


      second edition of our new publication, OnStage. 
As with the first issue you will find illuminating articles and interviews which give 
greater context to our spring mainstage, William Shakespeare’s Measure for Mea-
sure, as well as information about the other exciting performances taking place this 
semester.

Spring on our campus is a period of wondrous transformation. Dormant trees teem 
with visual life, and that which seemed lost to winter returns anew. This strikes me 
as an ideal time for Measure for Measure, Shakespeare’s so called “comedy” now 
widely considered a “problem-play” along with All’s Well That Ends Well, Troilus 
and Cressida, and sometimes The Merchant of Venice and Timon of Athens. Full of 
shifting tones, dark drama and broad comedy, the encompassing world of Measure 
feels alarming contemporary in its plurality. Measure for Measure, like spring, is un-
predictable and dynamic. It erupts with life. It rejects the cold hard freeze of winter. It 
promises summer. But is it as simple as that? Of course, the answer is no, but perhaps 
this is why we return so often to Shakespeare and his “problem plays.” They seduce 
us with complexity and confound us with unanswerable questions. 

Associate Professor Stefan Novinski is directing Measure for Measure with designs 
by Associate Professor Susan Cox and Affiliate Assistant Professor Will Turbyne. We 
are also grateful to welcome back former professor Tristan Decker (now a professor 
at TCU) who is returning to the MJT to design lights. Professor Novinski’s production 
offers us a view into Shakespeare’s problem play via the lens of film noir. I think you’ll 
be thrilled to see how the marriage of noir and Measure for Measure offer insights 
and new questions for us all. I can’t wait to see it.

Following Measure we will present three senior studios, April 28-30. This semester 
Paul Lewis directs Moliere’s farce, The Doctor in Spite of Himself, Matthew Sawczyn 
directs the drawing room comedy, A Marriage Has Been Arranged, and finally, Ali 
Sentmanat directs Chekhov’s popular farce, The Bear. Each promises to delight and 
amuse—and sell out—so make your reservations early!

Enjoy the secosnd issue of OnStage, and I invite you to join us for a semester full of 
rich and dynamic stories from our student artists!

 Kyle Lemieux
 Chair, Drama Department

 ONSTAGE
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Measure for Measure is a comeDy that does not seem like one, 
for comedy as a rule ends in marriage; hope and life always 
succeed. Yet Measure is obsessed with death as deadly 
stakes are taken and gambled with; Claudio is urged to seek 
death over life, prisoners are sent away to be executed on 
a whim, and Isabella must decide if her virtue is worth the 
death of her brother. Traditionally, morality 
has hardly mattered in comedy: nothing is 
funnier than arranging the perfect affair and 
duping everyone else. Yet the primary strug-
gle of this comedy is in determining exactly 
how much gravity a sexual act holds: is sexu-
al morality heavy enough to be measured in 
death? 
 Shakespeare wrote Measure for Mea-
sure in 1604, shortly after the death of Queen Elizabeth I. 
It followed a successful career of comedies and histories, 
and it introduced a new period of darker comedies and, ul-
timately, tragedies. Three of Shakespeare’s plays—Measure 
for Measure, All’s Well that Ends Well, and Troilus and Cres-
sida—have come to be known by scholars as his problem 
plays: while following the nominal formula for a comedy, 
such as marriages at the end, they contain elements and a 
plot line that would be more fitting for a tragedy. 
 Until the twentieth century, critics harshly rebuked 
Measure as a badly-written play: “Shakespeare tak[es] ad-
vantage of [the audience’s] stupidity,” said poet Robert 
Bridges, and Victor Hugo remarked with disappointment 
upon Shakespeare’s “arbitrary determination to dream” 
(The Problem of Measure to Measure, Rosalind Miles). Un-
explained motives, an inconsistent Isabella, an inhuman An-
gelo, a “stage puppet” Duke, and an unsatisfying ending 
convinced scholars that, for once, Shakespeare had no idea 
what he was doing.
 Yet in the twentieth and twenty-first centuries, inter-
est in Measure has revived. According to Dr. Scott Crider, 
Associate Dean and Professor of English at the University 
of Dallas, the play resonates deeply with modern struggles: 
the relationship between state, religion, and sexuality, and 
the stark reality of staring into the face of death. The “strain 
of sex-nausea,” as scholar Dover Wilson describes it (Miles), 
resonates with an audience familiar with post-World War lib-
eralities and repression, free love, and government battles 
over marriage laws.

Angelo and Isabella
Angelo is given power by the Duke over a city rotten with 
licentious behavior. His name suggests he is angel-like, inhu-
man in his rigid rejection of any sexual weakness. The violent 
shift between Angelo as a pillar of disciplined morality and 
depraved perverter of goodness seems shocking. He sud-

denly wants to abuse Isabella sexually because 
she is good. This shift indicates what Crider calls 
“one of Shakespeare’s pieces of wisdom: true 
temperance does not result from sexual repres-
sion, which flips into violent sexual abandon.”
  As backdrop to the personal drama be-
tween Angelo and Isabella is a city of brothels or-
dered to shut down. We become acquainted with 
the women who run them, their customers, and 

the law enforcers who are intent on putting  both bawds and 
customers behind bars. Originally seeming contemptible 
when compared with Angelo’s pristine morals, the bawdy 
houses add a new lens to his attempted rape of Isabella. A 
fundamental misunderstanding of the role of sex, the treat-
ment of women, and the nature of marriage spreads across 
the entire society. Dr. Crider refers to the society’s fallen view 
of marriage and sex as the “marital economy” in which Isa-
bella must choose whether or not to partake. Her free delib-
eration, in contrast with rape and prostitution, is, in Crider’s 
words, “the true triumph over the degraded sexualities of 
the city,” and “the corrective to the city problem.” 

Above Opposite: Elizabeth LaFrance as Isabella. Above: Regina Wasilews-
ki and Mary Armato as the bawds Mistress Overdone and Kate Keepdown. 
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The Duke
 Interpretations of Duke Vincentio range from Christ-figure 
to fool to an Iago-like villain. He is often read as an all-know-
ing father, who carefully crafts each encounter and its con-
sequences. He can also be interpreted as one of the com-
ic characters, out of control and swept along in a wave of 
events he is entirely ignorant about. Perhaps Lucio’s accu-
sations against the Duke of womanizing and illicit business 
are true; after all, prostitution is rampant in the city, and has 
gone unchecked for so long. There is evidence for each in-
terpretation, making Vincentio one of the most enigmatic 

characters in all of Shakespeare. 
 For instance, in his essay “Measure for Measure and 
the Gospels,” G. Wilson Knight points out that in a society in 
which every character criticizes others, Vincentio alone can-
not bring himself to pass judgement on others; he sees that 
“all passions and sins of other men have reflected images in 
his own soul.” Surely he cannot enforce justice, giving mea-
sure for measure, if he himself is guilty in some degree of the 
sins he is punishing. As a Christ-figure, Knight suggests the 
Duke can be seen as a prefigurement of Prospero, almost 
divinely dignified and shaping the entire plot of the play. 
 However, Shakespeare critic Harold Bloom takes the 
opposite view when he claims that the prisoner Barnardine 
is the central character of the play. If Duke Vincentio’s en-
couragement of Claudio to reject life and embrace death 
reflects Vincentio’s true feelings—if he really sees life as 
empty and purposeless—then the arbitrary laws do not re-
flect right and wrong so much as Vincentio’s contrived sys-
tem of order, which Bloom sees as ultimately purposeless 
and death-based. In Bloom’s reading, Vincentio takes a role 
parallel with that of Iago, acting maliciously without reason. 
Thus, when Barnardine simply refuses to die, he refuses to 
play into the nihilist order, exposing the Duke’s actual pow-
erlessness to control the life and death of his subjects.
Simon LeMaire, playing the role of Duke Vincentio, inter-
prets the Duke as a man who, unable to influence society 

and “so weighed down by the abysmal worthlessness of his 
reputation,” finds it necessary to “take on a mask to have 
any impact. Since civil justice has failed him, he picks divine 
justice to be his mask to see what effect the highest power 
has on his apathetic subjects.” In making others go along 
with his plans, he attempts to build a better community. Ulti-
mately aware of his dependence on others, he finally “drops 
his self-inflicted vow of celibacy and turns an eye toward 
marriage.”

The Ending
The characters are not the only enigma of the problem play. 
The abrupt ending seems disconcerting; suddenly a shift oc-
curs and what has seemed a tragedy becomes a comedy. 
The play ends with either three or four marriages dictated 
by the Duke (depending on the interpretation of Isabella’s 
silence), yet none of them, as Bloom points out, excepting 
perhaps Juliet and Claudio, can be imagined to be happy 
unions. Nevertheless, loose ends are tied up and marriage 
wins; satisfying or not, the frame of comedy is appeased. 
 Even more disconcerting is Isabella’s silence as her 
future is decided for her by Vincentio. She was rigidly dedi-
cated to leading a life of chastity, abstinence, and poverty as 
a nun very recently, yet now she makes no audible objection 
to marriage. She is certainly capable of stating an opinion, 
for she is well known for her “prosperous art” and ability 
to persuade. Dr. Crider notes that “Shakespeare does what 
neither the Duke to a lesser degree nor Angelo to a greater 
can do: preserve her freedom to choose. She may marry the 
Duke; she may return to the cloister; she may do neither: 
the play is simply irreducibly ambiguous. In the silence at 
the end of the play, one of Shakespeare’s great orators says 
nothing."u

 Above: Simon Lemaire as Duke Vincentio and Zeina Masri as Escalus. 
Below: Elizabeth LaFrance as Isabella kneels before the Duke. Opposite 
Above: Paul Lewis and Noah Kersting as Gentlemen and Nicholas Moore 
as Lucio. Opposite Below Left: Rachel Polzer as Juliet and Samuel Pate as 
Claudio. Opposite Below Right: Magaret Boyd as Pompey. 
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The Trees were jusT beginning To buD, but rehearsals for Mea-
sure for Measure were well under way when I had the privi-
lege of sitting down with lead cast members Simon Lemaire, 
Elizabeth LaFrance, and Edward Houser. Simon plays the 
Duke Vincentio, who spends most of the play undercover as 
a friar. Elizabeth plays Isabella, a postulant whose brother has 
been sentenced to death. Edward plays Angelo, whom the 
Duke designates to take charge in his absence. The fishbowl 
offered us protection from the elements and the illusion of 
being outdoors so that the actors could comfortably share 
their insights into this semester’s Main Stage production. 

JL: What were your first impressions of your characters?

SL: The first time I encountered the Duke, I forgot the Duke 
existed. I auditioned for him thinking, “he’s only in the be-
ginning and the end, right?” 

EL: In my first reading of the play Isabella was very naive in 
the beginning, and she wasn’t at the end. But since then 
[I’ve realized], she is ripped out of this security she seems to 
have always had, and she has a lot of little things she has to 
deal with in discovering what the world is really like. It’s been 
fun to figure that out. It’s something we’re very familiar with, 
comparable to the “UD Bubble” effect.

EH: When you first encounter Angelo in the play he seems 

like a flat character. He’s pretty much the embodiment of 
the law, but once he meets Isabella everything begins to fall 
apart for him. The play for him is about discovering evil with-
in himself. He’s definitely a mixed bag, but I like him. 

JL: Ed, you say Angelo’s a mixed bag, and I would defi-
nitely agree. How would you describe his motives?

EH: Through when he meets Isabella, all he’s conscious of 
in his motivation is his extreme devotion to the state. But 
when he meets Isabella he becomes aware of this underly-
ing, unconscious “Id” that he’s been suppressing all these 
years, which starts rearing its ugly head. His motivations are 
conflicted between an extreme legalism and this intensely 
passionate side that emerges. 

JL: Simon, what do you make of the contrast between 
the Duke as ruler and the Duke as hero?

SL: It’s truly an opportunity to watch someone grow. Some-
thing we’ve talked about is the Duke being a leader who is 
caught up in the idea of what it means to lead more than he 
is in leadership. He’s always thinking about reputation, but 
he doesn’t have to worry about his reputation when 
he’s masked, so he’s able to help people—something that I 
think he always wanted to do. 
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JL: Elizabeth, how does Isabella balance her love for 
God and her love for her brother, Claudio, throughout 
the play? 

EL: It’s definitely hard for her at times because she believes 
he is as virtuous as she is, but then he doesn’t fit that mold. 
So much of this play is about forgiveness, and she definitely 
loves her brother, and it’s hard for her to separate herself 
from him because he’s not holding himself to the standards 
that she expects. But, ultimately, her love for God is the most 
important thing. 

JL: Forgiveness is a huge theme, yet Shakespeare uses 
confession as a plot device. How do you reconcile those 
two things? 

EH: In a world without confession it’s very hard to find gen-
uine redemption after very real sin. Shakespeare’s definitely 
playing with society’s expectations, as he likes to do, espe-
cially given that a lot of the Duke’s confessions wouldn’t be 
valid confessions and that Shakespeare is writing in Protes-
tant England. It’s actually really beautiful given that the play 
winds up being about a total act of free forgiveness. 

SL: Forgiveness is the only theme that goes on the opposite 
journey of every other theme in the play. At the beginning 
we see a world obsessed with absolutes, and the Duke goes 
on this journey of embracing relativity in a way. In the begin-
ning forgiveness and confession are just a thing he does, but 
at the end of the play the only absolute standing is absolute 
forgiveness.

JL: Elizabeth, How do you imagine Isabella responds to 
the Duke’s marriage proposal, and how does that affect 
your portrayal of her character?

EL: I think it’s the portrayal of the character that affects that 
decision. Because it’s ambiguous in the script, she can make 
the decision on her own. It will take until opening night for 
us to figure it out. 

JL: What was your first impression when you found out 
the show would be in film noir? 

EL: The great thing about film noir, especially at this point in 
the process, is it doesn’t feel forced at all. It fits, and we’re 
discovering every day a new aspect of how the characters fit 
the film noir archetype. It’s not something like, “we’ve decid-
ed to do it this way and now we’re putting it on the play”; it’s 
much more natural. 

JL: Can you give us some in-
sight into what that means 
for each of your characters?

EH: The great thing about film 
noir is that a lot of the charac-
ters are characters in crisis. As 
I move into this crisis between 
my two emotional poles, I’m 
using film noir as another way 
to look at a soul in crisis, and it has opened up what Angelo’s 
particular crisis might look like.

SL: You could always call the Duke’s actions an investigation, 
but when you use the Noir lens it becomes a focused goal: 
I need to fix myself by doing this, getting this information. 
Something film noir does is takes the morality of my goal 
out of the question. I get to look at him as a human person 
rather than a morality experiment. 

EL: In the same vein of freedom, I feel like film noir frees me 
to feel strongly because it’s filled with extremes—light and 
dark, good and bad. I’m free to feel in the moment that this 
is terrible and I don’t have to wonder whether I should feel 
bad about it. It’s very immediate and intense. 

SL: This is Shakespeare’s first play in Jacobean England, and 
the world very much was chaotic. We have this new ruler, 
and he’s not Elizabeth—he’s the son of Elizabeth’s enemy. It’s 
a commentary on that time for Shakespeare. I think if we did 
it period, we would have to constantly remind ourselves that 
this is a world that is unbalanced. Noir is something we have 
modern associations with, and we can use it to understand 
this play as the film noir of Shakespeare’s life.

EL: It’s a lens that brings that entirely into focus.

SL: It’s not changing the play; it’s changing the audience’s 
view to help them see Shakespeare.u
Above opposite: Edward Houser as Angelo and Elizabeth Lafrance as Isa    

bella. Below: Simon Lemaire as the Duke.
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in shakespeare’s Measure for Measure, the lines between sinis-
ter and light-hearted, pure and vile, tragic and comedic are 
blurred. Opposites are intermingled, and the audience is of-
ten left in a state of confusion and uneasiness after reaching 
the end. The characters do not fit into the clearly-defined 
archetypes of hero and villain as they do in other Shake-
spearean plays, and even the genre is impossible to place, 
making it a “problem play.” Before the 1960’s, it was almost 
unperformed because it presents an immense interpretive 
challenge. Yet, in our production, something new has been 
brought to the table—an element which has brought vibran-
cy to the characters, clarity to the plot, and has shifted the 
final questions from unnerving to thought-provoking. The 
new element? A stylized layer of film noir.

 Though the name may be unfamiliar, this genre of 
film is quite commonly parodied and easily recognizable: 
cigarette smoke billowing in a detective’s office, flickering 
streetlamps casting shadows through the blinds, and fast-
talking dames seeking a way out of trouble. These classic 
black-and-whites from the forties like The Maltese Falcon, 
Double Indemnity, and Touch of Evil portray blurred lines 
that correspond directly to the tension that imbibes every 
element of Shakespeare’s problem play.
 So what is it that makes this genre of film an ap-
propriate style for a Shakespearean problem play? First of 
all, the anxiety of the time-period of film noir closely mirrors 
that of Measure for Measure. It was Shakespeare’s first play 
of the Jacobean period—Queen Elizabeth I had died, and 
the monarchy had been passed to James Stuart. The Jaco-
bean period included rather dark plays which portrayed the 
anxiety of the time and 
a tangi- ble mistrust 
of politi- cal authority, 
as seen in the Duke’s 
character in Measure 
for Mea- sure. The film 
noir style hit its peak in 
the post- war era of the 
forties and fifties, which exhibited similar anxieties. Accord-
ing to Dr. Scott Churchill of the psychology department, this 
genre was a response to the tension and uneasiness felt by 
the soldiers who were “coming back to a country that they 
felt a bit alienated from.” Many men were returning from 
war only to find that their spouses had been unfaithful and 
that their jobs were now occupied by women. These circum-
stances, coupled with the trauma from fighting, led many 
to depression and alcoholism. The angst and uncertainty of 
the time led to the creation of films with dark themes and 
unpredictable twists of deception and crime, just as the Jac-
obean period produced Shakespeare’s darkest tragedies 
and problem plays. Both time periods were characterized by 
uneasiness and a lack of trust, which is one reason the film 
noir aesthetic works so well with the play.
 In both film noir and Measure for Measure, there is 
a common thread of deception and ambiguity: “In Measure 
for Measure we don’t have a clear sense of heroes and vil-
lains. We have lots of complex characters who are a mixture 
of both of those things. Film noir works well with that be-
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cause it was playing off of the ambiguity of characters and 
the ambiguity of how people relate to each other,” Churchill 
explained.  Duke Vincentio, the main character of the play, 
is often referred to as the “Duke of Dark Corners.” In a very 
Machiavellian style, he dons the robe of a cleric, allowing 
him to spy on his subjects. His absence then causes the main 
conflict of the show, so in some ways he can be seen as a 
villain, yet his motives are never clearly described—and at 
the very end he steps in to save the day. So which is he: hero 

or villain? The characters of Claudio, Angelo, and Lucio are 
equally impossible to categorize.These themes of decep-
tion and ambiguity are brought to life through the shadowy 
aesthetic of film noir. The style was inspired by the German 
Expressionist movement of the teens and twenties. German 
Expressionists used wide lens cameras, innovative angles, 
and light- ing tech-
n i q u e s t h a t 
p l a y e d with light 
and shad- ow to 
create a sense of 
a n x i e t y for the 
v i e w e r s . Their tech-
n i q u e s w e r e 
“brought in to cue the audience from the beginning that 
there were sinister things that were going to occur,” said 
Churchill. On stage at the Margaret Jonsson Theater, these 
lighting and design techniques will be used as well to accen-
tuate the mystery and suspense of the show which will be set 
on a street corner of Havana, surrounded by an aesthetic of 
deteriorating grandeur. In this ambiguous universe of film 
noir and the Duke of Dark Corners, Churchill asks,“Will what 
we see be what we get? Or is what we’re being told just the 
surface of an iceberg with a whole depth below it that we 
don’t know yet?”u
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Opposite: Noah Kersting as Froth. Above: Nicholas Moore as Lucio and         

Anthony Spurgin as Elbow. Below: Simon Lemaire as Duke Vincentio, Ed-

ward Houser as Angelo, and Zeina Masri as Escalus.



shakespeare’s Measure for Measure is anything but ordinary. 
In this play, the Bard combines everything that makes both 
comedies and tragedies great into one phenomenal prob-
lem play that grasps audiences and readers alike. Director 
Stefan Novinski is bringing this play to life and adding his 
own personal touch to it by encompassing the eerie film noir 
aesthetic. We sat down to discuss Measure for Measure and 
the development of the play as a whole.

NM: Tell me a bit about why you choose to produce Mea-
sure for Measure.

SN: I’ve been fascinated with the play for 20 years. It’s one 
of Shakespeare’s problem plays, so I 
was drawn to the strange mix of vibrant 
comedy and deep pathos. It’s also a 
very UD play in the sense that it has 
great political questions. I remember 
reading it as a grad student, and after 
finishing the play we ended up having 
more questions than answers. The nature of justice in this 
world is tricky. I also had a good acting pool: we had a won-
derful mix of really good and funny actors. It seemed like a 
good fit.

NM: Have you encountered any surprises or difficulties 
during the development of the play?
SN: We’re setting it in the 1940’s in a film noir world, so the 
real surprise is how well that works. We’ve discovered that 
the play can be incredibly dark, so much that it is set in a 
prison. Simultaneous to that, the play is weird. It changes 
course violently and pulls these 180’s. There’s not just one 
fool—in a sense, there are three or four. It’s pulling us back 
and forth, and we have to follow it. 

NM: How does the show tread the line between being a 
comedy and tragedy?

SN: They call it a problem play because it 
starts out as a tragedy and then reverses 
course and ends as a comedy. It’s almost 
two different visions of the same problem. 
It begins with a tragic vision and ends as a 
comedy. The Duke has to grow to learn how 
to lead; Angelo and Isabella have to grow in 

self-knowledge. One of the things that drew me to this play 
is the question of the nature of effective leadership. How do 
you govern? Is it through example, law, punishment? How 
does one inspire people to govern themselves? The Duke 
thinks people will govern themselves, but he’s wrong. A 
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good state needs strong laws. But how strong?

NM: What inspired you to add the film noir element to 
the play? 

SN: It’s a funny process because it’s never linear. Working on 
the play, I knew Vienna was fake. Shakespeare never went 
to Vienna; the play was just set there. I always felt like the 
play was warm. Vienna didn’t feel warm; rather, it felt cold to 
me. I also wanted a very 
C a t h o - lic place. The 
mythical Vienna didn’t 
feel like this. I was 
l o o k i n g for a more Ca-
r i b b e a n tropical island 
feel. Our costume de-
s i g n e r , Susie Cox, was 
l o o k i n g at the 40’s, and 
it dawned on me that the 40’s was film noir. With film noir 
you’re dealing with a cosmos that is on shaky ground. It’s 
post World War II and the atomic bomb, and the world has 
changed. Theater happening in a world that has changed 
is exciting. Everything in film noir is heightened; everyone’s 
on edge: you’re on sensory overload. It works brilliantly. You 
get the urban, the need to govern, the spooky and crazy and 
people paralyzed with fear.

NM: Have any of the actors struggled bringing the film 
noir aspect to the play? 

SN: No, it’s actually freed them. Shakespeare is so difficult 
that giving them a new lens or filter helps them see other 
aspects that they hadn’t necessarily seen before and gives 
the play shape. It freed many of the actors. It freed me to 
discover things like who the strange characters like Mariana 
really are. Noir helped me ground the play.

NM: How do you think the audience will respond to the 
film noir element that you’re adding to the play? 

SN: I hope it helps them hear the play and it helps ground 
them to the world of the play so that there’s a sort of short-
hand they recognize that in some ways Shakespeare’s audi-
ence would have recognized as well.u
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Opposite: The cast of Measure for Measure rehearsing under the direction 
of Professor Stefan Novinski. Top: Zeina Masri as Escalus. Center: Edward 
Houser as Angelo. Bottom: Nicholas Moore as Lucio.



associaTe professor Susan 
Cox (costume design) and 
Affiliate Assistant Professor 
Will Turbyne (set design) 
share the joys and challeng-
es of setting Measure to 
Measure to film noir.

CM: How has film noir in-
fluenced the set design 
and costume design?

WT: Shakespeare is often 
done on a unit set, so you 

create some sort of standard look that you then change 
through lighting, through scenic pieces, through furniture, 
to go to all the various locations that Shakespeare takes us 
in his writing. The idea of the street or an alley of this “under-
world” is a theme throughout all of film noir. I started look-
ing at a degraded, deteriorating inner-city look. The play is 
written for Vienna, and I don’t know how we 
got there, but something drew me to Hava-
na. The architecture of Havana is this Euro-
pean architecture, but in the Western hemi-
sphere. Through doors, through some film 
noir conventions, shutter doors with great 
backlight, jail bars, dirty windows, broken 
plaster, we’re creating that world. Noir as a 
genre is about the struggle between what 
we consider good and evil in a world in which both exist. It’s 
not black and white, even though most of them were filmed 
in black and white.

SC: It’s such a wealth of research. When you talk about film 
noir, you’re talking about a genre within a period of time 
that goes from generally the mid-thirties until the fifties. We 
decided to concentrate on the forties, that very confused 
time worldwide, as an appropriate place to set the tone of 
the play. When you’re looking at film noir, you’re not real-
ly looking at research of the period. Your primary research 
point is the film, which has its own version of the period that 
it’s depicting.

CM: In any Shakespearean play, and particularly in Mea-

sure for Measure, a lot of action takes place. How do you 
maximize space in the MJT?
WT: It doesn’t matter if you’re talking about the MJT, which 
is about 14 feet wide at its widest, or if you’re talking about 
Radio City Music Hall, which is about 120 feet at its widest. 
There’s no more space than what you have. We have to be 
creative about it. You also have to trust your audience to 
go with you. There are columns and archways in this show 
that are never going to go away, and they’re always going to 
be in the same place. You have to understand that when the 
lights change, the sound changes, and certain elements of 
the scenery change, the story is taking us to a new location.

SC: That’s part of theatrical magic. You make a set of con-
ventions, and those are the rules. And then people believe 
them. If you’re clever, as Will is, it makes it easier to believe 
them.

CM: Film noir is traditionally in black and white. What 
challenges has this presented in your costume decisions?

SC: Film noir is not, other than literally, in 
black and white. People supply color to 
all black and white films. When you watch 
a black and white film, do you come away 
seeing it in your head in black and white? 
We supply color where there is none be-
cause we reference value.

WT: I’m reminded of the Calvin and Hobbes where Calvin 
asks his dad about black and white and color, and his dad 
explains that color was invented in 1928.

CM: What hints has Shakespeare given you from the 
script as you are working on the set design and costume 
design?

WT: There’s some freedom. I don’t think it mattered as much 
in Shakespeare’s day. They didn’t have film. Naturalism and 
realism has become the standard theatrical convention of 
our time. The origin of theater was standing in front of the 
campfire and describing the hunt that happened that after-
noon. That’s where theater comes from.

The Designers: 
Bringing Color to Film Noir

By Carolyn Mackenzie
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Noir as a genre is 
about the struggle 
between what we 
consider good and 
evil in a world in 
which both exist.



SC: The people listening to the guy describing the hunt cre-
ate the hunt in their own minds.

WT: It’s about trusting your audience to fill in the voids. Get-
ting back to Measure for Measure, there’s a lot of freedom 
to play around with location. Being in the American theater 
there’s this middle ground. We don’t necessarily do Shake-
speare on a bare stage with no scenery as he did and as 
some companies do. There are also creative opportunities. 
We’re going to have a nightclub as opposed to a place out-
side of town in the script.

SC: For me, it’s making who the characters are and what they 
say clearer, where they are on the socio-economic scale, 
what their status is.

CM: Film noir has several stock character types, such as 
the detective, the heavy, the femme fatale, and so forth. 
How does this help or limit your designs?

SC: We play into those types. One of my teachers used to 
say, “Never shun the obvious, but never settle for the super-
ficial.” Your bad guy in this particular world is not disguised

as anything else. He’s a proper villain. He’s the heavy; the 
Duke is the hero, although in the script that’s kind of ques-

tionable.

WT: Which is one of the things that makes film noir such an 
interesting choice for this piece, because there is the rise of 
the anti-hero. You’ve got the hooker with the heart of gold 
and the troubled hero struggling to make the right choice.

CM: What has been the best part of your work on Mea-
sure for Measure?

SC: The people. It’s been such a blast to watch the students 
in rehearsal, in the shops. That’s what makes this school so 
interesting to me. The people that we work with are smart, 
engaged, driven. They’re really looking for not just answers 
but questions. Always for theater it’s that group effort to 
make something that’s interesting.

WT: I echo what Susie says. It’s working with the students, 
building the scenery. There’s something about creating 
something that you can look at, that’s there, and working 
with the students to share that joy.u

Above Opposite: Design for Mistress Overdone. Below, Top Row, L to R: 

Duke Vincentio, Juliet, and Froth. Bottom Row, L to R: Mariana, Isabella, 

and Escalus.
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Mary Armato
Messenger Servant,

Kate Keepdown

Jackson Berkhouse
Barnardine

Magaret Boyd
Pompey

Jarrod Harper
Officer

Alex Henderson
Friar

Mary Shannon 
McFall

Prioress

Simon Lemaire
Duke Vincentio

Elizabeth LaFrance
Isabella

Ed Houser
Angelo

Noah Kersting
Froth

Regina Wasilewski
Mistress Overdone

Sandra Twetten
Mariana

14

Paul Lewis
First Gentleman, 

Abhorson

Zeina Masri
Escalus

Nicholas Moore
Lucio

Samuel Pate
Claudio

Rachel Polzer
Juliet

Matthew Sawczyn
Provost

Anthony Spurgin 
Elbow

The Cast of     

 Measure For Measure 
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Senior StudioS
April 28-30, 2016
A Marriage Has Been Arranged
Written by Alfred Sutro
Directed by Matt Sawczyn

The night of an extravagant Victorian ball, unrefined Mr. 
Crockstead and icy Lady Aline withdraw to a private con-
servatory to discuss their socially arranged engagement. 
There’s just one catch: they despise each other. Will they 
settle for this heartless marriage, as propriety demands? Or 
will they risk opening themselves and find true connection 
and intimacy at last? 

The Doctor in Spite of Himself
Written by Molière
Directed by Paul Lewis

This fast paced, witty farce follows the drunkard lumberjack 
Sganarelle as he tries to navigate through the twists and 
turns of suddenly being proclaimed a doctor. With this sud-
den change of profession, Sganarelle must “cure” Geronte’s 
daughter of a  mysterious illness.

The Bear
Written by Anton Chekhov
Directed by Ali Sentmanat

The Bear is a fast-paced and witty Russian farce. Chekhov 
called it a ‘French Vaudeville’. The story features a widow 
named Popova who is mourning the death of her ill-be-
haved husband. Smirnoff enters demanding 1200 rubles 
(about $75,000) that Popova’s late husband owed him, Pop-
ova refuses to give him the money, resulting in the two fight-
ing about men and women and which is the better sex. First 

a Russian duel is proposed and then a marriage.

After HourS SerieS
Women Warriors of History
Date: May 5, 2016 
Time: 8:00 pm in Carpenter 240

Women Warriors of History is a one-woman show devised 
by Esther Sequeira with the aid of Susan Cox. It is a look at 
various warrior like women throughout history that inspire 
and intrigue us today. Through a compilation of personal 
letters, speeches, poetry and song, Women Warriors of His-
tory celebrates strength, integrity, and courage of women 
throughout all ages.

depArtment of modern lAnguAgeS
Dashing Doctors: 
An Evening of French Theater
Date: April 21, 2016
Featuring: Une Visite Médicale, Romain’s Dr. Knock, and 
Molière’s Le Médecin Volant.

In this collection of classic, witty comedies, we see three 
doctors attempting to make sense of the bizarre patients 
who come to them. The plays will be performed in French 
with English introductions and explanations.

Left: Zeina Masri offstage during rehearsal. Above: Jackson Berkhouse as 
Barnardine.

Upcoming Events at the MJT




