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2012 Charles M. Getchell Award 

A young George Washington (Jonathan Silver) holds a 
wounded colonial girl, Unity Spencer (Heather Petersen), 
in the opening act of War Is F**king Awesome, which 
premiered at Ohio University (OU) in spring 2012. The 
new play was written by Qui Nguyen and directed by 
Robert Ross Parker, OU alumni who are artistic directors 
of Vampire Cowboys (www.vampirecowboys.com), an 
Obie Award-winning New York theatre that specializes in 
new works “based in action/adventure and dark comedy 
with a comic book aesthetic” and “aims to bridge the gap 
between mass media entertainment and the performing 
arts.” Janell Clingenpeel won 3rd place in SETC’s Gradu-
ate Design Competition for the show’s  costume design.
(Photo by Levi Finley; cover design by Deanna Thompson)

Feature: Applied Theatre

Volume LIII Number 4 l Fall 2012 l Southern Theatre – Quarterly Magazine of the Southeastern Theatre Conference

Contents

Cover

 4  400 Words
	 	 Try	the	‘Magic	If,’	Version	2.0
  by Herb Parker

 6  Outside the Box: 
  Design-Tech Solutions
  Rugged	Cliffs:
	 	 Create	a	Rocky	Coastline	on	a	Budget	
	 	 without	Chicken	Wire
	 	 by Doug Brown and Robert O'Leary 

32  Words, Words, Words... 
  Review	of	The Health and Safety Guide for  
  Film, TV and Theater, Second Edition, by		
	 	 Monona	Rossol
	 	 reviewed by Robin Jaffe

  8  Applied Theatre Comes into Its Own 
  as Mainstream Field 
  Story and sidebars by Jimmy Bickerstaff

21  The Playwright: Beth Kander
   Beth Kander Views Playwriting as the Ultimate 
  Collaborative Art    

  Interview by Steve Burch

25  The Play: SCRAMBLED
  Act One of the 2012 winner of the Charles M. Getchell Award,  
  given by SETC to recognize a worthy new play, is published,  
  with Act Two available online at www.setc.org.   

   9  Facilitating Collaboration: 
  Mask Artist Links with Autism Expert through ATC

 10  Wayne Harrel: 
  Creating Corporate Drama

 14  The ReCreate Café: 
  Providing a Theatre Home for the Homeless

 16  POP Arts: 
  The Abling Power of Performing Arts



4

S ince being coined by Konstantin Stan-
islavski in the 1920s, the term  “Magic 

If” has been at the heart of actors’ ability 
to “get into character” and “make it their 
own.” And it is easy to understand why. 
On its face, the premise is utterly simple. 
All the actor must do is ask himself: What 
would I do if I were that person in those 
circumstances? 
 For 100 years, this precept has served the 
befuddled actor very well. It does work, in 
essence, to play this great fanciful game of 
make-believe. What has not been accounted 
for, however, is the occasional student who 
will, honestly and innocently, proclaim, 
“but I wouldn’t do that in that situation!” 
What then? 
 Over the years, in the face of this young 
student’s very reasonable complaint, I 

have arrived at a new way of phrasing the 
“Magic If” while still retaining all of its 
imaginative power. I choose to rephrase it 
this way: How do I do what the playwright 
has decided I must do? This takes into 
account the very real possibility of uncer-
tainty in the mind of the character; and, 
more importantly to me, it demands that 
the actor do something rather than think 
about doing something. 
 Consider it this way: Othello does not 
want to kill Desdemona; he must kill her, if 
only for the reason that William Shakespeare 
says he must! Actors faced with motivating 
this moment in the play need not worry 
about the fact that, in this situation, they 
wouldn’t do such a thing. That is immate-
rial – they (their characters) do this thing! 
Such recognition can open a whole new 

storehouse of imagination; it is organic and 
human to accept that we do things we do 
not understand or want to do! 
 This can create exciting, dangerous pos-
sibilities. The actor is not caught up in some 
clichéd “Noble Moor” moment. Othello 
now can be a flawed, jealous husband in 
addition to being the noble general; Othello 
loves Desdemona and must kill her even 
if he does not understand it, although he 
speaks the famous “It is the cause” speech 
to justify it! 
 In the classroom, this new way of think-
ing might, just possibly, enhance the magic 
in the “Magic If.” n

400 Words 

Try The ‘Magic If,’ Version 2.0

from Herb Parker, Associate Professor, Division of Theatre  
and Dance, East Tennessee State University, Johnson City, TN

	

Theatre & Dance within the Liberal Arts 

10 Reasons to study Theatre & Dance at Wake Forest! 
1. Small,	individualized	classes,	integrated		with	production	and	performance	
2. Beginning		to	advanced	study	in	all	aspects	of	theatre	
3. Opportunities	to	double	major	/	minor	
4. 4	major	productions	&	2	dance	concerts	yearly	
5. Two	well‐equipped	spaces:	proscenium	and	thrust	
6. Faculty	and	student	directed	productions,	Multiple	student	producing	groups	
7. Talent	Based	Scholarships	for	performance	&	production	
8. Both	merit	and	need	based	financial	aid	
9. Funding	opportunities	for	student	projects,	summer	study	&	travel	
10. Over	400	approved Study	Abroad programs	in	70	countries

For Information, contact: 
Department of Theatre and Dance 
P.O. Box 7264 Reynolda Station 
Winston-Salem NC 27109 
336-758-5294 
www.wfu.edu 

theatre@wfu.edu 

Highly Competitive  Academically Rigorous  Nationally Ranked 

Have an opinion you would like to 
share on a topic related to theatre? 
Send your column of 400 words or 
less to deanna@setc.org.
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Theatres  o  u  t  h  e  r  n

From the SETC President 

Throughout history, theatre has been a conduit for bringing challenging ideas 
and concepts to the masses. In this issue, we take a look at theatre’s influence on 
our world, from the writing of new plays on timely subjects to the growing use 
of theatre offstage to make a difference in people’s lives. 
 We celebrate playwrights and their work with the publication of the winning 
play in SETC’s annual Charles M. Getchell Award competition. Beginning on Page 
25, you’ll find Act One of the 2012 winner, Scrambled, by Beth Kander. (Due to 
the length of the play, Act Two is published online at www.setc.org.) On Page 21, 
Steve Burch interviews Kander about her work and the development of her play, 
which touches on issues related to identity, adoption, fertility, societal pressures 
and how we judge one another.
       Also in this issue, we explore the growing use of theatre in settings other than 
the stage. In a series of stories beginning on Page 8, Jimmy Bickerstaff writes about 
the field of applied theatre, discussing the development of the Applied Theatre 
Center in South Carolina and providing information on the many types of pro-
grams the field encompasses.  He also details the emergence of applied theatre as 
a mainstream discipline, noting the development of new master’s level programs 
in applied theatre, and shares practical examples from organizations applying 
theatre to help groups ranging from autistic students to corporate executives.
 Those with an interest in the design-tech side of theatre may find some new 
inspiration in our regular “Outside the Box” column. Doug Brown and Robert 
O’Leary share an alternative method for constructing rocky cliffs on a budget.
     The “Words, Words, Words…” book column in this issue also will be of special 
interest to those in the design-tech area, but should be required reading for every-
one in our field. On Page 32, Robin Jaffe reviews the second edition of Monona 
Rossol’s book, The Health and Safety Guide for Film, TV and Theater.
     Finally, in our “400 Words” column, Herb Parker reflects on the “Magic If” 
and explains how he rephrases Stanislavski’s question to help struggling actors 
embrace the mindset that drives their characters’ actions.
 No matter what your area of specialty may be, I hope you find the following 
pages filled with thought-provoking and creative ideas that will galvanize your 
theatrical soul. 
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rocky Cliffs

b y  D o u g  B r o w n  a n d  R o b e r t  O ’ L e a r y

Create a rugged Coastline on a 
Budget without Chicken Wire

D uring the 2012 season at Florida School of the Arts, the production team was asked 
to develop a rocky coastline for the play The Women of Lockerbie. Challenges included 

our small budget, which did not include enough money for the “foam covered with Sculpt 
or Coat® method,” plus our real dislike of an alternative technique that uses chicken-
wire/hardware cloth covered with glued muslin. Instead we tried a method the designer 

had used previously with good results.  
 The major ingredients for this method 
consist of Weed Block cloth, mortar (stucco) 
and lots of free labor. Our inexperienced 
crew found this project fun and easy to 
work on. However, their work pointed 
out one important caveat: It is best if you 
carefully cover any parts of the theatre/set 
that will not receive the treatment. 
Gather Materials

 The basic materials are available at your 
local big box home improvement store:
• Weed Block (black poly landscaping fab-

ric). This material forms the base. Check 
which brand has the most “tooth” to it. 
The least expensive worked fine.

• Mortar or stucco mix: Type S for all the 
less traffic areas, or Surface Bonding for 
the places with high traffic loads. We 
found Type S worked for most areas, 
but we were on the set for only 10-12 
days, including performances.

• Cement color additive. This is an easy 
way to give the rocks a base color, and  
it mixes in well. You can vary the 
amount added per 4-gallon batch to 
add some variety to the undercoat color 
of rock.

• Bonding agent. We used this only in 
high-traffic areas and places where the 
vertical angle was steep. A little goes a 
long way. We used 2 gallons. 

• Plywood/OSB scraps. We used these 
to make the profiles that created the 
rocks’ shape, attaching them to stock 
platforms. We had been saving scraps 
so did not have to buy any new ply for 
this show. 

Find Your Tools 

 We used two types of applicators: a 
larger wall trowel and a pointing trowel 
for smaller work.  Crew used a drywall 
mud pan, which can be positioned under 
the work to catch excess mud for reuse. 
 You also need a tool to mix the mud. 
We mixed in a 5-gallon bucket but a cheap 
mixing tub would work. 
 Lay out lots of plastic drop cloths where 
the stage or auditorium is exposed, such 
as under platforms. This will help greatly 
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Materials Needed 
MATEriAL  AMouNT CoST/uNiT ToTAL 
Weed Block  250 ft.  $10/50 ft.  $  50.00
Mortar mix  40 bags          $ 4.90/bag $196.00
Bonding agent        3 gallons  $10.65/gallon $  31.95
Color   2 bags  $ 6.17/bag $  12.34
Plastic drop cloth  1 roll  $44/roll  $  44.00

ToTAL CoST: $334.29

Have a design/tech solution that would make a great outside the Box column?  

Send your idea to Outside the Box Editor Doug Brown at dwbtdmail@gmail.com

at strike. Often, we could just pull up the 
corners of the plastic cloths and trash all 
the materials.
 Also be sure to have basic safety equip-
ment available. The materials used are not 
very dangerous, but mortar will dry out 
skin. The person mixing should have a 
good quality dust mask and splash-style 
goggles. Read appropriate MSDS sheets 
for complete safety information
Follow the Procedure

 1) Create a basic outline of cliffs. Using 
stock platforms combined with plywood 
profile pieces, create the stage layout.  Then, 
under the profile, place a small profile of 
¾-ply offset to create a base to which the 
fabric can be stapled. (See photo below.)

 2) Using a pneumatic stapler and spray 
adhesive, attach the fabric top and bottom, 
painting on bonding agent where needed.
(See photo below.)

Advantages:
• Cheap as dirt 
• Easy to do with little training 
• Strike was fast; fewer cuts due to no 

use of chicken-wire
• Did not fill dumpster up with non-

green material such as foam 

Disadvantages:
• Some wrinkles showed
• Crew members applied differently
• Heavy traffic areas needed touch-up
• Not good if lacking time 

 3) Mix the mud. Assign one crew person 
to handle mixing so material will be ready. 
(One bag will cover about 15 square feet.) 
Be sure to add water to the bucket first, then 
add the mortar – or mixing will be incom-
plete. Mix well, then wait 2 - 5 minutes for 
mortar to hydrate. Mix again 
 Note: Do not flush or wash tools at a 
sink. We washed in a bucket, and then the 
next day poured off the water and put the 
sludge into the dumpster. 
 4) Now the fun part: Slap on the mud. 
Texture can be adjusted by sponging or 
troweling the wet mixture. Working (pot) 
time was about 45 minutes for us. (See photo 

below.)

 5) Wait for the mud to dry. Complete 
drying may take overnight. However, if you 
need to use the space sooner, you may be 
able to do so if you are careful. Our depart-
ment does not have a rehearsal space, so 
we ended our application two hours before 
rehearsal and let big fans run. The material 
was dry enough that it did not come off 
on clothing at rehearsal, but we would not 
attempt this with costumes. n

Doug Brown is technical direc-
tor at the Florida School of the 
Arts in Palatka, FL, and a mem-
ber of the Southern Theatre 
Editorial Board.

The pictures above and on Page 6 show 
the finished rocky cliffs.

Robert O’Leary teaches scenic 
and lighting design at the 
Florida School of the Arts in 
Palatka, FL, and is the vice chair 
of SETC’s Design-Technology 
Committee.
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AA subway train screeches into a station platform late at night. The doors 
slide open on the last car, and a menacing male figure steps inside. 
Glancing around, he sees the only other passenger, a young woman 
seated next to the window in the last seat. He moves directly and delib-
erately toward her and sits down, pinning her in, puts his arm around 
her and says … Suddenly a hand goes up: “Freeze! I know what she 
can do.” The workshop actor – a “spectactor,” Augusto Boal would call 
her – jumps to her feet and takes the place of the “protagonist” in the 
scenario being improvised. 
 This scenario is an example of Forum Theatre, a form pioneered by Boal that is part of a workshop on “Ap-
plied Theatre in Action,” led by Dale Savidge, executive director of the Applied Theatre Center in Greenville, 
SC. His workshop was one of several at last spring’s SETC Convention in Chattanooga that brought together 
people active in the growing community of theatre practitioners who call what they do “Applied Theatre.” It’s 
an inclusive name for a wide variety of activities that apply theatre and performance in therapeutic, corporate, 
educational, religious and community settings to foster individual, social and cultural engagement with either 
mainstream or marginalized people. 
   Savidge’s organization, the Applied Theatre Center (www.appliedtheatrecenter.org), has become one of the 
leaders in this emerging field in the Southeastern region. The goal of his organization, founded in spring 2011,  
is to serve as a bridge between theatre artists who are trained in applied theatre techniques and professionals 
who serve groups and individuals that can benefit from the techniques. 
THE FouNDiNG oF ATC

 The idea for the Applied Theatre Center (ATC) had its beginnings in 2009, when Dale Savidge was approached 
by a Texas couple who had an adult son on the autism spectrum. They had read a book he co-authored with 
Todd E. Johnson, Performing the Sacred: Theology and Theatre in Dialogue (Baker Publishing Group, 2009) – and 
it had given them hope for their son. 
  “They asked me if I thought theatre might be helpful to someone with a developmental disability,” Savidge 
recalls. “I said yes, and then they supported me over the next two years in researching how that might work. 
I was struck by their concern to help their son continue to develop socially and spiritually and by their belief 
that theatre could be a powerful tool in his development.” 
 Savidge, chair of the North Greenville University Department of Theatre and founder and executive direc-
tor of Christians in Theatre Arts (CITA), soon became convinced that theatre was a powerful tool not only for 
addressing the needs of people on the autism spectrum but in many other areas as well. 
 “The initial research,” he says, “broadened into applied theatre in general because of the many strands con-
necting the various applied theatre disciplines and the commonality of needs across people and groups served 
by applied theatre.”
 Although the ATC recognizes the value of traditional theatre experiences, Savidge emphasizes that the 

Applied Theatre Comes into 
its own as Mainstream Field

b y  J i m m y  B i c k e r s t a f f

(Continued on Page 10)

Dale Savidge founded 
the Applied Theatre 
Center in 2011.
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O ne of the key goals of the Applied Theatre Center (ATC) 
conference is to link theatre artists with individuals serving 

communities that can benefit from applied theatre techniques –  
giving them an opportunity to develop collaborative projects.
 The collaboration that developed at the 2011 conference between 
mask theatre performer Doug Berky and Andrew Nelson of the 
West Virginia-based Autism Theatre Network (which became part 
of the Applied Theatre Center in 2012) provides a good example of 
the potential for these partnerships.
 Nelson is a positive behavior support trainer with the West 
Virginia Autism Training Center at Marshall University in Hun-
tington. In that role, he provides support and training, including 
the use of applied theatre techniques, to parents, teachers and 
professionals on a variety of autism-related topics. 
 Nelson was drawn to the field of applied theatre while earn- 
ing a BFA in acting at the University of Minnesota in Duluth.   
 “During acting school, I read about people like J. L. Moreno 
who were blending theatre and psychology in a very special way,” 
Nelson says. “This appealed to me and I knew I wanted to do 
something similar with my life.” 
 He  went on to study applied theatre in India, then developed 
the Autism Theatre Network as a way for people to share ideas 
about theatre and autism.
 Doug Berky, based in Anderson, IN, is a mask maker and per-
former who presents shows and workshops around the globe. In 
recent years during appearances in schools, he has found an increas-
ing number of autistic students as part of his audience. 
 At the 2011 ATC conference, Berky attended a presentation by 
Nelson in which he discussed working in India with a man who 
uses masks with autistic individuals.  

   “I was intrigued and 
shared with Andrew my 
work, and a conversation 
began,” says Berky. ”It did 
not take long for me to real-
ize I could learn much from 
Andrew and could even 
contribute to his work, so I 
offered to collaborate with 
him to design and build a 
set of masks specifically for 

his work with autism spectrum children.”  
 Nelson quickly agreed that Berky’s 
“masks, which are truly works of art, 
could be used to support actors with 
autism.” 
 Eventually they settled on a set of 
expressive masks (masks created with 
an identifiable emotional expression). As Berky 
describes it, they then “invited a group of high school boys who are 
on the autism spectrum to come to my studio and play with masks 
and explore through theatre games.  It was a positive experience 
for all of us.”
 They went on to co-facilitate  a workshop in Indiana, along with 
Dale Savidge, where they had autistic boys 
use masks to explore non-verbal expres-
sion, emotions, and character develop-
ment.
 “It was fascinating to observe them 
enter into these ‘characters’ as they 
played out scenarios and interviews,” 
says Savidge. “Their bodies became ani-

Facilitating Collaboration:
Mask Artist Links with Autism Expert through ATC

mated; their voices ranged widely in volume 
and inflection. The masks provided the guys a 
safe space to hide in as well as a way to express 
themselves.” 
 Seeing the impact their work had on autistic 
individuals, Berky decided to make changes 
in his own touring shows. He is creating story 
books of his performance pieces that can be 
sent ahead to autism classes. He also invites 
autistic students to the performing area before 
a show to handle masks and props and talk with him. “It has been 
helpful to identify those populations in my audiences so I can be 
sensitive to their responses during the show,” he says.
 Berky and Nelson say that masks have great potential as an 
expressive tool for autistic individuals. 
 “We are currently exploring the use of three-quarter and one-half  
masks to help develop expressivity and to make storytelling with 
masks more possible,” says Berky. “We are both very encouraged 
by what we are experiencing with the masks.”

- Jimmy Bickerstaff

Andrew Nelson of the Autism Theatre 
Network demonstrates techniques for 
working with autistic students, using 
one of Berky’s masks at a teacher 
academy in West Virginia.

Top: Doug Berky 
and some of his 
masks.
Bottom: Berky 
created these 
expressive 
masks for 
Nelson to use 
in his work 
with autistic 
individuals.
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‘The masks provided the guys a safe space to hide in as well as a way to express themselves.’

9



10

organization’s work is primarily about process, “a va-
riety of interactive methods in which people rehearse, 
role play or improvise the struggles, oppressions, 
obstacles or challenges they face in real life.”
THE CoNFErENCE

 In addition to creating an umbrella organization to 
serve people working in this area, Savidge recognized 
a need for people working in applied theatre to come 
together to share ideas, connect with institutions that 

F or the past 20 years, actor, playwright and producer Wayne Harrel has been 
applying his theatre background to develop business communication solu-

tions in corporate settings. 
    “Basically, I’m a story teller with theatre as my medium,” he says. “I go in, listen 
to the client’s story, consider their audience, study the environment and available 
budget, and then translate everything to an effective solution.” 
   Harrel started as a corporate and educational video script writer. 
    “Eventually, it dawned on me that the messages some clients were trying to com-
municate through high-priced videos could be done just as effectively (and cheaper 
and quicker) through live drama,” he says. “Applied theatre is way more flexible 

and affordable than video, more compelling than print or PowerPoint, and has the extra juice of live theatre.”
 His work often involves co-contributors, ranging from producers to stage crew, who help on projects such 
as large corporate presentations. In 1995, he worked as a creative director to develop scenes for focus groups 
about a yet-to-be-invented wireless computing tablet about the size of an Etch-a-Sketch. Recently, he created 
a fictional inventor pitching yet-to-be-invented technology for a regional power company’s board of directors 
as in a “Shark Tank” episode. “They were just playing along with a very realistic theatre game,” he explains, 
but “if and when this new technology does become viable, this company’s leadership has already laid the 
groundwork for responding to it proactively.”
 Sometimes the role-playing is more personal, as when he was asked to use storytelling to help hospice 
workers better serve their patients. “All these people work with the dying,” he says. “They’ve come to this 
retreat to face their own issues with death.” He had been invited to tell stories about death drawn from many 
cultures. At the end of the retreat, he then appeared as Death, a “tall figure in flowing black robes, black cowl, 
and white, smiling, skeletal face, holding an envelope in my hand and reaching out to them, expectantly.”
 Other presentations are just as dramatic, but much less serious, like the time he was hired to imprint a brand 
of athletic shoe at a nationwide sales meeting. Competition was strong. One major competitor sponsored a 
Hip-Hop concert dinner; another was setting up a casino night in the ballroom. All he had to work with was 
lunch. He created a memorable event, an NCAA sports trivia game in a “Jeopardy” format for store managers, 
with a former Playboy model as moderator. By the end of the event, “The place was in an uproar,” he recalls. 
“Six hundred store managers had just spent a full hour yelling, whistling and laughing with my client.”
 In his work, Harrel plays multiple theatre roles: “As a playwright, I meet with the client and listen for the 
essential themes, supporting details, and major characters. As an actor, I often do a “song and dance” to pitch 
the project to participants. And as a director, I nudge the team toward the ideal final product.”

- Jimmy Bickerstaff 

serve communities, receive training, and learn by 
working with others who are doing it. The result was 
the first annual ATC conference, held in March 2011, 
which attracted 100 participants from several states 
and Puerto Rico. Rather than offering a variety of 
loosely organized activities and presenters, the ATC 
conference provides training in specific discipline 
tracks, as well as interaction among the various ap-
plied theatre disciplines. 

Wayne Harrel: Creating Corporate Drama
‘Applied theatre is way more flexible and affordable than video, more compelling than print or 
PowerPoint, and has the extra juice of live theatre’

Harrel put together this 
“Tonight” style show for 
a high-tech company’s 
global marketing 
meeting, with the 
senior marketing 
vice president as the 
Leno character and  
his assistants as the 
guests.

(Continued on Page 12)

(Continued from Page 8)
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 This year’s conference, held in June in Greenville, 
SC, included three tracks: Drama Therapy, led by 
Heidi Landis (which offers credit through the Na-
tional Association for Drama Therapy toward the 
Registered Drama Therapist license); Social Justice 
(Forum Theatre), led by Lisa Jo Epstein; and Personal 
and Community Development (Playback Theatre), 
led by Jo Salas. Attendees included 60 people from 
the U.S., Puerto Rico, Scotland, the United Kingdom 
and Singapore. Plans for the 2013 conference are in the 
early stages, with some discussions about a possible 
workshop with Julian Boal. 
APPLiED THEATrE: AN EMErGiNG FiELD

 The concept of “applied theatre” is not new – 
people have been applying theatre techniques in vari-
ous settings for centuries. However, Savidge notes, 
“it has only recently been recognized by mainstream 
theatre artists as an application of theatre that merits 
scholarly and artistic attention.” And it has been get-
ting a lot of attention in recent years.
 A simple Google of “applied theatre activities” will 
turn up an international array of research, university 
course offerings, conferences, and centers of activity 

in places such as Akron, OH, and Milwaukee, WI, in 
the U.S.; Manchester and London in England; and 
Brisbane in Australia. Focused publications that fall 
under the umbrella of “applied” theatre include RiDE: 

The Journal of Applied Theatre and Performance, which 
has been chronicling the international development 
of the field since 1995. Books on the subject include 
a very useful anthology, Applied Theatre: International 

Case Studies and Challenges for Practice, edited by Mon-
ica Prendergast and Juliana Saxton and published in 
2009 by Intellect, The University of Chicago Press.
 There also are training programs all over the world 
in applied and interactive theatre techniques. Here 
in the U.S., the City University of New York (CUNY) 
says its Master of Arts (MA) in Applied Theatre was 
the first program of its kind in the U.S. when it was 
started in 2008. Other universities now offering simi-
lar degrees include  the University of Southern Cali-
fornia School of Theatre. CUNY’s program accepts 
a graduate ensemble of about 24 new students each 
year. Daniel Banks, keynote speaker at the 2008 SETC 
Convention, is on the faculty of CUNY’s program. It 
attracts a range of students, Banks says, including 

(Continued from Page 10)

(Continued on Page 14)

 ‘I see this kind 

of theatre only 

growing as years 

go by: our art is 

so accessible, 

so versatile, 

and so needed.”

- Jo Salas
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“some theatre artists who have been very successful 
commercially, who at a certain point in their life want 
to create their own companies, methods and pedago-
gies to use theatre as a vehicle for self-expression and 
leadership in specific communities.” He also says 
he sees “more schools understanding this drive and 
responding with courses that prepare students for 
this type of rigorous professional work.”
 Banks also is involved in the applied theatre 
movement himself. In 2006, Banks co-founded with 
Adam McKinney DNAWORKS, an arts and service 
organization based in Santa Fe, NM, committed to 
“dialogue and healing through the arts.” Banks notes 
that DNAWORKS uses “performance, workshops and 
consulting to initiate community dialogues around 
issues central to the communities in which we are 
invited to work. Most often these conversations 

revolve around issues of identity – heritage, culture, 
class, gender, sexuality and all levels of ability.”

APPLiED THEATrE iN ACTioN

 Applied theatre is used with a variety of groups 
and individuals, including people who are homeless, 
traumatized or incarcerated, those on the autism spec-
trum, senior adults, and other special needs groups 
and their caregivers. It is also utilized in community 
settings to foster social justice and develop neigh-
borhood identity and in business settings to boost 
creativity and strategic communications. 
 The individuals and organizations in ATC’s net-
work are representative of the range of this emerging 
field. Following are examples from them of applied 
theatre techniques and settings.
  Drama Therapy is the intentional use of theatre 
for therapeutic goals. It can help people explore and 
experience their inner lives, tell their stories, set goals 

I n Chattanooga, TN, Tenika Dye is applying theatre 
techniques to her work with homeless people at 

The Salvation Army’s ReCreate Café, described as a 
”safe haven for the homeless during the day when 
shelters are closed.”
 Dye, who holds an undergraduate degree in 
theatre and a master’s degree in storytelling from 

East Tennessee State 
University, says she 
has “never felt more 
fulfilled.” She sees re-
sults from her work 
in greater verbal and 
non-verbal commu-
nication, social inter-
action, problem solv-
ing and recognition of 
emotions among those 
who participate. 

 “It is a powerful thing to watch people who spend 
the great majority of their time being ‘invisible’ to 
much of the community connect with another person, 
especially if that person is not homeless,” she says.
 Her work at the ReCreate Café evolved from a 
casual conversation in December 2010 with Major Jim 
Lawrence, then commander of the Chattanooga area 

Salvation Army. Dye mentioned Behold the Lamb of 

God, an adaptation of the Christmas story she scripted 
for the stage, which includes songs by composer An-
drew Peterson. Lawrence invited her to present the 
show at the ReCreate Café. After the performance, 
Captain Jon-Phil Winter invited her back to offer 
acting workshops for homeless individuals as part 
of The Salvation Army’s arts programing. Dye then 
began to volunteer on a regular basis. In September 
2011, she accepted a staff position as ReCreate Café 
artistic director.
 In her 2012 SETC Convention workshop, “Act-
ing with the Homeless: Taking the Art of Play to the 
Homeless Community,” Dye discussed how she uses 
applied theatre techniques with homeless individuals 
in the ReCreate Café. 
 One of her key programs is a 1-to-1½-hour acting 
session, which is open to all homeless people.  Draw-
ing material from Augusto Boal’s Theatre of the Op-
pressed, Dye engages the participants in traditional 
acting games and exercises infused with ideas from 
her own storytelling background. Trained actors also 
participate in the workshops, which helps the regulars 
loosen up and pick up on the games.
 Dye finds it is difficult to build and retain a regular 
group of participants, but the workshop does provide 

The reCreate Café:  Providing a       Theatre Home for the Homeless 
‘It is a powerful thing to watch people who spend the great majority of their               time being ‘invisible’ to much of the community connect with another person’

Among those in the 
cast of Godspell at 
the ReCreate Café 
were Chet Rivera 
(left rear) a homeless 
man, and Tenika Dye 
(second from right) the 
ReCreate Café artistic 
director.

(Continued from Page 12)
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a sense of community and an activity for the marginal-
ized individuals who attend.    
 “I think we help people find dignity that they have 
lost, had stolen or have given away because of their 
choices,” Dye says.  “If we help someone realize that 
there are more things that define them than whether 
they have a home or not, I feel that there is no way 
of knowing how deeply that person is impacted.”
 In addition to providing a safe haven for home-
less people during the day, the ReCreate Café also 
works to help bridge the homeless community with 
the housed community. Theatre productions help 
to accomplish that goal. In July 2012, homeless and 
housed individuals joined together on stage to present 
Godspell at the ReCreate Café, with professors from 
Covenant College and the University of Tennessee at 
Chattanooga helping to direct. 
 “The artistic collaboration is unusual and ground-
breaking not only for The Salvation Army and the 
Chattanooga Arts Community, but in the area of 
applied theatre in general,” Dye says. “To our knowl-
edge there may not be any other organization creating 
productions like this.” 
 Five homeless individuals originally were cast in 
the show, but two turned down their roles and two 
left town after three weeks of rehearsal, Dye says. By 

opening night, just one homeless man, Chet Rivera, 
remained. Chet had begun coming to Dye’s acting 
class in summer 2011. At first, he only watched, Dye 
says, “but I would have long conversations with him 
about what he saw in class, art, and how he had al-
ways wanted to do artistic things as a kid but wasn’t 
encouraged or allowed to but that he still had that 
desire.” In the last class, he participated in an exercise.
 “Fast forward to earlier this year, when he got 
enough courage to sing at our weekly Karaoke night 
on Sunday evenings,” Dye says. “From there, I en-
couraged him to join the acting class and audition for 
Godspell. He almost didn’t audition but I got him to 
come to callbacks. I could go on and on but now he 
is acting, singing and dancing. I am seeing changes in 
him. He wants more out of life. I don’t know what this 
is going to look like in the future but I definitely feel 
that his involvement in this production has helped 
him in ways I don’t even know.”
 Audience response to Godspell was strong as well.
 “We did five ticketed shows and one free per-
formance for the homeless community,” Dye says. 
“Approximately 525 people saw the show in our very 
intimate space. Every night was sold out and then 
some.”

- Jimmy Bickerstaff

and solve problems, express feelings or enhance 
interpersonal relationship skills. Registered drama 
therapist Heidi Landis has worked with ATC to train 
others in this field. She is currently program director 
at Creative Alternatives of New York and is also the 
education chair of the North American Association 
for Drama Therapy.
 Playback Theatre is an interactive theatre 
technique that began in the 1970s in upstate New 
York. It is now practiced in over 50 countries around 
the world. According to the International Playback 
Theatre Network, this form is “created through a 
unique collaboration between performers and audi-
ence. Someone tells a story or moment from their life, 
chooses actors to play the different roles, and then 
watches as their story is immediately recreated and 
given artistic shape and coherence.” A leader at last 
year’s ATC conference, Jo Salas, is one of the founders 

of this technique. She is the co-creator (with Jonathan 
Fox) of Playback Theatre, and her book, Improvising 

Real Life: Personal Story in Playback Theatre, is a semi-
nal work on the subject. She is also the founder and 
artistic director of Hudson River Playback Theatre, 
which uses the form to address a variety of individual 
and community issues by providing single shows, 
performance series, and workshops for organizations 
and groups of all kinds on topics that include bully-
ing, immigration and climate change. 
 Forum Theatre is the workshop scenario used 
to introduce this article. Originator Augusto Boal 
described it as consisting “in essence, of proposing 
to a group of spectators, after first improvisation of 
a scene, that they replace the protagonist and try to 
improvise variations on his actions.” It is a form that 
can be very useful for “a protagonist who wants to try 

The reCreate Café:  Providing a       Theatre Home for the Homeless 
‘It is a powerful thing to watch people who spend the great majority of their               time being ‘invisible’ to much of the community connect with another person’

Chet Rivera, a 
homeless man who 
had always wanted 
to participate in arts 
activities, gradually 
gathered the courage 
to participate in acting 
classes. He auditioned 
for and received a 
role in the July 2012 
production of Godspell 
at the ReCreate Café.

(Continued on Page 16)

More info on the 
ReCreate Café: 
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alternatives to her usual behavior” (Games for Actors 

and Non-Actors, Augusto Boal). The ATC conference 
track, Forum Theatre: Rehearsal for Reality, has 
been led by Lisa Jo Epstein, who described it as “a 
powerful tool for communities to come together and 
collaboratively explore and express their history, 
current conditions and dreams for the future.” 
Epstein, artistic director of Gas & Electric Arts in 
Philadelphia, has worked with Augusto Boal’s Center 
for the Theatre of the Oppressed in Paris. She has been 
involved in theatre of the oppressed for two decades.
 One example of an area where applied theatre 
techniques are used is Cross Cultural Missions, 
or mission work by faith organizations around the 
world, especially in developing countries. As ATC 
points out in its literature, “only recently has theatre 
emerged as a powerful tool for addressing the 
personal, spiritual and social needs of people in other 

cultures. Because it may be non-verbal, theatre is an 
effective method of communication where language 
presents a barrier.” A part of the ATC network in this 
regard, Lin Sexton is creative arts director at Cross 
Point Community Church in Modesto, CA. She has 
been active in leading theatre troupes to a variety 
of countries in Eastern Europe, the Middle East and 
Latin America.
 Corporate Theatre is another area where ap-
plied theatre techniques are used. Wayne Harrel, a 
Portland, OR-based actor, playwright and producer 
who has presented at the ATC conference, uses theatre 
as “a tool for improving the lives and work of people 
in the business world.” Corporate theatre training 
can be applied to team-building, conflict resolution, 
vision casting and other business needs. Harrel has 
worked all around the U.S. in corporate theatre. (See 

sidebar, Page 10.) 

C an performing arts help people with disabilities develop skills in communication, self-regulation, emotion recognition and other 
areas? Cynthia Chambers, an assistant professor in the special education program at East Tennessee State University (ETSU), and 

Kathleen Buttolph, a graduate student in ETSU’s MA teaching program with an undergraduate degree in theatre, believe the answer is yes.
Together with community members, they collaborated to develop an applied theatre program called Power of Performing Arts – POP Arts 
for short – in January 2011 in Johnson City, TN. Chambers describes POP Arts as “an inclusive performance arts program for individuals 
of all abilities, kindergarten through age 30.”
 At the 2012 SETC Convention, Chambers and Buttolph led a workshop detailing their approach and presented the work of some of 
their company members. Their inaugural company in 2011 included 23 individuals with and without autism, Down syndrome, Attention 
Deficit Disorder (ADD) and learning disabilities. By the time of the SETC Convention in 2012, the company had grown to 90. 

    At workshops held two to three times each week, POP Arts cast members have the opportunity to 
develop individually and as a group in the areas of music, dance, acting, storytelling and script devel-
opment. Members consist of POP Arts students with special needs, plus a “support cast,” including 
parents, siblings and university students who provide support to the POP Arts students. Some support 
cast members are paired with individual students; others are group leaders for specific arts stations. 
The goal is for cast members with special needs to grow personally, and to learn valuable social and 
interpersonal skills, such as recognizing emotions. Support cast actors work alongside actors with 
special needs, sometimes in performing a role, other times lending support to them in rehearsals. This  

helps increase disability awareness among supporting cast members, while also providing opportunities for parent-to-parent support.
 “All instruction is designed to move with the student and be flexible to his or her needs,” said Buttolph. “Though a workshop or 
coursework time period may end in a production, POP Arts is not production-driven. POP Arts is all about the process – finding what 
works for the individual and working with that individual.” 
 Amy Wenk, a parent who has a son with autism and two neurotypical children in the program, said, “All of my children have grown 
from POP Arts. It has given them so much self-confidence. My outgoing child enjoyed it thoroughly, my shy child came out of his shell 
and really shined, and my child who is told the word ‘can’t’ over and over was told he CAN, and he did!”

- Jimmy Bickerstaff

PoP Arts: The Abling Power of Performing Arts
‘My child who is told the word “can’t” over and over was told he CAN, and he did!’

POP Arts cast members interact. 

(Continued from Page 15)

(Continued on Page 18)
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 Theatre and the Autism Spec-
trum was one of ATC’s conference tracks 
last year, focusing on theatre as a tool for 
improving communication skills, develop-
ing motor skills and encouraging social 
adaptability and confidence in people on 
the autism spectrum. It was led by Andrew 
Nelson, founder of the Autism Theatre 
Network, who has worked in India and the 
U.S., using applied drama and role-playing 
techniques. (See sidebar, Page 9.)

 According to Nelson, the autism work-
shops at the ATC conference were designed 
to provide training to those who work 
with autistic individuals so they can “help 
people with autism learn to recognize emo-
tions, not just from facial expressions, but 
from the entire body language picture that 
we as individuals use.” 
 One technique covered in the program 
was “neurotypical shadowing,” a method 
often used in theatre work with those on the 
autism spectrum. The term “neurotypical” 
refers to people who are not autistic. 
 “When we do theatre with people on 
the spectrum,” says Savidge, “we usually 
include neurotypical actors as well. Some-
times we will shadow an autistic actor in 
performing a role; other times, lend support 
to them in rehearsals.”
 Nelson believes that the autism-theatre 
field has done a good job of developing 
techniques that meet the needs of actors 
and artists on the autism spectrum, but ”we 
need to intensify efforts to open the doors 
of the theatre even wider for actors with 
communication, sensory and learning dif-
ferences. We need to rethink and redesign 
programs to reach out to artists who may 
have been excluded from theatre experi-
ences because of those differences.”
 In April 2012, Nelson’s organization, 
the Autism Theatre Network, merged with 
the Applied Theatre Center. The merger 
will help the Autism Theatre Network by 
“creatively facilitating autism-theatre col-
laborations,” Nelson says, and expanding 
ATC’s training for autism services provid-
ers in the Southeastern U.S. and beyond. 

 In his announcement about the merger, 
Dale Savidge said, “Theatre has proven to 
be an excellent tool for improving commu-
nication skills, encouraging social adapt-
ability and developing motor skills, among 
other needs autistics have, and Andrew is 
the perfect partner for the Applied Theatre 
Center’s continued efforts in this area.” 
 Nelson says he was interested in pursu-
ing the partnership for a variety of reasons. 
First among them: “I love the fact that the 
ATC has a broader focus than just autism-
theatre applications. Those of us working 
in the autism-theatre field can benefit by 
learning more about the approaches used 
in the other applied theatre disciplines.” 

LooKiNG AHEAD

 The Applied Theatre Center sees its 
mission as providing support to those 
interested in growing this field, by bring-
ing “theatre artists and community-based 
collaborators together in order to place the 
art of theatre in service to individuals and 
communities,” or as their shorter motto 
puts it, “Doing good through theatre.” 
 In addition to its own programs, ATC 
is also involved both nationally and inter-
nationally with the exchange of ideas and 
with providing information and resources 
for applied theatre practitioners in a wide 
variety of areas. 
 Savidge believes that “the next step for 
this emerging discipline is to set artistic and 
therapeutic standards and create a system 
through which practitioners can receive 
necessary credentials so that the theatre 
artists may truly ‘do good’ and not harm.”
 For those interested in exploring one 
or more of the areas of applied theatre, 
Savidge cautions that it is not something to 
go into lightly. Because much of the work 
is with “at-risk” or marginalized groups, 
you will need to stay with it once you com-
mit. “People are in and out of their lives 
too much already,” he says. “It takes real 
commitment to be effective.” He suggests 
coordinating with institutions that serve 
the community you hope to serve. 
 “Applied theatre has tremendous po-
tential to heal and help people, but it has 

Jimmy Bickerstaff is an 
assistant professor of theatre  
at Valdosta State University  
and a member of SETC’s 
Publications Committee.

proven challenging to establish,” he says. 
“The most important quality in an AT artist 
is commitment to the people in the group – 
commitment to keep showing up no matter 
how ‘successful’ the work seems to be.”
 As for the Applied Theatre Center itself, 
Savidge says it “is an evolving organization 
which has no clear model to follow – this 
makes its development very difficult.” As 
a partnership between the theatre com-
munity and the social services community, 
“there is a need to explain, demonstrate and 
practice it in the community so that people 
can understand what it is and how it ben-
efits our citizens. Support is building very 
slowly as people start to see the benefits of 
the AT programs.”
 As slow as that development might be, 
Savidge believes ATC is on the right track: 
“I’m convinced there are many other ways 
theatre can be applied to the needs of indi-
viduals and communities, and we’ve only 
just started exploring collaborations.”
 Educator and practitioner Daniel 
Banks says the future of applied theatre 
is very clear to him. “In my travels, I 
have encountered theatre students and 
practitioners in the U.S. and around the 
world demanding the opportunity to use 
their theatre training and skills in arenas 
that will make a positive impact in the 
world,” he says. “Gone are the days where 
a theatre artist’s first dream is necessarily 
having a commercial career.”
 Playback Theatre pioneer Jo Salas 
agrees. “For me personally, and for most 
people involved in applied theatre, there’s 
a profound satisfaction in using our art as 
a means of social change and healing, not 
simply to create something impressive and 
beautiful, though we do that too. I see this 
kind of theatre only growing as years go 
by: our art is so accessible, so versatile and 
so needed.” n

(Continued from Page 16)
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Beth Kander Views Theatre as the Ultimate Collaborative Art

The Playwright
Getchell Award

Do You Know a Talented High School Playwright?

The SETC Playwriting Committee has created a playwriting contest just for high school students. 
The winner of the High School Play Contest receives a $250 prize and an invitation to attend 
the SETC Convention. Submissions are accepted from October 1 to December 1. More info: 
Visit www.setc.org and click on Scholarships & Awards, High School New Play Contest.

SETC’s Charles M. Getchell New Play Award recognizes worthy new scripts written by 
individuals who live or go to school in the SETC region or by SETC members who live in or 
outside the region. More info: Visit www.setc.org and click on Scholarships & Awards, New 
Play Contest.

Are You a Future Getchell Award Winner?

Beth Kander

STEVE BURCH: Let’s begin with your 
background.
BETH KANDER: Small town, big family, 
no money, love a-plenty, taking in strays 
(of the two-legged AND four-legged 
variety), a little drama, a lot of puns: that 
pretty much sums up my youth. But if 
you want more details, here goes. I was 
born in Illinois, grew up in very rural 
Michigan. My mother’s family consisted 
of Midwesterners and Southerners, mostly 
Protestant, mostly Western-European and/
or Native American, all settled in this 
country for generations and generations. 
My father’s family, by contrast, consisted 
of two immigrant parents, one from 
Czechoslovakia, one from Lithuania – 
both penniless Eastern European Jewish 
refugees. My parents came from very 
different worlds, and raised us with 
a healthy respect for diversity, and a 
powerful curiosity around identity. 
 I’m the oldest of four. Growing up, we 
had an old, giant, beat-up Chevy Beauville 
van which everyone called The Kander-
Van. It seated 10, with seat belts for all. 
Which was perfect, because it meant that 
each of the four kids could bring a friend 
along for any destination: 4 kids + 4 friends 
+ 2 parents = 10 seats. The school districts 
near us at the time were terrible; so we 
were home-educated, or as my mother 
used to joke, mobile-educated. We went on 
lots of field trips, volunteered everywhere, 
spent hours at the library. I left for college 
at 17, spent four terrific years at Brandeis 

University in Waltham, MA, then headed 
south, where I had a job lined up and also 
some grandparents awaiting. Later, I’d also 
get a master’s degree from the University 
of Michigan. And then I returned to my 
adopted state, Mississippi.
BURCH: When did you start writing plays? 
What attracted you to this particular form?
KANDER: I wrote my first play at age 14. 
It was called Through Rachel’s Eyes, and it 
was about a young woman who befriended 
an elderly blind neighbor named Rachel. A 
local theatre group helped me produce it, 
and I directed the show, which included 
a cast of about two dozen people – adults 
and children. It didn’t make anyone one red 
cent, but it was a great community-building 
experience. It’s what I fell in love with then, 
and what I’m still in love with now: theatre 
as the ultimate collaborative art. I love 
writing stories, but one of the reasons I’m 
so drawn to writing plays is because I truly 
adore everything about the theatre – above 

all, I admire and adore “theatre people.”
BURCH: Have you had professional 
productions and at what level?
KANDER: I have had local and regional 
productions. I’ve also been lucky enough to 
have had some of my pieces workshopped 
internationally, including two different 
“Londons” – at the Royal Academy of 
Dramatic Art in London, England, and 
at the London Fringe Festival in London, 
Ontario, Canada. I have had some New 
York exposure, but we’re talking off-off-
off-off-off-off-Broadway. While I do hope 
my plays make it to Times Square at some 
point, I do think productions elsewhere 
are exciting and invaluable. There’s more  
theatre in New York, but there’s great  
theatre all over – including, most certainly, 
here in the South.
BURCH: Is there a particular vein you like/
prefer to work in (subject matter, style, etc.)?
KANDER: When talking about my work, 
I use the word “dramedy” a lot. If I have 

B eth Kander, winner of the 2012 Charles M. Getchell New Play Award, grew up in the Midwest, earned an under-

graduate degree in American studies at Brandeis University, where she also studied creative writing, and received 

a master’s degree in social work at the University of Michigan. She lives in Jackson, MS, and works as a consultant and 

freelance writer. In addition to her Getchell-winning play, Scrambled, some of her other plays include See Jane Quit, 
which won the 2009 Mississippi Theatre Association (MTA) Playwriting Award and was a finalist in the 2010 Eudora 

Welty New Play Series, and Unshelved, which was a finalist in the 2008 Eudora Welty New Play Series. Scrambled 

and See Jane Quit are both available for production through Steele Spring Theatrical Licensing. Steve Burch interviewed 

Kander via e-mail in late spring 2012 after the staged reading of Scrambled at the 2012 SETC Convention.
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any sort of trademark style, it’s fusing the 
funny with the serious. I love to find a  
really meaningful moment within a goofy 
comedy, or punctuate a poignant dramatic 
moment with a sudden, unexpected laugh. 
Because to me, theatre really does have the 
power to hold up a mirror, and the truth is, 
that’s how we are. We laugh at funerals, 
we get emotionally overwhelmed while 
snorting at our dad’s corny joke. I think 
the most authentic characters and stories 
reflect that reality. Shakespeare was brilliant 
at interspersing meaningful and comedic 
moments. (Not that I’m comparing myself 
to the Bard. I’m just saying. He really 
got people, y’ know?) I’ve also noticed 
that “identity” was a recurring theme in 
my plays for awhile, most certainly in 
Scrambled, though none of my current 
projects deal with that topic – at least, not 
directly. 
BURCH: Have you written film or 
television scripts? 
KANDER: Yes, I’ve written several film 
and television scripts. Most still exist only 
on the page, but a few have made it all 
the way to lights, camera, action – and 
even screenings! I’ve co-written several 
full-length screenplays, one of which was 
produced by Eyevox Entertainment, and 
is currently in post-production (Big Bad). 
I produced and directed a little narrative 
short called Sense, thanks to a grant from 
the Mississippi Film & Video Alliance. I 
was then hired to write a script for a project 
called Going Toward Love, which premiered 
at Crossroads Film Festival earlier this year. 
On the acting side, I have been in several 
short films, but only one that I’d also 
written (Completely Predictable, produced 
by Eyevox Entertainment). It’s funny – I’ve 
never appeared in any productions of plays 
that I wrote, and probably never will, but 
somehow appearing in a screenplay I wrote 
seems far less awkward. I’d do that again 
in a heartbeat. I also just finished filming 
a pilot for a public television show, and 
if that gets funded, I may be writing and 
appearing onscreen in that project, too – 
fingers crossed! I’ve also had one children’s 

book published, and contributed to several 
collected-works books, and ultimately hope 
to have many more books published.
BURCH: Have you directed your own 
shows? Do you feel comfortable wearing 
more than one hat at the same time?
KANDER: I think I answered this question 
already, within the last question above … 
sorry to jump the gun! I generally prefer 
to either be the writer, or the actor, or the 
director – rarely wearing two hats and 
never wearing three. My head’s too small 
for that. I love helping out on other folks’ 
projects, as well. I’m lucky to have a great 
circle of filmmaking friends, writer-friends, 
director-friends, actor-friends. It leads to a 
lot of great artistic experiences.
BURCH: Let’s talk about Scrambled. Where 
did this play come from?
KANDER: Well, the basic premise of 
Scrambled comes from a real-life experience. 
When I was a broke college student, 
someone handed me an ad from a couple 
willing to pay thousands of dollars for a 
healthy, intelligent, Jewish egg donor. And 
then another, religiously-observant friend 
of mine pointed out that since my mother 
was not Jewish by birth, I “might not 
count.” The fact that my non-Jewish friend 
saw me so clearly as Jewish, and my Jewish 
friend saw me as possibly not Jewish, really 
raised all those questions again about 
identity. Years later, when I was in my late 
20s, still unmarried, someone asked me 
about adoption, fertility issues, etcetera 
– and I recalled that advertisement. And 
I wondered what would have happened 
if I’d seriously considered becoming an 
egg donor. And that’s when I started 
working on Scrambled. The more I worked 
on it, the more strands began weaving 
together. Family. Societal pressures. How 
we judge one another. Wondering what 
we’re really supposed to be doing. Most 
of the characters in this particular story are 
Jewish, but I think all of the big ideas and 
overarching themes are quite universal.
BURCH: Generally, are you satisfied 
with play readings by groups where the 
company/organization does not promise a 
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production? Do you think this is a healthy 
thing for playwrights?
KANDER: I think it’s an absolutely 
critical step. In fact, I see play readings by 
a company (or more specifically, in front 
of an audience) as step two. For me, step 
one, the first thing I do when I finish a 
draft of a new script, is to invite friends 
over, cook them dinner, and have them 
read the script out loud. You have to make 
sure the characters’ voices are varied, that 
everything “translates” and makes sense 
outside your own head. Then, after my 
friends read it out loud, I revise it – and 
step two is the reading with an audience. 
Gauging an audience’s reaction to the text, 
without the elements of a full production, 
is not only healthy but also necessary for 
playwrights to further hone their pieces. 
Of course, after a certain point, it’s time to 
move past readings and get some costumes 
and lighting, already!
BURCH: I understand that Steele Spring 
Theatrical Licensing has picked up 

Steve Burch is an associate 
professor of theatre at the 
University of Alabama, chair of 
SETC’s Playwriting Committee, 
and the director of the staged 
reading of Scrambled at the 
2012 SETC Convention.

Scrambled. How did this come about? 
KANDER: One of the greatest things about 
winning the Getchell Award is the network-
ing. Being able to attend SETC was amazing. 
At the vendor fair, I met representatives 
from several of the publishing houses in 
attendance, including Steele Spring. I went 
to the “Meet the Publishers” session, as 
well, and was able to directly ask lots of 
questions about next steps and connecting 
with publishing entities. I continued the 
conversations via e-mail post-conference, 
and Steele Spring asked that I go ahead 
and submit some scripts for their consider-
ation. They are now representing Scrambled, 
as well as my comedy about giving up 
cigarettes, See Jane Quit. I’m so thrilled to be 
working with them, and grateful to SETC for  
getting artists and publishers into the same  
room.

BURCH: What’s in your immediate future 
as a writer?
KANDER: Writers are always writing. 
At the moment I’m working on two new 

full-length plays, two children’s books, 
plus I have my own blog and contribute to 
several others, and – I don’t want to jinx it, 
but – I’ve finally almost completed a novel. I 
have lots of other projects outlined, as well. 
My biggest problem as a writer is forcing 
myself to really focus on just one project. I’m 
always long on ideas and short on time. But 
that’s just the way it is, right? Never know 
what’s around the corner, and I’d rather 
have too much to write than be at a loss for 
words! If you want to know what’s next on 
the horizon, I try to update my website and 
my Facebook page fairly frequently (www.
bethkander.com and www.facebook.com/
byBethKander). Here’s hoping I have some 
more worthwhile stuff to share there in the 
weeks, months and years to come. n
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The Play
Getchell Award

ACT oNE

Scene I
SETTING: LIMBO 
(We see an Orthodox Jewish woman: long dark skirt, 
long sleeves, a knitted hat. She looks off into the dis-
tance. When she speaks, she does not share her prayer, 
but rather a text whose story now inhabits her heart. 
She is too private a person to share her own story, 
which is why she offers this one instead.)
NESHAMA: From the depths of her sadness, Hannah 
prayed to the Lord, weeping all the while. And she 
made this vow: “O Lord of Hosts, if You will look 
upon the suffering of Your servant and will remember 
me, and if You will grant Your maidservant a child, 
I will dedicate him to the Lord for all the days of his 
life.” As she kept on praying before the Lord, the 
Priest, Eli, watched her mouth. Hannah was praying 
in her heart; her lips moved, but her voice could not 
be heard. So the priest Eli thought she was drunk, and 
he said to her, “How long will you carry on drunk 
like this? Give up your wine!” And Hannah replied, 
“Oh no, my lord! I am a sad and sober woman; I have 
drunk no wine or drink, but I have been pouring out 
my heart to the Lord. I have only been speaking out 
of my great anguish and distress.” “Then go in peace,” 
said Eli, “and may the God of Israel grant you what 
you have asked of Him.” Hannah left, and she ate, 
and was no longer downcast. Her family returned 
home. Elkanah knew his wife Hannah, and the Lord 
remembered her. Hannah conceived, and bore a son. 
She named him Samuel, meaning, “I asked the Lord 
for him … And I was heard.”
(Lights down.)

Scene II
SETTING: SARA & MARGIE’S APARTMENT
(LIGHTS UP on Sara and Margie’s apartment, cheer-
ful, though cheaply decorated, representative of the two 
young professional-but-not-yet-prosperous women who 
live there. At lights, Sara is sitting in the living room, 
wearing very loud pajama pants, a T-shirt, drinking 
a glass of wine. After a moment, Margie enters. She’s 
dressed professionally and everything about her is more 
polished, though she does look beat.) 
MARGIE: You started drinking without me?
SARA: Mm-hmmm.

Minimal. The three locations (apartment, coffee 
shop and Reuben home) can either be fully 
constructed or suggested: a couch with bright 
throw pillows for the apartment, a café table 
and two chairs for the coffee shop, and a big 
dining room table and/or kitchen island for the 
Reuben family home. There is no “required” 
production element. Some scenes take place 
in “limbo” – which can just be a spotlight or 
special, no scenery necessary.

CAST oF CHArACTErS: 

ProDuCTioN rEQuirEMENTS:

ACT ONE
Scene 1 – None. 
Scene 2 – Bottle of wine, two wine glasses, 
cell phone (Sara), cell phone (Margie), purse, 
newspaper clipping, engagement ring (Margie 
– costume piece throughout).
Scene 3 – Table settings for three (plates, cups, 
utensils), brown cloth napkins, dinner dishes/
food including mashed potatoes.
Scene 4 – Bridal magazines, Tupperware, box 
of donuts, cell phone (Margie).
Scene 5 – Pregnancy test, robe (Neshama).
Scene 6 – Two purses (Neshama and Sara), cell 
phone (Neshama), coffee mug (Sara).
Scene 7 – Two robes (Margie and Sara), CD 
player, cucumbers, bottle of wine, two wine 
glasses, cell phone (Sara).
ACT TWO
Scene 1 – Covered mirrors (set dressing), coffee 
maker, coffee cans, covered dish (kugel).
Scene 2 – Book, knitting and knitting needles.
Scene 3 – Moving boxes, small items to pack 
(including diploma), cell phones (Margie and 
Sara), purse (Sara), keys, newspaper clipping.
Scene 4 – Coffee mug, two purses (Neshama 
and Sara), wine glass.

SARA REUBEN: F, 28. A currently-under-
achieving over-achiever; witty, broke, culturally 
Jewish, questioning everything.
MARGIE SNYDER:  F, 28. Sara’s roommate:  
just-engaged, lapsed-Episcopalian, successful 
lawyer who seems to have it all together.
JANICE REUBEN: F, 56. Sara’s mother, a 
teacher. Warm, supportive, converted to Judaism. 
A bit frazzled by her now live-in mother-in-law.
“BUBBE” RUTH REUBEN: F, 82. Sara’s 
grandmother, Janice’s mother-in-law, an Old 
World Bubbe struggling with her loss of in-
dependence. She speaks with an Old World, 
Eastern-European accent – or at the very least, 
the rhythm of that dialect (i.e., Ruth doesn’t say,
“Those are nice pillows.” She says, “Those pil-
lows, they’re nice.”)
NESHAMA GOTTLIEB: F, 27. A fertility-
challenged young Orthodox woman. Religious, 
determined, educated and articulate. 
There is also a RELAXATION CD VOICE, 
which should be pre-recorded. Can be male or 
female. Must be almost comically Zen.

Act One of Scrambled is published on the pages 
that follow. To read Act Two, visit the SETC 
website at www.setc.org and click on Scholar-
ships & Awards, New Play Contest.

NoTE: 

Steele Spring Theatrical Licensing
Contact: (323) 739-0413; info@steelespring.com 
www.steelespring.com  
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ProPS: 



26

MARGIE: That bad, huh?
SARA: Mm-hmmm.
MARGIE: May I join you?
(Sara nods, fills the glass she had waiting for Margie, 
and decides to go ahead and refill her own glass while 
she’s at it.)
SARA: Long day?
MARGIE: Very. Looks like I’ll be working most of 
the weekend, too.
SARA: Again?
MARGIE: If I want to make partner someday … 
SARA: I hear you.
MARGIE: What about you? Finish polishing up 
your resume?
SARA: Totally polished. Sparkling like a diamond.
MARGIE: Diamond, eh?
(Margie tries to subtly call attention to her hand –
stretching, rubbing her hand, reaching for another 
glass of wine with ring prominently displayed, or etc. 
Sara is totally oblivious.)
SARA: Yep. Big fat diamond of a resume.
MARGIE: Well. Good. And did you send it out 
anywhere today?
SARA: I had to get a run in – that 10k is sneaking 
right up on me. And then I had to finish “Lolita.” 
Tomorrow night’s my book club. And I had to go to 
the dry cleaner –
MARGIE: So you didn’t send out any resumes.
SARA: No, mom, I didn’t. But I will.
MARGIE: Sara –
SARA: I will! Tomorrow. It’s just –
MARGIE: Yes?
SARA: I have plenty else to do, it’s not like I’m just 
sitting around. And I’m still on the fence about the 
whole grad school thing. I mean, like, maybe get-
ting laid off means I should just bite the bullet, take 
the GRE, go get my Master’s degree and find a nice 
teaching job somewhere.
MARGIE: That sounds great. But in the meantime, 
you know what would be nice? To keep eating. And 
buying running shoes and book club books. And 
paying off your student loans. And paying the rent –
SARA: Don’t worry, I’ll be able to make rent, okay? 
But think about it. I mean, doesn’t it seem kind of 
pointless to get another job if I might be going back 
to school soon anyway?
MARGIE: No, it actually (seems to me that) –
SARA: Forget it, forget it, can we please just drop 
this? Just ease up? For a night? Please? I’m so tired 
of the poor-unemployed-Sara game.
MARGIE: It’s been two months –
SARA: (dryly) But who’s counting. Seriously. I’m 
calling a time-out on this game.
MARGIE: Okay. Fine. What game would you rather 
play?
SARA: Oh, I don’t know. (a beat) Truth or dare?
MARGIE: Yeah. Right.
SARA: Truth or dare.
MARGIE: You’re not serious.
SARA: Totally serious.
MARGIE: Lord. Fine. Dare.
SARA: She’s a risk-taker! I like it. Okay. I dare you 
to put your bra on over the top of your shirt.
MARGIE: We’re the only ones here.
SARA: I know.
MARGIE: So what’s the point, if you’re not humiliat-
ing me in front of an audience?
SARA: Just for shits and giggles!
MARGIE: Fine.
SARA: Atta girl!
(Margie slips her bra out from under her shirt; puts 
it ceremoniously over top of her shirt.)
MARGIE: Shits and giggles … 
SARA: Right. (She whips out her phone and snaps a 

picture) And Facebook … 
MARGIE: SARA!
SARA: Hey, what’s the point if I’m not humiliating 
you in front of an audience? More wine?
(Sara refills the glasses. Margie raises hers in another 
toast.) 
MARGIE: I hate you.
SARA: You’re not going to fix your bra?
MARGIE: Why bother? You already have the in-
criminating photograph. Might as well rock the look 
for a few minutes.
SARA: I respect your style.
MARGIE: Kiss my ass. Truth or dare.
SARA: Truth.
MARGIE: Okay. I know you said you’ll be able to 
make rent this month, but really – how broke are you?
SARA: Margie, why do you hate fun? Was it some 
childhood trauma?
MARGIE: Seriously. Because if you need me to cover 
the rent this month, it’s no big –
SARA: NO, what I need is for you to lighten up, okay? 
Jesus. Clearly “truth” was the wrong thing for me to 
say. Can I change to “dare” instead?
MARGIE: Sure, if you want to.
SARA: Trust me. I do.
MARGIE: Okay. Well … Speaking of “I do” … I 
dare you to be my maid of honor.
SARA: Ha-ha. Yeah, when John stops dragging his 
feet, I will be first in line to buy whatever butt-ugly-
bridesmaid dress you decide to make us – (a beat, real-
izing) – Margie – oh, my God! Margie! He proposed?
MARGIE: He proposed –
SARA: Finally! I knew it, I KNEW he was going to – ! 
When did this happen?
MARGIE: Last night –
SARA: Why didn’t you call me?!
MARGIE: It was in the middle of the night. And then 
we were … otherwise occupied –
SARA: Ah –
MARGIE: And I was in court all day, and I didn’t 
want to just send you a text or something, and then I 
thought it would be fun to not say anything, and just 
let the ring speak for itself, which didn’t really pan 
out – I guess it’s not blinding enough –
SARA: Oh my God, let me see! Holy hell, Johnny-
boy did good!
MARGIE: Yeah … yeah, he did.
SARA: How did I not notice this freaking BOUL-
DER?!
MARGIE: Well, you’ve been drinking.
SARA: I’m so happy for you.
MARGIE: Okay, okay –
SARA: A toast!
(They raise their glasses.)
MARGIE: To … old friendships, and new beginnings.
SARA: L’chaim! So, are you basically going to want 
to talk nonstop about wedding, wedding, and more 
wedding between now and the big day?
MARGIE: Yes. I fully acknowledge that I am going 
to become everything that we hate.
SARA: Well, at least you’re self-aware. Oh, hell. 
We’ve already killed this bottle. Should I go get 
another one?
MARGIE: I’m still all right. Did you already finish 
your second glass?
SARA: This is my third, to be honest. But don’t judge. 
I’m mourning the loss of my last single friend. 
MARGIE: I am not your (last single) –
SARA: Never mind, never mind! I’m fine, and I don’t 
need any more wine. So. When do we start planning?
MARGIE: Immediately. If not sooner.
SARA: Starting with the bachelorette party plans?
MARGIE: Exactly why I asked you to be maid of 
honor.

SARA: Excellent. But remember, I’m your token 
broke friend, as you so kindly “truthed” out earlier. If 
you leave me in charge, we won’t be going the top-
dollar steaks-and-strippers route. More like we’ll go 
to that corner where there’s the hot dog cart … you 
know, the one right by where that flasher hangs out. 
Because, hey – convenient. Actually, yep, that’s the 
plan, now that I think about it. Unless, of course, I 
have some sort of tremendous windfall.
MARGIE: That reminds me! I saw something today 
in my alumni magazine – I know things are all up in 
the air for you right now with jobs and grad school 
and decisions, and I thought this might help. So I 
clipped it for you.
(She has now fished a magazine clipping out of her 
purse.)
SARA: Is it my horoscope?
MARGIE: Not exactly. But it may hold the key to 
your future.
SARA: Intriguing.
MARGIE: (reading the magazine clipping) “Couple 
struggling with fertility seeks Jewish egg donor, age 
21 to 28, intelligent, with high SAT scores, no health 
problems. Must pass screening test. Compensation … 
fifty thousand dollars.”
SARA: Wait, what?
MARGIE: It’s an ad – like I said, it was in my alumni 
magazine. Some wealthy Jewish couple who wants a 
Jewish egg donor. And they’re willing to pay the right 
set of ovaries fifty k. Five. Oh!
SARA: Egg donor? Are you kidding me with this?
MARGIE: I’m not. It describes you to a tee! Jewish, 
28, brilliant with insanely high SAT scores, and very 
much in need of fifty thousand dollars … 
SARA: It does not say fifty thousand dollars.
(Margie shows her the ad.)
MARGIE: Count the zeroes.
SARA: That’s a lot of money for eggs. What do you 
figure this family pays for milk? Bread?
MARGIE: Why are you blowing this off? I thought 
you’d be interested. This seems like a pretty golden 
opportunity.
SARA: A golden opportunity? I feel like there must 
be some golden egg joke there.
MARGIE: Hey. Seriously. This seems perfect! Sara, 
if you just –
SARA: I’d actually just rather go back to talking 
about your engagement. Can we talk about your 
engagement?
MARGIE: Nonstop for the next year, don’t worry. 
But this egg thing could be pretty awesome! Fifty thou 
could put the nice steaks and classy strippers back on 
the table for my bachelorette party.
SARA: (snapping) Yeah, well, I don’t really feel like 
selling my seed to buy us some strippers.
MARGIE: (realizing, softer) I’m sorry, I didn’t mean 
to insult you, I just thought –
SARA: No – sorry, I didn’t mean to be snappy. I’m 
not insulted. It’s just – come on. That’s weird, right? 
It’s weird.
MARGIE: If I were Jewish, I’d totally do it.
SARA: Please.
MARGIE: Seriously! No one wants my boring, 
WASP-y eggs.
SARA: You’re gorgeous, healthy, and have a brilliant 
legal mind. I’m sure there’s someone, somewhere, 
who wants your … your genuinely gentile genes.
MARGIE: Alliterative, nice. Also untrue. Me, dime 
a dozen. You, you’re … gourmet!
SARA: Gourmet Jewish eggs. Oy.
MARGIE: You could make some nice Jewish family 
very happy. And your time’s running out.
SARA: (flatly) Time’s running out?
MARGIE: I don’t mean for your life in general. I 
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just mean, well, for egg donation, yeah, clock’s tick-
ing – small window. Like they said in the ad. They 
don’t want eggs any older than twenty-eight. Time’s 
running out.
SARA: God.
MARGIE: Remember, we’re not like guys, with their 
constantly-replenished-genetic-stock. We women are 
born with every single egg we’ll ever have. And then 
you start losing them, month by month, until eventu-
ally, your egg carton’s empty. It’s a biological fact.
SARA: You are officially weirding me out.
MARGIE: And you could really use the money! 
Maybe then you really wouldn’t have to look for a 
job between now and grad school, and I’ll get off 
your case.
SARA: Now, the getting off my case part, that sounds 
good. Look, Margie, I’ve had three glasses of wine and 
I’m really not on the mood for this. Can we please step 
away from the eggs and the crazy-talk, and get back to 
gushing over big shiny rings and bridesmaid dresses?
MARGIE: Okay. Fine.
SARA: Come on! We should be celebrating! This is 
huge! You’re getting married!
MARGIE: (warming up to it) Yeah … 
SARA: Want to go out for dinner? Celebrate?
MARGIE: Well, if you’re sure –
SARA: I’m sure. I’ll go get my keys – and, I guess, 
some actual real-person pants –
(Margie’s cell phone rings.)
MARGIE: Now who – oh, it’s John. (on phone) Hey, 
baby. Yeah, I’m home. You what? Oh, that is so sweet 
… well, I was maybe going to grab dinner with Sara 
– hold on – (to Sara) He cooked. He cooked dinner. 
SARA: John cooked? He bought a ring, and he 
cooked?
MARGIE: I know, right?!
SARA: Teach the rest of us. Write a book. “The NEW 
New Rules.”
MARGIE: I’m on it. Assuming I can make the time, 
what with all the mind-blowing newlywed sex I’ll 
be having –
SARA: I hate you.
MARGIE: I know. But would you mind if –?
SARA: No, of course not, go have dinner with your 
– your fiancé.
MARGIE: Fiancé! Aaah! (on phone) Okay, baby, be 
there in fifteen, okay? Love you too. Bye.
SARA: What did he make?
MARGIE: “Tuna mac.”
SARA: What is that?
MARGIE: I don’t even know. It’ll probably be awful. 
But he cooked.
SARA: He’s a keeper.
MARGIE: Rain check on the celebration dinner? 
Tomorrow maybe? We can talk wedding stuff until 
you’re ready to vomit?
SARA: Sounds good.
MARGIE: Great. Hey, actually – do you want to 
come over for dinner? I’m sure John wouldn’t mind –
SARA: No, no, I don’t want to crash. I’ll just get 
dinner on my own. Eggs, maybe.
MARGIE: Ha-ha.
(Margie starts to exit towards the door.)
SARA: Hey, Marge?
MARGIE: Yeah?
SARA: I can totally see your bra strap.
(Margie looks down and sees, in fact, her entire bra, 
still worn over her shirt. She just rolls her eyes and 
turns around and exits to the bedroom to fix herself 
before leaving.
Sara looks down at the ad seeking an egg donor, her 
face unreadable.
Lights down.)

Scene III
SETTING: THE REUBEN HOME – THE NEXT 
WEEKEND
(LIGHTS UP on Sara’s mother, Janice Reuben, setting 
the table. Sara’s grandmother, Bubbe, is sitting at the 
table, watching as Janice sets out napkins.)
BUBBE: So you’re not using the blue napkins I 
gave you?
JANICE: I’ll use them tomorrow night.
BUBBE: Oh, oh. Sure. No, these ones are nice too. 
You know. For people who like brown. So. What’s 
for dinner?
JANICE: Grilled chicken with rosemary. Mashed 
potatoes. Salad with mandarin oranges. All of Sara’s 
favorites.
BUBBE: The mashed potatoes, you didn’t put butter 
in them?
JANICE: No, Bubbe.
BUBBE: And no cream? No milk?
JANICE: Ruth, it’s all kosher. Don’t worry. I know 
the rules. We made sure the kitchen was all kosher 
before you moved in. I promise, the food here’s all 
going to be okay for you to eat.
BUBBE: Shouldn’t be just because I’m here, the 
kitchen is kosher. You were eating traef before, it 
isn’t right.
JANICE: It’s not as if we were –
(Sara enters, keys in hand, just arrived, shifting the 
energy in the room.)
SARA: Hey, mom.
JANICE: Hi, birthday girl! How was the drive?
SARA: Oh, it was fine. Hey, Bubbe.
BUBBE: Come give your Bubbe a kiss!
(Sara obediently kisses Bubbe, who accepts the kiss 
and then pinches Sara’s rear end.)
SARA: Bubbe!
BUBBE: Such a cute tushy, I have to take a pinch! 
Especially for one to grow on, on your birthday!
SARA: I’m not five anymore, Bub.
BUBBE: So how old are you, then?
SARA: This makes birthday number twenty-eight.
BUBBE: Oy, twenty eight? You’re a lady now, sure.
JANICE: A very beautiful young lady.
BUBBE: Not getting any younger. Twenty eight, it’s 
pretty old. You have a boyfriend?
JANICE: Bubbe –
SARA: Yeah, Bubbe. I have seven, actually. Seven 
amazing, handsome, rich boyfriends. I just never 
bring them over because I’m afraid you’ll pinch their 
tushies, too.
BUBBE: Oy, Sara. (a beat, conspiratorially) I’d do it.
SARA: I know. Dad gonna make it tonight?
JANICE: No, he’s caught up over at the office. Again.
BUBBE: Ever since I’m here, he’s at the office all the 
time. Always it’s just me and your mother.
JANICE: Really? And here I hadn’t noticed.
SARA: Mom.
JANICE: Never mind. Your father’s always busy this 
time of year. He’s working with the auditors. And we 
didn’t know what time you’d get in. He said to tell you 
he loves you, and he’ll be here for cake later, and also 
he hopes you’ll stay overnight so he can have break-
fast with you tomorrow. Maybe play some birthday 
basketball. Come on, think about it. We all think it 
would be nice if you stayed over. Don’t we, Bubbe?
BUBBE: Sure, yeah, then you can stay up and tell me 
all about those seven boyfriends.
SARA: We’ll see.
JANICE: So stay over. Sleep in, I’ll make pancakes, 
maybe mimosas?
SARA: No, it’s okay –
JANICE: It’s not as if you have to be at work in the 
morning –
(Janice immediately regrets saying this. Sara looks 

pained but brushes it off. Unfortunately, that’s not 
really her grandmother’s tendency.)
BUBBE: So, still no new job?
JANICE: I’m sorry –
SARA: It’s fine –
JANICE: Honey, look. If you have other plans, we 
understand, but if you don’t have other plans – stay 
with us. It’ll be fun. And it’d thrill your dad.
SARA: Maybe I will. Margie’s not home, anyway. 
She and John are visiting her parents, spending the 
weekend celebrating the engagement. She won’t be 
home till sometime tomorrow afternoon or evening … 
JANICE: Margie and John got engaged?
BUBBE: Who’s Margie?
JANICE: Sara’s roommate. They got engaged?
SARA: Thought I told you –
JANICE: No! When?
SARA: Last weekend –
JANICE: That’s wonderful!
BUBBE: This Margie, she’s Jewish?
SARA: What? No, Bub. She’s Episcopalian.
BUBBE: She’s what?
SARA: Christian.
BUBBE: Oh.
JANICE: When will the wedding be?
SARA: They’re thinking maybe later this year – fall 
or winter, avoid the summer rush. I’m sure you and 
Dad will get an invite.
JANICE: I’m so happy for them. We’ll have to send 
flowers, or something.
SARA: You don’t have to do that.
JANICE: Oh, I know, but –
BUBBE: So your roommate, the Christian girl, 
she’s getting married and you, you still don’t have 
a boyfriend?
SARA: Yep. Life’s funny like that, huh?
BUBBE: Yeah, real funny. And she has a job, too?
SARA: She’s a lawyer.
BUBBE: But you said she’s not Jewish?
SARA: Is dinner ready yet, Mom?
JANICE: Just about, I’ll check –
(Janice exits to the kitchen. Bubbe eyes Sara.)
BUBBE: Does she wear makeup, the Christian girl?
SARA: Margie, Bubbe. Her name is Margie.
BUBBE: And she wears makeup?
SARA: Sure. She wears makeup.
BUBBE: Nu, so, maybe you could wear some more 
makeup.
(Janice returns, admonishing:) 
JANICE: Bubbe, leave Sara alone.
BUBBE: Sure, sure, I’ll keep my nose out. Doesn’t 
matter I found a good husband, stayed married forty 
years until he died, I don’t know anything about mar-
riage, sure.
JANICE: Bubbe, look. Dinner’s almost ready, okay? 
Did you want to get freshened up before we eat? Sara 
can help me finish getting everything out on the table 
if you want to freshen up.
BUBBE: Yeah, freshen up. I’ll go put on some blusher. 
Maybe some lipstick, even.
(Bubbe exits.)
SARA: (calling after her) I’ll buy some mascara 
tomorrow, Bub.
JANICE: You know how she is.
SARA: I know.
JANICE: And it’s all out of love.
SARA: Of course. Love and expectations. How’s she 
doing, adjusting?
JANICE: I think the better question is probably “how 
are your dad and I adjusting” to her being here … 
SARA: Touché.
JANICE: I kid, I kid. Everything’s fine, really. Bubbe 
misses her place. Misses her things. But I think she’s 
doing all right, overall. I think she was lonely, and 
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we all know she never wanted to go into a home. And 
after the last fall –
SARA: She couldn’t be on her own.
JANICE: She’s lucky she didn’t break a hip. She 
came awfully close, you know. It scared everyone 
this time. Even her.
SARA: You’re good people for having her live with 
you.
JANICE: Yeah, well. We’re trying. And she’s trying. 
Sometimes very trying.
SARA: I see what you did there.
JANICE: You get your sparkling wit from me, don’t 
forget. And your good looks. Not to mention your 
winning way with people. And your modesty.
SARA: Thanks for all the genetic gifts. Speaking 
of which … 
JANICE: Interesting segue – ?
SARA: Eh, never mind.
JANICE: Is there something you need to tell me? 
You’re not … (she indicates pregnant, though not 
seriously) Are you?
SARA: Mom! God! No. You have to have – there 
needs to be a guy in the picture for that to happen. 
Usually. Which isn’t the case. For me. You know what? 
Never mind. I have no news. Nothing to report. You 
were saying, as far as Bubbe … ? Things are good?
JANICE: (unconvinced) Sure, yeah. Of course, 
she’s always worried my cooking won’t be kosher, 
or I won’t remember to pay the bills – I keep telling 
myself not to feel too judged. You know. She’s used 
to being the lady of the house.
SARA: So Dad’s back to living with two ladies.
JANICE: Yeah, I think it’s almost harder for him than 
it is for me. He loves his mom, of course, but I know 
she was pretty intense when he was growing up –
SARA: And she’s still pretty intense.
JANICE: And she’s still pretty intense.
SARA: How’s Dad doing, other than adjusting to 
Bubbe?
JANICE: He’s tired lately – work stress, the usual.
SARA: Has he been running?
JANICE: Not for quite awhile. He mentioned you’re 
training for a race, though?
SARA: (nodding) Why hasn’t he been running?
JANICE: Like I said. Tired. Getting older, I guess. 
You know your dad. He’d move the earth for any of 
us, but lately his energy is lower, so as long as his fam-
ily’s all okay, he’s not going to bother with any heavy 
lifting. The earth can stay where it is, and he’ll curl up 
with a book, or a movie, or a ball game –
SARA: And fall asleep.
JANICE: Especially if I pick the movie, yes.
SARA: Well, it’ll be good to see him tonight. I’ll get 
on his case about exercising more.
(She starts setting the table as Janice brings out the 
various serving dishes.)
JANICE: He’ll be thrilled to see you. And he’ll be 
happy to hear about Margie’s news.
SARA: Yeah … 
JANICE: Are you not happy about Margie’s news?
SARA: Of course I’m happy. I’m thrilled for her. For 
John. They’re great together.
JANICE: But?
SARA: But. There goes my roommate. And my last 
single girlfriend.
JANICE: Oh, come on. She’s not your last single 
girlfriend.
SARA: Yeah, she is.
JANICE: What about Ellen?
SARA: Got married last summer.
JANICE: Oh, that’s right. Okay, so how about … 
Jennifer?
SARA: Haven’t talked to her in three years. But last I 
heard she was married with a kid on the way.

JANICE: What about that nice girl from your fresh-
man hall – what was her name – Carly?
SARA: Lesbian. Civil union with her girlfriend in 
Seattle. New Year’s. Small party, but the pictures 
looked really lovely. Ready to give up now, mom?
JANICE: Well. Hell.
SARA: All my friends are engaged or married. I’m 
officially the spinster.
JANICE: I think you’re a little young for a spinster, 
sweetheart.
SARA: How old were you when you and dad got 
married? Twenty-two?
JANICE: Twenty-three, and you can’t compare –
SARA: I know, I know. And I’m very happy for 
Margie. I am.
JANICE: It’s all right to be a little jealous.
SARA: I’m not jealous, exactly, I’m just … Twenty 
eight. Lonely. Starting to worry.
JANICE: Oh, baby girl. Come here.
(Janice hugs her. Bubbe enters.)
BUBBE: Nu, are we feeding people here tonight?
SARA: (to Janice) I’m fine, Mom. Promise.
BUBBE: Or we could let the food get cold –
JANICE: Okay, Bubbe, yes, let’s sit down, dinner’s 
ready.
(The three women sit down at the table and begin 
fixing their plates.)
SARA: So how are you feeling, Bubbe? No more 
falls?
BUBBE: No more falls. My knees are hurting, of 
course, and my back, and now with the new mattress 
here, I can’t sleep at night – but who’s complaining?
SARA: Who’s complaining.
JANICE: Sara, pass the potatoes, please?
BUBBE: (poking at her own potatoes) The potatoes, 
they seem lumpy to me. Sara, are yours lumpy? They 
shouldn’t be too lumpy.
JANICE: They’re homemade, Bubbe. They can be a 
little lumpy. So will you stay over, honey? See your 
dad in the morning?
SARA: Yeah, I’ll stay.
JANICE: Good.
BUBBE: The potatoes, are they lumpy?
JANICE: The potatoes are fine.
BUBBE: I was just making sure.
SARA: The potatoes are great!
JANICE: Thank you.
BUBBE: Sara, you’ll be home for seder next month?
SARA: That’s the plan.
BUBBE: I’ll be here for seder this year. Usually I’m at 
your Aunt Rena’s. Her potatoes, they’re never lumpy.
JANICE: Because they come from a box…
BUBBE: What?
JANICE: Nothing. So, Sara, are you inviting Margie 
again? We loved having her. John’s welcome, too.
SARA: We’ll see.
BUBBE: Oh, so the Christian girl and her husband, 
they’ll come for seder, maybe?
SARA: Maybe. And he’s not her husband yet, just 
her fiancé.
BUBBE: Fiancé, it’s a strange thing. If you’re going 
to get married, why not just get married? Why all the 
waiting around?
JANICE: Takes time to plan a wedding.
BUBBE: Plan. Shman. A wedding, it’s easy. Marriage, 
that’s what’s hard.
SARA: Wise words there, Bub.
JANICE: Can’t argue with that. Marriage is hard.
BUBBE: But a blessing.
JANICE: It’s true.
SARA: So I hear.
BUBBE: You’re a pretty girl, Sara. Even without the 
makeup, you’re a pretty girl. You’ll find a husband. 
So long as you’re looking, and looking good, you’ll 

eventually find –
SARA: Can we talk about something else?
JANICE: Yes, let’s.
SARA: How’s work, mom? Kids treating you well?
JANICE: Keeping me busy. Getting riled up, it’s 
just two weeks ’til break, so they’re getting antsy. As 
are the teachers.
SARA: Break. Man. Spring break, summer break, 
winter break – see, this is why I should become a 
teacher. I’m thinking about grad school. That the 
timing might be good right now.
JANICE: You are? For this coming fall?
SARA: If I can get everything pulled together in time. 
Otherwise, next year.
JANICE: That’s wonderful, honey. Have you been 
looking at programs? Ones around here?
SARA: A little. I like the ones where you start student 
teaching as early as possible, with a stipend. It would 
be great if I could be working towards the degree, and 
also getting paid to do relevant work.
BUBBE: If she had a husband, maybe she wouldn’t 
have to work.
JANICE: Bubbe!
BUBBE: I’m only saying.
SARA: So, should I have seconds, or is there cake? 
Chocolate?
JANICE: Of course. Are you ready for dessert?
SARA: Just want to make sure I save room.
JANICE: Save plenty. There’s ice cream too.
SARA: Awesome. And you know what? I think I’ll 
still have room if I have seconds.
JANICE: That’s my girl.
BUBBE: Oy, oy. Seconds, and dessert? I’m telling 
you, Sara. You leave too much room for cake and ice 
cream, you’ll start taking up too much room. A woman 
doesn’t need to get fat before she gets married.
JANICE & SARA: Bubbe!
BUBBE: I’m only saying!
(Lights down.)

Scene IV
SETTING: SARA AND MARGIE’S APARTMENT
(Lights up on Margie, sitting amidst a pile of bridal 
magazines, a box of donuts at her side. She is taking 
notes and attaching color-coded post-its as she flips 
through a magazine.)
MARGIE: “One recent bridal trend is the purchase of 
two doves, or lovebirds, presented to the newlyweds 
and kept as pets after the wedding ceremony.” What 
the (shit) –
(Sara enters, wearing the same clothes as in the previ-
ous scene, carrying a Tupperware.)
SARA: Hey.
MARGIE: Hey! Happy birthday!
SARA: Thanks.
MARGIE: I just got home about an hour ago, tried 
calling you but just got your voicemail.
SARA: Oh, sorry – forgot my charger. Phone died 
sometime last night. Everything okay?
MARGIE: Yeah, just wanted to see if you were up for 
a birthday drink tonight. Where’ve you been?
SARA: Oh, I’ve been gone since yesterday after work. 
Went out to the ’burbs. Stayed overnight with the fam.
MARGIE: Oh, that’s right, you mentioned you might 
go out to see them. Sorry, I can’t keep track of anything 
these days. I’ve gone completely brain dead.
SARA: Good thing you’re pretty.
MARGIE: True. So, family birthday dinner?
SARA: Had dinner with mom and Bub last night. 
Cake, ice cream, the third degree. Brought home the 
leftovers, minus all the grandmotherly prying. Help 
yourself.
MARGIE: Thanks.
SARA: It was a nice visit. I’m glad I stayed over, 
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actually. Played some basketball with my dad this 
morning. I think we both needed a reminder about 
how good we are at basketball.
MARGIE: You’re good at basketball?
SARA: No, we both suck. And now we remember.
MARGIE: I love your dad.
SARA: He’s pretty awesome. Runs in the family. How 
was your weekend?
MARGIE: Amazing, actually. John surprised me – he 
arranged for his folks to meet us at my parents’ place, 
so all six of us had dinner, champagne, kicked off the 
next year of chaos.
SARA: And whatcha got there?
MARGIE: First installment of bridal magazines. 
Courtesy of John’s mom.
SARA: Holy crap.
MARGIE: Yes. Crap that is holy, indeed.
SARA: There are so many of them … 
MARGIE: I know. That’s why we just have to dive 
right in.
SARA: Like, right now?
MARGIE: Like right now.
SARA: I’m feeling a little overwhelmed.
MARGIE: Figured you might. That’s why I brought 
donuts.
SARA: Y’know, I’m beginning to understand why 
John wants to spend the rest of his life with you.
MARGIE: I’m not bad in the bedroom, either.
SARA: I’m gonna leave that one alone. (picking up 
a magazine) This is monthly?
MARGIE: Yep.
SARA: Why? I mean, I could understand, like, an 
annual bridal magazine, but monthly? Is there really 
that much that changes about flowers and color 
schemes on a month-to-month basis?
MARGIE: Got news for you: these are all monthly.
SARA: Oh no.
MARGIE: Oh yes. Dig in.
SARA: Give me one minute – okay, here you go. Your 
colors will be “dove” and “lilac.” Indoor ceremony 
at the art museum. Drinks and dancing to follow. No 
need for invitations, you’ll go green and send elec-
tronic save-the-dates and create a wedding website 
for RSVPs. There. We’re done. Just have to find your 
dress, and I recommend this one.
(She points at a dress in the magazine.)
MARGIE: Nice try. But I hate cap sleeves. Now, 
come on, this is going to be fun, if you let it!
SARA: Sure. And I know how you love to organize 
and categorize and – you already color coded the first 
magazine, didn’t you?
MARGIE: The first three.
SARA: Right.
MARGIE: Yellow means dresses I love, green means 
bridesmaids dresses I love, black means never make 
me look at that again. File anything with cap sleeves 
under black.
SARA: Roger.
(They start thumbing through the magazines. After 
a moment:)
MARGIE: (casually) So. You given any more thought 
to the egg donating thing?
SARA: Yeah, well. Every time I start thinking about 
it, I decide not to think about it.
MARGIE: Why?
SARA: It’s just … weird.
MARGIE: You keep saying that. Why don’t you at 
least look into it? See what Google has to say?
SARA: I did, a little.
MARGIE: And?
SARA: And … donating eggs is kind of risky.
MARGIE: What do you mean, risky?
SARA: I mean, they pump you full of hormones. You 
undergo a surgical procedure. They harvest you - just 

that word alone, harvesting – ?! There’s also a pretty 
serious risk that doing the whole egg-donating-thing 
could leave me infertile. Unable to ever have my own 
children. And it’s not like I’m sitting here, actively 
thinking about having kids or anything, but … it’s 
weird to think about giving up the possibility.
MARGIE: Huh.
SARA: Yeah, huh. Wouldn’t that make you think 
twice?
MARGIE: For fifty thousand dollars, you could prob-
ably just buy a kid if you really wanted one.
SARA: I’m being serious.
MARGIE: Maybe you’re being a little too serious 
about it, Sara. I doubt you’re going to become some 
sort of useless shell. These procedures have been 
around for years. Anyway, we’re living in the age of 
medical miracles. If you want to be able to have a kid 
someday, you’ll be able to have a kid someday. 
SARA: This couple isn’t able to. That’s why they need 
me, and my gourmet Jewish eggs.
MARGIE: They’re trying for kids right now. Things 
will change by the time you decide to get pregnant, 
in five or ten years.
SARA: Maybe, maybe not. And in ten years we’ll be 
almost forty. Jesus. Forty.
MARGIE: It seems odd to me that you’re so worried 
about the hypothetical impact this could have way 
down the line, but meanwhile you don’t plan for 
the immediate future. Or think about what you need 
right now.
SARA: Such as?
MARGIE: Money, Sara! And to figure out your next 
step, whether it’s school or a new job or whatever! 
Things are changing! I’m not going to be here to bail 
you out anymore.
SARA: Bail me out?
MARGIE: Yes. No. You know what I mean. I worry 
about you.
SARA: Please don’t.
MARGIE: I can’t help it. You’re my best friend. I hate 
seeing you in a rut. And I hate seeing you choose to 
just stay in that rut. 
SARA: I’m not choosing to stay in a rut. I’m not 
choosing anything -
MARGIE: Well, maybe that’s the problem! You 
have to choose something. Commit to something. 
Make a choice.
SARA: I’m choosing to focus on the task at hand.
(Sarah turns away and flips violently through the 
bridal magazines. A moment.)
MARGIE: I’m sorry. I’ll give it a break.
SARA: Give me a donut.
MARGIE: After you get through the first magazine.
SARA: I’ll put the bra photo on Facebook right here, 
right now, if you don’t hand me another damn donut.
MARGIE: Are you blackmailing me?
SARA: You want me to make a choice? I want the 
frosted one, dammit.
(Margie hands her a donut.)
(Lights down.)

Scene V
SETTING: LIMBO
(Lights up on Neshama. She is wearing a long, large 
robe; her hair is loose. She is holding a home preg-
nancy test. She closes her eyes, says a quick prayer. 
She looks at the test. Stares. Seems to sink a little.  
Lights down on Neshama.)

Scene VI
SETTING: A COFFEE SHOP – THREE MONTHS 
LATER
(Lights up on a table, where Neshama is seated. 
Neshama has already been waiting for some time; 

she checks her watch, looks around. Finally, sighing, 
she gets up to leave. Sara enters, just as Neshama is 
getting up from the table. Sara is wearing a tank top; 
she is not dressed immodestly, but standing next to 
Neshama, the contrast is stark.)
SARA: Mrs. Gottlieb?
NESHAMA: Yes. I’m Mrs. … You’re Sara?
SARA: Yes.
NESHAMA: Oh … 
(She is noticeably taking in Sara’s appearance. Sara 
feels evaluated, uncomfortable.)
SARA: Oh?
NESHAMA: I’m sorry, I mean – hello.
SARA: Hello. Sorry I’m late. Do you have to go 
now, or – ?
NESHAMA: No, I can – I don’t have to go, just yet.
(Neshama slowly sits back down at the table.)
SARA: Is your husband here?
NESHAMA: No, it’s just me.
SARA: Oh. Well, sorry I’m late. I don’t want you to 
think I’m not taking this seriously. I’m just terminally 
late. Part of my charm.
NESHAMA: I see. Well, I do appreciate you meet-
ing with me.
SARA: You already finished your coffee?
NESHAMA: What? Oh – no. I didn’t have any coffee.
SARA: Well, I’m going to go in and get a mocha or 
something – can I get you anything?
NESHAMA: No. Thank you. I don’t – I’m fine.
SARA: Okay, I’ll be right back.
(Sara exits. Neshama pulls her phone out of her purse.)
NESHAMA: It’s me. I’m here. Meeting with her. She 
was late, but she just got here and now she’s inside 
getting a coffee. She’s … not what I was expecting. 
Not that I knew what to expect. Maybe I was wrong 
about wanting to meet her. I wish you’d answered. 
Never mind. I’ll – I’ll see you when I get home. 
(Neshama hangs up the phone and sits another mo-
ment, perhaps still thinking of leaving before Sara 
returns. But then Sara re-enters with her drink, and 
sits down across from Neshama. There is an awkward 
pause, and then:) 
SARA: So, you live in the city?
NESHAMA: Just outside. I took the train in. It’s only 
about an hour.
SARA: That’s not bad. (a beat) You look really young. 
Do you mind if I ask how –
NESHAMA: I’m twenty-seven.
SARA: Oh. I’m twenty-eight. 
NESHAMA: I know.
SARA: Right – the paperwork – just made the cut-
off, didn’t I?
NESHAMA: Yes.
SARA: Right, anyway. I didn’t mean to imply that 
you were too young, or anything, I just meant … I 
don’t know, I guess because all of your e-mails the 
past few weeks always said “Dr. and Mrs. Gottlieb,” 
and you’re needing assistance with … I don’t know. 
I was picturing you were significantly older than 
me. In your forties, or something. (a beat) So your 
husband, is he older?
NESHAMA: Not much older. Thirty-two.
SARA: And he’s a doctor.
NESHAMA: Ph.D., yes.
(Sara waits, but Neshama gives no further information.)
SARA: Well, a Ph.D., that’s great. And how long have 
you been trying to … ?
(She indicates, without words: have a baby. Get 
pregnant.)
NESHAMA: Since we got married.
SARA: Right, I assumed that, I more meant –
NESHAMA: Seven years.
SARA: Seven years. God. That’s a long time. You got 
married when you were twenty?
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NESHAMA: Yes.
SARA: I was still in college then.
NESHAMA: I went to college. I finished in three 
years. We married when I graduated.
SARA: I’m sorry, I didn’t mean to imply … I didn’t 
mean to imply anything.
NESHAMA: I see.
SARA: It’s just – I didn’t know you were so religious. 
I mean, I knew you were religious, but I didn’t know 
you would be so … Orthodox.
NESHAMA: I don’t mean to be rude, but I wasn’t 
aware that you were here to interview me.
SARA: Right – I’m sorry – I’m just … curious. 
Interested. Ow.
(Sara rises and rubs her knee, then eases into a 
hamstring stretch.)
NESHAMA: Are you all right?
SARA: My knee, it’s nothing.
NESHAMA: What’s wrong with your knee?
SARA: Nothing major. I’m a runner, leg cramps up 
if I push too hard, because – oh. You’re wondering 
if it’s genetic.
NESHAMA: No, I just –
SARA: It’s not. I was in a car wreck a few years ago, 
broke my leg and messed up my knee. It’s mostly 
better. But sometimes, if I push myself too hard, it goes 
a little wonky on me… wonky, it’s a technical term.
NESHAMA: I see.
SARA: Look, I filled out all the paperwork. Went 
through the whole screening-thing. I’m all certified, 
don’t have any genetic red flags.
NESHAMA: And … you’re not married?
SARA: Not to my knowledge, no.
NESHAMA: Do you want to get married?
SARA: Probably, yes – someday.
NESHAMA: Someday soon?
SARA: Now you sound like my Bubbe.
(The word “Bubbe” seems to relax Neshama a bit.)
NESHAMA: My Bubbe, too – sorry.
SARA: That’s okay.
NESHAMA: Your family lives nearby?
SARA: The suburbs, yes. So it … it was really impor-
tant to you guys to have a Jewish donor.
NESHAMA: Of course.
SARA: Can’t the baby get Jewish by osmosis, you 
know, when it’s in you? Like, your uterus is a Jew-terus?
(Sara’s attempt to lighten the mood falls flat. Again.)
NESHAMA: The general preference is for a Jewish 
donor, yes. Although, actually – some rabbis say that 
it’s better to use a non-Jewish donor, to avoid the 
possibility of accidental … incest.
SARA: Seriously?
NESHAMA: Yes, well, our rabbi is with the other 
school of thought, he thinks it’s important the eggs 
come from a Jewish mother. And these days, incest is 
unlikely – but we’ve already had all those conversa-
tions, made those decisions. We decided yes, we need 
a Jewish donor. That is what feels right to us.
SARA: And you talked to your rabbi, so that means 
you’re allowed to … do this? It’s … permitted?
NESHAMA: Permitted … ?
SARA: I didn’t know that it was okay in the Orthodox 
world to seek assistance in the – with, you know, 
fertility treatments and modern intervention in having 
children. I didn’t know if it was … kosher. (a beat) 
I guess there’s a lot of infertility in the Bible, huh? 
Barren matriarchs? Sarah? Rachel?
NESHAMA: Their prayers were eventually answered.
SARA: I don’t mean to pry, but then, I mean … if 
you believe, and everything, why not just pray for it?
NESHAMA: Every day, we prayed. For seven years.
SARA: I don’t mean to be insensitive, I’m just curi-
ous. If your faith is so strong, well … why not just 
keep praying, and if it doesn’t happen, then … maybe 

it’s not meant to happen?
(Neshama hesitates, as if making a decision, then:)
NESHAMA: You may know the story – of a man 
who had great faith in God, and then a storm came. 
His neighbors knocked on his door and said, “This is a 
terrible storm, there will be flooding, come with us to 
higher ground.” But the man refused, saying: “I am a 
good man, and I have always had faith in God. I pray 
every day. God will save me.” So the neighbors left. 
The man’s house began to flood. A rescue boat rode 
past his window, and a rescue worker cried out: “This 
flood will drown you! Get in my boat!” But the man 
refused, saying God would save him. The rescue boat 
left. The rain kept falling. The man moved up to his 
roof. A helicopter circled above his home, and the pilot 
called out: “The waters are rising above your roof! 
I’ll throw you a ladder!” The man refused to accept 
the ladder; he knew God would save him. The rain 
continued to fall … and the man drowned. He reached 
heaven, and when he met the Maker, he said “Lord, I 
was always a good servant. I prayed to you. Why did 
you not save me from the terrible flood?” And God an-
swered him: “My child, I sent your neighbors, a boat, 
a helicopter – what more would you have me do?”
SARA: I get it. “God helps those who help them-
selves.”
NESHAMA: My husband likes to say “activating 
our prayers” or “working with Him to make our fam-
ily.” We prayed. And prayed. And went to doctors. 
And prayed. And then I – we – we decided to also 
place the ad.
SARA: In the Bible, they let their husband take con-
cubines. I guess this is better, right?
NESHAMA: I didn’t want my husband to meet you.
SARA: What?
NESHAMA: We – I – we thought it would be impor-
tant to meet the donor. For at least one of us to see, 
in person, the woman who would … be our donor. I 
wasn’t even sure the agency would allow it. When 
we found out it was possible, with your permission, I 
decided I didn’t want him to see the woman who – I 
didn’t want him to meet you. It’s enough for me to 
meet you. He didn’t need to be here today.
SARA: I see.
NESHAMA: Look, I don’t mean to be redundant, I 
know you went through the whole “screening-thing,” 
but I do have a few more things I’d like to ask you, if 
you don’t mind – ?
SARA: Go ahead.
NESHAMA: You said you’re not married, so I apolo-
gize if this is invasive, but … to clarify … you’ve never 
been pregnant? Never had any children of your own.
SARA: Nope.
NESHAMA: Do you want to?
SARA: I don’t know.
(This stops Neshama, who wants a baby more than 
anything.)
NESHAMA: How can you not know?
SARA: I mean, I think I want to be a mom. Someday. 
But I’m young. I haven’t met the right guy. Plenty of 
other things to do first. You know?
NESHAMA: I – (abruptly) Your test scores were 
impressive. The academics, I mean.
SARA: Thanks. I felt weird filling out that part of 
the paperwork.
NESHAMA: Intelligence is an important genetic trait.
SARA: Yeah, see, picking and choosing for what traits 
might make for a better – know what, never mind, I 
already went through this argument with myself, I 
don’t need to drag you through it too. I’m sure you’ve 
thought about all of this.
NESHAMA: I have. And isn’t choosing your husband 
a selection, as well? One that helps shape who your 
children would be?

SARA: I guess so. Yes. Not that I’ve ever selected 
a husband.
NESHAMA: Well, I selected my husband. And while 
I know I can’t choose everything about my child, I 
shouldn’t be able to choose everything about my child 
… but I can at least choose to know something about 
my child’s – egg donor.
SARA: It sounds so bizarre when you say it. When 
you just – say it.
NESHAMA: It does.
(The women share a shy smile.)
SARA: So. Anything else?
NESHAMA: Yes. Just a few things, just for my 
own – double-check list. You have no family history 
of Tay-Sachs?
SARA: No – well, I mean, we wouldn’t.
NESHAMA: What do you mean “you wouldn’t”?
SARA: Isn’t that a genetic disease where both parents 
have to be of Ashkenazic descent?
NESHAMA: Yes.
SARA: Well, my parents aren’t both of Ashkenazic 
descent.
NESHAMA: One of your parents is Sephardic?
SARA: One of my parents converted.
NESHAMA: What?
SARA: Yeah, my mother converted, like, way before 
she and my dad were even –
NESHAMA: Your mother isn’t Jewish?
SARA: Yes, she is. I just said –
NESHAMA: You said she converted.
SARA: Right.
NESHAMA: With a mikveh? With a bet din?
SARA: I think so –
NESHAMA: Who was the rabbi?
SARA: Jesus, I don’t know. I guess I could find out.
NESHAMA: Well, you need to find out. We were 
specifically seeking a Jewish donor.
SARA: I’m Jewish.
NESHAMA: But you might not be –
SARA: What do you mean, I might not be Jewish?
NESHAMA: According to halacha –
SARA: I went to Hebrew school, summer camp, youth 
group, I had my Bat Mitzvah –
NESHAMA: Jewish isn’t just what you do, or what 
you believe – it’s also just … who you are.
SARA: And I’m telling you, that’s who I am.
NESHAMA: According to halacha –
SARA: I’m sorry – you really believe that according 
to religious law, being Jewish is actually based more 
on race than faith?
NESHAMA: What I’m saying is that it’s based on 
family. Tradition.
SARA: The tradition you’ll uphold in your own fam-
ily. The family you wanted to start with my … Look, I 
have another appointment. I have to go –
(Sara rises quickly, knocking over her coffee.)
NESHAMA: Careful –
SARA: Dammit –
NESHAMA: Are you all right?
SARA: (emotional) Apparently not.
(Sara starts to exit.)
NESHAMA: Wait –
SARA: What.
(Neshama hesitates.)
NESHAMA: Nothing. Probably nothing.
SARA: Well, then. Good luck, Mrs. Gottlieb.
NESHAMA: What if you’re my helicopter?
SARA: What?
NESHAMA: What if you’re my helicopter? Like in 
the story. I’ve been praying … so hard, for so long 
… I have to think, now, that maybe the answer to my 
prayer looks like what God decides it looks like, not 
what I thought it would look like. I don’t know, but if 
there’s even a chance that –
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SARA: Look, I don’t know if I feel comfortable with 
this arrangement anymore. I’m sorry for wasting your 
time, and … right. That’s all. Sorry for wasting your 
time, and good luck finding what you’re looking for.
(Sara rises from the table, to exit.)
NESHAMA: (almost desperate) I’m sorry. I didn’t 
mean to offend you.
SARA: Yeah, well.
NESHAMA: Can I … may I ask why you decided to 
do this – to think about it, in the first place?
SARA: It was a lot of money.
NESHAMA: And that’s the only reason?
(A pregnant pause.)
SARA: I guess it was also … it’s like, I don’t even 
know, yet, what I want. What I want to be, what I 
want to do, what I want out of life. I saw your ad 
and I thought, here’s a woman who knows. A couple 
who knows. I pictured you – you and your husband. 
I thought, I can help them. And maybe I thought if I 
helped you find your missing piece, it would help me, 
somehow … I don’t know. Good karma.
NESHAMA: Karma isn’t Jewish.
SARA: Call it a mitzvah, then. But whatever. You 
know what they say about good deeds. None of them 
go unpunished.
NESHAMA: Look, I’m not sure –
SARA: Yeah, I’m not sure either. Like I said, I’m 
really sorry, Mrs. Gottlieb, but I think we both have 
some more thinking to do here. I thought I would 
be helping a family who needed my help. I didn’t 
know my genetic material wouldn’t be good enough, 
because I’m not good enough. Not Jewish enough. 
Not anything enough.
(Sara exits. Neshama slowly sits back down at the 
table, and puts her head in her hands.)
(Lights down.)

Scene VII
SETTING: SARA AND MARGIE’S APARTMENT 
– LATER THAT DAY
(Lights up on Margie, sprawled out on the couch, 
wearing a robe, with cucumbers over her eyes. A 
relaxation CD is playing.)
RELAXATION CD: (recorded, with soothing music 
in background) You are far away from your worries. 
You are surrounded by a warm glowing light.
(Sara enters.)
SARA: You are never going to believe -
RELAXATION CD: The light is keeping you safe, 
warm, centered.
SARA: Um, Margie?
MARGIE: Oh, Sara, hi –
(She sits up, cucumbers falling from her eyes; she 
scrambles to pick up the cucumbers and turn off the 
CD player.)
RELAXATION CD: You are floating, floating, flo –
(Margie turns off the CD player.)
MARGIE: Sorry about that, iPod’s dead. Had to use 
the regular old CD player - trying to find my Zen.
SARA: Bad day?
MARGIE: Eh. I have a big brief I’m working on, and 
John says he can’t go with me to taste the cakes tomor-
row, and I’m just – you know, spinning a lot of plates. 
But I’m fine. Where have you been? Book club? Run?
SARA: Today was The Day. I met her for coffee.
MARGIE: Her?
SARA: Mrs. Gottlieb.
MARGIE: Mrs. – oh my God! That was today! I am 
the crappiest friend ever, I can’t believe I forgot! Sit 
down, tell me all about it. How did it go? Were you 
really nervous? Do you want my cucumbers?
SARA: Um … No, thanks, on the cucumbers. As far 
as everything else, I don’t know. It was … bizarre. 
She was … well, really young, for starters. Our age.

MARGIE: Yeah?
SARA: Yeah. And also, she – and her husband –
they’re apparently religious. Like, REALLY religious. 
Orthodox-religious.
MARGIE: And you don’t like that?
SARA: I don’t know how to feel about it. She – she 
doesn’t think I’m Jewish.
MARGIE: You mean, she doesn’t think you’re 
religious enough?
SARA: No – I mean, she literally thinks maybe I’m 
not Jewish, period.
MARGIE: I don’t get it.
SARA: It’s – okay, so there are different denomina-
tions of Christianity, right? And the basics are the 
same, but they all have different rules. Baptist is not 
Unitarian. Right?
MARGIE: Right – ?
SARA: So, it’s sort of the same in Judaism. There’s 
Reform and Conservative and Orthodox, and the basics 
are the same but there’s different rules. And according 
to Orthodox rules, in order to be, like, officially Jewish, 
you have to have a Jewish mother.
MARGIE: But your mom is Jewish.
SARA: She converted. 
MARGIE: Okay…?
SARA: Yeah, see not necessarily “okay.” Apparently 
it’s only okay if it was an Orthodox conversion, and I 
don’t know about the rabbi or how that all went down. 
And so according to the Gottliebs, I may not be Jew-
ish. And they want a Jewish donor. So. Yeah. I’m not 
certified kosher just yet.
MARGIE: That’s ridiculous.
SARA: Yeah. It kind of pissed me off.
MARGIE: Of course it did. How can she spend five 
minutes with you and think she can tell you who you 
are? What a bitch.
SARA: That’s the thing, she’s not a bitch, she’s just 
– our beliefs aren’t really the same.
MARGIE: So, was her husband there, too, or was it 
just mean old Mrs.Gottlieb?
SARA: Just her. She didn’t want her husband to meet 
the concubine.
MARGIE: What?
SARA: Nothing.
MARGIE: So … how did you leave it?
SARA: We didn’t. I just left. I guess I’ll e-mail her. 
Depending.
MARGIE: Depending?
SARA: Depending on what I’m thinking.
MARGIE: And what are you thinking?
SARA: Right now, I don’t know. Other than hey, here’s 
one more way that I’m not meeting expectations.
MARGIE: Sara.
SARA: No, it’s fine, it’s fine. I’m just having trouble 
coming to terms with being a total failure.
MARGIE: You are not a failure -
SARA: Oh, God. I’m sorry. Let’s stop this, like right 
now. I don’t want to start this whole pity party thing. 
I really don’t. Forget I said anything.
MARGIE: Well, look. I think maybe we could both 
stand to just relax for a little bit. I know you don’t 
want my used cucumbers, but I have the rest of the 
cucumber in the fridge. I’ll slice you some cukes of 
your own, pour some wine, we’ll put the CD on, chill 
out, go get some sushi. My treat. Okay?
SARA: You’re not having dinner with John tonight?
MARGIE: Let’s just say he probably needs a night 
to chill out, too.
SARA: That means video games?
MARGIE: That means video games. My fault he 
needs the therapy. I made him look at flowers today 
’til his eyes glossed over. Now come on, go put a robe 
on, take a load off, I’ll slice the cucumber, we’ll be 
disgustingly yuppie and self-indulgent.

SARA: Okay.
MARGIE: Okay. I’ll get the wine and the cucumbers, 
you get the CD and your robe, we’ll meet back here.
(Margie smiles and exits to the kitchen. Sara hits play 
on the CD and exits to her bedroom to change into 
her robe/pajamas.)
RELAXATION CD: – floating. You feel safe and 
protected. Nothing can disturb you. Nothing can 
bother you.
(Margie re-enters, juggling cucumber slices, two wine 
glasses and a bottle of wine. She sets everything down, 
starts pouring the wine.)
MARGIE: Sara! You’re missing it – this stuff is gold!
RELAXATION CD: Your breath is softening, your 
heart is expanding.
(Sara enters, wearing a robe. Margie hands her wine 
and cucumbers.)
RELAXATION CD: Open heart, quiet mind, a peace-
ful place of warmth.
(The girls clink glasses, put cucumbers on their eyes, 
lean back on the couch.)
RELAXATION CD: Warmth. Safety. Light.
MARGIE: I don’t think I was really listening to this 
CD before. Like, really listening to it.
RELAXATION CD: A world of comfort.
SARA: Oh, thank God, because –
MARGIE: This is bad.
RELAXATION CD: A world of calm.
SARA: Really, really bad.
RELAXATION CD: And now, you hear the soft 
sound of water … 
SARA: And now, I have to pee … 
(Margie starts laughing. Sara starts laughing.)
RELAXATION CD: Water that will cleanse and purify.
MARGIE: Oh MAN … 
(Sara’s cell phone rings.)
SARA: Hold on, my phone’s ringing –
MARGIE: But this is too good –
RELAXATION CD: Water that will wash away all 
of the stress and tumult of the world around you –
MARGIE: Tumult? Really?
SARA: (laughing, removing cucumbers) Priceless. 
(looking at the phone) Oh, it’s my mom - this is going 
to crack her up. Hey, Mom! How’s – what? Are you 
okay? (to Margie) Turn it down –
RELAXATION CD: You are floating on the water –
SARA: (sharply) Margie, turn it OFF –
(Margie turns off the relaxation program.)
MARGIE: Is everything –
(Shaking her head, Sara gestures for Margie to be 
quiet.)
SARA: I’m sorry, Mom, I couldn’t hear you, we 
had a relaxation thing on – what’s wrong? Are you 
okay? (Her face registers the shock.) Oh my God … 
How did … ?
(Margie, knowing something must be terribly wrong, 
sits beside Sara and puts her arm around her.)
MARGIE: (softly) Sara?
SARA: (starting to cry, still on the phone) But I don’t 
… . No. No. He can’t … . I’ll come … I’ll come right 
now … I love you too.
(Sara hangs up the phone.)
MARGIE: Honey?
SARA: It’s my dad … my mom says that he just – he 
had a heart attack, and he’s … 
(Her face crumples. Margie hugs her tightly.) 
(Lights down.)

ACT TWo
To read Act Two, go to the SETC website at www.
setc.org and click on Scholarships & Awards, New 
Play Contest.



32

easy for everyone to understand.
 As an educator and a technical director, 
I found the chapters on shops, carpentry, 
teaching theatre, fall protection and rigging 
to be useful. However,  it was the chapters 
containing information on hazardous 
materials and chemicals with potential to 
cause lasting harm that I found to be most 
valuable. 
 The new edition has a comprehensive 
list of potentially dangerous shop materi-
als and an accompanying description of 
safety issues and hazards for each. A major 
portion of the book addresses important 
safety protocols, offering solid guidelines 
for protecting the people who work in our 
industry. 
 The new edition also contains important 
reference material on safety and health 

laws in the United 
States that have 
changed since the 
last edition.
 T h e  H e a l t h 

and Safety Guide 

for Film, TV and 

Theater should be 
required reading 
for anyone consid-

ering a career working behind the scenes 
in the entertainment industry. This book 
isn’t just for those beginning their careers; 
it is a “must read” for all professionals and 
educators in our field. 
 Safety is everyone’s responsibility –  
including yours. n

The Health and Safety Guide 
for Film, TV and Theater, 
Second Edition 
by Monona Rossol
2011, Allworth Press
www.allworth.com
ISBN: 978-1-58115-862-5
Pages: 288. Price: $27.50 (paperback)

Words, words, words … [Hamlet II,ii] reviews books on theatre that have a con-
nection to the Southeast or may be of special interest to SETC members. Scott 
Phillips, an associate professor at Auburn University, edits this regular column. If 
you have a book for review, please send to: SETC, Book Editor, 1175 Revolution 
Mill Drive, Studio 14, Greensboro, NC 27405.

WorDS, WorDS, WorDS . . .
 Editor: Scott Phillips

b y  R o b i n  J a f f e

This book isn’t just for those 

beginning their careers; it is a 

“must read” for all professionals 

and educators in our field. 

I n the past 25 years, the words “health,” 
“safety” and “theatre” have been used in 

the same sentence by theatre professionals 
and educators almost as often as the phrase 
“pass the salt” has been used at our dinner 
tables. Among the theatre practitioners who 
have led the charge on health and safety 
issues is Monona Rossol. 
 I first became aware of Rossol through 
her publication of 
The Artist’s Complete 

Hea l th  and  Sa f e ty 

Guide, which consists 
of over 400 pages of 
practical and useful 
material for artists 
and teachers. Her 
book Stage Fright, 

written for the Center 
of Occupational Hazards, also was excep-
tional. 
 When the first edition of The Health 

and Safety Guide was released, it became a 
required text for my students. During the 
last year, the second edition of the book was 
released, and it doesn’t disappoint.  
 The text is easy to follow and very com-
prehensive. The information in the book is 
clearly written, thorough and to the point. 
Each chapter develops a basic understand-
ing of its content through a straightforward 
and colloquial style, with examples that are 

Robin Jaffe is an associate 
professor and the production 
manager/technical director 
for the theatre department at 
Auburn University in Alabama.
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