
Roosevelt University. He received an MFA in Acting 
from The Theatre School at DePaul University. 
In the Chicago area, he has worked at Rivendell 
Theatre Ensemble, Paramount Theatre, Marriott 
Theatre, Porchlight Music Theatre, Raven Theatre, 
First Folio Theatre, 16th Street Theater, Oak Park 
Festival Theatre, Griffin Theatre, Teatro Vista, 
Haven, Lifeline Theatre, and Stage Left Theatre. His 
television credits include The Chi, neXt, Chicago 
Med, and APB. Follow @heychriswayland and 
christopherwayland.com. 

AUGUST STRINDBERG (Playwright, 1849–1912) 
was a transformative Swedish writer and polymath 
whose professional achievements fundamentally 
shaped modern European arts. He authored over 
60 plays, 30 novels, historical works, and scientific 
essays. Strindberg is widely recognized as the 
founder of modern Swedish literature; his novel The 
Red Room (1879) is considered the first modern 
Swedish novel. A committed man of the theatre, he 
co-founded the Intimate Theater in Stockholm (1907) 
as a venue for his experimental “chamber plays.” His 
works, including the seminal Miss Julie, permanently 
influenced 20th-century drama. Today, the most 
prestigious Swedish literary award, the August Prize, 
is named in his honor.

HARRY G. CARLSON (Translator, 1930-2012) 
was a renowned scholar and translator largely 
responsible for bringing the works of August 
Strindberg to a wide English-speaking audience. 
A distinguished Professor of Theater Emeritus at 
Queens College and the Graduate Center, CUNY, 
Carlson dedicated much of his career to the study 
and translation of Scandinavian drama. His work 
includes highly regarded translations of several 
Strindberg masterpieces, including Miss Julie, The 
Father, and A Dream Play. Carlson’s significant 
academic contributions include the books Strindberg 
and the Poetry of Myth (1982) and Out of Inferno: 
Strindberg’s Reawakening as an Artist (1996). 
Through his meticulous and accessible translations, 
Carlson has cemented Strindberg’s place in the 
English literary canon.

DR. GABRIELLE RANDLE-BENT 
(Director, Associate Artistic 
Director) is a mother, director, 
dramaturg, and scholar. Her 
directorial highlights include A 

Raisin in the Sun; Antigone; The Island; and The 
Tragedy of Othello, the Moor of Venice (co-directed 
with Charles Newell) at Court Theatre; 1919 
(Steppenwolf); and The Year of Magical Thinking 
(Remy Bumppo). 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 a PhD from Northwestern 
University.

JOHN CULBERT (Scenic Designer) designed 
scenery or lighting for many Court productions, 
including Berlin; Rosencrantz and Guildenstern 
Are Dead; Antigone; The Gospel at Colonus; 
Arsenic and Old Lace; The Tragedy of Othello, the 
Moor of Venice; Oedipus Rex; The Adventures of 
Augie March; All My Sons; and Iphigenia in Aulis; 
Goodman’s Having Our Say; Lookingglass’s Villette; 
and TimeLine Theatre Company’s The Lehman 
Trilogy. He has also designed for Northlight, Writers, 
Glimmerglass Opera, Singapore Repertory, Opera 
National du Rhin, Berkeley Rep, McCarter Theatre, 
and Shakespeare Theatre Company. He served as 
the dean of The Theatre School at DePaul University 
for over 20 years.

RAQUEL ADORNO (Costume Designer) returns to 
Court having previously designed costumes for A 
Raisin in the Sun, Antigone, The Gospel at Colonus, 
The Island, and The Tragedy of Othello, the Moor 
of Venice. Other Chicago credits include: You Will 
Get Sick, The Book of Grace, Fool for Love, The 
Thanksgiving Play, POTUS (Steppenwolf); Measure 
for Measure, and I, Banquo (Chicago Shakespeare); 
Personality: The Lloyd Price Musical (Hard Kill, LLC); 
The Music Man (Marriott); Natasha, Pierre & the 
Great Comet of 1812 and The Band’s Visit (Writers); 
Little Women, Dial M for Murder, Georgiana and 
Kitty: Christmas at Pemberley, Intimate Apparel 
(Northlight). Regional: Waitress, Rent (MUNY); 
Legacy of Light, Choice, The Wolves (McCarter); 
Million Dollar Quartet (Milwaukee Rep); Anna in the 
Tropics, A Raisin in the Sun, Cymbeline (American 
Players). Film: Curio, Limerence, Cheap Plastic 
Mask. Raquel is Assistant Professor of Design at 
Northwestern University. www.raqueladorno.com. 

KEITH PARHAM (Lighting Designer) returns 
to Court, having previously worked on Berlin; 
Rosencrantz and Guildenstern Are Dead; Antigone; 
The Gospel at Colonus; Fen; The Tragedy of 
Othello, the Moor of Venice; Oedipus Rex; 
Photograph 51; All My Sons; The Hard Problem; An 
Iliad; Angels in America; Proof ; and many others. 
Broadway: Thérèse Raquin (Roundabout); Between 
Riverside and Crazy (2nd Stage Theater, Atlantic 
Theater). Off-Broadway: Wild Goose Dreams (The 
Public); Man from Nebraska (2nd Stage Theater); 
The Purple Lights of Joppa Illinois (Atlantic 
Theater), among others. Awards: Obie, Lortel. Visit 
keithparhamlighting.com, tutatheatre.org. 

WILLOW JAMES (Sound Designer) is a Chicago-
based artist and educator whose work centers 
Black identity, new works, and activism. He is the 
Civic Engagement Director at Definition Theatre 
(where he is also an ensemble member), a Court 
Theatre teaching artist, and Adjunct Faculty at 
DePaul University. Court Theatre: Antigone, Stokely: 
The Unfinished Revolution, A Raisin in the Sun. 
Chicago: Fat Ham (Goodman Theatre/Definition 
Theatre), You Will Get Sick (Steppenwolf Theatre), 
Hymn (Chicago Shakespeare Theater), The Hot 
Wing King (Writers Theatre). Regional: American 
Players Theatre, Next Act Theatre, TheatreSquared, 
NAATC, Alleyway Theatre, and Phoenix Theatre 
Indianapolis. Representation: Michael Moore 
Agency. worksbywillow.com. 

SHERYL WILLIAMS (Fight and Intimacy Designer) 
moved to Chicago from Phoenix, Arizona in 2016. 
She has been supporting schools and theaters 
across the city with Intimacy and Fight Designs since 
2017. An Affiliate with Theatrical Intimacy Education, 
her Court credits include The Taming of the Shrew, 
Berlin, A Raisin in the Sun, Falsettos, East Texas Hot 
Links, Fen, Antigone, Rosencrantz and Guildenstern 
Are Dead, and Stokely: The Unfinished Revolution. 
Chicagoland credits include Obliteration (The Gift); 
Native Son (Lifeline); The Brightest Thing in the 
World (About Face); Silent Sky (Citadel); and more. 
Visit iamsherylwilliams.com for more info.

SAMMI GRANT (Vocal and Dialect Consultant) 
previously worked on Court’s productions of The 
Taming of the Shrew, Big White Fog, Berlin, A 
Raisin in the Sun, Falsettos, Stokely: The Unfinished 
Revolution. Other Chicago credits include: A 
Christmas Carol (Goodman); Black Sunday, The 
Lehman Trilogy, Relentless (TimeLine); Gorgeous 
(Raven Theatre/Rivendell Theatre); and many more. 
Film/TV credits include: Rescued by Ruby, Patriot, 
The Exorcist. Sammi is an Assistant Professor 
and Co-Head of Voice and Speech at The Theatre 
School at DePaul University. She holds an MFA with 
Distinction in Voice Studies from The Royal Central 
School of Speech and Drama.

ABHI SHRESTHA (Production Dramaturg) is a 
Chicago-based theatre educator and dramaturg 
originally from Kathmandu, Nepal. They are 
the Director of Education and Engagement at 
Steppenwolf Theatre Company, Resident Dramaturg 
and Community Organizer for the Chicago Inclusion 
Project, and a proud board member of the Illinois 
Caucus of Adolescent Health. Abhi has spent 7+ 
years cultivating a theatrical and administrative 
practice that champions youth agency and 
empowerment. Abhi believes deeply in the liberatory 
power of arts education and views theatre as a civic 
engagement modality.

KATIE MOSHIER (Production Stage Manager) 
returns to Court Theatre after working on Berlin 
and Antigone. Other Chicago and Illinois credits 
include: White Christmas (Marriott); Hamlet, Sense 
and Sensibility (Illinois Shakespeare Festival); 
Across the Sand (Northbrook); A Midsummer Night’s 
Dream, Seagulls (Oak Park Festival Theatre). DC-
area credits include: Soft Power, Pacific Overtures, 
She Loves Me, A Chorus Line, Grand Hotel, John, 
Mrs. Miller Does Her Thing, Titanic (Signature), 
as well as work at the Kennedy Center, Theater 
J, Studio Theatre, Imagination Stage, and others. 
Regional: Theater At Monmouth (Maine), Phoenix 
Theatre Company (Arizona), Dorset Theatre Festival 
(Vermont). Education: University of Illinois at Urbana-
Champaign BFA – Stage Management. 

AMANDA BLANCO (Assistant Stage Manager) 
is a Chicago-based stage manager working in 
theatre and other live events. Select credits include 
Billie Jean, Jaja’s African Hair Braiding (Chicago 
Shakespeare Theater); The 25th Annual Putnam 
County Spelling Bee (Paramount Theatre); Falsettos 
(Court Theatre/TimeLine Theatre Company); Noises 
Off, a home what howls (Steppenwolf Theatre 
Company); and Port of Entry (Albany Park Theater 
Project/Third Rail Projects). Amanda is an alum 
of The Theatre School at DePaul University and a 
member of Actor’s Equity. 

DR. AVERY WILLIS HOFFMAN 
(Marilyn F. Vitale Artistic Director)  
is proud to join Court Theatre. 
Avery recently served as 
inaugural Artistic Director, Brown 

Arts Institute and Professor of the Practice of Arts 
and Classics at Brown University. Over the last two 
decades, she has curated multidisciplinary projects 
as inaugural Program Director at Park Avenue 
Armory, led content development for the 
Smithsonian’s National Museum of African American 
History, managed Avery Productions, and produced 
multiple artistic collaborations with director Peter 
Sellars. A Marshall Scholar, Avery earned a DPhil 
and MSt in Classical Languages and Literature from 
Oxford, and a BA in Classics and English from 
Stanford. 

ANGEL YSAGUIRRE 
(Executive Director) has been 
Court’s Executive Director since 
2018. Prior to this role, he 
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 Boeing and a 
Program Officer at the McCormick Tribune 
Foundation. He has served on the boards of the 
Poetry Foundation, Theatre Communications Group, 
Forefront Illinois, Restore Justice, and Chicago 
Dancemakers Forum.

HEIDI THOMPSON SAUNDERS  
(Managing Director) has 
dedicated her entire professional 
career to Chicago theatre, 
including 15 years at Court 

Theatre where she is proud to be part of the 
leadership team. Prior to coming to Court, Heidi 
worked as a stage manager and technician for many 
storefront theaters and spent four years as the 
Executive Director of PlayMakers Laboratory. Heidi 
has served on committees or boards for the League 
of Resident Theaters, Cabrini Green Legal Aid, the 
Chicago Family Theater Association, the Chicago 
Comedy Association, the Illinois Theatre Association, 
and is currently the Chair of the Board of the League 
of Chicago Theatres.

BECCA MCCRACKEN (Director 
of Casting and Artist Cultivation) 
celebrates her twentieth year in 
casting! Her work has taken her 
across the U.S. in theatre, film, 

television, and commercials. She’s proud to call the 
Tony Award-winning Court Theatre home for the past 
eight years, casting more than 30 productions. A 
proud member of the Casting Society (CSA), Becca 
serves on the governing board and is a three-time 
Artios Award winner and nominated for three Artios 
Awards this year. She leads with heart, championing 
Chicago’s incredible acting community—and her kids 
on the field and stage.

ARTIST PROFILES

RETURN TO TABLE OF CONTENTS

https://www.joannahid.com
https://christopherwayland.com
https://www.raqueladorno.com
https://www.keithparhamlighting.com
https://www.tutatheatre.org
https://www.worksbywillow.com
https://www.iamsherylwilliams.com


https://www.courttheatre.org/season-tickets/2025-2026-season/miss-julie/


On the heels of Marti Lyons’s The Taming of the 
Shrew, Miss Julie joins the rest of Court’s season 
in asking its audience a series of questions about 
the theatrical punishments of women and the 
deployment of bodily practices (whether BDSM 
or dance) to query inherited representations of 
feminine bodily expression. 

In 1888, modernist titan August Strindberg’s stated 
goal in writing Miss Julie was to revolutionize the 
theatre. It was published alongside an infamous 
preface, which has come to be known as 
Strindberg’s manifesto for a new Naturalist theatre. 
The titular protagonist, whom he describes as a 
“half-woman,” “man hater,” and “a type who thrusts 
herself forward, selling herself nowadays for power, 
decorations, distinctions, diplomas, as formerly 
for money,”1 is a recently jilted, aristocratic young 
woman. She rushes from a country dance into her 
family manor’s kitchen on a summer evening and 
pleads with her absent father’s valet, Jean, to dance 
with her. As the two have an increasingly wine-
soaked discussion across class, sex, and gender, 
a dark tragedy takes hold of the evening, resulting 
in the beheading of a small greenfinch and Julie’s 
suicide, abetted by Jean. From the play’s first 
lines, “Miss Julie’s crazy again tonight; absolutely 
crazy!,” to the summer ball thrumming offstage, to 
the cook’s frying and sizzling in the kitchen where 
the entire drama unfolds, the play announces 
itself at a hysterical fever pitch. When Julie comes 
down to elope with Jean, bringing with her only her 
greenfinch in a cage, he beheads the bird, and, 
just as her absent father is due home, she appears 
to lose her mind entirely. Julie plays the part of 
femininity’s dangerous wishes: her jilted hysteria, 
her failed taming of men, and her hereditary 
“degenerate” nature are what seem to lead her to 
“suicide.”

Degeneracy—defined in this play as Julie’s 
unregulated need for dancing and bodily 
expression—was key in Strindberg’s lexicon. As a 
manifesto for a new theater, Miss Julie focused as 
much on new staging and lighting ideas as it did 
on a completely new paradigm for drama: no more 
stock characters whose experiences were limited by 
mask-like clichés and predictable tropes. Instead, 
an event like Julie’s suicide must be shown in the 
“multitude” of its animating psychological dynamics, 
degeneracy leading among them. Strindberg wrote, 
presciently, “It seems to me that the psychological 
process is what interests people most today. 
Our inquisitive souls are no longer satisfied with 
seeing a thing happen; we must also know how it 
happens. We want to see the wires themselves, 
to watch the machinery.” As “modern” characters, 
Julie and Jean are two studies in late 19th century 
psychology, where the “soul” has to be represented 
as a “complex of motives.” Strindberg wanted to 
avoid tropes and physical gimmicks, trying instead 
to provide an “objective” take on an event like 
Julie’s death. And yet, his characterization of the 
“degeneracy” of modern women like Julie betrays an 
anxiety about what he calls Naturalism’s “desperate 
fight against nature,” where “nature” is assimilated 
to women’s bodily excesses. It reproduces its own 
kind of misogynistic trope, a proposal any 2026 
production of the play must interrogate, since 
Strindberg landed on the sinister notion that a 
“sound species,” rid of “degenerates” like Julie, was 
required to achieve collective, social “happiness.” 
In what ways did Strindberg’s aspirations for a 
new theater only work to naturalize an old cliché? 
And what are theater-makers now to do with these 
problems?

For a play that seeks to center psychology, Miss 
Julie is oddly haunted by the sweaty spectacles 
more readily associated with embodiment. Dance 
troubles theatre’s psychological naturalism by 
threatening to drown out a scientistic study of 
human behavior. Strindberg knew this, and his 
first gesture was to banish the Midsummer revels 
offstage, as if to keep bodily spectacle at bay so 
that a psychological power struggle can unfold. 
Director Gabrielle Randle-Bent, however, plays with 
the porous nature of the boundary between the 
dance outside and drama within as if to heighten 
the formal trouble dance presents. After Court 
audiences get a privileged glimpse of Strindberg’s 
banished Midsummer revelry, Julie relentlessly 
attempts to convince Jean to come back out and 
dance with her. Jean replies: “I wonder if it’s wise for 
you to dance twice running with the same partner, 
especially since these people are quick to jump to 
conclusions....” Their debate parses the disastrous 
implications of being seen dancing together and 
crossing the strictures set by class and gender.

How the chorus interprets Jean and Julie’s dance 
is a matter with devastating consequences both 
for Julie and for Miss Julie. This production 
asks us to grapple with similar questions of 
interpretation. Strindberg was as much seduced 
as he was repelled by the bodily forces of 
dance. His ambivalence about its peripheral 
but potentially devastating impact makes his 
dancing bodies difficult to reclaim, in particular 
in this hysterical rendition. What are we to make 
of these forms and their associations to female 
madness? Managing what dance means—what 
its powers and perversions are—frays the hard 
edge of the “new” theatrical naturalism Strindberg 
sought to establish. By first banishing dance, he 
paradoxically amplified its unspoken presence 
and heightened its strong correlation with taboo. 
But it’s not merely that the Midsummer revels are 
ongoing just beyond the stage; Strindberg also 
includes a mimed movement sequence for the cook 
Kristine’s domestic labor—“leaving here an even 
wider scope for the actor’s imagination, and more 
chance for him to win independent laurels”2—and 
a formalized Ballet in which the chorus of country 
dancers finally enters the kitchen, reviling Jean 
and Julie for dancing (or sleeping) together. Even 
Jean and Julie’s erratic, overlapping language is 
choreographic: Julie has nightmares of falling from 
pillars and is cautioned against “stepping down,” 
that is, dancing with people beneath her station. 
Jean’s aspirational dance is instead a leap upward, 
a desire to “soar” above the trees, to raise himself 
above his station. In this collision between upward 
and downward trajectories, in the push and pull 
between Strindberg’s desired objectivism and 
dance’s dangerous embodiment, the tragedy finds 
its combustive energy.

Strindberg might not have intended his play’s 
relentless focus on the dancing body. Yet Miss 
Julie works through an immensely popular and 
longstanding set of questions about “dangerous” 
women who move, feel, and express through 
embodiment. The play is in fact a forthright 
retelling of the biblical tale of John the Baptist’s 
execution by Herod Antipas, otherwise known as 
the story of the murderous girl-dancer Salome. At 
the time of Strindberg’s own writing, a veritable 
“Salomania” had taken hold of European theatre.3 
We can read Strindberg’s play as his own version 
of the tragic dancer that would clear a passage 
for a new aesthetic form. As the gospels of Mark 
and Matthew narrate, John was held prisoner at 
Herod’s court. On Herod’s birthday, a young girl is 
brought out to dance. Having pleased the king, she 
is authorized to ask for whatever she wants. She 
asks for John the Baptist’s head. John is beheaded. 
In Strindberg’s retelling, dancing risks similar 
consequential decollations—though John/Jean 
comes out unscathed; it is Miss Julie’s goldfinch 
who bears out the myth. Instead, Miss Julie 
explicitly avenges the male martyr and punishes 
the female dancer. Perverting the tale of Christian 
martyrdom, Miss Julie takes the biblical dance 
and turns it into a pressure cooker for Strindberg’s 
modern associations between gender, class, and 
psychology. Are we indeed to believe that “Miss 
Julie is crazy!” as advanced by the evergreen 
assertion that she wants too much from dancing? 
Is her dancing a mere symptom of her decadent 
aristocracy and corrupt gender? Or are we rather 
to take up Strindberg’s Naturalist method for 
interrogating the association of the (female) psyche 
with the problem of degenerate embodiment? Does 
dance, in the background, allow us to think of Julie’s 
interior life and capitulation differently?

Strindberg’s Julie hates men—and this quality is, 
per his evolutionary Naturalism, hereditary. Tragic, 
in this way, too. We are told early on that Julie was 
jilted by her fiancé for trying to “make him [her] 
slave.” Just like Kate in Shrew, Julie is a tamer 
tamed. Here, in its modern rather than pre-modern 
version, she is a wild dancer choreographed 
into submission. Julie’s death is just another 
capitulation—not quite placing her, like Kate, “below 
her husband’s foot,” but demanding something 
more gruesome: that Jean order her to slit her own 
throat. It is not her tongue, ultimately, that takes her 
down, but rather the suppression of her wily bodily 
agency, banished like the dances that threaten the 
naturalism of Strindberg’s new theatre.

CJ NIZARD (she/they) is a joint PhD Candidate in English 
and Theatre and Performance Studies researching the 
hatred of dance. They are also an editor and performer, and 
have shown work in the UK, USA, and Canada.

1 See Playwrights on Playwriting : From Ibsen to Ionesco. Ed. Tony Cole. 
Cooper Square Press, 1960.

2 All citations are from the preface.
3 See for example Gustave Flaubert’s 1877 Trois Contes, Jules 
Massenet’s opera Hérodiade, Oscar Wilde’s 1891 play Salomé, and the 
choreographies of Maud Allan and Loïe Fuller at the turn of the century.

FORWARD MOMENTUM
BY CJ NIZARD, PHD STUDENT IN ENGLISH AND 
THEATRE AND PERFORMANCE STUDIES AT THE 
UNIVERSITY OF CHICAGO
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Midsommardans (Midsummer Dance) by Anders Zorn (1897), oil on canvas. 
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Winner of the 2022 Regional Theatre Tony Award, Court 
Theatre reimagines classic theatre to illuminate our current 
times. In residence at the University of Chicago and on 
Chicago’s historic South Side, we engage our audiences 
with intimate and provocative experiences that inspire 
deeper exploration of the enduring questions that confront 
humanity and connect us as people.

Court Theatre defines classic theatre as texts from any 
culture, tradition, or era that resonate throughout time and 
speak to our present moment.
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   Ms. Mary J. Munday
Alan and Kathryn Nesburg
Sara Paretsky
Susan Payne
David Perry
Gabriel Presler
Carol Randel and Don Randel
Mr. and Mrs. Robert J. Richards
Earl G. Rivers
Bryon Rosner and Martha T. Roth
Sharon Salveter and Stephan Meyer
Carole Schecter and 
   Steven D. Mayer
Arleen and Frederic Schwartz
Ms. Margaret Silliker and 
   Mr. John Ryan
Elizabeth G. Sonnenschein
Judith E. Stein
James H. Stone
Janet Surkin and Robert Stillman
Nancy Tani
Bryan Vanderhoof
Elaine and Patrick Wackerly
Diane and William Welnhofer
Howard Stanley White
Bradley Whitford
Hung Wu and Judith T. Zeitlin

Karim Ahamed
Mary Anderson
Stephen and Wendy Ban
Barbara Barzansky
Douglas Brown
Tiffany Chappell-Ingram
Thomas Chomicz
Ms. Cheryl K. Cooke
Antonia Contro
Ms. Vicki Curtis
Lorena Diaz
Michael Dixon
Nancie and Bruce Dunn
Allyson Esposito
Mr. Stephen Fedo
Marilynne Felderman
David and Celia Gadda 
   Charitable Fund
Denise Gardner
Judy and Mickey Gaynor
Joan M. Giardina
Suzanne Gossett
Dr. Anthony T. Grafton
Branden Gregory
Nancy Halbeck and Bruce Halbeck
Tracie D. Hall
Robert Harris
MarySue and James Honigschmidt
Mark Hudson
Carrie and Gary Huff
Dorthea Juul
Cynthia Kirk
Jason and Laura Koh
Norman V. Kohn
Dr. Robert A. Kubicka
Jon Jurva
Lisa Kohn and Harvey Nathan
Nancy Kosobud
Linda Landrum and Robert Gertner 

Yvonne Lange and Theodore Steck
James Lapine
Ka Yee Lee and Thuong Van Ha
Barry Lesht and Kay Schichtel
Michael and Jacqueline Lewis
George and Abby Lombardi
Michael Lowenthal and Amy Osler
Sharon Manuel
Darlene Z. McCampbell and 
   James F. McCampbell
Patricia Meyer
Dr. and Mrs. Ernest Mhoon, Jr.
Katy Mickelson
Lynn Philipson and Louis Philipson
Richard and Charlene Posner
Suzanne Rose
Deloris Sanders
Diane Schroeder
Patrick Sellers
Mr. Joseph Senese
Manish Shah
Radiah and Benjamin Smith-Donald
Carla Sorey-Reed
Dr. and Mrs. Eric Spratford
Ms. Laura N. Stern and 
   Dr. Scott D. Stern
Hon. Juliana Stratton and 
   Bryan Echols
Patricia Swanson
Joyce Swedlund
James and Sue Thompson
Desiree Tucker Sorini
Christine Watkins
Laura Watson
Eliot R. Weinstein and Clare Rosean
Michelle Weiler
Freda Wells
Mr. Angel Ysaguirre and 
   Mr. Bob Webb

Katherine Abbott and Jerry Szatan
Jeannie Adams
Anonymous
Jane and Thomas Arthur
Frederic Artwick
Phillip Bahar
Susan Bowker
Jason Brett
Martin Buchheim and 
   Cynthia Jurisson
Amanda Cage
Cynthia Cheski
Erin Drury
Inge Dunne and Michael Dunne
Kenneth East
Richard Gibbons and
   Robert Ollis, Jr.
Gaylord Gieseke and 
   William Gieseke
Lewis Golove
Mary Louise Gorno
Jessie Wang-Grimm and 
   Robert Matthew Grimm
Prentiss Jackson and 
   Cynthia Henderson
Emlee Hilliard-Smith
Michael and Rosemary Hopkins
James Holzhauer
Cheryl Hubbard and 
   William Hubbard
Gervaise Hunter-Morris
Beatriz Iorgulescu
William R. Jentes

Maretta Jeuland
Margo Johnston
Jan Kallish
Maggie Kast
Peter Kempfer
Margaret Kleber
Susan Kossiakoff and 
   Anthony Kossiakoff
Chris Lonn
Virginia Meeker and 
   Michael Grethen
Ms. Sarah Solotaroff Mirkin
Regina Modestas
David and Agatha Moll
Deborah Nelson and 
   Adrienne Hiegel
Jon Quinn
Jennifer Peacock
Theodore and Marvin Phillips
Roger and Marilyn Price
Alan Pulaski and Jane Grady
Joyce Saricks and 
   Christopher Saricks
Craig Schuttenberg and 
   Colleen O’Leary
Stephen and Cynthia Schwegman
Melissa and Brian Sherman
Colleen Tremonte
Chris Wagner
Lynn and Sukmeke Watkins
Taryn Williams Clark
Grace W. Wolf
Jacob Yarnall

Institutional Support

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

Allstate Insurance Company
Illinois Arts Council 
Paul M. Angell Family Foundation

The Joyce Foundation
The Shubert Foundation
Walder Foundation

Lloyd A. Fry Foundation
Polk Bros. Foundation

Julius N. Frankel Foundation

Bel Brands USA
Harper Court Arts Council
Pritzker Traubert Foundation

The Steans Family Foundation
The Tinberg Foundation

The Irving Harris Foundation 

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
Helen and Jack Halpern Fund
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
Rhoades Foundation
Ms. Cheryl L. Thaxton
David J. and Marilyn Fatt Vitale 
Mr. Bob White

Court Theatre Facility 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 October 1, 2024 and January 6, 2026.

Crown Society ($50,000+)

Directors Circle ($25,000 – $49,999)

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

Royal Court ($10,000 – $14,999)

Benefactors ($5,000 – $9,999)

Producers Circle ($3,000 – $4,999)

Leaders ($1,000 – $2,999)

Supporters ($500 – $999) 

Contributors ($250 – $499)

Crown Society ($50,000+)

Directors Circle ($25,000 – $49,999)

Benefactors ($10,000 – $24,999)

Patrons ($2,500 – $9,999)
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