


What creates a community? And more importantly, 
what allows a community to survive, even in the 
harshest conditions? These are the questions that the 
University of Dallas Drama Department has asked 
— and tried to answer, at least partially — through 
performance. 
  
This fall, we are pleased to share with the audience a 

UD-centric version of Love’s Labour’s Lost. For the first time since our production 
of Hamlet in 2017, we are putting on Shakespeare. But this particular mainstage 
production is, admittedly, one of the weirdest things we’ve ever done.
 
Living through history certainly has its disadvantages. For us, at least for the time 
being, we have lost the privilege of live theatre. After much deliberation, however, 
we as a department refused to let the loss of this privilege hinder us. Instead of 
giving up on mainstage theatre in the middle of a ghastly pandemic, we decided 
to adjust to new conditions. Through no small effort from our actors, designers, 
and, in this case, editor, we have transformed an unfortunate disadvantage into 
a fantastic opportunity for creative, interesting theatre… on Zoom.
 
It is true we are living in a time of constant flux. All that means, to us, is that we 
get an opportunity to question what theatre really is, to dig deep and find out 
what we can really give to a performance. What is the through-line in an ever-
changing world? And why is it theatre? This semester, we get to explore a side 
of drama that is ironic, but not quite contradictory: performing without a stage, 
an audience, or even fellow actors present in the same general vicinity — yet still 
creating something bold, compelling, and human.

What we’ve done here is utilize our technology-engrossed world to deliver 
what has become an affectionate love letter to UD. The timeless nature of 
Shakespeare’s writing has allowed us to augment Love’s Labour’s Lost, a play 
about academia (and the pursuit of love in academia) to include our very own 
academic community in the narrative. By toying (this is a play, after all) with 
location and emphasis on UD’s unique culture, this production has given us a way 
to uphold our community and honor our traditions, especially at a time when the 
concept of community is threatened by isolation.

This issue of OnStage, like our production, is unlike anything we’ve had in the 
past. We hope you find it just as bold, compelling, and human as the show. Enjoy.

Stefan Novinski, Chair of the Drama Department
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“WHAT IS THE END OF STUDY, LET ME KNOW?” asks Be-
rowne in the opening scene of Love’s Labour’s Lost. “Why, 
that to know which else we should not know,” replies the 
King of Navarre. 
 Each student has been in Berowne’s position. At 
least once, each of us have wondered what the point, the 
telos, the end of education is. We stay up late, we stress 
about assignments, we trudge to class, and we try to learn 
as much as we can for the sake of our 
education. Sometimes, though, that 
may not feel like enough — because it 
isn’t. 
 If we must suffer to some de-
gree for our education, there must 
be some relief, right? Not to King Na-
varre. At the start of Love’s Labour’s 
Lost, the King proposes a three-year plan to reject women, 
food, and sleep for the sake of study. In doing so, he ef-
fectively attempts to deny himself and his three attending 
lords not only physical needs, but another vital necessity: 
community.
 It comes as no surprise, then, that Berowne hes-
itates! Education — especially higher education — is, in 
many ways, a reward in itself. It is a privilege that none are 
guaranteed, and one that many covet. However, the op-
portunity to be educated and attend college, as much as 
it is a great privilege, is an absolutely miserable endeavor 
without community. Humans are social creatures, after all, 
and if we cannot enjoy food, rest, or each other’s company, 

the lustre of that great privilege inevitably begins to wane. 
 Yet being together, working diligently together, or 
suffering together for an education does not necessarily 
create a community —  as the King and his friends make 
evident. So, the question is: what creates community? And 
more importantly, what sustains it? Here at the Universi-
ty of Dallas, we live, work, and suffer together. That much 
is guaranteed. But our community is forged by our shared 

experiences beyond the classroom. 
Thus, our community is sustained by 
those experiences we have again and 
again, and return to every year: our 
traditions.
 Every theatre enthusiast, actor, di-
rector, and playwright has wondered, 
in a similar fashion to Berowne: what 

is the end of theatre? Is it to let us witness a mimesis, or 
experience a catharsis? Is it to exhibit our skill in acting, di-
recting, or writing? Is it simply to create something artful, 
in either a literary or performative sense? Could it be, per-
haps, to entertain, or teach us something? Or maybe we 
simply enjoy watching people. 
 These are certainly all true and important aspects 
of theatre. But, as the King says, the end is to know some-
thing, to gain something that theatre provides. And the-
atre provides an occasion for the community we so desper-
ately need.
 Traditional theatre typically involves a cast, a 
stage, a set, and an audience. But every performance is 

THE THREADS THAT BIND US: 
THEATRE, COMMUNITY, AND TRADITION 

by Ellissa Kiowski
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distinct; no two shows will have the same audience on 
the same day with exactly the same acting. The result, of 
course, is a relationship between the actors and the au-
dience that is irreplicable. In other words, theatre fosters 
community, because during a show, everybody gets a taste 
of the same sweet (or perhaps sour) slice of life together in 
one moment, never to occur again.
 So, why Love’s Labour’s Lost? Why set the play here 
at the University of Dallas? And why now? The answers are 
not quite “hid and barred … from common sense,” as Be-
rowne and many others may suspect. 
 We are getting this play now because we need 
community now more than ever — which means we need 
theatre, and a play that speaks to us a little louder than 
usual. That play is Love’s Labour’s Lost, because it is about 
attempted — and failed — isolation. It is about academia. It 
is about love, self-denial, and patience. And this semester, 
Love’s Labour’s Lost is about UD. 
 Why risk making Shakespeare seem kitschy by in-
tegrating UD references, you ask? Simple. Love’s Labour’s 
Lost has always been kitschy. An early comedy of Shake-
speare, the play is brimming with inside jokes, subtle ref-
erences that were only relevant at the time it was written, 
and almost excessive wordplay. So we decided to play with 
words, too. We added references to our own culture and 
our own inside jokes, placing ourselves directly into the 
narrative. The funny thing is, we fit right in.
 At this time, our community and the traditions that 
sustain it are all threatened by unprecedented, and certain-
ly unforeseen, circumstances. Regardless, our community 
exists, our traditions are alive, and normalcy will return. 
This play, which has become a love letter to our University 
and to our life here on campus, may be just the reminder 
we need.
 Right now, our lives are strange and our days are 
often anxiety-ridden. There is a problem the world cannot 
fix at present, and the only preventative measure we can 
take is to stay away from one another. We must, like King 
Navarre and the attending lords, deny ourselves commu-
nity. However, also like them, we are not wholly success-
ful. For the sake of public health during the COVID crisis, 

people all over the world have attempted to isolate and 
quarantine. But more often than not, we failed to remain 
isolated. 
 One of the results of this failure has actually be-
come the medium for our play: Zoom, an online tool used 
for video conferencing and communication. It has gained 
extreme popularity during the pandemic, and for good 
reason: if we cannot be physically near each other, we will 
do whatever we can to feel as though we are. Since the-
atre is currently compromised due to social distancing and 
other COVID-19 restrictions, we have had to overcome the 
loss of the stage, the set, the audience, and the communal 
experience of live theatre. Zoom theatre was an obvious 
choice.
 Although Zoom theatre certainly posed a daunt-
ing challenge initially, the UD Drama department rose to 
it splendidly. The cast is a mix of remote and on-ground 
students, and with the expert direction of Professor Stefan 
Novinski, design by Professor Susan Cox, and the techni-
cal capabilities of two students, Cameron Nottingham and 
Joseph Riordon, the show is as close to live theatre as we 
can possibly get. The actors get one performance to be re-
corded, edited, and placed humbly at the feet of our com-
munity, and though the audience is not collectively present 
in one location, we still get to witness a show that is un-
like anything that has ever been done before, especially at 
UD. What a testament to human adaptability! If we must 
be separated by distance, we need not be alone — and we 
certainly need not go without that vital necessity of 
community.
 If four young men in Shakespeare’s play cannot en-
dure the loss of community, it may be fair to expect that 
the entire world cannot endure it, either. The truth, as 
many have come to know, is that isolation is extremely un-
pleasant, and virtually impossible for mankind. We cannot 
remain separated from one another — not from our family, 
not from our friends, and not from the whole of our race. 
Not for long, anyway, because we need each other. And 
with the help of theatre, we will always find our way back.

Technical Director Cameron Nottingham with Stefan Novinski.                                                      Mary Traylor as Dull. 
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Professor Kyle Lemieux adamantly defends  
Shakespeare’s language from the criticism of being “hard 
to understand.” He affirms that Shakespeare is stylistically 
precise: when he wants to be clear, he is, and when he wants 
to be lyrical, he succeeds. In fact, the Bard’s work is known 
and treasured primarily for his mastery of English. Few of 
Shakespeare’s plots are original; if we continue to study his 
plays, it is because of his language. We are concerned with 
the how more than the what. However, it is not honest to 
completely discount Shakespeare’s plots while glorifying 
his language. Rather, the language of a Shakespeare play 
reflects the characters and their actions, greatly enriching 
a simple tale through the wealth of its linguistic style. 

Love’s Labour’s Lost was written at the beginning of 
Shakespeare’s career as a playwright. It is “the most heavily 
rhymed of all of Shakespeare’s plays” (Woudhuysen 49): 
nearly half the lines rhyme, and several poems intersperse 
the dialogue. Gollancz believes that “in its original form, the 
proportion [of rhymed to blank verses] was even greater,” 
conjecturing that “Shakespeare had not yet divorced his 
poetical form from his dramatic genius” (Gollancz vii). The 
style is similar to Shakespeare’s sonnets from the same 
time period. It is filled with linguistic playfulness: “punning, 
rhyming and metrical experimentation… repetition and 
allusion” (Woudhuysen 48), etc. Characters play off each 
other’s rhyming and metrical forms, as in Berowne and 
Rosaline’s conversation in 2.1.185-99. There is also a “heavy 
reliance on proverbs” (Woudhuysen 52). 

Unlike the explosive language, the plot is “the slightest 
of all Shakespeare’s plots… intrigue plays practically no part 
in it” (Gollancz viii). The lovers are symmetrically matched, 
and though Berowne has the most solo stage time, he is 

not a memorable protagonist. This play is about social 
interaction and communication: “it may be described as a 
drama of dialogue and satire” (Gollancz viii). The audience’s 
expectations are upended when “nothing is concluded” at 
the end.

Linguistic devices often reflect and deepen the events 
on stage. In his introduction to the Arden edition of the play, 
H.R. Woudhuysen notes the “series of puns about swearing 
to something… and being forsworn” (Woudhuysen 17). He 
suggests that by breaking their contracts and revealing 
flowery but unsubstantial poetry, the King and his lords 
“devalue language by making words mean what they want 
them to mean.” Referring to Hobbes, Woudhuysen says 
that “they deceive themselves and others” and “undermine 
its contractual basis and so society as a whole.” Thus Love’s 
Labour’s Lost can be seen as a “dramatic investigation of 
the contractual nature of language” (Woudhuysen 18). 
Perhaps, then, the lords deserve the inconclusive end to 
their romance, because those who treat language as a 
open-ended system of abstract signs cannot expect their 
own lives to end in a definitive way. 

A contemporary Elizabethan audience may not have 
perceived the depth of the language, but they would have 
reacted to the proverbs and references to political events 
present in the plot and language. Perhaps the play “owed 
its main interest to topical allusions… [explaining] its 
popularity in Elizabethan days and its neglect in modern 
times” (Gollancz viii). Adapting this play for a twenty-first 
century UD audience is the perfect way to revive its humor 
and make its exuberance enjoyable.

There are many other quirks to be found. For instance, 
a new character, Marcade, appears in Act V, interrupting 

IMPORTANCE OF TEXT IN LOVE’S LABOUR’S LOST
by Maylis Quesnel

Above: Caroline Kurdi as Margaret
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the playful revels with sudden tidings of death. The 
Princess interrupts his news (5.2.795), reminiscent of “the 
way in which death cuts life short” (Woudhuysen 50). 
Another example is found in the first scene, where Berowne 
foreshadows the play’s end. He complains to the King that 
their plan of study and fasting may not yield the intended 
results: “ And when it hath the thing it hunteth most, / ’Tis 
won as towns with fire—so won, so lost” (1.1.148-9). True to 
the explosion of Renaissance humanism and enthusiasm, 
Shakespeare revels in paradoxes and irony. 

The biggest paradox may be the ultimate failure of 
language. The lords wrote letters and poems and devised 
a lyrical skit to woo their ladies, but their labour comes to 
nothing. It would have been better for them to speak and 
live without affectation and ostentation—this might have 
made their suit much easier. As Woudhuysen says, language 
is a system of signs that “cannot express the thing itself, 
only an image of it” (29). Thus an exuberance of lyricism 
hinders communication and brings the hearer farther away 
from the truth. In a flourish of irony, Shakespeare reveals 
the danger of his greatest skill.

Works Cited 
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Below Left: Director Stefan Novinski and Ann Urbanski
Below Right: Ann Urbanski as Rosaline, rehearsing in the Drama Building
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I had the wonderful opportunity of meeting with 
sophomore Joseph Riordan, the editor, Professor 
Susan Cox, the costume designer, and Professor Stefan 
Novinski, the director, to discuss their work on this 
semester’s unique Zoom production of Love’s Labour’s 
Lost.

What made you decide to put on Love’s Labour’s Lost?

Professor Stefan Novinski: When the pandemic got 
worse, I was told that we couldn’t do it [the play] in 
person and that we had to do it over Zoom. I was pretty 
sure we would do a classic and I was pretty sure we 
would do a Shakespeare. So I went and looked at all of 
the Shakespeare. And then I vaguely remembered a 
production of Love’s Labour’s Lost that my colleague, 
Professor Lemieux, put on at UD. I read the play and 
thought that basically it’s a play about four undergraduate 
guys who swear off girls, food, and sleep so that they can 
become philosophers. And that sounds pretty much like 
that could happen at UD. I reached out to a couple alumni 
to ask them if it sounded like UD. The guys are trying to
avoid not just UD, but all fun. And then I found all these 
parallels between Charity Week and Love’s Labour’s Lost. 

Using Zoom as a platform for something as involved 
as a play can seem daunting. What are some of the 
positives of using Zoom in this reimagination of Love’s 

Labour’s Lost?

SN: There is an intimacy to Zoom which I cannot do in 
theatre. We had an alumni come back to watch a run-
through and Charlie Mihaliak had a line at the end of the 
play. And the next person’s Zoom was delayed. So Charlie 
was the only one left on screen and he just had a moment 
of just sort of thinking about what his character has been 
through.

Joseph Riordan: It is very different from other plays. Just 
thinking about Arms and the Man from last year, you start 
in a bedroom and you sort of get to know where you are 
as the play goes on as the dialogue reveals location and 
context. But for Love’s Labour’s Lost, we are starting with 
a location that people already know and that is something 
you don’t really get to see in theatre.

SN: I think that is a really good way to put it. In theatre 
when we make a set, we gradually come to know
what it is about. But in this case we are going to put you in 
a place you know perfectly and then come to
make you understand the story.

Susan Cox: What I think is a positive about doing this on 
Zoom is that it gives students new skills, new ways to 
look at language, and developing communication that is 
theatre-like. I think that it will be great for them in the long 

INTERVIEW WITH DIRECTOR, DESIGNER, AND EDITOR
by Bianca Aridjis-Olivos

Above: Director Stefan Novinski, Technical Director Cameron Nottingham, and Cast
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run to have these new skills and new ways of manipulating 
the media of communication. And the side effect of learning 
those new skills is learning new ways to think. It is sort of
related to learning a new language and a new vocabulary. 
I think that when you learn a new language that you are 
beginning to learn the same thoughts in different ways 
which make your understanding of ideas deeper and more 
profound.

Theatre seems to have such a close relationship with the 
community. With a Zoom play, how is the community 
fostered?

SN: We are able to create community by all the changes that 
we made to the script and what Joseph is doing. Because 
Zoom is a visual medium, Joseph is able to capture all the 
little things about UD and allow them to be recognized. 
And that is going to create a bond between everyone 
watching. Zoom backgrounds means that we can set the 
play in a specific location. And whereas Shakespeare is 
vaguely about location, he paints it with words. When you 
are on Zoom, it is about location. So then we decided that 
we can do all the locations about UD and make the play 
a love letter to all the places about UD that we love. And 
what we love about UD is Charity Week; it’s silliness, tuck-
ins, and the jail. So I asked Joseph to help me create the 
interstitials, or “montages” that go between the scenes.

JR: I sent out a call for old Charity Week photos which 
was pretty successful. I received a variety of responses. I 
received some old black and white photos. But one thing 
that I noticed is that multiple people sent me pictures of 
the same moment from last year. You probably remember 
when Dr. Hanssen and Fr. Thomas (Esposito) were on top 
of the jail. I think it is interesting because people still talk 
about that. And if we are discovering something about UD 

maybe it’s that students love how the professors are so 
involved. Just as I have been working on the montages, it 
has become clear that the favorite parts of Charity Week 
aren’t the mechanics of Charity Week but the memories 
and interactions you don’t expect to have during Charity 
Week (ex. you don’t expect to put your professor in jail).

SC: [Speaking about past theatre experience] In all those 
years, I have never seen people come together as they 
have as a result of both the virus and the technology that 
is supported to us. People are joining forces all over the 
world to continue the creation of theatre-like activities. 
Our responses have been remarkable. The outreach, the 
community, and people coming together from all over the 
globe. People are talking to each other in a way never before 
been afforded because of the new technology. And I hope 
that our production of Love’s Labour’s Lost is a continuation 
of that kind of community. We have come together from 
all over the campus and all disciplines to put together a 
theatre-like performance that will invite others to join us in 
a celebration of this campus, William Shakespeare, and our 
common bond.

How does the whole editing process work?

JR: What we are doing essentially is giving each actor a 
green screen and we will record every webcam separately 
which will be uploaded to a server. All the separate files will 
be downloaded and I will put them together depending on 
which actors are in a scene together. We are going to be 
going in by hand to create the backgrounds just so that it 
is more consistent. I am taking photos for the backgrounds 
and Susie is adding filters and layers to have a stylized 
effect.

SC: Stefan and I have worked together on just the style 

Sophia Garcia as the Princess of France.    Sebastian Luzondo as Don Armado.
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of the presentation and it has become a kind of a copy, 
modern looking world. So my job partly was to find a way 
to present very familiar views on the campus in a more 
modern, not exactly realistic, graphic novel way but that 
may change. The [background] is the most liquid thing we 
have in the production right now. 

Why a play about isolation or the attempt to isolate? Do 
you think that translates for us here at UD?

SN: There is a moment in the play where everyone is in 
masks and all the ladies change masks to confuse the guys. 
We originally thought to make the play about isolation and 
the COVID pandemic. And then we realized that wasn’t 
possible, the actors would not be able to talk to each other. 
The cool thing about a play is that it does not have to be 
legitimately about the world you are doing it in, but there 
is always going to be some reflection. It is about some 
wrong that parallels our own existence, so there has to be 
a universality. This play is about guys trying to run away 
from the world, and it is not a dishonest runaway. But the 
world comes up and rears its head to show them they know 
nothing about the world.

This play is a reimagination of Shakespeare’s Love’s 
Labour’s Lost. What elements did you change? What are 
some of the elements that are preserved?

SN: We have rewritten the play to be full of UD references 
as a love letter to UD but in so doing that we have done so 
with obeying the iambic pentameter. Poetry contains far 
more information than prose does because of its structure. 
If you obey that rhythm, you get some musicality that is 
really cool. This is an aggressive reimagination of a play as 
it is set in a specific location. But it is amazing how much of 
the play is identical [to UD], how little we had to change. 
We haven’t had to change how the grad students have 
conversations about the proper forms of rhetoric. The girls 
are just Gregory girls, the guys are Theresa guys, and the 
grad students are grad students, so there is no change.

SC: Whenever you reimagine and move a play to a new 
time and place, the important thing is that you continue to 
tell the same story. Hopefully by moving it to a new time 
and/or place what you are doing is making it easier for a 
new audience to hear and appreciate. If it helps people to 
understand the story in a new way or hear the story in a 
new way, that is what makes sense.

How does the costuming look for this play?

SC: Mostly the costumes are what people will recognize 
on campus. Maybe just a little elevated and more color 
signalling. But it will be contemporary clothes that you 
guys would wear every day on campus. Just like you look 
at your friends or the people of campus, you recognize 

something about them through the clothes they choose.

Why put on a comedy?

SN: Your life at UD should be a comedy. If I am going to 
celebrate you from 18-22, it should be a comedy. Growing 
up can be hard but growing up can be fun. Because there 
is something great about UD. UD should be a place where 
you can make big, bold mistakes and not have life-changing 
consequences. That’s how you grow. That’s the beauty of 
this play: that we can make fun of Spromers and Fromers 
and grad students and the administration, but we can do 
it in a way that celebrates it for all its silliness and foibles.

JR: I mean, a lot of the silliness comes from the plot itself. 
We have this shot of someone just pulling a can of soda out 
of their mailbox, and because it was received in the mail, 
it means there is some sort of romantic interest going on. 
It is totally accepted by everyone, it’s the language of the 
university. [The rhetoric] helps navigate the world of the 
university which is new for at least some time.

What do you want audiences to take away from the play?

SC: The joy of themselves for one. I never try to predict 
that. It seems to me that you put together a piece of art 
with a trust that your audience will take away with them a 
spirit of the work you’ve done. But it is up to the audience 
member to decide and interpret what they have seen. As 
long as they go away having had an experience that has 
moved them in one way or another and received the gift in 
the same way we have given them.

SN: What I want the audience to take away is about how 
scary the parallels are between this play and UD. Because 
it is no longer somewhere else, it is about UD. We get to 
explore some of the nature of UD through this play and 
see some aspects of this play that we don’t quite recognize 
unless we set it at UD.
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“O THESE ARE BARREN TASKS, TOO HARD TO KEEP,” 
says Lord Berowne, when it comes his turn to swear his 
contract with the King in Act I, Scene I of Love’s Labour’s 
Lost. As the name of the play suggests, it is the oath to 
avoid the company of women that proves to be the most 
difficult for the lords to keep. 

 While the King sees how romantic interests will 
disrupt philosophical study and devotion, Berowne sees 
danger in the extremity of avoiding contact with women 
entirely. Both prove to be correct. Before even four days 
have passed, the King revokes his decree for political 
reasons, and the lords forsake their oaths for love of the 
women who attend the Princess of France.

 The king and the lords embark on a noble quest in 
Love’s Labour’s Lost: to study philosophy, which (according 
to many philosophers) is the way to become the best 
person, and reach the pinnacle of human existence.

 However, it is not only through the study of 
philosophy that one can gain understanding of the higher 
purpose of humanity. In fact, love and ultimately marriage 
bring one into closer union with God and, therefore, closer 
to philosophical understanding.

 In the Book of Genesis, God says, “It is not good 
that the man should be alone.” (Genesis 2:18) Isolation, 
especially of men from women, is contradictory to human 
nature because we are complementary creatures; without 
interaction, humanity could not survive. Even Berowne 
asks, “When would you… / have found the ground of 
studies excellence, / Without the beauty of a woman’s 
face” (Act 4, Scene 3)?

 The isolation that the men in Love’s Labour’s 
Lost experience is not altogether different from what 
we are experiencing now. In 2020, though, our isolation 
contributes directly to our survival. In March, people 
around the world found their lives turned upside-down 
by the Coronavirus pandemic. Forced into their homes, 
away from work and school, the question,“How can we 
survive this pandemic?” quickly turned from a biological 
question to a psychological one. The lords scarcely made it 
three days in isolation, and they were only deprived of one 
half of humanity. Not only that, but most people around 
the world do not have the comfort of philosophical study 
during their isolation.

 We are at a point in human history with an 
unprecedented level of connection. With accessibility 
to social media, instant messaging, cars, and air travel 
at an all-time high, the lockdowns associated with the 

Coronavirus pandemic changed little about the way 
humanity functions. In fact, for the first several weeks, 
many people—young people, in particular—seemed glad 
for the excuse to sit on the couch bingeing Netflix all day. 

 Once the glamour of sweatpants, junk food, and 
fifteen seasons of Criminal Minds ran out, people quickly 
realized how much interaction they take for granted. The 
casual small talk in line at the grocery store or passing a 
classmate or a coworker in the hallway may have seemed 
like a meaningless formality — even annoying for some 
— but it has proved more important to our mental health 
than we understood until it was gone.

 We need more than the occasional Zoom call to 
keep us sane, as it turns out. Masks, social distancing, and 
two-week quarantines shifted from annoyances that we 
avoided at all costs to sacrifices we would make just to see 
the top half of a friendly face in person.

 It seems that the function of the government, 
in Love’s Labour’s Lost as well as now, is to push for 
one extreme while the people resist and push toward 
the opposite extreme. Together, they achieve a mean. 
The people still work toward an ultimate goal — be it 
philosophical study or survival of a pandemic — but also 
have the ability to manifest their own destinies.

 The King desires to deepen his philosophical 
understanding, which will surely aid him in ruling, as it 
will the lords in their lives, and he urges them toward 
that deeper understanding through labors. These labors 
are four: that they should sleep three hours a night, they 
should fast one day a week, that they should see no 
women, and that they should study philosophy. Now, 
whether it is a greater labor to wear a mask or to fast one 
day a week is up for debate, but isolation is a universal 
struggle.

 Lord Berowne sees that the company of women 
is necessary to obtain a fuller understanding of the world. 
Being fully human in one’s mind is useless if one cannot be 
fully human in one’s heart. Likewise, to survive is useless if 
one must sacrifice his humanity for his life.

 That is not to say that humanity should forsake 
education or health for romance and human interaction. 
Love’s Labour’s Lost shows us that society should strive for 
a world in which all four are attainable.

LOVE’S LABOUR’S LOST AND THE CORONAVIRUS 
PANDEMIC: NOT ISOLATED INCIDENTS

by Phoebe Jones
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I met with two of our senior actors, Pedro Barquin, playing 
the King of Navarre, and Ann Urbanski, playing Rosaline, to 
get their perspectives on UD’s Zoom production of Love’s
Labour’s Lost.

How have Zoom rehearsals been?

Pedro Barquin: Definitely very different. The energy isn’t 
exactly the same. We’ve had a few in-person rehearsals 
where the energy has really spiked upwards. Going from 
Zoom to in-person, you really notice the difference in the 
energy of everyone involved. On Zoom, we have to figure 
out how to connect with our fellow actors and how not to 
get lost behind the screen.

Ann Urbanski: During those first few full rehearsals which 
are so important for the repertoire of the cast, it was hard 
to get the vibe of the people because we were meeting on 
Zoom.Weirdly enough the chat has been a really important 
part of establishing that repertoire. It’s begun to be so 
much fun because once we really dug into the text, we 
were able to say, “Okay, I understand what this speech is, 
and I’m able to translate it better on Zoom and look at my 
scene partner even if it’s over a screen and really interact 
with them.”

How do you think Zoom rehearsals have affected your 
character development, if any?

PB: It was definitely more relaxed and reserved on Zoom, 

but once we started to put it on its feet during the couple in-
person rehearsals, I felt like I could be a lot more outgoing 
on stage. Before it was limited to the little Zoom box.

AU: Oh, for sure. We’re all accustomed to the way of 
working where you start by getting the character in your 
body, asking yourself how does this person walk or what 
are they like in a room full of people? So suddenly, we had 
to switch to a film mindset where we have to express our 
characters from the shoulder up and ask ourselves, “How 
does Rosaline sit or how does she interact with the camera 
even?”

How do you think that view has changed or grown the 
more you get to work with your character?

AU: I immediately liked Rosaline because she was so sharp 
and on the ball and demanding as a love interest. But I also 
grew to discover, as I’ve been playing with that side of her 
more, that underneath that veneer of “I don’t need you,” is 
obviously a desire for the man that is engaging her. I think 
that always holds true though. If there is one thing that 
seems really obvious about your character, the opposite 
thing is also sort of lurking there which explains why they 
are who they are, and that’s why it’s been kind of fun to 
play with her more.

PB: I’ve had a pretty similar experience because when the 
script says you’re playing the King, my first thought is “Oh 
I am the King and I am uptight.” But when we decided he 

ACTOR INTERVIEW
by Anne Stepek

Above: Ann Urbanski as Rosaline.
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was gonna be the RA of Theresa, he became this huge 
dork. I mean, in his first speech, he swears off all women 
from the dorm, but then in his next scene he sees a pretty 
girl and can’t help but flirt a little. He’s been a little difficult 
to pin down, but overall, he’s a guy who wants to stop, but 
can’t stop, flirting. 

For Love’s Labour’s Lost, is there something particular 
that gravitated you towards the play? Or something 
that put you off?

PB: I was really interested in the rhetoric that fills the 
play. It’s full of people making arguments. Having to work 
through the different types of arguments has been really 
interesting for me. That and the wit, but I’m a sucker for 
Shakespeare and his unending wit.

AU: I think when I first read it I was like, “Oh, this is just a 
lot of people trying to be funny for each other,” and I found 
myself asking, “What’s rich about this?” But I just kept 
reading and I was shocked by the philosophy present in it 
as well. There will be little snatches of things that certain 
characters say which imply that they understand the world 
in a certain way. Sometimes they’re actually pretty wise. 
One of my favorite lines of Rosaline’s is, “A jest’s prosperity 
lies in the ear of him that hears it, never in the tongue of him 
who makes it.” This threw me to overcast what all of the 
ladies do in the whole play. Good humor and good leisure 
doesn’t come from being super entertaining or funny. 
It comes from reaching the person that you’re trying to 
entertain. It’s a type of generosity, so really they’re trying 
to get the boys to be generous the whole play. That, for me, 
is really the soul of Love’s Labour’s Lost — that feeling that 
if we’re going to be making merriment, then we should be 
doing it right, which is generously.

What do you think UD students and faculty will take 
away from this Zoom production of Love’s Labour’s 
Lost? Or what do you hope they’ll take away?

AU: I hope that they are sort of comforted by it. Sometimes 
theater is like vegetables, and it’s not something the 
audience thinks they want or need, but sometimes you 
gotta do it because the community needs to be revived in 
some way. Sometimes theater is just comfort food, and 
this play is definitely comfort food. These are brutal times, 
and I just hope people enjoy it.

PB: I think that this production in particular is comforting 
because of the way we’ve set it at UD. We’ve included a lot 
of jokes and references to UD. So I hope that people get to 
have a good laugh at our loving critique of UD culture. We 
all love it here, but we make a few biting jokes. I hope it’ll 
remind us of a time before a pandemic when we could all 
get together for Charity Week, or send a Tuck-In into your 
friend’s dorm, or throw people in the jail. I hope we can 
all celebrate the school that we all go to and love through 

the words of the great William Shakespeare. It’s really a 
perfect play for the school.

Is there anything that has stood out to you throughout 
this unique acting process? What do you think you’ll be 
taking away from this experience?

PB: For me in particular, I found it interesting that we spent 
such a long time getting to know the characters and the 
play and what we’re saying. Then when we did eventually 
get to put it on its feet, it just instantly made sense. From 
my understanding, that’s kind of what it’s like out there in 
the professional world as an actor. We’ll have that kind of 
understanding from the first day we get on stage.

AU: For me, the takeaway really has been dipping my toes 
into the skill that is scaling down your abilities for a medium 
that doesn’t require your full body and voice. You really 
have to focus on the facial expressions and little gestures 
that make acting for a screen different than acting on a 
stage. The whole experience has really reminded me how 
resilient not only the UD community is, but also how the 
theater community is everywhere. The joy that is in these 
meetings, even over Zoom, is reassuring.
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LOVE’S LABOUR’S LOST INTERVIEW WITH DR. MORAN
by Isabel Bishop

On a pleasant afternoon in late September, I had the 
pleasure of sitting down with Dr. Andrew Moran, our 
Shakespearean scholar, to do a socially distanced interview 
on the Mall. We discussed rhetoric, figures of speech, and 
much more about Love’s Labour’s Lost.

Isabel Bishop: How does the play represent the scholarly 
tradition? Do you see it as parodying or mocking 
scholarship?

Andrew Moran: Absolutely. Specifically, it’s mocking 
rhetorical theory; the rhetorical theory of Pierre Ramus, 
in Latin: Petrus Ramus. He was a Calvinist philosopher and 
rhetorician. I’m going to quote Sr. Mary Joseph Rauh who 
wrote a fantastic book on Shakespeare and rhetoric. She 
says about the Ramists, “they have a clear-cut division 
between the functions of logic and rhetoric.”
 Essentially, what the Ramists do is they take the 
five canons of rhetoric and they separate them: Invention 
and Organization are completely separated from Style. 
The effect here is that rhetoric becomes “painted rhetoric” 
or “the sweet smoke of rhetoric.” 
 Rhetoric is almost understood as an insubstantial 
thing. There is a difference in the way that we use the word 
rhetoric pejoratively in contemporary diction as opposed 
to the way a Cicero would talk about rhetoric. And I think 
Shakespeare is criticizing the Ramists for saying rhetoric is 
just a bunch of fancy words we use to paint up a passage. 
One of ways he is making fun of the Ramists in this play 

is that the character Holofernes, the one who matches 
Don Armado for outrageous rhetoric, is believed by many 
scholars to be a send-up of a Cambridge professor, Gabriel 
Harvey, who was one of the foremost Ramist defenders 
in all of England. And he gives him the name Holofernes 
which Shakespeare could be stealing from the French 
writer, Rabelais’ book Gargantua in which Holofernes 
is Gargantua’s tutor, but more likely, if you remember 
Holofernes from the Old Testament, he is the guy who gets 
his head cut off by Judith. And I think what Shakespeare is 
doing is saying that the Ramists are cutting the head off 
the body in the way that they cut off logic from rhetoric.

IB: How does figurative language play into Love’s 
Labour’s Lost?

AM: One of the things I’m doing right now for the book I’m 
writing is I’m examining eight Shakespeare comedies in 
terms of a dominant figure of speech. I thought I was really 
clever in discovering that Shakespeare actually structures 
his plays around figures of speech—the action of the play 
relates to the significance of the key figure of speech. 
Scott Crider had already figured this out and written 
an article about it! But I came to the idea independently 
without having read him and what led me to this was 
teaching Junior Poet and talking about all the figures of 
speech. Teaching that class made me see Shakespeare in 
a completely different way: Shakespeare signifies through 
figures of speech. So the figure of speech that is running 
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throughout Love’s Labour’s Lost is dilation. 
 Dilation is similar to amplification, which is to keep
speaking and always having something to say: copiousness. 
One quick definition is it is the extension of discourse. This 
includes rephrasing things, finding new metaphors and 
phrases to say what you have already said.

IB: What are some examples of dilation in the text?

AM: There’s a really funny moment when Holofernes 
makes fun of Don Armado in Act 5, Scene 1 saying, “His 
humor / is lofty, his discourse peremptory, his tongue filed 
/ his eye ambitious, his gait majestical, and his general / 
behavior vain, ridiculous, and thrasonical.” He is doing 
the exact same thing that he is criticizing; he has no self-
consciousness.
 So, dilation, copiousness, or extension of speech, 
when done well, gives you more rich matter to think about, 
but done badly just becomes being a windbag. So these 
are the comic characters and they’re just windbags, but 
Berowne and all them, they’re of a higher moral order, a 
higher character, right? But are they really? While their 
speech is obviously more attractive, we see them using 
dilation, too. And here’s the really neat thing: dilation has 
a second meaning. What happens if you are extending 
the discourse with copious uses of foreign words and new 
metaphors, etc.? Well, you’re never getting to the point 
of things. You are delaying things. In fact this is what our 
English word “dilatory” means: slowing things down. And 
dilation even has a sense of postponement, which happens 
at the end. The play will not give us that happy, multiple 
marriages, everybody smiling on stage ending; we end 
with dilation in the sense of postponing this happiness. So, 
it is very much a play about the “sweet smoke of rhetoric” 
or painted rhetoric.

IB: What is the purpose of the play? How is this similar 
or different to Shakespeare’s other instances of this 
technique?

AM: Like Love’s Labour’s Lost, Twelfth Night and A 
Midsummer Night’s Dream feature this unethical 
playfulness through performance. But it is most obviously 
like A Midsummer Night’s Dream. In all three plays there is a 
scene of a performance where one is laughing along at the
game, but at some point must stop laughing. In Twelfth 
Night it is Malvolio’s torture. In Midsummer it is Bottom’s 
humiliation. But in Love’s Labour’s Lost, it seems that the 
“Nine Worthies” are just cruel jerks. Shakespeare gives 
us uncomfortable laughter to make us think on ethical 
questions. And here, the play stops us short when the 
fool, Holofernes, turns to Berowne and says, “This is not 
generous, not gentle, not humble.” And he’s right. He’s not 

the clown anymore; he’s the only one speaking of moral 
decency and it shows up the indecency of Berowne and the 
other aristocrats. Shakespeare is excellent at finding the 
balance between insane, “make you fall on the floor with 
laughter” humor, but also calling attention to the
ethical problems of it.

IB: What is the message about love in this play?

AM: It is a play that doesn’t end in marriage, but in 
postponement due to Rosaline telling Berowne of the 
labor he must accomplish if he wants to marry her. She 
sends him off to labor with his gift for humor and use it to 
do good and humble himself to those sick and dying in a 
hospital and make them laugh. Only then, will love’s labor 
be won. It is worth noting the two possessive apostrophes 
in the title. Love’s labors are lost when words and truth are 
separated. Love’s labor is lost when egotism thrives, and 
charity is ignored.

IB: What do you think of the UD references that are 
written into the play? And what do you think of the 
Zoom aspect of the production?

AM: I love it! It’s necessary for this play because one, its 
humor is so obscure and two, the original play itself is very 
topical to the time. If the original play is full of contemporary
references and in-jokes, then why not have contemporary 
references and in-jokes in the 21 st century? And the 
Zoom aspect, I think, makes it all the more 21 st century. 
Good art takes advantage of restrictions, so by making it 
contemporary in theme, it is matching the contemporary 
form of Zoom and drawing out the potential there

Sebastian Luzondo as Don Armado during rehearsal.
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THE SHOW MUST GO ON (ZOOM)
by Gillian Jones

“YOU’RE MUTED.”
 The double inconvenience of having to remember 
to say your line and turn on your microphone, while not 
insurmountable, is just one of the many setbacks a Zoom 
rehearsal can suffer. You may have experienced all of them 
in your own Zoom classes or meetings: bad connection, 
broken computer, a roommate making noise offscreen…
 If you haven’t had the pleasure of watching a Zoom 
play, most look pretty much how you’d expect. The actors 
choose appropriate costumes from their own closets and 
turn on and off their video to “enter” and “exit.” More 
advanced productions might use the “backgrounds” 
feature to place the actors in a setting. As you can imagine, 
Zoom plays require the audience to suspend a great deal of
disbelief (but all theatre requires this, anyway).
 Certain problems are specific to remote theatre, 
however. Needing four of the same prop letter so that the 
actors can “hand” it to each other, for example. There’s 
always video lag, or the fear that the Internet will cut out, 
and an actor will disappear from the screen. Furthermore, 
there is no way to control the arrangement of actors on 
screen. (Where exactly are they supposed to look when 
talking?) And you just might forget to turn on your mic.
 Here is the burning question: is this semester’s 
production of Love’s Labour’s Lost theatre at all, or is it 
cinema? It is cinema. Kind of.
 To remedy the common plagues of Zoom theatre, 
Director Stefan Novinski has teamed up with Editor Joseph 
Riordon and Technical Director Cameron Nottingham to 
find a brand new approach for creating Zoom plays: record 

the actors in front of green screens, then rearrange the 
video boxes and add high-quality backgrounds. After the 
editing process is complete, the video can be delivered to 
the audience. In other words… it’s a movie.
 In a way, a movie would be less ambitious. 
Particular people in the film industry specialize in operating 
the lights, cameras, and green screens. The cast of Love’s 
Labour’s Lost is doing all of that work themselves. While 
movies have whole teams of editors, Riordon has personally 
designed the backgrounds and transitions that will be used. 
Nottingham is responsible for the entire recording process, 
and Riordon will stitch the scenes together — manually. A 
team of two will take the performance of a Shakespeare 
play and transform it into a film.
 But if the actors are merely video-conferencing, is 
the performance less of a play and less of a film? Yes and no. 
Yes, it is less than a play or a movie, because, let’s face it: 
COVID-19 restrictions present massive creative challenges. 
At the same time, no, this performance has advantages 
that most plays and movies do not, because those creative 
challenges have opened up the possibilities of a remotely 
delivered, Internet-based play. And the possibilities are 
endless.
 Not one of the actors will share a stage, or even 
a room with their scene partners. Through the editing 
process, the videos of the actors will be split apart. The 
actors will not see or hear the reactions of the audience, 
and the audience members, watching at various times on 
laptops or cell phones, will be separated from their fellow 
audience members, not only by distance, but by time itself.

Above: A few of the cast members on Zoom.
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Upcoming Events in Drama
Fall Senior StudioS
november 12-14, 2020 on Zoom

The Man With the Flower in His Mouth
by Luigi Pirandello 
Directed by Pedro Barquin

Pirandello’s humorous existential drama, wherein a 
lackadaisical customer with numerous petty inconveniences 
encounters a stranger late at night at a cafe in Rome.

The Long Christmas Dinner 
by Thornton Wilder
Directed by Samuel Chiodo

Wilder’s tender American drama, “The Long Christmas Dinner,” 
depicts a loving mother and her family as they move to their 
new house in the St. Louis countryside and enjoy a traditional 
Christmas dinner. The dinner continues for over 90 years, 
highlighting the life, death and intricacies of the American 
family.

 Despite these obstacles, the shared experiences 
represented in the show will prove a powerful centripetal 
force. The director, designers, and cast have encountered 
a story with a ring of the UD about it, and the advantages 
— yes, advantages — of Internet-based performance 
are making it possible to fully realize the concept of a 
Shakespeare play set on our campus. 
 The production will feature actual settings from 
around the University. In a normal play, you might get a 
handful of painted sets, but with editing, Shakespeare’s 
characters can appear anywhere on campus that an 
ordinary student might. You could have lunch where the 
clown was sent away to “jail,” or walk in the woods where 
hopeless lovers bemoaned their affections. 
 Students may also see themselves featured in 
the world of the play, as their own Charity Week photos 
provide some of the transitions from one scene to another. 
Furthermore, more people can share in the experience, 
because there is no physical performance space with 
limited capacity, and families and alumni need not travel to 
attend.
 The director, designers, and cast are all doing 
their parts to make the most of the creative challenges 
posed. Love’s Labour’s Lost will be unlike any play before 
it, including other Zoom plays. And that is an exciting 
prospect.

STAY UPDATED WITH WHAT’S ON STAGE! 
FOLLOW US ON 

INSTAGRAM, FACEBOOK,  AND TWITTER
@UDDRAMA 
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GLOSSARY
A Comprehensive List of UD References

C
The Capp Bar The Cappuccino Bar, best known as the Capp 
Bar, is the beloved coffee shop here on campus run by student 
workers. It’s a favorite spot for studying, meeting, and getting a 
great cup of coffee.
Charity Week A week at the end of October where UD celebrates 
the Christian virtue of charity! A committee of students from the 
junior class plans events, competitions, booths, and games to be 
held all week which require donations from students in order to 
participate. These yearly donations go towards a specific charity.
Corn Hole (on the Mall) Every Friday, UD hosts Music on the 
Mall. While music plays all day during classes, students can enjoy 
a game of Corn Hole with their friends and fellow classmates!
Crush Cans  A tradition associated with Charity Week: pay a 
dollar, and get a card sent to a friend, someone you admire, or 
a crush! That person will get a card and a soda in their mailbox.
D
Dougherty, Richard Dr. Dougherty is a long-standing professor 
in the Politics Department here on campus.
F
Freshman A person in the freshman class. At UD, non-commuting 
students will typically live in one of the four main dorms: Gregory 
Hall and Jerome Hall for young women, or Madonna Hall and 
Theresa Hall for young men.
Fromer The University of Dallas has a study abroad program 
and a campus in Rome, Italy. Students that go during the fall 
semester are referred to as “Fromers,” while spring students are 
“Spromers.” Upperclassmen Fromers and Spromers will argue 
which Rome class is better, and will typically try to persuade 
freshmen as to which semester they should choose to go.
G
Gregory Hall A girls’ dormitory on the west side of campus 
named for St. Gregory, standing next to Jerome Hall, named 
for St. Jerome. There is a tradition of lighthearted competition 
among freshmen girls as to which dorm is better. Similar to 
Madonna and Theresa stereotypes, Greg allegedly holds the 
party girls, while Jerome holds the studious girls.
Groundhog The Groundhog is not the mascot of UD (which is 
formally the Crusaders), but perhaps the most beloved tradition 
here at the University of Dallas is the celebration of Groundhog 
Day. As such, the Groundhog is an image that represents the 
Groundhog Day tradition that is unique to UD.
Groundhog Oath Over summer 2020, UD administration put 
together a “Groundhog Oath,” asking students to  follow 
COVID-19 restrictions throughout the 2020-2021 school year, 
such as wearing masks and social distancing on campus. See 
Groundhog.
J
Jail Another essential Charity Week tradition. Every year in 

October, there is a Jail made of wood that is assembled and 
stationed on the Mall. During Charity Week, students will pay 
the jailers to find and put their friends in jail (as long as they 
aren’t in class). The jailed students will then have to either pay 
or wait to get out. On Thursday and Friday of Charity Week, 
students may pay to put their professors in jail, and the students 
are freed from class.
Jerome Hall See Freshmen, Gregory Hall.
L
Lamberti’s An Italian restaurant in Irving, TX frequented by UD 
students, either as guests or employees. 
Lion Statue A statue found along a path that cuts through the 
woods connecting Haggar to the east side of campus, toward 
Madonna and Theresa.
M
Madonna Hall A freshman boys’ dormitory. Madonna is known 
to hold the rowdier freshmen boys on campus, as opposed to 
Theresa, which typically holds the more studious freshmen boys. 
Madonna also has a distinct, somewhat unpleasant smell...
The Mall The Mall is the main path for students on campus. 
Situated in the middle of UD, all the main buildings are set along 
the Mall. Essentially, once you’re there, you can find your way 
to any place you need to be on campus. At the end of the Mall 
stands the Tower.
O
Oldham, Seth Seth Oldham is the head of Student Affairs here 
on campus. He’s notorious among students. Anyone that gets 
a write-up from an RA (resident assistant) has to talk with Seth 
before going through the conduct process. (We all know he’s 
just doing his job, though.) Thanks, Seth!
Old Mill (Tower Village) Formerly called Old Mill, Tower 
Village Apartments are located across the street from UD. 
Upperclassmen tend to occupy these apartments (and throw 
parties in them). Even though the name has been formally 
changed, UD students continue to refer to this apartment 
complex as “Old Mill” or simply “the Mill.”
P
Pool Cues Pool Cues have been a point of contention among UD 
residents for years, particularly in the guys’ dorms. Madonna 
pool cues wind up broken? Madonna steals Theresa’s. Theresa 
steals them back, and so on.
Printing and Postal Postal service on campus, located 
downstairs in Haggar.
R
Raj Rajinder “Raj” Luthra, the man who runs PDK Foods across 
the street from UD. This gas station provides fuel for our cars as 
well as for our bellies! Raj has been running PDK for as long as 
anyone can remember. Everybody loves Raj!
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Ring by Spring (tradition) A common tradition at our Catholic university. 
Seniors will often get engaged to their significant others by the time they 
graduate. Hence, Ring by Spring: getting a ring before the end of the 
spring semester of senior year.
Rugby Guy (stereotype) The Rugby Guy stereotype is analogous to a public 
school football guy stereotype, which is that these sporty young men tend 
to be lax about their studies and party excessively.
S
Scavenger Hunt (Charity Week) The Charity Week Scavenger Hunt is an 
activity held at some point during Charity Week, usually at the beginning. 
Students put together teams and compete to finish the Scavenger Hunt 
first in order to win a prize!
Soy Boy In 2019, an article published in the newspaper discussing “toxic 
masculinity” described boys that reject traditional masculinity as “Soy 
Boys.” Since then, the term has become an inside joke around campus.
Spromer See Fromer.
T
TGIT (Disney) TGIT, or Thank Goodness It’s Thursday, is a huge tradition at 
UD that has its roots in Rome. The Rome campus school week usually ends 
on Thursday rather than Friday in order to allow students time to travel. On 
Thursdays here in Irving, we honor the shortened Rome week by having an 
event every Thursday evening, called TGIT. TGIT is held in the Rathskeller, 
always has a theme (in the play’s case, Disney) and everyone dresses up, 
chats with friends, and dances to the music. There is a tradition within this 
tradition, too: at midnight when TGIT ends, “Stacy’s Mom” by Fountains of 
Wayne is played, and everyone sings together before going home.
Theresa Hall See Freshmen, Madonna Hall.
Tower The Tower is another symbol of UD. Located at the end of the Mall, 
the Tower chimes throughout the day to mark the time. 
Tuck-in Tuck-ins are a hilariously fun Charity Week tradition. Students 
will pay for one of their friends to receive a tuck-in (if the friend lives on 
campus). Then, a group of students with a (pre-approved) tuck-in routine 
will go and surprise the innocent, unknowing students to, well, tuck them 
in… after making them participate in the routine. These routines range 
from 80s aerobic workouts, to dressing up as sheep and making the victim 
count, to really anything the students can come up with.
W
Woods (Party) Traditionally, UD students would have parties in the woods 
around campus. A woods party is generally referred to by its location, 
which is known as whatever closest thing is outside of it. In the past, for 
example, students would go to the (now removed) “PDK Woods” behind 
PDK Foods.

Top: Director Stefan Novinski tinkers with equipment.
Bottom: The Lion Statue.
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the CaSt oF Love’s Labour’s Lost

Ann Urbanski
Rosaline

Senior
Drama/English

Caroline Kurdi
Margaret

Junior
Drama

David Huner
Holofernes

Junior
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Clare Lindgren
Maria
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Eoin O’Grady
Dumaine

Freshaman
Business

Eoin McKnight
Longaville

Sophomore
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Gillian Jones
Jaquenetta

Junior
Drama

Charlie Mihaliak
Berowne

Junior
Business/Drama
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John Muncy
Boyet
Senior
Drama

Pedro Barquin
King Navarre

Senior
Drama

Hannah Kneen
Mote
Junior

Drama/English

Mary Traylor
Dull

Sophomore
Drama/Politics

Sebastuan Luzondo
Armado

Sophomore
Drama

Peter Shanley
Costard

Sophomore
Business

Sophia Garcia
Princess of France

Freshman
Politics

Lynley Glickler
Katherine

Sophomore
Drama/English




