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Sarah Einspanieros play cent
defenders finding ways to nourish themselvesraagibe one
another.

I n Sarah ELuselni
B u n ctie trion,
compassionate comedy that
opens Clubbed Th
Summerworks festival at the
Wild Project, a group of
public defenders tries to do
good, feel good and eat well.
Five of them have formed
Lunch Bunch, a club in which
members take turns cooking
andpacking fAveggi e
friendly/ forwarc
one another.

No peppers. Jacob (Ugo
Chukwu) isallergic. And

' ‘ dondt even think
Keilly McQuail and Jon Norman Schneider as lawyers who work, and ¢ pretzels as a side dish.

123S3GKSNJ AY Phofo@nédidaitlin @akiis@ok Thé New York

Times iltdos the 21st ce
Hannah (Irene Sofia Lucio)
expl ains. AWith a few clicks on the internet an

emperors in under 30 mingte 0

Between the towering caseloads, the obstructionist judges and the vulnerable clients, these lawyers, who
sit in ergonomic chairs facing a persi mmon wal |
(Neither do we: Ms . ndiuderadopohlegal @nga sACS, DV, pOg8s.dKeep i ne s


https://www.nytimes.com/by/alexis-soloski
https://www.nytimes.com/2019/05/22/theater/lunch-bunch-review.html?login=email&auth=login-email

up!) The job doesndét allocate for a personal [
maybe a cat.

The curried quinoa salads and barbecue jackfruit sandwiches are a kind of compentbsast.uitil

Tal (Eliza Bent) leaves for a trip to Paris, and Tuttle (Keilly McQuail) decides to adopt the restrictive
Whole30 diet, throwing the Lunch Bunch into chaos. Two new attorneys are recruited, Mitra (Nana
Mensah) who is a lunch bunch naturald éicole (Julia Sirndrest), who is not. Her first attempt:
mixed nut butter and jelly on leftover pita bread.

If you knowClubbed Thumi® and you should, because the company has more than 20 years of gutsy
new play development under its b&lty o u 6cbghize this as a very Clubbed Thumb show:

idiosyncratic, nonrealistic, gently experiment a
(Ms. McQualilis a particular standout, but then again she always is.) Directed by Tara Ahmadinejad and
runnig j ust about an hour, the | ength of a slight

charming and smart and kindly.

For most of these

characters, the focus on

food is a coping

mechanism, a welcome
distraction. Take Tulttle.

Why would a peson

voluntarily renounce

sugar, dairy, grains,

legumes, alcohol and

fun? She is hoping to

find Awhateverd
giving me occasional gas

and near constant

feelings of
worthlessness, 0

In other words, you are
what eats you. And as

. ALunch Buncho
Ugo Chukwu, foreground, andhoth yimatelysuggests,

ensemble PhotoCreditCaitlin Ochs for The New York Times lemon tahini goddess
noodles with garlic

broccolini are probably probablyd less important than what we owe to one another and how we live

in fumbling, sustaining, necessdgllowship.

Watching the play, Il r e me md alulewarmnneggpand cheésé e at en
sandwi ch, whi c hyedrdddplus whiatever bluebetribs tha kid discardednd how
this was probably evidence that | am not living Inegt life.

Or maybe | am. Because what mattered is that we
the birds after. Food for thought.
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g e Awareness of a changing environment is

¥ piercing ourconsciousness like a bobcat
clawing into the earth, but Zhu Yi wants us to
dig even deeper.

In her surreal new comed§ou Never

Touched the Dirtthe wealthy Lihave

lived detached from the land that tures

them while also paying exorbitant prices to

enjoy its unspoiled splendor in a private

lakeside community somewhere outside
Shanghai . Zhu Yi ds pl a
tilted, and utterly delightful eclogue;

naturally, experimental mainstay Ken Rus
Schmolldirects this New York premiere

that bows at Clubbed T

(L to R) Holly Chou, Kenneth Lee, and John D. Haggerty Summerworks starting June 3. As gods and

rehearsing for Clubbed Thumb's production of You Neve gardeners fight over land, Zhu Yi, a

Touched the Dirt. Photo: Zhu Yi. ChineseAmerican playwright attuned to
the global cost of gentrification and
capitalism, reminds us of our humardty

shared and comedicand the cyclical natures of the earth and greed.

Billy McEntee (Rail): Before we dive in, can you discuss how you first got into playwriting?

Zhu Yi: I was an only child often left alone at home to practice piano while my parents wleat to

movies or malls, so | developed this hobby of making up stories to entertain myself. Not any kind of
stories, but the dramatic ones with a lot of characters whose voices came out through my mouth in turns,
and their vibrant imaginary presences fillggltbe empty room. Later when | applied for college, |

|l earned that people have a serious name for tha

Rail: | hear your play is having a nesimultaneous production in China. Is this true? If so, can you
disck s how that came to be and what itds been | ik
languages?


https://brooklynrail.org/2019/06/theater/The-Universe-Doesnt-Cast-Leading-Roles-Zhu-Yis-You-Never-Touched-the-Dirt
https://brooklynrail.org/
https://brooklynrail-web.imgix.net/article_image/image/24089/zhu-yi-bef.JPG?w=1020&q=80&fit=max

Zhu: Yes. The company in China created two productions of the play, which premiered in January and
March, one in a traditional theater space for touringvshthe other in an outdoor courtyard space.

There were actual trees, flowers, vegetable plots, and a goldfish pond in the courtyard. Actors emerged
from the pond as lakdrowned ghosts and stood on the rooftop of a building as-gd&®ld tree. The

Afeeo had a green skirt the I ength of a whole bu
skirt was pulled down by actors on the ground. The tree should have a magnificent death in the play, and
it was a truly magnificent death.

| wrote the playin English, later translated it to Chinese, edited in Chinese, translated it back to English,
edited in English, translated it to Chineseé Th
are di f f er e nYouNeJermlouEhedthaiD svhile in Chinese it becom&utside of the

World, which is a phrase borrowed from an ancient Chinese poem.

Rail: On top of all that, the play has already been in Scotland during the 2017 Edinburgh International
Festival. It must be very rewardingdee your work staged in multiple countries. How has that been?

Zhu: The play was created and developed at the R
Program from 2016 to 2018. The program encouraged and supported us to tell stories about
contempoary China. The staged reading of the play was presented by the Royal Court at Edinburgh

|l nternati onal Festival as part of ASpirit of 064
t o d a y-6hangihgavserid.

It was adorable that the Bsti director Sam Pritchard helped me adjust the English slightly for the
British audience; for example, Apopsicleo becon
now since we are doing a production in NYC, all

Rail: | 6m curious about the new play devel opment p
ités both sl ow and urried: you write your play
retreats and writer 0s egqmprodugiian linecaup dut anly sefew, weekdodh m, vy
rehearsal. How do plays evolve in China?

h
0

Zhu: AfBot h sl| @w han d sh wror iaeccccaur at el

I n China, | would describe it as Afast and furi
likes it, theywill produce it immediately, and you will get paid well. Things happen so fast. The market
i s booming. Theatergoers are all young peopl e.

professional in China. But the downside is, becausetbeme6t a pr oper devel opme
director and actors often run into obstacles in rehearsals. They realize that they need more time to digest
the play or work with the playwright. But the clock is ticking, the theater is booked, the tickets are
soldBbey just start to rewrite the play in the r
gradually that becomes an industry tradition. I
makes playwrighturiouswatching their own shows.

Rail: Your play has been seen by audiences of different cultures. Did the reactions vary at all, country to
country?



Zhu: | was born and raised in Shanghai, later moved to Nanjing, Oslo, and New York. | traveled a lot to
mai nt ain a Abi coenwYork) lif®@and cdrbeainthehpast 11 gears. Thié made me
interested in themes that are global, but the way | approach them are personal.

Sometimes the reactions from audiences surprise me. The Taiwanese audience recognizes the
immigration history of Tavan inHoly Crab!, which is a play about the American immigration history
[told] through the journey of Chinese mitten crabs. A Russian father brought his -ggowmrdtion
immigrant daughter to seéeDeal because he was moved by the conversation betav€amese
Communist father and his Ameriealucated liberal daughter in the play.

Rail: The issues of gentrification in your play seem parallel to a lot of the problems New York has long
faced; neighborhoods change as quickly as skyscrapers ascendt&hiisaa very populated nation.
Has gentrification long been an issue there, even out of the major cities where your play takes place?

Zhu: When major cities expand into the country,
would often see hundids of luxury villas erected in the middle of a rural area like a tiny enclave. The
city people who own the villas and the local residents are two disconnected communities, but there is
one group traveling between the two worlds evenddtie locals who wdein those villas. The play

looks into that specific arrangement.

In order to gain a solid understanding of the hidden economic forces and conflicts of interests in the
story, | spent two years researching land laws, household registration laws, anal eationvment
i nsurance policies in China. But the play wonot

Rail: 1| 6 m wondering what ités been | ike to work wiHi
fit for your show given its tone and his own historical style.

Zhu: | sawCatch as Catch Caat Page 73 andhe Invisible Hanét New York Theatre Workshop

before | knew Ken. | was amazed by how sharp, subtle, precise, clean, and explosive those pieces were.
So when Clubbed Thumb suggested Ken as the director for thid plag,extremely excited. | pictured

the play as a series of snapshots of domestic life, almost like a film, but those brief moments hit heavily.
Each scene should feel Iike a quiet explosion.
thanKen My favorite thing is |Iistening to Ken exp
working with him, because besides his naturally calming personality, he solves problems in a very
organized way.

Rail: Your play has made me reflect on my own tielaship to the earth. Would you be willing to
discuss your connection to our changing planet and how that informed this play?

Zhu: The play reflects my anxiety from listening to my mom complaining about her endless battle with
our gardener. My family owre lakeview villa outside of Shanghai, just like in the play. I listened to

her talking about the missing duck, suspicious
| decided to dive deep into the subject and write a play before | waayt with her.

| dondt know what my relationship to the earth
coming out or into the earth; on the other, I d
treeds or a coenmOnsOt Tchaes tunlieveedrisneg drool es. Therefo

how humans center the world around ourselves. It feels both horrible and wonderful.
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Kenneth Lee, Daniel K. Isaac, Jennifer Lim, Julyana Soelistyo, Holly Chou, dog, and goose

(Photo: Elke Young)


http://exeuntnyc.com/reviews/review-never-touched-dirt-wild-project/

In an interview withThe Brooklyn Railp | ay wr i ght Zhu Yi saysurdiyime s ees
how humans center t he woYouNkveaTouwhed tbe Dirgecaivigits v e s . 0
New York premiere at Clubbed Thumbés Summer wor K
China), uses one family, in one upscale gated lakesisenunity in the countryside outside Shanghai,

as a microcosm of that absurdity and that cruelty: in the way humans relate to the physical world and the
way we treat one another; in the complex relationships within families and across internal rifis in cla

and culture; and also in the way the physical world persists beyond and without us. (The details of how
gentrification warps rural societies are specific to China, but the issues are familiar to any resident of a
capitalist society.) And the strikingtfever production, excellently directed by Ken Rus Schmoll, finds

a perfect visual idiom to capture the playds co
deadpan humor and a weird poignancy, and representing the natural elementsodfitiaetiva defiant
pop-art artificiality. ( The house and tree next to it, in Andl

perfectly realistic scale models that make the villa about the height of a barstool.)

Yuan Dong Lake, formerly the center of a famgniand fishing community, is now Moonlight Lake: the
center of a luxury development, designed to appeal to wealthy Shanghai residents purchasing lakefront
villas, expanding at a rapid rate and swallowing up the land of local village after local vill&ge. Th
villagers, most of whom originally received their land a generation or two back when Chairman Mao

redi stributed property in the area, no |l onger o
anywhere else to go, either. While they were paigéasof a process that sounds roughly analogous to
emi nent domain), the money supported i mprovemen

enough to allow a family to move to the city and start io»een if they wanted to. So most of the
former-farmer residents remain, trapped between one world and another, working as housekeepers and
gardeners and handymen for the rich people who bought out their birthright.

The Li family owns the villa known as Spain (the domestic staff identifies the Hontasir

architectural styles). Mr. Li (Kenneth Lee) is a successful businessman in the city who commutes back
and forth to the villa at weekends; his wife (Jennifer Lim) lives therdifo#, mostly alone, as their

daughter is in college in America. Theelationship with the land is ornamental, transactional: they

import a fancy tree from another region to plant in their garden and then later chop it down when they
want to build a shed. They have a small decorative vegetable patch and later chickbesniain

virtue of the chickens is to show off MAorganico

The people Mrs. Li sees the most are their gardener, Zhou (John D. Haggerty), the farmer who formerly
owned the property and still feels a deep attachmentto it, améthd o or nei ghbor s6 ma
Soelistyo), who like Mrs. Li is generally alone in the villa all week. At first, Mrs. Li is nothing but

suspicious: she tries to fire Zhou because she
possibyb e one of the fAwealthy decent peopled in th
daughter. But she starts to recognize the rhythms of the comiramdifficult as that is when she and

her husband, i n ASpai ndifferent ceumttythgn hemnnegghbors gos wel | I
For a short play, i1itdéds full of complex relation

center, reveals its hollowness, but they come back together to share hopes for the future. Mrs. Li builds a
tentative friendship with the woman next door, based on loneliness and also local gossip, which includes
a good bit of dirt about Zhouobs déthedsaneadgbutson. Z
that connection only goes so far, and when Zhou wafdsor, he realizes how transactional their
relationshipisZhou fetishizes his fAancestral 0 connectic



below) is at pains to remind him how brief that connection is in the sweep of time. Zhou may feel his
relatonship to nature is more authentic than the L

And the human worl d, as | ayered as it i s, i snot
Acharacterso i n t he rualidimankionk The gnanalsnallplaydd by tayserh e s
props and voiced by ensemble members Holly Chou and Daniel K. Isaac (in matching costumes that
combine flowesprint shirts that evoke a stylized nature with the kind of pants chefs or restaurant
workerswear), play key plot roles: the sheep that disappears and returns pregnant (stuffed, and stuffed

withanalsest uf fed tiny | amb); the Lisdé6d dog, Joj o, ar
with benefitsod sort attadks Joje dnd d fioak af shickeps;(made, |ghimlq soen t h
handbags,; | dondt know whether Schmoll, set des
Mi shl er should be credited with thtengch bauttveeg delyd
seen in ages). And then therebés the spirits, al

a Local Earth God (Isaac), at pains to remind the humans both that they are mortal and that they can
leave this place; the spirit of the tree the ¢ut down (Chou); the ghost of a child who drowned in the
lake.

Director Ken Rus Schmoll finds the perfect rhythm for the piece, using the scene breaks as a kind of
structural punctuation that ties the disparate realms together. All the design eksmespist on:
Moerdykds set, which so perfectly encapsul ates
Brendan Aanesod6és sound design, with |little touch
adds a great deal. And Schmoll gets wofugrerformances out of the cast, both in the more realist

human characters (especially Lee and Haggerty, whose different kinds of masculinity are on full display
in their performances) and the fantastical and absurd elements (Isaac as the Local Eadh €3tate

agent is particularly hilarious, channeling a kind of wawviglary majesty that chastises and chuckles at

the foibles of humanity simultaneously; but then the ghost child is genuinely chilling and unsettling).

And t hen t her edkphysicdl @mdrly: The figbht betwedn a fwysgobose and a toy dog. The
scene where four fulize human actors work to cut down a scale model tree ussogla model

chainsaw. Mr. Li trying to mow his own lawn and being unable to control the mower &-FPrate

style toy).

Thereds a | otmingte playmerhapstoofmuah atdimes. Bnd there are a few key
emotional pivots that might not entirely hold w
up to counting on him to come to lrescue). But these are tiny quibbles given the richness of character
and the economical way in which this world is drawamd especially given how wonderful the

production is: witty, smart, absurdist, but also poignant. And while Zhu Yi draws a shar|g pbera

particular time and place in modern China, she also points to the ways in which the growth of capitalism
warps relationships of community, family, and sodiatiesson we see played out, certainly, in America

as well.
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Watching a legislative body maul,
maim and paralyze itself through
grotesquely irrational infighting
probably doesnét sou
idea of summer escapism. Or if it
does, you could argue thath e r e 6 s
' always GSpan,which comes with

the convenient comfoof your
. couch.

Might I still put ina word, though,
for the sheer, idiotic delight of
watching the fatally quarrelsome
lawmakers now in session at the
Wild Project in the East VillageAs
might be expected, they are all old
From left, as some lawmakers of the Plymouth Colony, Elizal white mend centuries old, in fact
Kenny, Jennifer |1 keda and K & whoare asineffectual as thase
Head I s Still on That Pike talky.

CreditSara Krulwich/The New York Times

They also happen to be our own
American founding fathers, and not those Johnotselately who barnstormed Broadway in
iHa miol tTohne.se guys, dr e s s e dschool Thanksgiving pegeantd, laidftom r e ¢
the Plymouth Colony ahe late 17th century.

Not incidentally, the seléerious men here are all portrayed by women, who manage to maintain
lugubriously straight faces while tickling their audiences into stupefied giddiness.

The querulous councilmen of Plymouth have been brologiether by the playwright Daniel Glenn
under the appropr i tiemlgy Phurmb e@roso e atdi tllse Sdafi | A ¢


https://www.nytimes.com/2019/06/23/theater/king-philips-head-is-still-on-that-pike-just-down-the-road-review.html

R o a @hatclso happens to be both the first line and the enduring focus of debate in this,-uh, head
spinningpoducti on from Clubbed Thumbds invaluable S

The titular head belongs or belonged to a fearsome Indian chieftain (real name: Metacom), which

has been mounted as a warning to Native Americans who would wage war uponttres Pdri
Massachusetts. When the play begins in 1677, said head has been on display for more than a year. And
the good Goodman Good (Crystal Finn, a flustery vision of conscience at war with insecurity) proposes
that it is perhaps time to remove it fromwie

Nay, says the council leader, Goodman Brown (a hilariously severe Jennifer lkeda), whose family was
slaughtered by Metacomdés warriors. But Good i s
legislative rules and regulations (sometimes inventethe spot) with which Brown tries to keep him

from returning to his idée fixe.

And there you have, more or less, the
entire plot of AKiIinNng
which runs only through Saturday

under the astutely restrained direction

of Caitlin .Rydafn OO6Co
you think that such a standoff might

not be enough to sustain a political

feud that stretches over ye@rsand

years, and yea® then | guess you
havenoét beepannafeet c hi n
all.

This is not, for the record, the first
time that a Clubbed Thumb

ST S0 . ‘ production has explored a chapter of
Ms. Ikeda, left, and Crystal Finn, whose character mepo  American history via gender

2 &
= g™

that i1t is time to remove reversed castingfrhe company

CreditSara Krulwich/The New York Times scored a hit four years ago with the
simil ar | yMecno nocne i Broeadt
Jaclyn Backhaafsds r e

John Wesl ey Powell 6s 1869 geol ogi cal expedition

That show, which used nanale performers to portray its manly male characters, subsequently
transferred to Playwrights Hor idzandlilePli wir|l iad 4 olnlg @
wonderful series of allemale Shakespeafer o m L o n dar WérehouBBo ki ng Phi |l i pod:
reminds us of the gleeful illumination that can come from women embodying men.

For one thing, the discrepancy between macho posture and physical reality underscores how so much of
perceived masculinity is a mattermdsing. And without dropping their voices or flexing their muscles,

the actresses of AKing Philipbdbs Heado provide a
egodriven men in powed and of the absurdity of the official rules and regulatiead to justify

highly irregular behavior.



But while the gendeswapping casting works beautifully here, this is not a play about the subjugation
and erasure of women in public life. Or not only that. Broader notions of what constitutes equality are
parsedin deliciously convoluted language. (Mr. Glenn, who is also a high school English teacher, has a
keen ear for the emptiness of political bloviation.)

So is the concept of free will according to Puritan theology, a subject of particular concern to Goodman
Giddens (Zuzanna Szadkowski), who suffers from some mighty unholy lusts. Then there is the
suspiciously close friendship between Peters (Rachel Christopher), whose wife is said to consort with
the devil, and Fuller (Kristin Villanueva), whose own spousgep some knotty problems in the
bedchamber.

The ensemble also includes Mary Lou Rosato (as council members of several successive generations

from one family), EIlizabeth Kenny and, as the v
admirably understateSam Breslin Wright. Even (or especially) when their characters are at their most
obnoxious and obstructive, theyore all delighttf

As is usually true of Clubbed Thumb, the production has been expertly and attractively mounted, with a
wittlyanac hr oni sti ¢ set (Carolyn Mraz) and costumes
is probably too much of a cleverly extended sketch to have the afterlife of other examinations of
American institutions that were incubated at Clubbed Thumb, ingudl@ i d i S c hnoraikated T o n
AWhat the Const idcurtentbitronBleadways t o Me, 0

But for the fast, goofy duration of i1itse88ombdau
tastier diversions. As a distant mirror to contemporary stasis, it may be too familiar for comfort. Still, in
this prickly summer of American discontent, the

at a shrewd, silly evocation die kind of legislative gridlock that usually has us biting our nails and
fearing for our future.


https://constitutionbroadway.com/

HE
IN | ERVAL

An I nterview with Mari a

By Victoria Myers | May 30, 2019
Photography by Tess Mayer

To visit publisher's website, click here!

X " 1toés embarrassing
: iy up until a few year ago, | had not

heard ofClubbed Thumpthe

downtown theatre company that

has produced an impressive

amount of playwrights and

directors that you have definitely

heard od or will soon hear d¥

often giving them their first New

York City production. | first

encountered Clubbed Thumb in

2016 when profiled Leigh

Silvermanas she directed Ethan

Li p t Tumazhoas part of

Cl ubbed Sthmembrkss

It was one of the most delightful

exper i en dansd, attingseonehohtide most delightfully deranged (I mean, there were singing

cacti). The dllowing summer, Clubbed Thumb produced their most successfulphidile show to

date: Heidi Schr ecks -riomihatedVhat the Constitution MéansrtcaMei s t

The woman behind all of this is Maria Striar, founder and Producingti&rDirector of Clubbed

Thumb. Maria started the company in 1996, with
new plays by |iving American writers, o0 and has
evolve. | recently spokeitth Maria about the history of Clubbed Thumb, produdiMigat the

Constitution MeanstoMé,h e companyods devel opment progr ams,


https://www.theintervalny.com/
https://www.theintervalny.com/
https://www.instagram.com/victoriafication/
https://www.theintervalny.com/interviews/2019/05/an-interview-with-maria-striar/
https://www.theintervalny.com/

What led you to founding Clubbed Thumb?

It was a number of things, althgh it was not an intentional founding. | had really loved doing new

plays at Brown University. It was a time when there was a graduate playwriting program in the creative
writing program, but there was virtually no graduate school [for theatre]. It viei® likis

Brown/Trinity Rep program. They had a couple of PhD students, and when those playwrights wanted
their plays mounted, they had the undergraduates, which meant we had their plays. So there was this
fantastic new play festival. They were really waldd fun and funny and very strange, and really

different from the kinds of plays that department put on and very different from the kinds of theatre that
I, for the most part, encountered. | really fell for that whole experience.

[It was] a bunch of acterand friends from graduate school, newly arrived in New York, who were
doing some work but also had | ots of quiet ti me
there. o0 We rented a theatre and f loidhwabpossblysel ves
going to be eaten up by our pretty short equity showcase production. We had a month for a 24/7 rental,
so we invited friends from graduate school and
shows]. It was only loosely curatdedut we had 8 o06clock shows, 10 o
was such a confirmation that it is a lot more fun to make things happen than to wait around and to be
given opportunities selected by other people, and it kind of stuck.

That was the first Sumerworks, and that model has been honed and honed and honed every single
year, and is much more supported and much more heavily curated and thoughtfully put together now.
But it really did start in what is still a very core Clubbed Thumb value, whigvésdging your
resources to maximum effect, and al so having a
infrastructure followed what we seemed to be doing and trying to do it better and more thoughtfully.

What were the challenges the first fewears and what do you consider to be the biggest turning
points for the company?

That first year we were at a theatre that doesn

now Stanton Social, although We whindre&t ikKndvhawh a
doing and that was great, because we could be doing anything. And then, you do a little bit more and
you should know a I|little bit more about what Vyo

did the next few seasoas HERE and we worked off a lot of our rent by hanging drywall and grouting

and tiling the bathroom flooiswork that we were probably quite unqualified to do (just in case
anybodyds panicking, i1itds since besavaremostigmone by
having any money and also not knowing what we w
was a few years before we could pay anybody. But you stick around. | look around sometimes with great
delight at what people are doiagd what they were doing then.

| think one of our first big breaks was when we got one of those first Obie grants. That felt like an
invitation to the club, in a way. That was in 2000. | also feel like when we settled into the old Ohio
theatre where we pdoiced for more or less a decade, that was also a sort of staple residency of sorts.

Certainly the last decade has also been really, really strong, but Clubbed Thumb has always kind of had
incremental growth, and webve been pretty smart
di dndt have and what imawvwe esnd wiea théasy en ath aw o rwkei
trying to calibrate within that. Someti mes that


https://www.clubbedthumb.org/

About nine or so years ago, we started adding a lot of incubation programs. We started doing much more
development. We started working with Playwrights Horizons, running a development program, and that

l ed to us getting a space residency with them,
free development space is a complete game changes.fblot just in the money that it saved us, but

being able to do administrative work and artistic work in the same place is a real luxury that is not
afforded small companies very much. Companies like mine, we raise most of our budget from scratch
every sngle year. From the same sources, but very little of the resources we have are continued
resources. You want to think big, but you have to be cautious.

A few years ago, after pulling back for a lot of years, we remounted a show of ours with Playwrights
Horizons, and that went really, really well, much better than either of us expected. That meant that we
had a lot of extra money that year. Then last year, we had a gala for the first time. We had extra money,
so now we have this little cash reserve thatawé¢d an opportunity fund. We/
this is rainy day. o Wedre |ike, AThis can stake
things and think bigger and make bigger gestures like increasing remuneration or return to producing
outside of Summer works more regularly. o That fe
deal.

When it switched over from being something you were just doing to being something very
professional, did that feel like a different ball game? Was the a learning curve with that?

Most of our growth has been pretty incremental, and every now and then something will come in and
generally kick it up and sometimes kick it down a little bit. There was a period of time just before the

last nice wave of groth started where we were overextended. We were doing a second show on a
Broadway contract. We coul dnoét really afford it
happened that were recessrahated mostly, but we had a little perfect stofma arunch. That led to a

lot of recalibrating that was ultimately for the good, but it was pretty painful at the time. When you do
have a setback, you have to | ook very, very har
because youdve amede whdai nygpouidére doing thatods wor |
and what youdre not doing that you should be do
when somethingds got to go becauslkgstrgngudr e overe

For the most part, we were super conservative in terms of not getting ourselves into a situation where we

were carrying debt. |l think itdéds one of the rea
ourselves at a point of financial crisisjt also sometimes I think that was a retardant. That maybe we

could have accelerated more quickly if we had ©b
how it goes. o0 But | dondédt know. | thiakverhpecause
often on the lowest part of totem pole power s e, wedve al ways tried [to
was 50 bucks total, or 100. Wedre not talking b

really talking big money now, frankly.

Webre al ways going, AGiven what we have and gi vV
one more thing we could do better?0 |1 6dm al ways
sort of | oaded and do e senlfeellikerespactfuli nureuring, ghoughtful h i n g
[are the better terms]. How can we make people best able to do their work? That can mean things that
are outside of the norm of professional. That c
complicatedand they have children, so trying to make rehearsal schedules where they can pick up their
kids. It can mean a lot of different things.



For Summerworks, itodés a wid
are involved. You have some people who are very
emerging, and you alsdave Tony winners and

Tony nominees. How do you curate that?

There are a few things. One, Summerworks is a-time

l i mited proposition, and th
four weeks of rehearsal, an
tech/previews/performances.Ba 6 s a si x wee
commitment. For the first chunk of time, people are in
rehearsal during the day, so they have their nights. For

the last week of performance, they have an hour and a
hal f play, so theyodore free
little bitoftme . Therebs basically
kind of candét do other thin
maneuver. It is a really condensed experience, which

means that even though itoés
most lucrative gig to pick, you can contain its impact

ltés a really high impact.
pureatrma ki ng experience. Youdor

reason other than the piece speaks to you and you want

to collaborate with these people. A huge amount of
relationships are born out of itwould say that we

tend toward early career people, but we always have a
place for pieces that need a very particular
environment. For artists who want to make somet
setting initially, orthey have o met hi ng t hatés a weird |ittle bea
theatre setting.

So Leigh andAnne [Kauffman] and Ken [Schmoll] come back and do things in that context. And

Hei di 6s play, that was t he auseritheedet sopdthangsenallfamdr t h
flexible, and we donét know how many peopl e wil
of this play is. We dondét know whether it wild@l
thesethingand t hatdéds a harder thing for a | arger t he
going to tell the audience about what this is.
|l tds really i mportant for wus t haibnofshootdorthembi t i ou
moon, dondét be | azy, dondét be unambitious, but
somet hing out and if it doesnodot quite work, wed
special place forawidergnre of arti st s. Il think ités fun. | d

feel seen and taken care of. We do as best as we can with the money, but | think we do better than most
in terms of the other stuff. And there are a lot of snacks. Peopleyeeltb when t heyoére f e

When | was writing about Leigh, | was in the rehearsal room forTumachofor most of that
process. | think | wouldndét necessarily have kn
would have thought it was more.



We were once toldyears ago, by our program officer at the Mellon Foundation, that we punch above

our weight. We are very good at doing a lot with a little. We have an insane amount of programming for

a company withthree full i me e mpl oyees. | t 6keow evinakyautcanbeg, bbreow e r a
and steal. You can take somebody el sedbds | eftove
you do all kinds of clever, thrifty things that require a little bit more scheming and engagement. That is
not standard opating procedure in a larger theatre, probably because that would be an exhausting thing

to have to do seven ti mes, and harder to do whe
know that the production managers of a big theatre would waettobi ke, A Whose show
Let me see. I saw that. They had really cool wo
that. There is part of me that is so deeply downtgvamd scroungy and really hates waste. So | like that

backamd forth of wusing resources, as |l ong as with
clipping peopleds wings. The set budgets for CI
first, stuff second oretpretdfydoweveheabbnoe. t ha
little tiny bit fun I mean, i1itds stressful but

| wanted to talk a little about the emerging programs that Clubbed Thumb has.

They all kind of happenecadr eare WwWiyi tards Wegdoep hfad
was basically a |l ovely opportunity for me to ha
produced by Clubbed Thumb so much anymore. They read their plays and work on them in my living

room. Like mostwirt er s6 groups, thereds some structure.
to have some deadlines, have some structure, but also some communion. A few years after doing that, it
felt a |ittle |ike, nAGosh, rlygcareeewrters, tveashould/prabdably we n
have some group for that. o But there are so man
we do this with authenticity?0 We dondét want to

There are two thingstheta k e t hat writerdéds group a |ittle pec
people who have been suggested by other wéiterestly people who are in our m@hreer group or

our midcareer adjacent communityand sometimes the people get into it for geedindom reasons.

For example, Will Arbery. Aaron Carter, who at the time was the literary manager at Steppenwolf and a
professor at Northwestern said, MndHey, | 6ve got
doesndét know What wmanyhpewepktceffee with him?20 I
writersé group?0 We hadnét read anyt hitotgwnby hi n

energy is so fantastic for those up, bomebgdywhol t 6s a
doesndét know all the rules and all the pl aces.
We like the idea of giving people who are already a part of our community a little bit of a seat at the

table, because most peopledavpeopl e under their wing, and t he:

really hard to not have people in the group who are already in other groups. There is a little bit of
notching of the belt that can happen, and we like the weirdos and we wargdd 8p wealth, and we
do not know whoés going to turn out to be a per

your bets and you can curate and be I|ike, dal [|i
some of that. But sometimesyuy v et people and youdre | ike, Al t
from this thing. o6 Ités wor ked o-wgcuratieraWd hgve avletl |t
of programs that come from that straighp |, | 6ve r ead thabmenrsonpndwgeg ther | 6v
seems | i ke the right profile, but i1itds great to
|l ots of people in that group who are never real
Thumb. T hhatthé mamenodthat game is. The name of that particular game is for them to form

a community together and for us to try and support them. We bring in guests. We pair them with
mentors who are not the same people who suggested them, because they Wwanpearsgtective, so



they have somebody el se to ask questions. You s
your position, | think.

When we moved into the space at 440 [Lafayette], we sort of noticed the presence of the students, and

alsowhennt was really quiet. We were |ike, AHMmmM, ¢t
same time, 1 6d have these conversation with Ann
career development for directors. So many early career prograraobserverships or assistantships,

that there were very few practica around. Becau
until youdve seen their work, how does somebody
came up with a program which young directors work with students developing a new play for a

semester and then thereds a short, very truncat

the bones of blocking and the use of space, and a very bare bones proghet®they transfer some

of that exploration onto people who are more appropriately cast. Then there are two weeks of rehearsal
and then this professional showing. All throughout that, Anne and Ken and Michael and | are

interacting, giving people feedbaakying them support, giving them ideas. Anne and Ken meet with

them regularly and impart directorial wisdoms. So they get some craft and honing anrdmands
experience, and they also get a showcasmededt t he
up producing a couple of those plays and hiring some of those directors much more quickly than |
thought.

Our producing fellowship is the same way. We have two a year. Sometimes one person will continue for
a second year, if there is sortof more¢obgai ned. That oés al ways at | ea
color. That also allows us a flexible staff relationship, too. Depending on who they are, they might be
more interested in casting or directing and observing, assisting artistic processesmgement or

grant writing. Creative producing can hold a |o
people come back, and we hire in limited capacities and we give back to them.

All of the programs now interact with each other really welb w, t he early career
writers can submit proposals for the scripts that are worked on in the directing fellowship. With all of
these programs, they started infecting our main programming, which is really great. And one of the
thingswe did very deliberately with all of them is very strong diversity benchmarks. As an organization,

webre way too white. |l f we make sure theredbds re
young, some of thatodos g®) ngndoi cosnebbackgt eatus,
Letds talk a Iittle about Heidi 6s show because
And |1 6m going to guess the | ast, but who knows?

How has that been for the company to have?

|  d bnovbyet. The most palpable effect, other than going to a lot of really weird events that we never
went to before, is really frankly the pride of our community. The Clubbed Thumb community is a big

one, and some of them are uptown and some of themaradoown, but | think the
|l i ke, fAHey, |l ook at that! o Wedre all up there a
us, and thatodés a really | ovely thing trelykdeg hol d.
up with them every day. 1toés really humbling ho

theydre chewing on it.



| candédt say there are | ots of Broadway producer
got?0 Thatmdésgnon khappeay. There havendt been ar
that people came to s€¢anoor will come to see Summerworks becaus€aistitution | hope so. |

hope the story is, fiHey, t hi s loteltoihavgseentttor2bed i n
bucks, in a room of very few people? Wouldnodét vy
doesndét, thatds okay, too.

|l 6m really proud of Heidi. She was qui atdwascar ed
maybe not going to happen. | had alot of crazyhagk pl| ans, and was just cr
very understandable that it was scary, not just
of her bones, and she had beenworking it f or a really |l ong time. ¢
way, but there was something about in the weeks
talk about now? What conversation can we responsibly invite people to take partiin@tAentically

go, yeah, letbés all gather. o So that definitely
t hat particular play. For the most part, | doné

any way finishedbecause people are going to be stressed
of stress on everybody to hold off. Hold off on those design deadlines, hold off on that budgeting, hold
of f on casting. |l tdés exanryihgr bhée¢ pevsordal whods
of responsibility, which is arguably the playwright. But doing it every now and then is good.

|l was going to ask you about Hedeaatlot abduethe shows, e, o0bv
and we just didan interview with Rachel Hauck where she was saying that she tried to wait as

long as possible with the set so Heidi would have as much time as possible to figure out what the

show was.

Everybody was on those instructions. We hired a composer. At omig there was a song, because

there was maybe going to be a song. We hired a choreographer, but there ended up not being a dance.
That was before he started working on it, so that was great. But the song had been written. We looked at
a bunch of differentypes of young actresses, and we found Rosdely becaGssarf Bernfieldwho

runs New Georges. | 6ve read Heidi say a few tin
you go toward the light. There was a lot of development time bulven. sent t hem t o t he
one point, and because of our relationship with 440 [rehearsal studios], we also booked a lot of rooms to

sit and talk and write. [Sometimes she was | i ke
say] AThemowedat part. o | sound Tvheearny wedIm. do we
guess 0 But that was given a | ot of space. Somet i
maneuvering and changing happening, really aggressively, becauset he most part , t

plays that are not so set. But sometimes, just small changes are happening. You never quite know. Or
someti mes you know. Sometimes you know youbre i



" Over the last 25 years there

3 have been adt of changes in
the industry and a lot of
economic changes in New York.
' Going forward, what do you see
as being the biggest challenges
to maintain what you want the
company to be?

| think the most important thing is
striving to pay people. It is so
expensg/e. The city is so
expensive to live in. Everything
.~ you can do to put money in the
hands of young artists or other
- » TN types of theatre practitioners is
allowing the presence of this form in this city to continue. | feel like that is my highest priority.

lalso f eel l i ke 1itds really, really important to
showed up for the 25 dollar rush tickets. And nh
dol Il ar ticket . | f t hiieketpresthat are rotamsich abeve tha pricewfra | o w,

movie, you can imagine how completely inaccessible mosB@fadway theatres are, that even their
low 30 under 30 ticket is probably too much money for most, especially when you add the fees and what
the ticket really ends up being.

Those things are really, really important. | think whatever other forces can do to protect spaces [is also

i mportant]. Rehearsal space is out of rekmdh for
from4 4 0 . I f we were actwually giving people cash f
couldn6t do that. 1 toés bonkers. We try to sprea
Horizons. We were pretty profligate in the first few ggeave just gave everybody space, and now we
have to rein that in a |ittle bit. ltds money a

Theatre is insanely inefficient. It involves a bazillion people to make something. They all have to be

theremoe or | ess at the same time, and then everyb
nuts. | keep thinking Netflix and all the streaming platforms are such a sign that there is a much wider,

passionate audi ence f osveryoften ouk artistd pamidipatingartiteand al we
thank God for it all because Iitds propping up t
bodies having to be in the same pl ace -izzPHaw he s a
can we find the people that we know now are out

to really take a look at how theatre is marketed and framed and understood and walk far away from it. |
think itds really uwhawopldaatballyhkg things that aré acttallydheatrgg e o p |
but what they think that is,issoelda s hi oned and staid and boring a
part of it.

What are your goals for the company over the next five years?

| would liketobe abl e to continue to be producing outsi
feel panieinducing. | really want to grow. | want to grow a really solid core of audiences who will take



on faith what wedre offerhag,iandbbe | Bkegoifhgd
dondét have to hustle so much in such @urassicr o, n
theseat way someti mes. ltés one of the things we
really build a robust, young audience for weird work, and | would like to put on more of it, and | would

like to keep on striving to make it possible to be somebody who makes that kind of work and live in
New York City.
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The Plymouth pilgrims

have shucked off their
Thanksgiving peacefulness

and are going for the

jugular. Just ask King

Philip, the titular character

of Dani el Gl enn¢
play, Ki ng Phil i pds
Is Still On That Pike Just

Down the RoadOr,
actually,yocandt ask
because, as you might

guess from the title, King

Philip has been

decapitated by the time the

pl ay begins. The
town council is meeting to

discuss any business other

GYAY3 tKAfALIQA 1 SHR La {dAatt hy ¢ thanthehead

Project (Photo: Elke Yog) fﬁéepr&%nigﬂfgnzlﬁg% ggr

Goodnan Good, feels a
calling to show respect to the deceased and get
governmental deadlock is not a far cry from 2019.

Though most of the characters are mielaled or elderly white men, Glenn has th@ortrayed by
femalei denti fying actors in a range of ageMeaond et h


http://exeuntnyc.com/reviews/review-king-philips-head-still-pike-just-road-wild-project/

Boats telling a story that centers on machismo with-nwade bodies serves to highlight and lampoon

the foibles of masculinity. Atthe cemte of Gl ennds play is the showdo
Goodman Brown (whom Glenn describes as At he hon
head. It becomes a test of will that extends through their entire lives: the last sectioplay gpeeds
through their future as Brown and Good attempt
Tonally, the back and forth between the two recalls not so MietOdd Couplas another Jack
LemmonWalter Matthau vehiclegiGrumpy Old Menonly more vicious. And with higher stakes.

King Philip, it must be noted, is not actually a king, or named Philip. That is a mocking moniker

bestowed on the leader of the Pokanoket forces. His actual name is Metacom, and he is baseal on the
chiefof the Wampanoag people who was beheaded in 1676 as an act of retaliation after the Wampanoag
lost the war to stop the Puritans from expanding across their land. In the play, Brown is proud of King
Philipdbs head on the pi kanckaer thaipeaple who kiliedhisfamiy.y mb o
Good does not see himself as superior to the ot
severed head as a trophy.

The play uses these opposing viewpoints to look at how a government treats peoate wdnsidered
Afothero: the minorities who |ive outside a soci
case, it is the white settlers who have usurped the land belonging to the Wampanoag and, in displacing
them, have othered and domieéthem. In a potent exchange late in the play, Brown responds to
Goododos defense of Metacomdés people by asking hi

that he would accept being an I ndian 1 fhist hat i s
privilege as a white man. Goodds dedication to
their | ack of children is metaphysically tied t

head. She urges him not to bring up the tapid, for a while, his silence pays off: his wife bears two
children. With his personal goals achieved, he sacrifices his goal for Metacom, again putting his
privilege first.

Taking Good to stand in for we contemporary liberals who decry the governmén fofinite list of
objectionable deeds that define this administration and the Republican party, Glenn is calling out our
hypocr i sy .-raiimga dw gostihgeon sbeial media about concentration camps on our

Southern border, but not actually dgisomething about it because we have the privilege not to. The

silence of the other town council members who agree with Good, but choose not to make waves are the
hundreds of congresspeople who all ow tihtkeypresi d
know i1itds wrong. There is racism ingrained in E
tyrant to its highest office.

The miraculous thing about Gl ennbés play, thou
and puposes, a raucous comedy. Directed withpebdddu r r i ng wi nks by Cai t |
play is filled with outlandish physical and verbal humor. The sparring between Brown and Good is
comedic on the surface, but what simmers under it is fear andtesdkraind bloodthirstiness. With the
stakes so high for these characters, but the dialogue so frivolous, it sets up a juxtaposition that
underscores every word. Weéb6re | aughing because
him, theydre gospel

g h
yr

Jenni fer I keda plays Brown | i ke a son in his f a
smug righteousness, thereds a | ot of trying to
of Brownbds per s on adughtthgarguments, using thegoudness andulaeyauthority of



Brownds voice to override any o p-qpap@mng,tstressefhce Cr y st
twisting neuroticism. Finn has an i nimAgapractrbi | it
shethinksbetter than anyone; you can see the cogs turn and turn and snag and turn.

The final section of the play allows these two to strip away the zaniness and focus on the core of their
characters. All the way downstage, they sittnenc h and go at each other |
They are both zapped of their anger, of their n
happens to Good, though, and to see Finn drain herself of all that has filled her up forddmgrec

seventy minutes is borahilling. She sits on the bench like a shadow of herself, hollow and aching.

King Philipbs Head 1| s St i dgivesyaurihe [alglastand fhenkgeabsdhans t L
all back and leaves you to think about what s@$unny in the first place.
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Wi | | Awondenfufyo s

unsettlingPlanois a kind of

inside-out play: it goes so far into

the uncanny, protea

that it comes out the other side,

revealing all sorts of disturbing

social truths. Directed in a focused

rush of fightor-flight energy by

Taylor ReynoldsPlanoappeared

in Clubbed Thumbods

Summerworks Festival last year.

Now it returns for a run at the

Connelly, where its thrilling

oddities have a bit more elbow

room and the scruffy Astroturf

| awn of Dani el Zi mmn

spillsoverthelipof he t heater

fantastic old proscenium stage.

Arbery grew up in Texas dst h e

only boy witdndseven

in the taut, wilyPlano,he turns a
FromPlano,at the Connelly Theater. Photo: Elke Young zjsr;)ggtisgfEgoéﬁgﬁocggglﬁy_
Theplap s t hr d eelaed st er
to those of Chekhov i na& smbitaboumesfbtedk swpuibarehousdsu ¢ k a
outside Dallas as well as a shared, haunted mindscape. Anne (Crystal Finn) is the oldest, a professor
with a husband named John §@eJ. Rosada) act ual |y itdéds Juan, but heo
0 who may or may not be gay and may or may not have married her for a green card. Isabel (Susannah
Flood) is the youngest: devout,selfacr i f i ci ng, possi blny carmser exiec ,cl|
Genevieve (Miriam Silverman) is in the middle. A sculptor with a straying husband called Steve (Ryan
King), shedés the kind of driven, skeptical <care
your | ife, 0 osfhehesrnaspssteaetr shotah warning thatodés mo


https://www.vulture.com/2019/04/theater-review-a-dizzying-messy-texas-family-in-plano.html
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