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Welcome to the spring 2022 edition of OnStage 
magazine! This issue is particularly exciting for all of 
us in Drama for several reasons. It is our first print 
edition since the beginning of Covid-19, but more 
excitingly, this spring we have the good fortune to 
welcome back one of our graduates, Dylan Key, to 
direct Woyzeck. 

Likely begun by Büchner in 1836, this semester’s mainstage, Woyzeck was 
rarely performed before the second world war - a notable exception being Max 
Reindhart’s 1913 production. Since World War II however, Woyzeck has received 
numerous significant productions across the globe, including multiple adaptations 
into films, operas, and even a musical. It’s no surprise. The raw material of the 
play is striking for both its vitality and contemporaneity. Woyzeck is fearless and 
tragic in its perception of human failings. It is also a play that speaks movingly 
to younger audiences, which makes it an ideal play for our student company to 
share with you. 

Built from the textual fragments of Georg Büchner’s uncompleted modern 
masterpiece,  Dylan’s ensemble-driven adaptation places the central questions 
of Woyzeck in a vision that is both dynamic and clarifying.

Since graduating from UD, our guest-artist Dylan Key’s work has been seen not 
only in Dallas but also across the country. He co-founded Shakespeare in the Bar 
and the TRIBE and was named a 2016 “Dallas Mastermind”. We count ourselves 
fortunate to host Dylan as our guest-artist this semester while Associate Professor 
Stefan Novinski is on sabbatical. 

Finally, I am happy to share that the university has contracted with the architecture 
firm GFF and idibri to design our new theatre to replace the Margaret Jonsson 
Theater. Stay tuned for further developments here! It’s an exciting time in the 
drama department and I invite you to come see a show, or, even better, audition 
and come make a play with us!

See you at the theatre, 

-Kyle Lemieux, Acting Chair of Drama
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 YOU GO CULTURE TO CULTURE, and the same stories 
are there, and we I think as humans know story very inti-
mately,” said Dylan Key, UD alumnus and guest director 
of Woyzeck. “Aristotle would agree with this: there’re only 
so many stories that we tell. It’s either a tragedy or a com-
edy…I think we’ve known them to our core since we were 
children. We can create story out of anything, and we can 
understand story very easily.”
 So what is the story of Woyzeck? Well, it’s essen-
tially a story of insanity, says Key. “[I]t’s a play where the 
main character goes mad…it’s been a time, for a lot of peo-
ple, of a real crisis of discernment; a crisis of knowing what 
to do and how to do it. And that sort of period of a certain 
madness.” 
 Key was referring particularly to the pandemic, 
but more essentially to the discernment that young men 
and women face as they reach their twenties. The origi-
nal Woyzeck premiered in 1913, yet it somehow resonates 
with the modern psyche. The form and substance of each 
character is informed by each student actors’ own expe-
riences and desires. The goal is to make these characters 
real. 
 “[Y]ou have this main character Woyzeck sur-
rounded by all these other characters who are kind of ar-
chetypes… snippets of people, but not really people,” said 
Key. “So you as a performer have to bring a lot to the role…
So pedagogically, I think I’m really interested in creating a 
rehearsal room where the students feel really empowered 
to bring a lot of themselves to the character, specifically in 
terms of physical performance…figuring out where these 
characters live in their body. And then secondarily, in terms 
of backstory, character, voice. Those things I think are less 
specifically given to us by the play, and so we I think as art-
ists have to bring and create more of that.” 
 Key’s description of the company’s process of dis-
covery reminded me of the sculptor’s craft. The original 
text presents itself like a block of rough hewn marble, with 
natural veins of exquisite coloring. Each actor, perhaps 
clumsily at first, begins to chisel; to define and refine the 
curves already present. They give the stone detail, reality, 
and intimacy. The end, hopefully, is a cohesive and compel-
ling whole. 
 “I’m hoping to invite the performers into almost a 
level of authorship in terms of crafting the relationships,” 
Key said. As an unfinished opus, the play particularly invites 
this. 
When asked how his experience as a Drama major at the 
University developed his theories of directing, his response 
had two sides: he extolled the department’s marriage to 

the dramatic form, but explained how he wished to explore 
other elements of theater as well:
 “I feel like I came out of this program, and I feel like 
students come out of this program, with a superlative un-
derstanding of dramatic texts and dramatic history, of the 
form of the play. All the theater elements live subordinate 
to the written text…But especially in contemporary the-
ater, there’re many plays in which the experience that the 
audience has is not primarily about the drama as written, 
but the other elements. The acting, the sound, the scenic 
design, may exist on the same level as the dramatic story, 
or even be prioritized to the expense of the story. So I came 
out of UD, I think, with a really deep love and comfort with 
the dramatic form, but also with a desire to explore some 
of these more theatrical forms that play with the drama, 
incorporate it, but the hierarchy I think is a little more rela-
tive.”
 In other words, on leaving UD, his discovery of the 
art form was just beginning. The foundation built at UD 
proved strong enough to support the complex and varied 
experiences that followed.  
 “I worked at Undermain Theatre for many years, 
where we’d work on a new play, including plays that in par-
ticular are exploring a sense of poetic theatricality, which 
is I think the ability to create metaphor on stage. More so 
necessarily than telling the story clearly at all times. Obvi-
ously it’s a balance. You don’t want something that’s con-
fusing, necessarily, but I do think that sometimes there’s a 
value in what we see on stage. The images there can leave 
as great, if not a greater, impression than the story and the 
characters and their drama.”
 Key believes it’s these images, rather than a busy 

Story and Humanity: An 
Interview with Dylan 

Key 
by Susan Meland 

Above: Dylan Key, Director of Woyzeck
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story, that captivate the audience. “When I’m going to see 
a play, I’m not looking for a great story. I know the story 
will be there…but what I want sometimes is [an] evoca-
tive, expansive theatrical experience, which the story can 
serve. [The] most exquisite stories are like an Agatha Chris-
tie novel, where you have twists and turns and backstabs. 
And that’s so thrilling and wonderful, but it only gets you so 
far. It’s a good time. It’s a good story. But it doesn’t maybe 
express the full spectrum of the human experience…some-
times I think a very simple story can be the skeleton for a 
much more impactful theatrical experience, in terms of im-
age, sound, movement, that sort of thing.” 
 Key’s eyes lit up as he recalled a passage from Ro-
land Barthes’ Camera Lucida. “[Barthes] talks about the 
puncture,” Key explained. “Which is the thing that’s specific 
enough…about the photographic image that it sticks itself 
in our senses. And when I go see play, certainly when I’m a 
kid, but even today when I see plays that I should under-
stand, what I’m thinking about when I go to sleep, or what 
I’m thinking about years later is not the story, but the imag-
es and the feeling and the movement…this little three, five 
minute segment of movement and thrill and performance. 
That’s what sticks with me, and they live in me almost like 
a kernel. In that moment of images and feeling I receive the 

whole play, even if the story is totally beyond me.” 
The story, then, when married to the specific images of a 
unique performance, is what makes theater vital to the sto-
ry of each individual in the audience. “[P]eople sometimes 
are like ‘What’s the purpose of theater, what’s the purpose 
of theater’ and I have no idea what the purpose of theater 
is. But I do know that it’s full of meaning.”
 Key has great appreciation for his mentors turned 
colleagues and friends, Stefan Novisnki, Kyle Lemieux, and 
Susie Cox. These three acclaimed Dallas professors have 
years of experience watching their students experience 
this process of discernment and search for “purpose.” 
 Key discerned that the meaning of life resonated 
with him in dramatic texts and in translating them to the 
stage: “I want to deliver those really rich kernels of meta-
phor and evocation,” he said. But, whether “you’re an ac-
countant, or a lawyer, or a mother, or a nun, or an artist, 
you’re always going to have to be putting it together. And 
as soon as I think we drop the false comfort that there’s one 
way to do [life], that I just need to find it and I can fit into 
it, then we can claim a lot of our own power and agency in 
making that happen…If we have faith, we can’t miss what 
is meant for us. And even the times when we miss it, it’s for 
us in a different way as well, you know.” 
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IN 1913, a play mistakenly entitled Wozzeck premiered 
in Munich, Germany. Produced by the great director Max 
Reinhardt, this production would spark a national—and 
worldwide—interest in the compelling, twisted tragedy. 
Since then, the play has seen numerous productions 
and adaptations, including opera and film, in multiple 
languages. But this 1913 presentation was not the first 
time Woyzeck appeared onstage.
 Nearly a century before, in 1824, Johann Christian 
Woyzeck calmly ascended the scaffolding before 
thousands of onlookers. Fourty-four years old, convicted 
of murder, and probably schizophrenic, he said his final 
prayers and sat down before the executioner severed his 
head from his body.
 Georg Büchner was a German boy of ten at the 
time, He would grow up to be a member of the Young 
Germany movement in literature, which opposed political 
and religious absolutism. These writers favored rights 
for women and Jews, the separation of church and 
state, and believed that art should reflect and connect 
with everyday life, in contrast to the dominant style, 
Romanticism. Büchner studied medicine and got involved 
in local societies seeking political change, writing all the 
while. In 1834, he and his associate, theologian Friedrich 
Ludwig Weidig, published Der Hessische Landbote, a 
pamphlet detailing the social injustices committed in their 

state Gießen. The men were charged with high treason, 
and while Weidig died in prison, Büchner escaped to 
Strausbourg. Historians believe that the young Büchner 
began writing Woyzeck in the summer of 1836. He died 
from typhoid in 1837, the play unfinished.
 Johann Christian Woyzeck was born in 1780 in 
Leipzig, and by the age of 13, had lost both his parents. He 
was apprenticed to a wigmaker, and also found work as a 
barber, among other professions. At eighteen, he became 
a soldier and had an illegitimate child before returning to 
Leipzig, where he took another mistress: a widow named 
Johanna Christiane Woost. Woyzeck abused her and grew 
extremely jealous of her relationships with other soldiers. 
However, it seems that there was more to his paranoia. He 
reportedly suffered from hallucinations, heard voices and 
bells ringing, suffered panic attacks, and even attempted 
suicide. Woyzeck bought himself a blade, arranged a 
meeting with Woost, stabbed her to death, and turned 
himself in that evening.
 The details of Woyzeck’s mental condition came 
out during the three-year trial that followed. Although 
he had confessed, Woyzeck’s trial dragged on because 
it was one of the first in which the insanity defense 
was employed. But despite his evident struggles with 
madness, experts determined that Woyzeck could still 
determine right from wrong and was sane.

Above: Print of the execution of Johann Christian Woyzeck on August 27, 1824
Left: Charlie Spurgin as Woyzeck with Dylan Key

Woyzeck: The Man, the Myth, the Adaptation
by Gillian Jones



4

It is likely, but impossible to know for certain, that Büchner 
intended to include the trial in his play Woyzeck. When 
Karl Emil Franzos discovered the manuscript more than a 
decade later, the ink was so faded that it needed chemical 
treatment before it could be read. Even then, Franzos 
struggled with the cramped handwriting. Moreover, he 
took the liberty of re-arranging the scenes and adding 
the stage direction “he drowns” at the end, adding a 
conclusion Büchner never created. 
 The play-fragment Woyzeck has not been 
performed as-written because no one really knows how 
the scenes should be ordered or how it should end. It is, 
therefore, a work which lends itself to adaptation. As we 
prepare to experience Dylan Key’s adaptation, we should 
keep in mind that even Büchner’s manuscript was merely 
an adaptation of the real lives of a tortured man and the 
woman he murdered in cold blood.

 In the first-person account by Ernst Anschütz, 
Johann Christian Woyzeck’s story ends like so: “The 
delinquent went calmly alone on the scaffold, knelt and 
prayed loudly with a lot of circumstance, untied the scarf 
himself, sat on the chair and straightened him, and the 
executioner quickly and with great skill struck his head 
off so that he was still sitting on the broad sword until the 
executioner turned the sword and it fell down. The blood 
did not flow high; Immediately a trap door opened, where 
the body, which was still sitting on the chair without having 
made any movement, was thrown down; Immediately he 
was placed in a coffin below and carried to the anatomy 
with guard. Immediately the scaffold was quickly broken 
off, and when this was done, the curassiers rode away. 
The vaults, which were all closed before, were opened and 
everything went to work. It goes without saying that there 
was no school in the morning.”

Left: Charlie Spurgin as Woyzeck 
Right: Johann Christian Woyzeck
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The Life of Georg 
Büchner

1813: Georg B1813: Georg Büchner is born in modern-day Riedstadt, Germany.chner is born in modern-day Riedstadt, Germany.

1828: 1828: He attends a Humanistic secondary school, where he was active in circles of       He attends a Humanistic secondary school, where he was active in circles of       
 Shakespeare scholars and human rights groups. Shakespeare scholars and human rights groups.

1831: 1831: He studies as a medical school in Strasbourg, where he is exposed to French  He studies as a medical school in Strasbourg, where he is exposed to French  
  literature, culture, and utopian communism.   literature, culture, and utopian communism. 

1834: 1834: Publishes “Der Hessische Landbote,” a pamphlet crticizing social injustices in  Publishes “Der Hessische Landbote,” a pamphlet crticizing social injustices in  

    
Hesse, and flees to Strasbourg.Hesse, and flees to Strasbourg.

    

While in Strasbourg, BWhile in Strasbourg, Büchner finishes his medical degree, works translating Victor chner finishes his medical degree, works translating Victor 

    

Hugo’s works, and begins writing his own short literature.Hugo’s works, and begins writing his own short literature.

1836: B1836: Büchner relocates to Zchner relocates to Zürich, where he teaches and begins writing rich, where he teaches and begins writing Woyzeck, Woyzeck, before before 

      

he contracts typhus and dies soon after, at the age of 23he contracts typhus and dies soon after, at the age of 23..
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DYLAN KEY, in adapting Georg Büchner’s Woyzeck to 
his own vision, makes many changes to the original, the 
most conspicuous and striking of which (rivaling even the 
modernization of the play) has to be Key’s omission of 
Marie’s affair with the Drum Major. This affair is a key plot 
point of Büchner’s play and inciting incident of Woyzeck’s 
eventual murder of Marie.
Key has entirely cut out this aspect of the plot: Marie, while 
still not married to Woyzeck, is, in Key’s version, a devoted 
mother and loving girlfriend. Woyzeck and the Drum Major, 
instead of being bitter rivals like in the Büchner’s, are good 
friends in Key’s play. Any inkling of something more than 
platonic between Marie and the Drum Major is suggested 
to be all in Woyzeck’s head—the imaginings of a mentally 
exhausted man.
The point of Key’s adaptation is to allow the audience, in 
their own lives, to connect and relate with the characters on 
the stage. Accordingly, Key gives the women in his version 
much more purpose, and more developed personalities. 
Marie’s success is no longer tied to Woyzeck’s money and 
success, but to her own merit and dedication—she no 
longer cheats on her cohabitee (an attempt to gain status 
and independence). Like Büchner’s Marie, she still strives 
towards social mobility so that she can care for her child, 
but Key gives Marie a new agency in her quest to either be 
accepted into grad school or hired for a collegiate teaching 
position—a position that will lead her further into the world 
of academia and will not only be financially rewarding, but 
also emotionally, spiritually, and mentally fulfilling.

To help Marie fulfill her goal, Key has expanded the other 
female characters of the play, giving them their own distinct 
stories and personalities. While Büchner does introduce 
other women in his narrative, they mostly serve to convey 
to the audience Marie’s status and condition. The women 
in Key’ play now rally around Marie by helping her prepare 
for interviews, finding clothes for Marie to help her look 
and feel more confident and professional, buying books 
for her research, and taking turns volunteering to watch 
her baby. They also explore their own, individual views and 
relationships with each other as they struggle to navigate 
the world around them.
Marie is well on her way to becoming a successful woman, 
and the Drum Major, instead of trying to seduce her with 
gifts, commends her for her success and dedication and is 
quite respectful and supportive of her. 
The reason that Woyzeck kills Marie, then, has nothing 
to do with Marie or the Drum Major. It seems as though 
Woyzeck goes insane from all the workplace and medical 
abuse that he goes through, and that influences his 
decision to murder Marie, but even Charlie Spurgin, who 
plays the titular character, admits that the exact reason for 
the murder is confusing.
Büchner’s Woyzeck gives a commentary on the status of 
women in his society and shows us that nobody is perfect 
in that world and that everyone makes horrible mistakes. 
Woyzeck subjects himself to humiliation at the hands of 
the Drum Major to keep Marie from him and torture at the 
doctor’s hands to support the woman he loves. Meanwhile, 

The “Major” Change in Dylan Key’s Woyzeck
by Eoin McKnight and Lynley Glickler

Above: Caroline Kurdi as Katie and Loretta Bond as Marie Loretta Bond as Marie
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Marie is a young woman who feels trapped from achieving 
her goals, as a mother and successful woman, by Woyzeck’s 
status in society. To free herself from this stagnation, Marie 
turns to the only rich man in her life— a man who can help 
her, with his status and money, to be what she wants. As 
a result, Woyzeck kills Marie because he is betrayed and 
more than a little out of his right mind. 
In Key’s Woyzeck, the conflict has nothing to do with any 
faults of the marvelous Marie, or of the gentlemanly Drum 
Major. Rather, it is an act which comes entirely from within 
Woyzeck and shows the intense creative power of which 
the human person is capable—that the mind can imagine 
insanity where there is perfect reason, disfigurement 
where there is beauty, and hatred where there is love.

Sienna Abbott as Eleanore and Loretta Bond as Marie 

Loretta Bond as Marie
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Woyzeck Crossword
We’ve added a crowssword puzzle, but there’s a catch: only some of the answers can be found in this 

magazine. The rest can only be found in the play itself; you’ll need to go see the show if you want to fill in 
the whole puzzle! Check page 17 when you’re finished to see if you got the answers right!
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Across
1. Surname of Woyzeck’s victim

2. Composer of a classical piece heard in the play
6. Woyzeck’s murder weapon

7. Character who plays with a doll
9. The boys’ board game

10. Acting Drama Department Chair 
13. Woyzeck playwright

14. Original name of the character often called Michael
17. Game played at the first party

18. Büchner’s hiding place
19. Woyzeck director

Down
1. Object that falls in Woyzeck?

3. Icona Pop song from the first party
4. Major event after which Woyzeck gained popularity

5. Substance that covers the Boss
8. “It’s like a tandem ___.”

11. A school of theater that studies movement
12. Woyzeck’s vegetable

15. Short name for UD’s theater building
16. Character played by Lynley Glickler

Dylan Key and the cast of Woyzeck
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FOR AN ACTOR, the opportunity to work with a new 
director is an opportunity to look at text in a different way, 
watch a production develop in a particular way, and explore 
different aspects of their personalities and psyches, as each 
director’s unique approach shows the actor a different 
place to look or a new technique to try.
For this semester’s mainstage cast, having a different 
director ask different questions and show them different 
facets of a text is a way for them to make new discoveries 
and learn about themselves and about the world. This 
semester, they got to work with Dylan Key, who brought 
new techniques and ideas to the department.
Dylan himself is a product of the University of Dallas Drama 
Department, and he has said that this program gives its 
students a clear understanding and appreciation of the text 
of a play, of the story itself.
So, to give his students new ways to grow, he has chosen 
to use this semester to give UD’s drama students the 
opportunity to participate in the development of his play 
using a process called “devising.”
That is, while Dylan’s production is an adaptation of 
Buchner’s original play, this version relies heavily on 
“contributions of text, circumstance, and movement” 
from the actors, as cast member Charlie Mihaliak, a senior 
drama major, told me.
This means that the actors spend a lot of time during 
rehearsal acting, but without the boundaries of a set 
script. Usually, acting requires an individual to fit himself 

or herself into a world where the relationship dynamics are 
pre-determined—“grappling with terms and reconciling 
the vision of the author with the director,” as junior Charlie 
Spurgin said.
In university theater, the students spend so much time 
with each other in class, studying, rehearsing, backstage, 
and—when they happen to come across some free time—
hanging out with each other socially. By the time they reach 
senior year, they have complex relationships as individuals 
and as a group.
Devising allows them to use their group dynamics to 
influence the dynamic of the characters in the play. As 
Loretta Bond describes it, the actors themselves create the 
“collective vocabulary” of the show, and Charlie Spurgin 
continued that “the cast has built up a repertoire of inside 
jokes, gestures, and idioms that really bring the world of 
our show to life.”
Because each actor can take an equal share in devising, no 
actor, however minor his or her role might seem at first, 
becomes an integral part of the script and the production. 
As Charlie Mihaliak described, “each company member is a 
textual brick in the foundation of our production.”
As part of the devising process, Dylan has been using 
Viewpoints, a school of theater that is difficult to describe, 
but Loretta Bond explained it as “exercises that explore 
movement and all its possibilities.”
Most students who take drama classes at UD, myself 
included, know about some of the Viewpoints and their 

A New Point of View: Working with a New Director
by Phoebe Jones

Above: Charlie Spurgin as Woyzeck with Caroline Kurdi as Katie
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associated exercises, but Charlie Spurgin told me that 
we “barely even scratched the surface” in our limited 
experience with them. 
They use Viewpoints to “dissemble movement into a 
periodic table of its own,” as Charlie Mihaliak explained. 
The Viewpoints fall into six categories, such as kinesthetic 
response (“when/how you respond to movement from 
others,” according to Loretta Bond), or shape (which 
explores the many different ways a person can use his or 
her body and pieces of the set to create an image).
One of the main rules of Viewpoints is silence—the 
actors interact entirely with their movements. Human 
communication is centered around speech, and giving 
that up for Viewpoints opens one to the realization that 
intentional movement conveys thoughts and emotions as 
well as, maybe better than, words can.

The actors describe how, without the limitation of 
thinking of the right words or the right way to say them, 
the Viewpoints allow them to free their minds, explore 
possibilities, and make discoveries.
“The movements are sometimes unnatural and absurd, but 
they can also be realistic or emotional,” Sienna Abbot said, 
adding that viewpoints allow them to devise entire scenes 
in the play.
These new ways of looking at theater have benefited 
the actors as they were meant to. Every actor told me 
that they have learned new things about themselves, 
about each other, and about theater. “We have an army 
of enthusiastic, talented young artists in the department 
right now,” Charlie Mihaliak said, “and Dylan is providing 
them the vocabulary of movement and storytelling they 
need to thrive in the coming years.”

Above Left: Lynley Glickler, Charlie Mihaliak, Sebastian Luzondo, Caroline Kurdi, and Loretta Bond in Woyzeck
Above Right: Sebastian Luzondo as Andres with Dylan Key
Below: Sebastian Luzondo, Eoin O’Grady, Julia Bukowski, Charlie Mihaliak, Lynley Glickler, Adam Sucy, and Charlie Spurgin



12

IN ANTICIPATION OF THE OPENING OF WOYZECK, I had 
the pleasure of meeting with Professors Mark Kirk and 
Susan Cox, designing the set and costumes, respectively. 
We talked inspiration, character expression, and what it’s 
like working with guest director, Dylan Key.

Ellissa Kiowski: What first struck you about Woyzeck, 
and how did your first impressions of the play affect your 
designs?

Susan Cox: The play is not really a play to begin with—
it’s a series of fragments of a play that Büchner wrote 
in the early 1800s, 1820 maybe. These fragments were 
rediscovered and people began to say, “These are so 
interesting!” And they became a kind of phenomenon. 
They became popular as a piece to do together, and 
they’ve been done in many forms. Dylan has taken 
those fragments and reworked them into a completely 
contemporary version with the ensemble cast he 
assembled to make the play. What one thinks of when 
thinking of Woyzeck is quite different than what we’ll see 
in this reimagined, devised piece.

Mark Kirk: The process always starts with impressions—I 
talk with the director, gather his impressions, then I start 
incubating that information, and finally start coming up 
with the designs. My first impression was in reading it the 
first time, but the evolution of that impression took place 
over a few weeks in December. It struck me how bleak 
the play is. It’s a very claustrophobic environment. The 
characters are trapped and they don’t even realize it.

EK: How do you express character through your designs?

MK: A lot of times you can take the point of view of one 
particular character and see the world as the character 
sees it. You could also superimpose a world on the 
character that they might not recognize. With Woyzeck, 
he is seeing some parts of the world as having potential 
and goodness, but then he keeps going back and seeing 
the things that aren’t working. Creating dissonance can be 
useful through lighting. We can also use lighting angles to 
get some of that effect, too.

SC: In this kind of play, what I want to do is think through 
the script, think through the character type, and begin 
to think about what that person would choose on this 
particular day from their wardrobe. They go to the 
closet and put this outfit together—how come? What 
does that say about why they’ve dressed that way on 
a particular day? In this case, Dylan was using a lot 
of Jungian archetypes, and he assigned each of his 
characters a Jungian archetype. So I was reading that 
and kind of looking through contemporary fashion ideas 
and personalities, in some cases, to see what that meant. 
In the fitting room I was really interested in what the 
actors had to say about the characters they were making. 
Because this is devised—this is an ensemble piece. So if 
the actors had notions about which pieces their characters 

would choose, we altered our designs accordingly.

EK: That’s so neat! I really like the psychological approach 
to designing for this play. It’s so cool that Dylan is directing 
with a similar approach—assigning Jungian archetypes to 
the characters. How has it been working with him?

SC: Oh—just a delight. A real gift to me. We have really 
great, interesting directors here. It’s always a good thing 
to have new ideas, new thoughts, new ways of looking at 
things.

MK: We’re peers working together, but we all know that 
what we’re doing, even though it’s our own art and it’s 
really important, is subordinated to the art of someone 
else who ultimately has the most responsibility.

EK: It’s all a very delicate balance. Theatre definitely 
seems more like an ecosystem than an hierarchy. 

MK: That’s a perfect way to describe it. It is a balancing 
act. Susie has to make sure that everything she puts in is 
intentional. We all do, or it breaks the illusion. What we try 
to do is create an internal logic for the world of the play, 
and everything we put in it, we try to make as consistent 
as possible.

EK: I’m aware you both have students working closely 
with you on these designs. What’s the benefit to having 
students like Robert Baxley and Jack Urbanski working 
with you?

SC: Their new ideas and their input is the biggest benefit. 
Especially in this play, it’s great to have the input on 
contemporary looks and what works and what doesn’t. 
Jack has a great eye. As a teacher, it’s also just great to 
have practical work.

MK: The biggest benefit is really for the students. I don’t 
need anything new on my resume, but it might help 
Robert in the future. It also helps the students see if they 
like this sort of thing and want to continue in the future. It 
also helps to have competent people to bounce ideas off 
of, so we get alternative ideas for our designs.

EK: How do you marry the two different artistic aspects of 
set/lights and costumes?

MK: Lights can affect costumes and vice versa. But we try 
to come together to make this as unified a production—a 
single vision—as possible, even though it’s coming from 
many points of view. I try not to get too close at the 
beginning so I’m not limited by [Professor Cox’s] ideas 
and I’m not limiting hers. But we come together and make 
adjustments to give the actors and the director as much 
room to explore the literature as possible.

SC: In this particular play, there hasn’t been a lot of 
collaboration between Mark and me. Most of the 

An Interview with Susan Cox and Mark Kirk
by Ellissa Kiowski
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Above: Costume design collage for Wallace
Below: One of Mark’s iniitial designs that became the backdrop

collaboration has been with Dylan and working with the cast 
members. There will be much more collaborative process 
during tech week, I think.

EK: What’s been the highlight of working on this show?

MK: The highlight for me has been working with all these new 
people—not only getting to work with all the new students, but 
also a new director. Having someone new like Dylan is neat. He 
brings a whole new perspective, which is fun. The social aspect 
is fun. The act of creating in conjunction with other people is 
always new.

SC: Working with Dylan has definitely been the highlight for 
me. He’s been a blast to work with—he’s so smart. And the 
actors, and Jordyn Fields as an amazing stage manager. But 
the whole process has been great. There are parts of this play 
that are just gorgeous and poetic, so I’m looking forward to 
seeing it all combined.

EK: Me too! I’m really looking forward to seeing the show. 
Thank you so much for sitting in for this interview today.
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Above: Alice Forget, Jack Urbanski (Assistant Costume Designer), and Arianna Rudorf in the costume shop. 
Below: Sebastian Luzondo and Sarah Turner work on the Woyzeck set.
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Upcoming Events in Drama
Spring Senior StudioS

Am I Blue
by Beth Henley
Directed by David Huner

What happens when a young boy named John Polk Richards meets a young girl named 
Ashbe Williams while he’s waiting to meet a whore on a rainy night in the New Orleans 
French Quarter? In this colorful human coming-of-age story set in 1968 America, the 
lives of these two young adult misfits will collude for the first time, leaving the two to 
inverstigate their identities and loneliness together.

The Lesson
by Eugene Ionsesco
Directed by Caroline Kurdi

In this absurdist play, a Pupil goes for tutoring with a learned Professor. She begins ea-
ger to learn and impress the Professor with her vast knowledge. As the play progresses, 
with each lesson, the Professor becomes more and more enraged and volatile as the 
Pupil’s shortcomings come to the surface. This results in the Professor making a final 
and permanent gesture against the Pupil, and the Maid has to help him clean up. 

The Apollo of Bellac
by Jean Giraudoux
Directed by Hannah Kneen
In this charming story of growth and true beauty, Agnes, a shy, ordinary young woman, 
meets the mysterious Man from Bellac, who agrees to teach her the secret to life’s suc-
cess. She comes to learn something unexpected from herself instead.

The Spring Studios open Thursday, April 28 in the Drama Building. Come see them to 
support the senior drama majors and the other students who have worked to make 
these shows possible. 
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the CaSt of WoyzeCk

Adam Sucy
Wallace

Sophomore
Philosophy 

Benjie Bledsoe
The Doctor

Junior
German and Theology

Charles Mihaliak 
Drum Major

Senior 
Drama

Charles Spurgin
Woyzeck

Junior
Drama and Classics

Eoin O’Grady
Nando
Junior 

Business 

David Huner 
Boss

Senior
Drama and English

Gabriella Borello 
Grandmother

Junior 
Philosophy 

Caroline Kurdi
Katie 

Senior
Drama
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Loretta Bond
Marie
Junior
Drama

Sienna Abbot
Eleanor

Freshman
Undeclared

Julia Bukowski 
Bridget 
Junior 

Politics

Marcelle Van de Voorde
Professor 

Sophomore
Drama

Sebastian Luzondo
Andres 
Junior
Drama

Lynley Glickler
Jessie
Junior
Drama
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