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In-person rehearsals and filming for “Offstage” took place in Lower Manhattan and 
Jersey City on the ancestral homeland of the Munsee Lenape people. Tisch New 
Theatre acknowledges this history and recognizes the historical links between the 
land on which New York University sits and the Lenape. Through our companyʼs 
mission, TNT seeks to build relationships with Indigenous communities and nations 
through academic and artistic pursuits, partnerships, historical recognitions, and 
community building pcommunity building practices.

“Itʼs about the stories youʼre drawn to. Iʼm drawn to stories that tend to involve 
themselves with struggles of identity, or struggles of less empowered groups of 
people... Iʼm interested in outsider stories, and thatʼs where I tend to come from.”
 
                                                                                                          - Michael Greif
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While rehearsing, filming, and recording music for this production, the company of
TNTʼs “Offstage” adhered to federal, state, and university-wide COVID-19 safety 
protocols, maintaining social distancing guidelines while working in-person and 
conducting all other meetings and rehearsals remotely. For more information about 
social distancing and COVID-19 protocols, please visit NYU Returns: 2020-2021 
Academic Year COVID-19 Information on the New York University website.

                                                                                                                                  ...



PRODUCTION OVERVIEW
OFFSTAGE
f

Written and Performed by the Company
Directed by Zoë Lillis
“Offstage” is a three-part virtual concert in which a diverse range of artists will come together and explore one topic: identity. What 
is identity and what does it mean to you? “Offstage” attempts to answer these questions through music addressing who we are as 
aartists and individuals. In a world where theatre as we know it seems so far away, “Offstage” begins to rewrite our rules: through 
these songs, we hope to redefine what narratives are brought to our stages and shine a light on those stories too often left untold.

A NOTE FROM DIRECTOR ZOË LILLIS
On June 5, 2020, I called our producer Matthew with an idea–we would put on a show that would invite artists to come together 
to write music about their identities, in whatever way felt most wholeheartedly true to themselves and however they would want their 
stories told. I wanted to give people a chance to create a song that they would always know was for and about them–something 
tthat could make them, and hopefully so many others, feel seen. The idea I put forth on that call would become “Offstage,” where 
our goal would be to tell stories too often left off the stage, and bring them into the spotlight. 

In making this show, we have achieved that goal and so much more. The company of “Offstage” has been like none I could have ever 
dreamed of, bringing their own wisdom and creativity to the table throughout the entire process to help us produce such a powerful 
show. This piece would never be where it is today if it weren't for this fearless and gifted team, and I cannot thank them enough for 
all of all of their incredible work. Not only has this process been transformative for so many of us involved in making it come to life, but 
I believe fervently in the impact it will soon have on those able to see it. I hope that “Offstage” will give people that song that makes
them feel seen, that moment that makes them feel understood, that spark that lets them know their story is worth telling. 

A NOTE FROM PRODUCER MATTHEW LEWIS
In January of 2019, the leadership of Tisch New Theatre established a new board. I empowered them to write and develop a 
new mission statement, as well as new equity, diversity, and inclusion guidelines. Additionally, I created the role of Artistic Curator 
and asand asked Zoë to fill it. Then of course we hit the pandemic, which presented a series of producing challenges. How do you present 
theatre when you have a variety of restrictions and when you can only look a week ahead for what is possible? During the 
summer of 2020, with the murder of George Floyd and the prominence of the Black Lives Matter Movement, we realized very 
quickly that we needed to develop a show that would speak not only to this moment in time but also to the ethos of NYU students, 
so many of whom are activists and harbingers of change. We did not find an existing script that spoke to the experiences of our 
student bodstudent body, which is when we started to consider creating something original. I asked Zoë, as curator, to consider what an 
original show might be, and she felt that we should do a show focused on what identity means to our cast members. I was immediat-
ely blown away by the concept.

“Offstage” became a lofty goal. We knew taking on a project of this scope while rewriting the rules of how we produce would be 
immensely challenging. However, every single moment, I watched our team lean into the challenges and continually soothe my fears 
each time a new obstacle arose. As the months progressed, my apprehension shifted to complete joy by seeing the work that has 
been cbeen created and seeing the connections, friendships, and collaboration that happened as a result of this production. “Offstage” 
represents how our company members have reacted to their upbringings, their educations, and themselves as individuals, and how 
they have crafted stories from those experiences. I hope that the audience will understand that at every moment, our community and 
the process were our center of focus. I am nothing but excited to share this production because I know it will bring a lot of joy to a lot 
of people, and certainly brought a lot of joy to us.

J. OWEN GRUNDY PARK  3
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ML: Iʼm the Producer and President of TNT, and as President I oversee the 
board and the long-term goals and mission of the organization. In assoc-
iation with the board and production staff, I oversee the day to day oper-
ations of the production, from marketing to fundraising to the logistics of 
putting up the show. I'm there to assist our team and provide support 
however I can to make sure the production happens.

ZL:ZL: Besides being the director of “Offstage,” Iʼm also TNTʼs Vice President 
and Artistic Curator, which means at the beginning of this year I was tasked 
with figuring out what kind of show we would to this season. Last May, 
Matt and I started talking about what is next year look like. We looked at 
a lot of existing shows, but mid-May when the Black Lives Matter movement 
came back to light, a lot of us were wrestled with the world weʼre living 
in. We were asking, “what can we do to address this moment thatʼs not 
peperformative?” One day I went for a walk to clear my head—I had all these thoughts swirling around about the shows we'd 
been looking at, and I had the song that I really liked called “Boston” about a girl from Boston that goes out into world on her 
own and thought, “Oh my goodness, it must be about me.” I started thinking that not everyone has that one song they can call 
theirs. I was thinking about all the problems in the theatre industry and realized this is the root of the issue that we're dealing 
with right now. Everyone should be able to walk into a room and not worry about color of their skin, their sexuality, whatever it 
might be. It might be. It was something that I felt like in my role both as a half Asian female director and as someone working with TNT, I 
could grasp in order to move forward. I got home from that walk, called Matt, and I said “I need to talk to you right now, I know 
what the show should be.”

ML: I was thrilled we when we first started looking at the idea of doing an original show. As artists, there is always a desire to 
create change and a lot of people talk about the change that needs to be made, but it's very different to actually work towards 
it. And of course we as students are not necessarily able to shift the direction of an entire industry, but I do believe that the 
didirection that young artists take, especially as they move into the professional world, has a huge influence as older more esta-
blished folks begin to move out of the industry, and so this idea became a way for us to create direct change in a culture that 
we wanted to improve. I also knew that, as amazing as TNT has been, thereʼs been an identifiable need for change within the 
organization. This was a fantastic project for us to begin putting the new mission statement and Equity, Diversity, and Inclusion 
guidelines that our board developed in early 2020 to the test. The goal for this season was to start meeting some of those goals 
while pwhile providing a level of service and experience that is worthy of the students and artists that we asked to be a part of our 
productions.

ZL: We had a clear goal that I think everyone was behind going into it, and anytime things got get a little hard, everyone could 
take a step back and say we know why we're doing this and, at the end of the day, it's the stories that matter most. From a 
curation perspective, the most important thing was figuring out on how to tell a wide range of stories and bring them into the 
spotlight. The cast and composers were asked to write songs about identity, but that's an ever-changing thing, which is so 
beautiful, and beautiful, and even in the year of making this we've felt how these songs change. I asked them “If you were the one watching 
this show, what song would you need to hear?” which gave them a really clear motivation throughout the process. I've heard 
often in design meetings “If I only had the song when I was in sixth grade…” Another thing I asked everyone to keep in mind 
as they were writing their songs why are you the only two people in the world who can write this song? There's that Martin 
Scorsese quote that says “The most personal is the most creative,” and I think because these artists have made songs that are 
so iso important to them, it makes it that much more special for all of us who get to experience them.

ML: We really wanted to create a process that was going to be worthy of our artists time during 2020 and 2021, knowing that 
a big portion of it would be digital and would be remote. Being on Zoom and trying to create your own work requires a sub-
stantial amount of energy—emotional, physical, and mental. We wanted to create a project and a process that would feel re-
warding and bring about continuous moments of joy for our cast and creators. I really believe that TNT is an organization where 
people come people come to learn and build new relationships that will last a long time, and that TNT is one of the best places at NYU to 
grow as a human and put your skills to the test. So throughout it we've been really careful to set the expectation that this show 
is about us, it's about the 90 of us who have worked to create this process over the past 11 months. Every single moment going 
through production we had our collaborators at the center of focus. We really believe in leading with empathy, so it's been 
really rewarding seeing how those expectations shifts the way that everybody in the production worked. 

Director Zoë Lillis (she/her) and Producer Matthew Lewis (he/him) had a conversation about the initial conceptualization and execution of “Offstage.” 

CONCEPTUALIZING OFFSTAGE
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ZL: Working remotely was really hard at first. The best thing about theatre is when you're with all your collaborators in the same 
room, especially in the rehearsal process. We were building this from the ground up on this process, which was hard at first, but 
once we learned how to utilize the tools of working online and find those small moments of connection, it became easier. This 
process all happened on my computer screen--one of the most magical moments in my life. I keep telling people it was great to 
watch the cast perform, but it was even better to watch everyone's reactions, because theyʼve never met each other in person, 
but they still cared so much for each other.

ML:ML: It was immensely challenging for the producing and production team to figure out how to do this because we aren't produ-
cing in a vacuum, we're producing in a very large university that makes sure we're able to do work safely and responsibly. We 
started planning this show originally back in early March before the pandemic, so by the time we got to May, we had complet-
ely redesigned the way this production was going to work--from what was originally going to be an in person concert of existing 
songs, to being semi in-person, to completely remote and everything in between as we try to adjust to what the university allo-
wwed us to do and what the world allowed us to do safely. We had to create a bunch of different plans and we had to have five 
different plans of action in our head at the same time—it became very challenging for us to be able to adapt on the fly. That 
being said, we were all really good planners and this team is really good at figuring out how to plan ahead and adjust to ever-
changing things. While the pandemic created huge problems, it also facilitated joy for us as we fixed all of those problems and 
create a really powerful and moving show. And we  were still able to work in-person, safely and effectively. There were 
plenty of huplenty of hurdles but it also provided an immensely beneficial learning experience for everybody, and I feel like we're all much 
better planners after going through this process. I'm really thrilled to be in the final stages of this production. It's been such an 
amazing process and it's bringing about a real sense of closure—itʼs also really fun because we aren't going into production next 
week which means that we as a company really get to enjoy the work that we're creating, versus oftentimes as theatre artists you 
never really get to enjoy your own work because you're busy doing it the entire time. This next week is really just a moment of 
celebcelebration for us as an organization and as students.

ZL: It's been almost a year since we started this project—June 5 was when I sent Matt that initial text—and it's been such an 
amazing process. We're telling stories for 12 voices, but I like to think that the show was telling stories for so many more than 
that. There's never going to be a day where it's not important to hear all of these voices and all of these stories. I think the 
really beautiful thing about this show is that in making it, the show it helped me come to terms with things in my life. These 
stories are always going to be something that Iʼll hold close to my heart, and Iʼm so excited for next week when other people 
will will finally get to hear them.



May 4

May 26

June 5

July 2

July 22

August 1

Sept 6-7

Sept 17-20

Sept 24

Sept 28-Oct 3

Oct 4

Oct 5-10

Oct 19

Oct 22

Oct 25

The first creative
meeting for Tisch 
New Theatreʼs 
“Reprise” takes 
place.

                The day 
                   after 
        George Floydʼs 
          death and the 
eruption of Black Lives 
Matter protests across 
tthe country, the 
“Reprise” team dec-
ides to postpone 
the show because 
of the political 
climate.

Producer Matthew 
Lewis approaches 
Director Zoë Lillis 
about developing 
an original produ-
ction for the fall. 

Zoë and Matthew 
decide to present 
this concept, titled 
“I Am” at this mo-
ment, to TNTʼs 
mentor, Rubén 
PPolendo. 

The first production 
meeting for 
“Offstage” takes 
place.

TNT solidifies its 
Equity, Diversity, 
and Inclusion 
statement and 
updated its 
Mission Statement 
tto accurately 
   reflect the goals 
      of the organization.

Composer interviews 
take place.

Callbacks are held for 
performers with Zoë 
and music directors 
Ben Heintz and Chloe 
Geller. 

The first rehearsal 
for “Offstage” takes 
place. 

After a “speed dating” 
rehearsal where the 
cast and composers 
get to talk one-on-one 
to see who they are 
  interested in work-
      ing with, Zoë, 
   Ben, and Chloe 
   hold individual 
   meetings with 
   composers and 
    performers.

Composer-
performer 
pairs are set.

The pairs meet 
for the first 
time to discuss 
what theyʼre 
interested in 
writing about.

TNT begins 
interviewing 
designers for 
“Offstage.”

The creative team 
reaches out to 
Kam Kampton, 
Katie Rubino, Gia 
Ray, RJ Christian, 
Tyler Arle, and 
Emerson Emerson Steele to 
 discuss perf-
 orming their 
  songs for the 
  fall preview.

8

“Offstage wasnʼt created out of thin air; the show premiering is the culmination of a year of preparation 
by the cast, composers, and crew. To document this process, a digital archive titled “Offstage, Backstage” 
was created, which will premiere after the final night of the show, including exclusive production 
documents, video content, and interviews with crew and cast members. Hereʼs an abridged archival 
timeline of the “Offstage” creative process; be sure to check out the archive for the rest of the 
story!” - Olivia Kormos, Archivist



Nov 14-16

Nov 23 Jan14-16

Jan 25

Feb 4

Feb 8

Feb 16

Mar 8

Mar 11

Mar 19

Mar 27

April 3

Mar 28 April 4

April 6

April 30

May 2The performers show 
each other their songs 
for the first time. 

The three preview 
songs are filmed: 
“Training Wheels” 
in Hoboken, New 
Jersey, “Foolish” in 
Seneca Village, and 
“Cu“Currently Unnamed” 
virtually.

The preview 
concert for 
“Offstage” 
premieres.

The design team 
holds three 
creative meet-
ings to discuss 
design ideas for 
   each song 
      as a group.

        The first 
rehearsal of the 
spring semester 
is held. The 
producing, 
directing, 
aarchive, and 
design teams 
present prelim-
inary ideas 
for their 
departments 
to the cast.

“Offstage” holds 
its first in-person 
rehearsal, in 
compliance with 
NYUʼs COVID 
safety standards.

Production 
Designer Alicia 
Cabrera and 
Costume Designer 
Phi Le present 
preliminary designs.

         The produc-
         ing team in-
           forms the 
           creative 
team that due to 
COVID restrictions, 
tthe logistics of in-per
son filming will have 
to be reworked. 
Lighting and sound 
deadlines are post-
poned, and Alicia 
begins to rework 
    scenic.

Final designs 
are presented.

Sound Designers Jordan 
Bernstein and Shane 
Patterson along with Ben 
Heintz and composer 
Sabrina Song begin in-
person vocal recording 
sessions at sessions at the Clive Davis 
Institute for Recorded Music 
in Brooklyn and the New Studio 
on Broadway in Manhattan.  

All in-person 
rehearsals are 
cancelled leading 
up to filming in-
person out of an 
abundance of 
  caution.

The first day 
of filming  
at J. Owen 
Grundy Park 
in Jersey 
City. The 
onsionsite crew 
consists of Zoë 
Lillis, Broadcast 
Manager Adam 
Olkin, Assistant 
Camera Kaitlyn 
Singer & Produc-
tion tion Stage Man-
 ager Delaney 
   Teehan.

      Interviews are 
   filmed with host 
 and composer RJ 
       Christian at 
   Tischʼs  Cabaret 
           Theatre.

Remaining songs are 
filmed at J. Owen Grundy 
Park. Simultaneously, 
Choreographer Sam Lobel 
spaces out dance at the 
Cabaret Theatre.

Remaining 
interviews, 
instrumental 
footage, and 
dance segments 
are filmed at 
    the Cabaret 
  Theatre.

Post-production 
and archival 
interviews 
begins.

“Offstage”
premieres.

       The final
   performance 
 of “Offstage,” 
 archive of the
    production
      launches.
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INTERVIEW WITH THE CAST

Nic Sylvester (he/him) and Eliana Coe (she/her)

NS: The first time that we met after we were paired together, we
were like sick let's hop on the Zoom call and chat for a little bit, 
and then a little bit turned into like three hours.

EC: I really didn't come into the process wanting to write about a 
certain thing specifically, I kind of wanted the process to take me 
on on that journey because it was created to do that, so I was just 
looking forward to getting to meet someone and create 
something brand new. I think we wrote like 98% of the lyrics 
after that first initial meeting. And from there, we solidified the
lyrics and started to create the instrumentals. 

NS: As the text of “Roots” might suggest, itʼs hard for me to express myself. I feel like Iʼm building up walls and faking every-
thing, so it took a lot for me to get comfortable saying “This song is about me, this is my story and itʼs important.”

EC:EC: Iʼm a firm believer that people and instruments are very much intertwined. Our lived experiences change the way we emit 
sound in the same way an instrument changes tambor and tone. I asked Nic “what's an instrument that you resonate with” and 
he said a bassoon, and Iʼve always resonated with the cello. It was through putting these instruments in conversation that I real-
ized they worked pretty well as a forest soundscape. The cello and the bassoon are always doing this little back and forth, and 
I like to think that that's Nic and I chatting in the background.

NS:NS: All the lyrics that Eliana wrote ended up perfectly encapsulating my experience, and yet I had to like really grapple with 
them to find what they meant to me, which was hard. The knot of the song is something we could never completely untie. But I 
was lucky that the song was so serious because it kept me from smiling while performing. Itʼs so fun to perform, and when the 
blocking is done right and feels good in your body, it just feels so great.
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                                                                                                      Julie Shin (she/her) and Bruce Wu (he/him)

                                                                                            BW: During speed dating, I had a bunch of ideas jotted 
                                                                                                      down in a notebook, and one idea was for the song to be 
                                                                                                      addressed to all the friends I loved before, to tell them 
                                                                                                      “Kn                                                                                                      “Know you're always friends of mine.” I want to be friends 
                                                                                                      with everyone that I knew in the past, even though I might 
                                                                                                      not know them now, and the idea of having people in our 
                                                                                                      lives that we no longer see, and the pain and sorrows and 
                                                                                                      j                                                                                                      joys of that interested me. I kept showing everyone that 
                                                                                                      idea, but our ideas didnʼt really mesh. Then I met Julie and 
                                                                                                      we started talking and I thought these ideas totally go tog-
                                                                                                      ether, wouldn't it be really cool if we wrote a song?

                                                                                                                                                                                                            JS: I remember the very first interview that I had with Zoë 
                                                                                                      and the team. They asked me “What kind of story do you 
want to tell?” and instantaneously I thought “What constitutes of my identity?” I've grown up having to say goodbye to so many 
people from such a young age, because I was born in Korea, grew up in Australia, moved back to Korea, moved to Singapore, 
and switand switched a lot of schools in between. My internationalism is a gift and Iʼm trying to embrace it, but I don't think Iʼve ever 
talked about how lonely it gets to constantly let people go.

BW: We started “Songwriting Week” and knew we were going to get some sort of song done by that weekend. There were so 
many ideas didn't make it to the final song, but that's okay, that's part of the creative process. Eventually we got to a point 
where we had lyrics and I put a preliminary tune to it. Then I came back and said, “This is six minutes long.” We went back to 
the song and then we worked on a bunch of tunes together, and then we had a finalized song several months later. 
 
JS: JS: Looking back six months ago, the amount of detail, care, attention, and commitment that we both put into writing the song 
amazes me and I'm really proud of our work. It was a really, really cool experience and I'm so happy I had Bruce to do that 
with because we came up with a beautiful piece.



                                                                                       Marifé Quesada (she/her) and Andrea Maia (she/her)

                                                                                       MQ: Andrea and I worked together really well because I would 
                                                                                       get so excited about music producing and playing instruments and 
                                                                                       then Andrea would be like, “Okay, yes, but the STORY.” Andrea 
                                                                                                                                                                              always kept the essence of the piece in check. It would have 
                                                                                       meant nothing to have well-produced music on itʼs own, nothing 
                                                                                       matters if the essence and the intention of the piece isn't there. 
                                                                                       My main priority was to tell a story with this song. I did want to 
                                                                                                                                                                              find that balance between languages and definitely wanted to 
                                                                                       write in Spanish because one language would not encompass 
                                                                                       my identity.

                                                                                       AM: My family is Cape Verdean, but never learned Portuguese
                                                                                       or became fluent in Spanish, but especially in the past year, 
                                                                                                                                                                              when I my Papi past and I went home, I realized that a lot of my 
                                                                                       family actually does speak and singing in Portuguese. I was 
interested when Fé said she wanted to write in Spanish because I do have some roots in Spanish and Portuguese languages. 
After we were paired together, we Facetimed, talking about life and who we are as people and our experiences coming to NYU. 
In that initial conversation, Fé talked about how she was in these White spaces where she was expected to only speak English and 
tthere was no space for her—that was a really big shift.

MQ: The shift to Spanish in the song is a shift to authenticity and truth, itʼs a realization moment for me. I told Andrea that I don't 
consider myself a sad person, you know, and I didn't want my identity song to be a ballad. We made that clear since the beginning 
and Andrea had a very clear idea of a sound that she wanted.

AM: We started playing around with some keys and melodies and send them to each other. I remember we were on Facetime 
and Fé was outside and all of a sudden, her your neighbors were playing reggaetón, and Fé said “what have we have reggaetón 
elements in elements in the song?” We wanted the song to be a bop, but a bop with meaning.

Gia Ray (she/her) and RJ Christian (he/him)

RJ: Last year, there were people out on the streets in hundreds 
of countries marching for Black Lives. And at that moment, when 
TNT asked what's important about your identity, that the first 
thing on our minds. I remember a distinct day when I was back 
at home where I woke up, and was walking around my house, 
and I just sand I just started crying. I realized Iʼve been carrying this feeling 
for a long time. “Offstage” was a perfect opportunity to put 
words and music to that feeling.

GR: I knew coming in that I want to write about the Black exper-
ience in America, and when I met RJ, we were on same page for 
both style and content. When we started writing together, we 
wrote maybe two or three songs before we came to “Foolish.”

RK:RK: Yeah, we wrote three songs during our writing process and “Foolish” kind of split the difference between the them. Even 
“Foolish” had two or three different versions because we were trying to nail down the groove. 

GR: Our song doesn't say anything explicitly, but the set featuring the “Black Lives Matter” and “ACAB” posters, and my overused 
pointe shoes acting as a nod towards being a Black dancer and the fact that I have to put foundation on my shoes for them to 
match my skin tone—those pieces stated everything explicitly. When it came to dance, one thing that we do in my dance studio is 
tto try to feel the music in order to understand where it's coming from, so we can put that same feeling into our dance. Dancing 
to the song we wrote made that really easy.

RJ: Some part of me was ready to write the song in the fall and then step away from the process in the spring, but being asked to 
host really kept me involved in the show and I'm very glad that I said yes. Itʼs been really exciting to be able to have some deep 
with everyone in the cast and composing team. 11
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Emerson Steele (she/her) and Tyler Arle (he/him)

ES: I came into this process having no idea what I wanted to 
write, hoping that Zoë and whichever composer I would be 
paired with would help lead the way.

TA: I was in a similar boat. When I saw the composer appli-
cation, it was great because I hadnʼt done anything creative 
duduring all of quarantine. There wasn't anything that I urgently
need to like express, so I was really open to collaboration.

ES: Our writing process was really easy—we hopped on a 
Facetime call, I told Tyler different stories, and we brainstorm-
ed how to make them come together. He asked a lot of ques-
tions that helped influence my lyrics and from there, he took 
the concept and ran with it and created this beautiful masterpiece that brought me to tears the first time I heard it. I went into 
tthis process absolutely not wanting to write a musical theater song, which is hilarious because I soon realized that I should 
play to my forte. I went in so gung-ho on not doing musical theater, then Tyler and I were like—yeah, we should do musical 
theater. I sent Tyler a few clips of me singing so he could hear my voice and where I sit best, and from there, we were set.

TA: We realized that musical theatre was both of our strongest styles, and it facilitated the storytelling of the song really well. 
We were on a call with Zoë and Chloe telling stories when we figured out we wanted to use these three stories which worked 
rreally well together. I worked for two hours at a time putting together music and lyrics until we had a draft, then we made a 
couple changes until we were happy with it. For the orchestrations, I wanted build the sound universe around the ideas of ad-
venture and change. In the percussion to we have the conga drums which were meant to add the sense of exploration. I inclu-
ded the viola in the final draft to have a fuller string quartet sound.

ES: Writing the song was initially about me wanting to return to the resilient child I was—I just never let anything faze me. 
WWithout even realizing, it, there was this clear connection with my mom building throughout the whole song, which became the 
through line for reach story. When I initially wrote out lyrics for the verses, we hadn't even come up with the catchphrase of 
“training wheels,” I remember when Tyler sent me the first draft of the lyrics is when I first saw training wheels, I thought it was 
such a strong metaphor for the stories in the song.



THEATRE & COVID 19

EVOLUTIONS IN THEATRE
When theatres across the country went dark in the spring of 2020, so many companies were threatened with clos-
ure without box office funds supporting them. Conversations started to arise about whether or not the industry could 
continue operating after the COVID-19 pandemic. During the summer of 2021, following the murder of George 
Floyd and the prominence of the Black Lives Matter movement, those conversations started shift focus to the syste-
mic issues within the industry that exclude, objectify, and shame artists of color. The organization We See You, 
White American Theatre issued a statement in July known as “Dear White American Theatre,” calling out racist pra-
ctices in pctices in professional theatre institutions. The statement criticizes these instit-
utions for showcasing plays almost exclusively by and for White artists, 
only including works by BIPOC artists in their seasons that portray narra-
tives of racism, presenting opportunities to BIPOC artists only to undermine 
those artists once theyʼve been hired, espousing anti-Black artistic practices,
and gatekeeping professional theatre to maintain its status as a White art-
istic discipline.

This sThis statement and others like it prompted a reckoning with race in the the-
atre industry, imploring professional theatre companies to examine their 
practices and commit to actionable change. In September of 2020, Jesse 
                                            Green, Maya Phillips, Laura Collins-Hughes, 
                                            Elisabeth Vincentelli, and Alexis Soloski of “The New York Times” published the article 
                                            “How to Birth a New American Theatre,” which addresses the dysfunctional practices 
                                                                                        of theatre companies before the pandemic. One of the first issues they address is the 
                                            overwhelming Whiteness of the theatrical literary canon. In order to diversify the en-
                                            sembles on stage, the canon must first be diversified, and consistently showcasing 
                                            works by the same Black playwrights fails to take into consideration the hundreds of 
                                            Black playwrights whose works have tragically fallen into mainstream obscurity.

                                                Another key issue Green, Phillips, Collins-Hughes, Vincentelli, and Soloski address in 
                                            their piece is the question of accessibility. A major evolution to come out of the pand-
                                            emic is performances becoming available via streaming platforms, from titles as fam-
                                            ous as “Hamilton” which became  available on Disney+ this summer, to the classical
                                            works of the National Theatre which were made available for a week at a time on 
                                                                                        YouTube, to works produced by colleges, high schools, and middle schools being per-
                                            formed on Zoom and streamed to YouTube or Vimeo. Streaming is less expensive
                                            than procuring tickets to live theatre, it reaches a much larger audience, and it allows 
                                            audience members to engage with theatre from their homes. The option to stream also 
dismantles the White supremacist notion of theatre etique-
tte, which was intituted initially to disenfranchise audience 
members of color.

These gThese groups provide professional theatre organizations 
with the resources to eradicate their malpractice, but the 
impetus rests on the leadership of these institutions to com-
mit to these changes. And if these changes are not em-
braced, theatre will fail to progress, and the dysfunctional 
institution will collapse. To quote “Dear White American 
Theatre,” “You are all a part of this house of cards built 
on Whion White fragility and supremacy. And this is a house that 
will not stand.”

-PSFN�*QTVN-PSFN�*QTVN-PSFN�*QTVN

-PSFN�*QTVN

“How to Birth a New American Theatre” | Graphic 
by Adam Maida

“We See You White American Theatre” | Written and Signed by The 
Ground We Stand On

“Offstage” Zoom Rehearsal from December 2020
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EQUITY, DIVERSITY, AND INCLUSION STATEMENT

Tisch New Theatre intends to implement the goals of equity and diversity outlined by 
New York University and the Tisch School of the Arts, and expand past those para-
meters to establish an ideal and truly equitable artistic space for the NYU community. 

The following goals were written by current TNT Board members with the intention of 
transforming our institution into one that advocates for the demographics of NYUʼs 
exceptionally diverse student body in every area: content, administration, individual 
aartists, and audience members.
  

   1.  The ambition to consistently produce work in the future that reflects TNTʼs goal of showcasing 
        stories that represent the total makeup of the NYU community, and to continue to represent 
        the total makeup of the NYU community long after the current administration of TNT has 
        graduated. 

   2.  Standardize the hiring, recruitment, and audition processes for TNT administration, staff, cast, 
               and crew. We are a company that espouses the practice of affirmative action. 
          a.  Create a hiring database that allows us to analyze the demographics of TNTʼs working 
               body.
          b.  Specify in applications and interview processes to ask candidates how their ideas and 
               attitudes toward diversity and inclusion inform their work as an artist.
          c.  Establish a hiring policy to create a more inclusive workplace.
                 i.  Mentoring / sponsorship opportunities for groups that have been historically under-
                                          represented and those who have not worked in theatre before.

   3.  Create a workforce to ensure diversity is present at all levels of Tisch New Theatre (from the 
        administrative level to volunteer crew):
         a.  Work force must be at least 50% POC.
         b.  Work force must be at least 50% non-cisgender male.

   4.  Create a board that better represents the demographics of NYU
         a.  Board must be at least 50% POC.
                  b.  Board may not be more than 50% cisgender male.

   5.  Establish and implement a plan for creating an inclusive access for audiences, artists, and 
        staff with disabilities 
         a.  Inclusive of all types of disability not limited to physical disability.

   6.  Establish and implement a plan to include works in languages other than English.

   7.  Establish and implement a plan to include works addressing religious traditions other than 
        Christianity. 
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THEATRE & COVID 19

THEATRE IN QUARANTINE
When the Broadway League announced on March 12, 2020 that all live shows would be shutdown to slow the spread of the 
COVID-19 pandemic, theatre makers were wracked with uncertainty about whether or not production would ever return in its 
previous form. As the pandemic progressed, it became clear that performing in conventional theatrical spaces in front of a live 
audience would not be possible anytime in the near future, but out of this loss came tremendous innovation and a redefinition 
how theatre functions in a digital space.

                                                                         Joshua William Gelb, formally in residence at Abrons Art Center and 
                                                                                                                                                  member of the 2012 Lincoln Center Directors Lab, felt the frustrations of 
                                                                         not being able to make live theatre early in the pandemic. In response, 
                                                                         Gelb converted his 4-foot by 8-foot closet in his East Village apartment
                                                                         into a versatile performance space, and along with a handful of 
                                                                                                                                                  collaborators, formed Theatre in Quarantine (TiQ). TiQʼs series “Closet 
                                                                         Works” is a monthly performance series consisting of short movement-
                                                                         based work starring Gelb and choreographed by Katie Rose McLaughlin. 
                                                                         “Closet Works” has tackled such subject matter as Jorge Luis Borgesʼ 
                                                                                                                                                  short story “The Secret Miracle,” and Samuel Beckettʼs “Krapp's Last 
                                                                         Tape,” but one of their most notable pieces to date is “I Am Sending You 
                                                                         the Sacred Face,” a one-man musical about Mother Theresa. TiQʼs short 
movement pieces take into consideration the inevitable internet fatigue their audiences will be experiencing before engaging 
with the performance. Each piece is visually stimulating, intellectually rich, and masterfully crafted by Gelb, McLaughlin, and 
ttheir collaborators.

Jeremy O. Harris was given funding from HBO in 2020 to produce experimen-
tal theater after his success with “Slave Play,” which garnered twelve Tony 
nominations this season, breaking the record for most nominations for a non-
musical play. One the pieces that came out of his partnership with HBO was 
Fake Friends theatre companyʼs ”Circle Jerk.” In this piece, co-writers Michael 
Breslin and Patrick Foley explore the way we consume art in a digital space 
and hand how politics is present in all forms of cultural engagement. The show was 
produced remotely and livestreamed in October 2020 using multiple cam-
eras, also offering audience members an on-demand option to watch the live-
stream when they had availability during the day. Harrisʼs involvement with the
project and outreach to fellow theatre makers make “Circle Jerk” incredibly 
popular, and the production has been lauded for its innovation in the digital 
format. 

                                                                                                                                        In October of 2020, playwright Celine Song, author of the play “Endlings” 
                                                                    which was part of New York Theatre Workshopʼs 2020 season pre-pand-
                                                                    emic staged a production of “The Seagull” on the life simulation video
                                                                    game “Sims 4.” For the production, Song built several of the playʼs charac-
                                                                                                                                        ters using the settings available in the game and determined what she be-
                                                                    lieved to be their defining personality traits and physical vocabulary, then 
                                                                    manipulated the avatars in the space of the game, loosely following the  
                                                                    plot of “The Seagull.” The production was watched on the video game 
                                                                                                                                        streaming platform Twitch, which allowed audience members to comment 
                                                                    on and interact with Song while she performed the show with the “Sims” 
                                                                    avatars. 

Each of these pieces takes advantage of the tools available in the digital format, and refuses to shy away from the limitations 
of those mediums. Despite the fact that these methods of performance were born out of the inability to gather in theatrical 
spaces, spaces, they have resulted in extensive community building online. These three productions also serve as case studies for mak-
ing theatre more accessible—performances are short, most have flexible timed viewing options, and audience members can 
watch from their homes. These tenets of digital theatre have caused theatre makers to reexamine how live performance will 
function post-pandemic and the discoveries these artists made will impact the productions we see on stage in the future. 

“I Am Sending You The Sacred Face” | Presented by Theatre in Quaratine & Theatre Mitu

“Circle Jerk”| Presented by Fake Friends & Jeremy O. Harris

“The Seagull on The Sims 4”| Presented by New York Theatre Workshop
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INTERVIEW WITH THE CAST & COMPOSERS

Isha Narayanan (she/her) and Lorenzo Mohr (he/him)

IN: I remember when we did our little composer/singer speed 
dating in September and we met for the first time, Lorenzo 
wasn't there because he lived in another continent that did not 
work time zone-wise. The really early days were just us talking 
about our shared experiences and what we would like to talk
about. The about. The first writing session was during rehearsal. We real-
ized that we do have a lot in common--the idea of international 
identities and coming to new places was something we both 
resonated with during our first few rehearsals. I feel like we 
wrote a lot of it together during Zoom rehearsals which began 
because of the time conflict.

LM: We talked a lot about each other's experiences and how we wanted to incorporate them in the song. We figured out 
tthat the first verse should be about an experience that Isha had in New Jersey, and the second experience something that I 
went through in New York, and then the chorus kind of ties them together. The main theme of the song comes out in the chorus 
which is just to overcome and to not be afraid, to stand on the ledge and to face reality for what it is—face your identity and be 
courageous.

IN: We've been trying to get this concert vibe for our video the whole time and when we got on set and then when the lights 
came on, that when I was like this is really freaking cool. 

LM:LM: It looked amazing, I mean the scenery was spectacular, but you know even just being there and doing my guitar solo and 
seeing how the lights were playing out was a great experience, it was great to be part of the video.

                                                                                         Senzel Ahmady (she/her) and Sabrina Song (she/her)

                                                                                         SA: When we were paired up, Sabrina and I call each other 
                                                                                         for a couple of hours and shared the background of our lives 
                                                                                         and we realized there were a lot of similarities with our up-
                                                                                                                                                                                  bringings and our families and our passions, so the subject of 
                                                                                         the song was really clear for us.

                                                                                         SS: I left that call and I wrote a first draft of the song lyrics, 
                                                                                         then we looked at them together the next time we talked and 
                                                                                                                                                                                  started thinking about how we wanted the song to sound. I 
                                                                                         had asked Senzel what she listens to when she covers a song 
                                                                                         and Tori Kelly came up. That got me into the style for this 
                                                                                         song because Senzelʼs voice is very Tori Kelly-esque and 
                                                                                                                                                                                  sheʼs comfortable with runs, so it felt like there was freedom 
to lean in a pop or R&B direction. It felt nice to be able to do our own thing and not feel confined.

SA: When I first started working on blocking with Zoë, we talked about the “different Senzels” Iʼm singing to throughout the 
song. Even though I am singing from the present, there were so many times I felt like I was singing as a past Senzel, or telling 
her to just keep going because you're going to end up in this place. There are specific places in the blocking where I face one 
didirection like I'm looking at like my family and where I grew up and then in another direction is the city where Iʼm pursuing my art.

SS: The first verse with the lines, “Community garden miles of green” and “warm in the glow of artificial light” compares 
Senzelʼs upbringing to being cultivated in garden with positive support from her family, setting the scene by explaining that 
coming from a really supportive family and background can still lead to questions and doubts.

SA: I grew up in a family that was always very supportive of my music. When I told them that I wanted to pursue music as a car-
eeeer, they were kind of on the fence about it, not because they didn't think I could do it, more because it's not an easy industry to 
succeed in. They just want to make sure I know what I'm getting myself into, and I guess I'm always going to unsure until I get 
there. But after this process I feel so confident in that choice. 
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                                                                     Enid Mollel (she/her) and Natalie Collat (she/her)

                                                                     NC: We met in September after we got paired up, and our first initial meeting 
                                                                     was just us discussing what identity means to us and what is most important to 
                                                                     us and then what we felt was necessary in a song that represents both of us 
                                                                     equally.

                                                                                                                                          EM: We agreed on a topic. We had the meeting with Zoë, then we were set
                                                                     free and had the chance to meet on our own. I was experimenting with some 
                                                                     chords and I came up with this one line, “I'm not a little girl no more” and 
                                                                     then Natalie really built on that and we were sending stuff back and forth 
                                                                                                                                          through WhatsApp and we would meet sometimes but because of the time 
                                                                     difference, it wasn't always optimal.

NC: Since I was in Hawaii and Enid was in Abu Dhabi, we met early in the morning for me and late at night for her; 10pm her 
time or 7am my time. It was really nice to have a collaborator who brings so much confidence into what we were writing 
about. As you listen to the song, you hear the journey of someone growing up and the chorus kind of represents the lessons 
tthey've learned. You have your younger self and now you are your older self, and youʼre just learning more and more about the 
world and yourself and how to face everything on your own.

Enid: When I listen to the song or sing it, I think of coming to uni because that feels like one of the biggest changes that took 
in my life, and it was really scary because growing up, my mom would shelter me and I just didn't know if I was ready to face 
the real world. I'm about to start this new life and I've learned how to reassure myself and just remind myself that I am ready, 
and I have learned enough to face the world because my parents and my family did an extraordinary job preparing me for that.

Oliver Richman (he/him)

OR: Back in the fall of 2020, I heard that TNT was looking for composers and I thought, “Huh. I 
am not a composer or writer, but maybe one day I would aspire to do that?” So I applied just to 
see where it might take me, then I got an email back and I was asked if I would compose the ope-
ning and closing numbers for “Offstage,” and as a result I've met all of these beautiful humans and 
I'm so grateful.

IItʼs really easy to stay in a little bubble of comfort, especially in a school is as big as NYU. But this 
space has been really beautiful because it has exposed me to so many worlds and so many paths 
that I may have not crossed had I not taken a chance. I'm really grateful to see people all around 
the world in this virtual space and get to know people that I have never met in real life and make 
something with them. 

At the beginning of my writing process, it was most important to me that the cast felt well represent-
ed. One of the things that Ben our music director was talking about while we were working together was that this space has 
gigiven so many people a chance to be the lead of their own song. It was really important to me that all of the performers had a 
moment that resonated with them throughout the opening and the closing numbers. It was overwhelming to have so much respon-
sibility, but after hearing everyone's pieces as they evolved, it was so amazing to see where musical and thematic motifs arose in 
their songs and made writing the opening and closing much easier.

A huge thing that I took away from this experience was that amazingness can come out of taking a chance, and just knowing 
tthat there's a whole world of people waiting to hear your voice and your story is so incredible. Iʼm so blown away by everyone's 
individual story and I hope that people resonate with the performers singing their songs and using their voices, and I can't wait 
to see where that takes them.



THEATRE & COVID 19

INTERVIEW WITH KRISTOFFER DIAZ
ZL: How do you think identity plays into the way we make works as artists and theatre mak-
ers, and how do you think that translates to the stage and our audiences?

KD: It changes over the course of your life. When I was in graduate school and college I was 
writing a lot about my identity as a Puerto Rican kid in the suburbs coming to New York City 
and having family back in the Bronx and Westchester County. Depending on where I was, I 
either felt like the whitest person in the room or the brownest person in the room. Later in my 
cacareer, my writing became more about personal issues. I think that we gradually move out of 
identity being the first topic over the course of a career, but any really exciting artist is super 
in touch with the things that make them unique. Those early and ongoing investigations into 
oneʼs identity are indicative of the kind of art that you can make.

ZL: How do you feel the work you made earlier informed those later pieces?

KD: When people talk about Edward Albee, they say he wrote the same play over and over and over again, and the issues that 
he was dealing with as a young man remained in some form. And I think thatʼs true, a lot of us dig back into whatever was im-
pacting us when pacting us when we were young. My early work lives at the intersection of cultures: a suburban culture and an urban culture, 
Puerto Rican culture versus growing up in a Jewish neighborhood. I was very into hip hop, I was very into sports, I was very into 
theatre, and I couldnʼt articulate who I was without understanding the intersection. When I write now, Iʼm looking at the space 
between what my characters believe in, what I believe in, how they conflict with each other and how they supplement each other. 
Iʼm always learning about liminal space and the threshold between different points of identity. 

ZL:ZL: What is it like to then bring other people into the picture, since theatre is such a collaborative process?

KD: Bringing people into the fold is both exciting and scary. Itʼs fantastic because you get more perspectives on your point of 
view, but if youʼve been using a search for your identity to create something and people critique the thing that youʼve created, 
it starts to feel like people are critiquing you. 

ZL: Do you think you end up learning new things about yourself through that process?

KD: Making art is always an investigation into yourself. Finding a character thatʼs based on you is pretty easy to write, and then 
yyou have to write a character whoʼs in opposition to you, and you have to find ways that youʼre connected to that character so 
you can give them multidimensionality. In doing that youʼre creating a conflict between multiple parts of yourself. That process 
then begins to manifest in every aspect of your life. You develop tools for navigating the world. 

ZL: How do you think that same mechanism plays for an audience?

KD: Audiences are simultaneously one living entity and hundreds or thousands of individual entities. I think a lot when Iʼm 
making theatre about the novel “The Brief and Wondrous Life of Oscar Wao” by Junot Díaz—a big chunk of the book is written 
in Dominican, in Dominican, New Jersey Spanish. Then, another big chunk of the novel is written in reference to all of these fantasy stories like 
“Lord of the Rings,” and another section is written in this beautiful intellectual prose. A lot of the audience isnʼt going to be able 
to understand everything in the novel. In reaction, everyoneʼs responding to each section a little differently based on what they 
understand. When you go see a play, everyone is reacting to the show in time with each other. We find a way to inform the 
audience through the experience of watching a play as much as we do in the language of the play.

ZL:ZL: What role does theatre play in creating a community, especially right now when community is such a hard thing to find?

KD: Iʼd say a majority of people get involved with theatre because they were nerds in high school, and didnʼt feel like they be-
longed anywhere. You get involved because itʼs a group of people working hard towards a common goal that is often built 
around self-expression and vulnerability. Part of the reason why theatre is having such a hard time in the pandemic is because 
whatʼs unique to theatre is that weʼre in the same space, breathing the same air and you have to engage with the other people 
who awho are in the space with you. Fundamentally, thatʼs what theatre is about, building community. And [“Offstage”] takes that 
initial idea one step further.  Youʼre asking people to open up about who they are and to process that, maybe for the first time, 
which has to create some kind of bond.

Kristoffer Diaz is an Associate Arts Professor for 
Gallatin and Dramatic Writing at Tisch. 
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Director Zoë Lillis spoke with playwright and educator Kristoffer Diaz about his work before and during the pandemic. 
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ZL: What has it meant to continue to make theatre throughout the pandemic? What are you trying to keep in mind while youʼre 
working in the pandemic? Is this work even theatre?

KD: You make art in whatever capacity you want to, and if you hold true to components of theatre via Zoom or TikTok, thatʼs 
fantastic. Is it theatre? Who cares—make what you want to make. Generationally, weʼre hitting a point where the medium 
becomes less important. The project youʼre doing—is it theatre? Is it music? Is it dance? Itʼs all of those things. Itʼs a show and a 
gift to an audience. Eventually, people will go back into theatres--people want to be in the same space as other people and 
wwant to see the risk associated with live theatre. When I took my then 5 or 6-year old to see the “Spongebob” musical, at the 
end of the show there are bubbles, and they were the first one to notice and screamed out “bubbles!” and the whole audience 
burst into laughter and happiness and joy. That was my experience of the show, it was totally unique to that night, and people 
are always going to chase after that.

ZL: Thereʼs so much new cool work being developed right now. What do you think happens next?

KD: When the pandemic first hit, I thought it was going to be a foundational sea change and we would never go back to the 
wway things were before. I donʼt think thatʼs true anymore. There will be new spaces created and new energy that comes in—
in the face of the public health crisis and social justice movements of this year, things are certainly changing and the voices of 
underrepresented groups are being heard, and a new generation of leaders are taking over institutions. The work that is being 
written and created right now will look different both in terms of its content and form. But I donʼt think the experience of putting 
art in front of people will look drastically different in the near future.

ZL:ZL: Finally, Iʼd love to hear what you have to say about representation and seeing your story presented on stage. 

KD: At some point as an artist, you see something that you connect with in a way youʼve never experienced before. When 
youʼre someone who feels like an outsider, and you see something that helps you make sense of your experience, that sticks with 
you. Your company is developing songs about who people are and who theyʼre becoming, and those are going to change some-
bodyʼs life. Once a group of high school students came down from the Bronx to see a play I wrote, and we did a talk back after, 
and and this one kid who didnʼt look like a guy that was spending is whole life going to the theatre raised his hand. We called on him 
and he said “Iʼm the child of immigrants, and this play reflected lots of my experiences.” Nothing that he said was exactly what I 
was thinking about when I was writing the play, but it led to a story that he could connect with. You donʼt know who youʼre going 
to impact. I think, in your case, it was really smart to pivot to a show thatʼs about self-exploration. Weʼre in such a volatile time 
that needs to be processed, and tackling it in the way you are is really smart and will make a major impact.
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“Diane Paulus's work enga
-ges deeply with the concept 
of ʻthe audience experience,ʼ 
from the moment one walks 
into the theatre to even 
considering the possibilities 
of bof bringing the audience 
onstage with the actors. Her 
prioritizing of audience 
experience prompted me to
 think about how, even as 
an event that must be 
experienced virtually, we can
help audiences help audiences to hold onto 
little pieces of live theatre. 
How might we develop a 
sense of togetherness? How 
can we create the feeling 
that anything can happen?”
- Zoë Lillis

“In his work that deals with 
subjects that are too often 
avoided in mainstream culture, 
Michael Greif's focus on what 
I like to call ʻlittle big momentsʼ
in his staging creates an 
ememotional resonance that 
draws audiences in, inviting 
them to feel a little deeper and 
listen a little harder. In TNT 
ʻOffstage,ʼ our goal has been

to create these same intimate, honest, and 
emotional moments that bring our ensemble's stories 
into the spotlight.”
- Zoë Lillis

“Howard Ashman once said "What a difficult thing to do, 
but what a great thing to try to do." While he was 
discussing the work of Disney in bringing the Broadway 
musical to the world 
of animation, this 
spirit has also been a 
great motivator in 
creating TNT 
ʻOffstageʼ through-
out out the challenges of 
2020/2021.”
- Zoë Lillis

“ʻThe Good Placeʼ was largely 
an inspiration in developing 
the process for TNT ʻOffstage.ʼ
In ʻThe Good Place: The Podcast,ʼ 
the cast and creatives behind 
the show discuss the workplace 
eenvironment that is fostered on set, 

in which every voice is 
       equally important, 
      whether you are a 
     PA or the creator of the 
    show. The philosophy 
   behind the show embraces 
    risk-taking and the idea that 
the craziest ideas are often 
the best ones.”
- Zoë Lillis

use ʻInto the Unknownʼ as a reference point in tablework. 
Of course, a large reason for this did just come out of my 
love for the movie.” - Zoë Lillis

“In some ways, ʻFrozen 2ʼ
inspired ʻOffstageʼ just like any 
of these other artists and works, 
particularly in the collaborative 
nature of how it was developed. 
In another sense, however, it 
ooftentimes sparked conversations 
in our rehearsal room as a 
common ground for us to work 
off of and have fun with. We 
would have people describe their 
songs inspired by the way Olaf 
recapped ʻFrozen,ʼ or we would 

“ʻCome From Awayʼ tells an 
incredible story about 
hundreds of people and their 
unbelievable experiences 
using only twelve chairs and 
two tables. Ashley's minimalist 
appapproach here inspired our 
outlook for ʻOffstage.ʼ Not 
only were we tasked with 
producing in a pandemic, 
when large spectacle would 
not be an option for us, but 
we also wanted to make sure
that the cast and their stories could speak for themselves. 
Furthermore, after creating a supportive and ambitious 
community of artists throughout our own process, the 
highlighting of the ensemble in ʻCome From Awayʼ inspired 
us to think about how we could showcase these bonds.”
- Zoë Lillis
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INFLUENTIAL WORKS

“Each song is so unique, 
and I am inspired by the 
stories of the actors and 
composers as well as the
dancer's movement 
quality! I have been 
utilizing mautilizing many different 
styles of dance to tell 
their stories in a truthful 
and authentic way 
through movement.” 
- Sam Lobel

“I know ʻLa La Landʼ is rife with issues, but 
one thing it does really well is the way the 
camera is moved in the musical numbers. It 
is a very effortless fluid camera, that I think 
really helps to highlight the performers and 
is something I want to emulate with ʻOff-
sstage.ʼ”- Adam Olkin

“I really like Nevin Stein-
berg's approach to sound 
design; for him, a good 
sound design is both crea-
tive and artistically tech-
nical. I feel the same way 
about about my work for ʻOff-
stage.ʼ There are technical 
problems to solve, and 
there are ways of artisti-
cally using sound tech-
nology to enhance the story-
telling and immersion of the 
wworks.”
- Shane Patterson

“I think that ʻII : An 
Unspoken Narrativeʼ 
was a reference point 
when it comes to 
visual communication 
of abstract concepts 
tthat run deep within 
the human experience.

And the unique emotional qualities that tether these songs 
to their artists and eachother.” - Reef Liew

“Jorge Drexler is an Urugua-
yan musician and what I love 
most about his music are his 
lyrics. He is really smart, 
delicate, and sensible with how 
he composes and writes. I be-
lilieve in finding power in the 
simplicity of things. Thatʼs the 
approach Iʼve taken for my in-
volvement in ʻOffstage,ʼ creat-
ing spaces for the performers 
that elevate the stories of the 
performers.” - Alicia Cabrera



“Andersen Paak has a musical-
ity and a groove that is so 
infectious and cool about him. 
Thereʼs a timelessness that I 
love. When he grooves we 
groove. I want this song to 
mamake people move as well as 
feel.” - RJ Christian

“I learned the ukulele 
by sitting alone in my 
bedroom and playing 
along to Dodie songs 
until the chords made 
sense under my fingers. 
Her delicaHer delicate touch when 
singing about personal
topics is something that 
still inspires my work, 
and is what I was 
channeling when I wrote
ʻWork in Progress.ʼ”
- Sab- Sabrina Caputo

“When it came to orchestration
the song, I wanted to give a 
feeling of nostalgia and longing. 
No composer I know captures 
that better than Joe Hisaishi. I 
took some cues from his work 
wiwith Studio Ghibli and tried to 
write something at least a 
quarter as expressive and 
emotive.” - Bruce Wu

“We took classic rock 
influences from Stevie 
Nicks and other icons 
but also modern rock 
stars like Miley Cyrus 
who shaped our child-
hood but ghood but grew into her
own style with a beau-
tiful new age mix of 
pop and rock.” 
- Isha Naranayan

“Billy Joel has the remarkable 
ability to write about the specifics 
of his Long Island upbringing 
in a universal way...I wanted to 
write something for ʻOfftstageʼ 
that had a similar closeness and 
nosnostalgia.” - Sabrina Song

tion and we followed this model when writing and 
composing our song.” - Enid Mollel

“We both enjoy listening to 
H.E.Rʻs music and we particularly 
drew inspiration from her songs 
ʻBest Partʼ and ʻWrong Places.ʼ
H.E.Rʼs music has a soothing 
quality that we tried to mimic and 
incoincorporate into our song 
ʻLife Lessons.ʼ Her music is quite 
minimalist in terms of instrumenta-

23

“Bruce really knows how 
to heighten emotions. 
His music calls for 
freedom, and freedom is 
what I have been 
working with in the 
making of "making of "Free Yourself." 
His style is honest and his 
music does not take many 
turns before reaching 
where it should reach. 
Bruce gave me moments 
that were flammable with 
passionpassion.”
- Lorenzo Mohr

“ʼRootsʼ was mostly 
inspired by my 
conversations with 
Nic. Artistic stylings 
and compositional 
details were tailored 
tto certain parts of 
his identity and 
musical interests. I think Nic can best speak to the 
artists that he resonates with, but my inspiration was 
born out of what Nic so generously gave me about 
who he is and what heʼs into.” - Eliana Coe

“ʻ0310ʼ by Yerin Baek fits the artistic 
direction that Bruce and I wanted to
explore: being left behind and losing an 
important someone. Also, the genres of 
both songs uniquely consist of a style that
heightens the sense of loneliness that 
rresides within.” - Julie Shin

INFLUENTIAL WORKS

“I recall listen-
ing to Jessie 
Reyesat the 
time. Her abi-
lity to embed 
narratives in
tto song— to 
bring in so 
much of her-
self, both in-

dividually and culturally, and make it ʻbop??ʼ— itʼs
something I am constantly in awe of and strive for in 
my writing, and I hope we were able to do here. In 
the same manner, Janelle Monáe is someone who 
doesnʼt see artistic barriers— she moves beyond them; 
she makes the music she wants to create; I always 
wwant to go about art in that way.” - Andrea Maia

“During ʻThe Next 
Right Thingʼ in ʻFrozen 
2,ʼ Anna is in her darkest 
place and finds that in 
order to succeed she has 
to find that strength with-
in. in. Step by step she picks 
herself up...In this mo-
ment, she owns her 
power and learns she is 
capable.”
- Emerson Steele

“ʻFalsettosʼ 
and ʻFun Homeʼ 
are my two 
favorite gay 
musicals.I want 
to write some-
thing similar geared towards being trans.” - Kam Kampton

-PSFN�*QTVN

“Iʼve never been one to do 
singer/songwriter type music 
but when I started to work 
with Sabrina and put together 
this personal story of mine 
and craft it into a song, I 
tthought of Tori Kelly and how 
much heart she puts into her music. Not only does she write 
beautiful songs, but they are beautiful songs that have meaning 
in her life, which is what I wanted to do with ʻMystery I Am.ʼ”
- Senzel Ahmady 

“Phoebe Bridgers & Hozier
tell beautiful stories layered 
in imagery. They also speak 
to deeply personal and vul-
nerable themes in their music; 
listeners hear in the story 
being being told.” - Nitya Patlola

“Kam and I were careful to empha-
size trans empowerment, not pity. 
Pasek and Paul did a fantastic job 
of balancing humor and gravitas in 
songs like ʻSincerely, Meʼ and
greatly influenced the style in which 
KKam and I wrote our lyrics and 
overall handled the song's topic.” 
- Katie Rubino



INTERVIEW WITH THE CAST & COMPOSERS

Kam Kampton (he/him) and Katie Rubino (she/her)

KK: I was an aspiring performer for a long time, but that was never my 
forte because I was a visual art kid growing up. I always wanted to do 
musical theater eventually, but didn't get to do it in high school, so I was 
like, “Ah college, finally, the time for me to do musical theater.”

KR: When we were paired up last fall, we were actually able to meet in 
person, whiperson, which made the beginning of the process feel a lot more person-
al. I talked with Kam and I wrote down some basic ideas, and then he 
ended up sending me some essays that he'd written. I took a lot of the 
details from those essays for the lyrics.

KK: I made the conscious decision to make being trans the focal point 
of this project because I think that, in some ways, we have no choice other than to be forward-facing. This song is very “Here I 
am, this is it.” I'm trepidations about it, but I'm not scared.

KR:KR: We both wanted to emulate the style of “Sincerely Me” from “Dear Evan Hansen” because the lyrics are serious, but the 
music is really fun and still has solemn moments. I think that there's something really powerful about serious lyrics sung in a happy 
way. There were details I wanted to build verses around, but I had no idea what I wanted to do for a chorus. The line “Hi I'm, 
currently unnamed” actually came to me like dead last. Kam and I talked about how he chose the name “Kam,” and he men-
tioned that he wasn't sure if he wanted to stick with it, but I didnʼt know if that was something he wanted represented in the song.

KK: KK: It really is so prevalent in my life that I don't see how the song could have been about anything else. I've gone by several 
names, and the first time I changed my name was when I was 10. Now I just go by my last name because it's easier. I want to 
eventually write the trans “Fun Home” or “Falsettos.” These shows represent other letters of the LGBTQ acronym, but I don't feel 
like I have a show Iʼm represented by. “Currently Unnamed” almost serves as a time capsule in that way; I think it's going to stick 
with me.
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                                                                      Nitya Patlola (she/her) and Sabrina Wan (she/her)

                                                                      NP: From our first conversation it was clear that we meshed really well. We 
                                                                      had a lot of common interests, we both played guitar, and we both had the 
                                                                      same kind of vision going into the project about what we wanted the song 
                                                                      to be like.

                                                                                                                                            SW: We considered doing a singer/songwriter piece or a musical theatre 
                                                                      piece, and then we thought about the musical “Once” which blends the two. 
                                                                      The song is very personal to us; we would talk about our personal lives dur-
                                                                      ing our writing sessions, and our experiences with mental health as well.

                                                                                                                                            NP: A big theme that we came into this songwriting process with was the 
                                                                      idea that our parents moved as immigrants to a new country, and we move 
on our own to New York, and that life is constantly changing and we're always having to adapt to new places which help us grow.

SW: The lines “Shake me around I was built to break,” and “No morning sun ever stays the same” both end with different 
chords to melodically show that idea of change. In the second verse, the line “A young constellation breaks away from your 
fformation” points to the idea of moving away from your family in order to make your own decisions. My parents are Chinese 
and in China, they don't have a system that addresses mental health. For me to say that Iʼm seeking that is something completely 
new to them, which fit into a bigger conversation about intergenerational experiences. 

NP: For me, a big part of my identity is my family relationships. My family friend Arnav is featured on the song playing the 
tabla, an Indian classical drum, and his involvement is a nod to our culture. My two roommates are Bollywood fusion dancers, 
and I and I thought it would be great if they could dance for the video, so they joined in as well. I think that this production in general 
does a beautiful job of incorporating nods to my culture which was really important to me. These elements were the perfect 
touches and I couldn't have asked for it to be any better than this.



Sabrina Caputo (she/her)

SC: During the first part of quarantine I started seriously writing my own music and I hadn't 
gotten a chance to show it to anyone aside from a handful of people. 

When I came into this I knew I was a singer and a performer and an actor, but composing was 
a new thing to me. I knew it'd be so exciting but daunting and terrifying and all the more re-
warding because of it. Based on my conversations with Zoe during those first rehearsals, I knew 
I I wanted to write about my journey with self-love, so I formatted the song as a love letter to 
myself. 

During the writing process, I was struggling with how to end the first chorus, then I remembered 
two nights ago I had been like sitting on my bathroom floor crying and thought that'd be funny
to include. For the later choruses, I thought “I won't talk about crying on the bathroom floor 
again,” to show I got “happier as a grew up,” but then I decided “No, of course I will, that's 
the whole point.” You get to the end and you're not fixed or cured. There are still days where 
yyou cry on the bathroom floor and that's not shameful or sad thing, it's just part of life. 

I know I'm not the only one who feels this, and I don't want anyone else to feel like they are alone. The song took on its own life 
outside of me and Iʼm really grateful to be the one singing it, because it is my story, but it was never just for me. It was for 13-
year-old Sabrina, and all the other 13-year-old kids out there—to have more faces and more bodies and more brains behind 
this story makes it so much more powerful. 
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                                                                      Taylor McBride (she/her)

                                                                      TM: Once I started the writing process, I decided I wanted the song to add- 
                                                                      ress generational trauma and the idea that so many historical events don't
                                                                      feel personal or real to us. The song started out as a poem, then we looked 
                                                                      for genre that fit the song. The background I have being Southern Baptist 
                                                                                                                                            made me start thinking this should be a gospel song. 

                                                                      After writing the poem, I talked to my grandma about things she went 
                                                                      through growing up in South Carolina during segregation. She really loves 
                                                                      Dorothy Dandridge, and “Carmen Jones” was one of her favorite movies; 
                                                                      that movie was very historically important for Black actors and Black people. 
                                                                                                                                            She remembers watching that movie in theaters in the balconies because 
Black people had to sit in the balcony. 

My grandma attended Black schools that didn't have appropriate funding or resources, and she received old books from White 
schools. It was shocking hearing her stories because we don't get taught a lot about Black history, or Native American history—
any sort of history that isn't the White opinion. You have to be gentle with the older people in your family because you don't 
know what they've been through you or what they have in their story. 

OOriginally, this song was going to be about my mother or my grandmother because mothers are what carry so much within a 
family—what actually passes down is passed down through them. Once I had a teacher say, “We don't just inherit generational 
trauma, we also inherit generation blessings.” I'm always reminded by those around me and my family that Iʼm not small, and I 
don't know all of my ancestors, but I know that theyʼre a part of me, so I have to do what I can with it.
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Alicia Cabrera (she/her) - Production Design

For “Offstage,” we wanted to create a space that gave these performers the opportunity to 
fill it up with their voices; we also wanted to give an homage to performance and to those 
who bring it to life, represented through elements that live backstage. 

This idea has evolved in many ways throughout the process, from super elaborate to the final 
product we have today, which uses a more minimalistic approach of composition in the space; 
it it was important for us to keep the essence of the process in everything we did. 

Designing the set remotely was an exciting challenge; because of it I wasnʼt able to go to the 
space, look at the materials firsthand or test anything out. We had to remain flexible and 
completely open to change. Much like it happens with songwriting, we had a lot of rewrites, 
but through those changes, we found the elements that were important for us: the “Offstage” 
ghost light. Itʼs the light that keeps our theatres alive after each performance and through the 
pandemic, it has been the light of hope that we will come back, stronger than ever. 

Scenic Design is visual sScenic Design is visual storytelling and so, through this virtual production, this has also translated to the graphics of the show, 
with a look that represents what backstage feels like, a very hands-on environment that make stories burst with light and life. 
Our song titles were handwritten by our performers, we immersed the audience into the theatre-going experience during our 
preshow and we wanted to show the process through backstage footage. 

Even though our representation of the essence of the show has evolved, our ghost light remains lit, shining a light for these 
vvoices to shine and calling out to everyone in the industry to keep pushing forward, with the mission for these stories to reach 
more stages soon. Even though itʼs been challenging, itʼs been equally as rewarding to give these performers a space to show 
their identity, to show that no matter what weʼre going through and what we have faced, as Taylor sings, here we stay. 



                                           Adam Olkin (he/him) - Broadcast Design

                                           Because we could not bring in an audience to watch our production I was asked to bring my 
                                           film skills [to “Offstage”]. My role is to basically take the production and, in a sense, adapt it 
                                           to the screen, working with the designers and Zoë to take their ideas and their thoughts, and to 
                                           capture them in a way that they can be experienced on screen. 

                                                                                     I take a lot of my cues directly from Zoë. I don't know if it's simply my process to simply ask 
                                           questions and offer ideas that she can take or not or shape in some new way or if this process
                                           is partially coming from the film world, where aside from the needs of the studio, the director 
                                           is the one who has the guiding vision and ultimately answers all questions. 
                                           
                                                                                     “Offstage” was less limiting than some other projects because it was an original piece… but 
                                           there's only so much you can do to reason-
                                           ably mitigate COVID related issues. In part-
                                           icular things like maskless performances 
                                           and the restrictions around that. That is one 
advantage of being outside, is that it's a little bit easier to safely be 
maskless. 

I liI like to think of myself as a vehicle for something else. My job, my process
should be invisible, especially with these super individualized pieces. I think 
the most rewarding part is showing these performers and these composers 
their work once it's been filmed, and them getting to see what they've done 
and how good it is.
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Reef Liew (he/him) - Lighting Design

The most important part my role as lighting designer is being able to talk to a director and other 
designers about the concepts that they want to explore in the piece. 

Lighting has the potential to be very emotional. Working on a production like “Offstage,” where 
you have multiple unique stories that are being told, it's important to have a malleable mind to 
try to evoke the right emotions. On every design process Iʼm a part of, I consistently find myself 
going bagoing back to the source material. 

First, I need to understand it, then go into the nuance of what it means. A lot of designing is 
pulling from your own experience and thinking, “Where have I thought about this emotion? What 
does a street lamp do as opposed to a mall light? What are those different emotional qualities?" 
They're very distinct. For lighting designers, thereʼs this temptation to think “I'm going to go into 
the theater. I'm going to look at these fixtures, and I'm going to turn them on.” But now with the 
                                                                       limitations of COVID, we have to take a  step back and think, “Okay, since we 
                                                                       don't h                                                                       don't have these, what are other ways that we can light the performance?” 

                                                                       Theatrical fixtures don't have to necessarily be filming fixtures, and as long as 
                                                                       you see the actor and the emotion is, right, you've done your job. 

                                                                       The most rewarding part of this process has been getting to talk to people 
                                                                       about ha                                                                       about hard topics that don't get discussed often enough. It's always rewarding to 
                                                                 work on a new piece because as a designer, you have a major hand its creation. 
                                                                       Being able to interact with people and understand their take on things is always 
                                                                       fun for me. 



                                        Phi Le (she/her) - Costume Design

                                        I wanted to be a costume designer was because I love making people feel comfortable and confi-
                                        dent playing a character, or even playing themselves. That's been my own goal as a designer is 
                                        to always keep in mind the performer. Before meeting any of the cast, composers, or dancers on 
                                        Offstage, before the first production meeting, and I created different boards with images and 
                                                                                visuals I really distinctly see when it comes to color and style after listening to the songs. But, I 
                                        knew from the beginning, this is something I need to meet people for. I met with everyone, so I 
                                        met with all of the dancers, I met with all the performers, I met with all of the composers. During 
                                        those  meetings, I would fill it as much as I could with different things that they  wanted to tell me 
                                                                                about. I asked people at certain points personal questions, like how has your style changed over 
                                        time? And that influenced my design 
                                        process because then I got to find 
                                        out what people dream of. When 
they gave their answers, I ended up being like, okay, then that's 
something important that I will focus on whether or not it fits with 
the boards. The result ended up being a marriage of the two. At 
tthe end of the day, clothing is so personal to people. And I want 
their clothing when they're on camera to feel personal to them. 
My job is to be a stylist for this project. The most rewarding mo-
ment was sending out the final packets in the weeks before filming.
Getting to meet everyone throughout this process has been a joy.
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Jordan Bernstein (she/her) & Shane Patterson (he/him)- 
Sound Design
 

JB: Because everything is remote, “Offstage” is definitely not the same as 
a traditional theatrical sound design situation. The bulk of our work and 
what we're doing is recording and editing all the songs. Having both Shane
and and my experiences was a great combo for this process. While Shane is 
editing the songs and doing what he does best, I am working with Alicia on 
creating the preshow experience, designed to emulate the minutes leading 
up to the curtain in a live theatrical setting. Working with Zoë, working with
the other designers as we all decide how we want the show to be presented
our thoughts went into the pot with everybody else. I love coming in and 
seeing what everybody has come up with. Recording the songs themselves 
is deis definitely something that I'm new to, but it's really a silver lining with the 
pandemic because I would not have had the opportunity to have this exper-
ience of recording and editing like this—definitely not something that I was expecting to do during my time in college, and Iʼm 
so grateful for that. The part of this process that I've enjoyed the most was when we were in our brainstorming sessions, when 
we were trying to figure out what the show was going to look like at all. Being able to brainstorm and be involved in those 
conversations even though we aren't the visual designers—I love that so much. And I think the number one thing to keep in mind 
on aon any process is patience, just because of the way the timing is, and things that you can't control.
 

SP: I interviewed with the TNT producers and they were like, “Oh, we want to have you as a co-sound designer.” Jordan and 
I had a meeting and I was really impressed, because I feel like our two skill sets are very complimentary. Jordan really is the 
creative brain, and has the experience doing sound design in theater, and so our two skill sets are making two halves of a 
really powerful sound team. Jordan and I both were figuring out how do we create this thing? How do we capture all the 
audio of audio of the singers and everything? The actors have to record themselves because of COVID policies, we're not able to have 
studio sessions like we normally could. I personally really love working with musicians and working with composers and finding 
their sounds, and so on a, it feels weird to say, a typical remote mixing or remote producing process it is always really fun to do 
that. And then of course, the most fun part is we get to put our own little creative flair on all these recordings that were all cap-
tured remotely together. Sound, especially in theatres, [is] a really tricky role, because, a set designer, director, costumer, even 
lighting designers, visualize a llighting designers, visualize a lot in advance. And as sound designers, we work to build on top of what's there. Pre-COVID, if 
people went and saw a show and the sound was good, they didn't say anything. Now I'm actually seeing a lot of reports that 
say, “this production sounded excellent, thanks to Sound Designer whoever.” This show is not at all typical theater sound design
—the process has been totally flipped on its head, it really feels a lot more like a workflow of commercial music production than 
it does like a theatrical [process] but we tried to pull in theatrical elements in our design.
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Ben Heintz (he/him) – Music Direction

On a usual production, music direction it is a lot different—I would be working in person with the 
orchestra and the actors to help them execute the music each night for performances in a sustain-
able and healthy way that also meets the artistic goals of the show. The music director acts as a 
bridge between the orchestra and the performers, and helps the performers have clarity of emot-
ional expression in their performances. With this process, music direction is not only that, but it is 
also contalso contracting musicians, transcribing, editing, and supervising scores, editing audio tracks as 
they come in, acting as the liaison between the instrumentalists and the audio engineers, going 
through the vocal recording process, and orchestrating. My process started in the fall with lot of 
conversations with the composers and the actors on how they wanted to execute whatever story 
they wanted to tell musically. And as they started going through the writing process when we hit 
the spring, it became more about bridging their ideas with a tangible musical product. For this par-
ticular project, all of the orchestration ideas were the composer's, so my job becomes, “How can 
wwe execute this?” That being said, for some of the songs, the composers didn't necessarily know or 
were comfortable with orchestrating themselves but had an idea of what they wanted to sound like, 
                                                               and then for those, I took that, and orchestrated it 
                                                               with the music team and then sent drafts back and forth until we found some-
                                                               thing that they were really happy with. The most important part of this entire 
                                                                                                                              process is that regardless of where the composers or the performers are coming 
                                                               from experience-wise in music, the songs that they're performing are a vessel for 
                                                               the story that they're telling. My biggest goal on this production is to be able to 
                                                               help create a platform for the stories without taking up any space on that plat-
                                                                                                                              form. The most rewarding part of my involvement with “Offstage” is definitely 
                                                               seeing the musical product that's being produced, and knowing that the songs 
                                                               are showcasing the performersʼ voices. Being able to see that and being able to 
                                                               see them be honest on a large artistic scale is incredibly rewarding. 

                                          Sam Lobel (she/her) - Choreograhy

                                          As the choreographer, I have been creating the movement and the dance for this piece. It's been 
                                          a really, really interesting process, and especially having to create this show, during a pandemic. 
                                          There are a lot of moving pieces, which is great because it teaches me how to deal with certain 
                                          obstacles, like figuring out how many dancers I'm allowed to have, and trying to have rehearsals 
                                                                                    when everyoneʼs in their bedrooms and can't really move. I, as a choreographer, love musicality. 
                                          I love hitting certain accents in the beat, which doesn't always translate on a computer—itʼs defin-
                                          itely a whole new skill set, and early in the pandemic I missed the energy and the collaboration 
                                          and going back and forth that I now get to enjoy on this process. But learning about how to 
                                          communicate and work with all the different groups incredible humans has been the most incred-
                                                                                    ible part of this process. I really love the way TNT is running everything and making it feel like a 
                                          community even though we're so far apart physically. I feel like everyone is so talented, so 
                                          driven. I think we are really making it feel as professional and as normal as we can make it, like 
                                          scheduling rehearsals, and I feel like being able to take on a lot of responsibility in this. I was an 
assistant choreographer once for a show, but I've never taken on the chor-
eogeographer role, and even though this isn't a traditional theater production, 
I still got to learn how to work with all different departments. One of my 
missions when I started this process was to make good art with good peo-
ple, and I definitely this checks off all the boxes of that. Thereʼs an extra 
weight of responsibility on this project—we are working so hard to make 
sure these stories are being told the correct way, and told by the people 
whose voices really need to be heard. And I think that it's so special, that 
wwe're able to facilitate that and create an environment where these stories 
are told most authentically and as truthfully as possible. Just contributing 
the movement and seeing all the other in-credible things to make this is
just...I'm just in awe. I think that's been the most rewarding, is seeing it all 
come together and all these incredible different teams, departments working together and bringing this incredible vision to life. 



THEATRE & COVID 19

THE FUTURE OF THEATRE
On April 19, 2021, the Biden administration announced that every US state 
had met the COVID-19 vaccine expansion target and all adults became eligi-
ble to receive the vaccine. Widespread access to vaccinations means that 
more and more industries which closed to curb the spread of COVID-19 will 
begin to reopen while remaining conscious of the possibility of a resurgence in 
cases. In response, the theatre industry is currently testing out a variety of in-
person peperson performance options. 

The Public Theatre announced on March 16, 2021 that their annual free Shake
-speare in the Park series at the Delacorte Theatre will come back this summer 
with a production “The Merry Wives of Windsor,” adapted by Jocelyn Bioh 
and directed by Saheem Ali. On April 4, 2021, Nathan Lane and Savion 
Glover performed in front of a limited capacity live audience at the St. James Place Theatre, marking the first live performance 
on a Broadway stage since the industryʼs closure in March 2020. These cautious steps towards a return to live performan-
                                                                                                                                        ces provide tremendous hope for the future of the industry while prioritizing 
                                                                    the health and safety of theatre practitioners and audience members.

                                                                    Now that the theatre industry is slowly beginning to reopen, theatre makers 
                                                                    have started raising questions about how the production process will change 
                                                                                                                                        in response. Since the industry has been on hiatus, many artists have had a 
                                                                    chance to reflect on the harmful and exploitative practices that exist in thea-
                                                                    tre with the ambition to  change those practices for the better, starting with 
                                                                    the way productions are scheduled  and organized.

In the past year, the organization No More 10 Out of 12ʼs was formed by a collective of professional theatre artists calling for 
an end an end to the six-day workweek and12 hour calls for technical rehearsals. No More 10 Out of 12ʼs acknowledges that these 
practices have historically been considered necessary for the production process, however, they attest that this mentality forces 
professional and academic theatre practitioners to “push themselves far beyond their physical 
and mental limits.” The organization presents a variety of statistical data and personal test-
imonies confirming that 10 out of 12ʼs and six-day work weeks are outdated, unsustainable, 
and unethical, and argue that in order for the industry to change after the pandemic, this rigid 
ststructure needs to be dismantled and replaced with more a humane, collaborative approach.

In July 2020, Narda Alcorn, Chair Stage Management at Yaleʼs Drama School, and Lisa Port-
er, Head of the Graduate Stage Management program at UC San Diego, cowrote an article for
Howlround entitled “We Commit to Anti-Racist Stage Management Education.” The article arg-
                           ues that the philosophy of perfectionism which stage managers strive for in 
                        their work is rooted in White supremacist ideology, and that stage managers 
                        need to move away from perfectionist practices in order to approach their 
                                                work with compassion and transparency. Alcorn and Porter list several tenets of antiracist stage management 
                        practices, including engaging in research and self-education, becoming aware of the impact of language, and
                        opening conversations by acknowledging and naming the gendered and racial composition of the rehearsal 
                        room. These tools empower stage managers to build open, collaborative work environments and be-come 
                        active allies for their fellow theatre makers.

                                                Todayʼs theatre artists have a unique opportunity to consider when returning to work; as theatre reemerges, 
                        they have the chance to dismantle the disfunction components of the production process and replace  them 
                        with more open and empathetic work practices. These changes will not only benefit the artists returning to 
                        the industry, but provide access for a new generation of theatre makers previously excluded from this 
                        industry to create vibrant, groundbreaking new work.

The Public Theatreʼs “Oedipus at Colonus” at the Delacorte Theatre

Nathan Lane and Savion Glover Live at the St. James Theatre

No More 10 Out of 12ʼs | Est. Fall 2020
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ABOUT TNT
TISCH NEW THEATRE
Tisch New Theatre is a student-led theatre organization committed to presenting technically and ideologically ambitious work 
with the intent to teach, challenge, and synthesize the artistic efforts of the Tisch Community and NYUʼs entire undergraduate 
student body. Educating, entertaining, and empowering artistic minds for the future of the theatre industry is at the heart of 
our mission, exemplified in our presentation of musical theatre as a tool of storytelling. Our organization empowers its young 
artists to hold leadership positions with the caliber of professionalism they will possess working in the industry. TNT is also 
dedicadedicated to fostering artistic growth in all NYU students, offering a safe environment for learning and personal development.
Tisch New Theatre is dedicated to making theatre that reflects the diverse student body of NYU. Our organization crafts a 
theatrical space to implement our artistic mission with integrity. We are committed to the promotion of equity, inclusivity, and 
diversity. Our organization is intrinsically democratic. We believe that theatre is a monumental force of change, that we as 
artists are endowed with the responsibility of telling stories that present a fulsome and effective response to issues facing our 
communitcommunity, and that our art belongs to both the theatre makers and the audience. For more information, please visit
nyutischnewtheatre.com.
____________________________________________________________________________________________________
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OFFSTAGE ACCESS 
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Brendan Teehan
Jill Teehan
Marie Teehan

TICKET POLICY

Tickets are offered on tiers, from 
free to $250. Each ticket provides 
access to all three nights of the 
concert. The suggested price for a 
student ticket is $15 and the 
suggessuggested price for regular 
admission is $25. Your single ticket 
offers admission to all three nights 
of the concert. The estimated running 
time for each night is 30 minutes.  
For more information, email 
tischnewtheatre@gmail.com.

PROGRAM

A link to our virtual program will
be included with the confirmation
email after you purchase your tickets.
The program will include information
about the cast, composers, and 
ccreative team who put this production
together over the 2020-2021 school 
year.

ARCHIVE

A digital archive of the show, 
“Offstage, Backstage,” will be 
launching after the showʼs 
completion, providing the audience 
with in-depth cast and production
tteam interviews, curated behind 
the scenes content, and prod-
uction documents detailing all 
stages of the process. The archive 
will give audience members a 
detailed perspective on the state 
of theater today.

During the COVID-19 pandemic, Tisch New Theatre 
reevaluated its mission to produce theatre representative
of the various narratives NYU students have to share. For
the first time ever, TNT is offering a FREE ADMISSION 
option for all attendees. By generously purchasing a 
ticket or donating to TNT, you will assist in covering 
pproduction costs and are ensuring that artists — no matter
their race, religion, gender, sexuality, or creed — are 
heard and that the next generation of theatre profession-
als receive the educational opportunities vital to their 
success.


