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Discussion Programs
For The general Public

The Artistic Perspective, hosted by Artistic Director Anita Stewart, is an opportunity for audience members to delve deeper 
into the themes of the show through conversation with special guests.  A different scholar, visiting artist, playwright, or 
other expert will join the discussion each time.  The Artistic Perspective discussions are held after the first Sunday matinee 
performance.

Page to Stage discussions are presented in partnership with the Portland Public Library.  These discussions, led by Portland 
Stage artistic staff, actors, directors, and designers answer questions, share stories and explore the challenges of bringing a 
particular play to the stage.  Page to Stage occurs at noon on the Tuesday after a show opens at the Portland Public Library’s 
Main Branch.  Feel free to bring your lunch!

Curtain Call discussions offer a rare opportunity for audience members to talk about the production with the performers.  
Through this forum, the audience and cast explore topics that range from the process of rehearsing and producing the text 
to character development to issues raised by the work.  Curtain Call discussions are held after the second Sunday matinee 
performance.

All discussions are free and open to the public.  Show attendance is not required.  
To subscribe to a discussion series performance, please call the Box Office at 207.774.0465.

The Artistic Perspective: 
Sunday, May 1 in the theater, following the 2:00 p.m. matinee.

Page to Stage: 
Tuesday, May 3 at the Portland Public Library, at noon.

Curtain Call: 
Sunday, May 8 in the theater, following the 2:00 p.m. matinee.

Discussion Dates for 
They Don’t Pay? We Won’t Pay! 
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About the Play 
by Kerry Randazzo

They Don’t Pay? We Won’t Pay! was written and first staged in 1974 by 
Dario Fo in support of the “Autoreduction” movement that was sweep-
ing Italy at the time. During this movement, Italian citizens, in an effort to 
protest unfair pricing and labor practices, collectively reduced prices and 
workplace productivity to what they agreed was fair. While the move-
ment sparked much controversy and social unrest, it also empowered the 
working class to stand up for their basic rights as Italian citizens. Dario Fo, 
being ever politically vocal, was inspired by this movement and wanted to 
add to it through his own art form.

The topic of autoreduction, however, simply acts as a catalyst for the 
deeper ideas and issues that the play grapples with. Among these issues 
are the mistreatment of women, police brutality, corporate greed, poverty, 
and the hypocrisy of religion. The play opens on a conversation between 
Antonia and Margherita in which Antonia relates the story of a supermar-
ket raid in which she partook. This raid sparks a series of ensuing events 
in which Antonia must weave an increasingly complicated and hilarious 
web of lies to cover her theft from the police and from her own husband. 
The real feminism of the piece reveals itself in that it is consistently the 
women of the play who show any backbone, deftly deceiving snooping 
bureaucrats and unapologetically standing up for what they hold true.

Another interesting aspect of the play is the arc of Antonia’s husband, Giovanni. He begins his journey as a law-
abiding citizen who would rather starve to death than eat a morsel of stolen food. Throughout the play, however, 
he comically metamorphoses into a law breaker himself as he is continuously shown examples of how the system 
that he so blindly trusts is inherently corrupt. Giovanni’s character shows audiences that there comes a point 
where even devout believers in the establishment must be honest with themselves and take action against oppres-
sion.

Even though this play comes out of extremely specific origins, its message is universal: institutional corruption 
and oppression are unsustainable, no matter how ingrained they may be. In fact, we have seen numerous ex-
amples of these very same issues and conflicts manifesting themselves in recent American times. The Great Reces-
sion, the many instances of police brutality, the gender pay gap: these are but a few of the types of issues on which 
the play comments. We may laugh. We may be grateful that this is a fictional story, that our own problems do not 
extend to hiding stolen groceries down our shirts or under our beds. After all of our laughter and gratefulness, 
though, we may start to see that these issues are all too real and that it is up to us to exact the necessary change.
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Thoughts From The Editorial Staff

When I was in college, my sorority 
required that we go to certain events 
each semester. One of these events 
was a self-defense workshop, which 

I actually thought would be a great experience. When we got there, 
however, it quickly became apparent that the instructor approached 
self-defense classes with women as a chance to victim-blame and 
use extremely offensive language and misinformed expectations 
about survivors of sexual assault and abuse. After 10 minutes of the 
workshop, I walked out with one of my friends. Despite the certainty 
that we would get in trouble with our sorority and the possibility of 
getting fined, we could not pretend that we were okay with what was 
occurring in the workshop. After leaving the workshop, we walked 

directly to the Women’s Resource Center at our campus, where we were able to set up a meeting with 
the head of Public Safety (our campus security). Once he heard about the reality of the program that 
he had supported and promoted, the head of public safety immediately discontinued the program and 
replaced it with survivor-friendly programming and workshops. Sometimes breaking rules can be an act 
of recklessness, while other times it is simply the only way to do what is right.

A time I broke a rule, and why? Probably the most recent rule 
break, and most significant, changed the course of my life. One 
year ago, I was working at a financial software firm as a territory 
manager. I was responsible for renewals, support, and training for 
all my clients. I had started the job as a way to earn money, and 
quickly found that no sum of money would be worth working 
in an environment driven by revenue rates, self-interest, and 
expecting us to lie to the clients. I was miserable.  My boss had 
just given me the ultimatum that I would have to choose between 
theater and work. So while she was on her lunch break, I printed 
my application to Portland Stage, using office supplies, and sent 

it out, hoping the position would give me hope. Well, two weeks later, 
with still a month to go before I found out about the position at Portland 
Stage, I quit. Told my boss that I chose happiness over money, and left. 
And that has made all the difference.

When I was in elementary school, my best friend, Graham, was 
diagnosed with brain cancer. For many years he was in and 
out of the hospital, and thus I also spent much of that time in 
them. One of the times that he was being discharged, we were 
instructed to wait for his parents in one of the waiting areas 
while they finished up paperwork. We couldn’t contain our 
delight at the situation, so I took control of his wheelchair, we 
snuck away from his parents, and raced around the pediatric 
floor, as fast as I could push him. We ran around the floor in 
circles, a-hootin’ and a hollerin’, for quite a bit of time before we 
were wrangled by his parents, who initially were irritated, but 

ultimately forgiving. 
While it wasn’t the safest or most cautious thing we ever did, 
it was one of the most fun.
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Talk About a Time You Broke a Rule and Why

For a free, digital copy of PlayNotes go to http://www.portlandstage.org/education/playnotes

I’ve never had to fight against an oppressive government or systematic 
oppression. All the rules I’ve broken were out of self-interest, but I don’t believe 
my experiences are unique or indicative of a selfish nature. Rather, most of the 
rules I’ve broken as a young man are the rules you break as a young man: skipping 
class, lying about your location, breaking curfew, and the like. The rule I broke 
most akin to They Don’t Pay? We Won’t Pay! happened some seven years ago. 

At the NCJCL (the North Carolina Junior Classical League) convention, which 
is dedicated to the Latin language and the Greco-Roman world, I signed up 
for a verbal essay contest at my instructor’s urging. I have no stage fright, no 
history of anxiety over speaking in crowds, but that day I made myself red 
and quivered in front of two graying judges. I fumbled words or made them 
up—I was never very good at Latin—and excused myself after the first sentence. 
I needed air. It was too much. I left the room. My stage fright was cured. 

Almost every memorable time in my life that I 
have broken a rule it has been out of ignorance, 
out of passively stumbling into an unruly 
situation only to be promptly yelled at. When I 
was in high school, there was this door to the patio 

that would open mechanically for wheelchairs at the push of a button. People 
NEVER opened that door manually. They would always use the button. It was 
an unspoken rule. One day I was leaving school after cross country practice and 
my arms were laden with muddy sneakers and school supplies. I approached the 
door, paused, and gave the button a sturdy jab with my foot. Immediately after I 
did this, I heard a thunderous voice behind me. I confusedly whipped around to 

see none other than the austere head janitor, red in the face with all of his wrath. I would come to find out 
later that the school had been having issues with students being too rough on the button and this particular 
janitor was responsible for fixing it every time someone decided to give it that extra punch. He proceeded 
to loudly and thoroughly attack me and my choices. Of course, the entire hallway heard and my cross 
country team came out to witness his assault on my integrity and morals. Even though I had absolutely 
no idea that this was a rule, I still felt that I had violated something that was obviously very important 
to someone out of my own selfish hunger for convenience. I never dared to touch that button again.

When I was in fourth grade I started playing alto 
saxophone and joined the school band. I was the 
only girl in the sax section and was pretty proud 

of myself for being “as good as the boys.” It came time for our first winter 
concert and my conductor explained that all the musicians had to wear black 
outfits. Boys were to wear a black shirt and black pants. The girls were to wear 
black shirts and skirts. SKIRTS. I was not a girlie girl and don’t think I even 
owned a skirt. I went home and told my mom that I had to wear pants. My 
saxophone went between my legs, all the other members of the section would 
be wearing pants. TIGHTS!? No way was I wearing tights. My mom went to 
my conductor and tried to convince her to let me wear pants to the concert. My 
conductor said that if I didn’t arrive in proper attire, I would not play in the 
concert. However, the night of the concert came along and there I was, in the 
sax section, in my black shirt and black pants, rocking out to “Jingle Bell Rock.”
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The Editoral Staff...
When driving to Portland in late August, I used the car ride from 
New Jersey to do some thinking. I was confident about living away 
from my family, excited about working in a new professional theater 
environment, slightly intimidated by the opportunities I was about 
to be given, but mostly, I WAS TERRIFIED THAT MY LIVING 
SITUATION WOULD BE HORRIBLE. The last time an institution 
paired me with a stranger to live with did not work out in my favor. 
I was worried that an estranged living situation would affect the 
experience I could collect while working at Portland Stage. Little did 
I know that I would meet two women who I know will be in my life 
from now on. Shireen Unvala and Claire Taylor are my roommates 
and they are two of the strongest, funniest, dorkiest, silliest, most 
phenomenal women I know. After meeting and performing the 
cordial introductions, we all retreated to our rooms to continue to 
unpack. Around 7 o’clock, we individually thought dinner would be 

a good idea. We all walked into the kitchen only to realize that each of 
us was wearing one if not more pieces of Harry Potter clothing. 

From that moment on, we knew this would work out. Through the 
ups and downs of this internship, these women have been my biggest supporters and strongest shoulders 
to lean on. In the words of J.K. Rowling, “There are some things you can’t share without ending up liking 
each other. And [making it through Portland Stage’s internship program] is one of them.”

 Along with my departure from Portland Stage will 
come my departure from the city that I have called home 
for twenty years. I will be going halfway across the country 
to study theatre at Beloit College in Beloit, Wisconsin. This 
past year has been a transformative one for me. Watching 
my childhood friends scatter across the country to attend 
college after graduating while I remained here to participate 
in this internship has been difficult in some respects. That 
being said, I would not have done a single thing differently, 
were I given the chance. This internship has opened my 
eyes. I have drawn closer to this art form. I find myself 
understanding it and taking perspectives on it in forms that 
I never would have, had I proceeded immediately to college 
after graduating. This year has been one of unprecedented 
immersion: into theater, into creativity, and into this city. I 

have now seen Portland through a lens that I never had access to as 
a student, broadening and maturing my frame of mind regarding 
my community. What I have come to realize is this: while my 
geographical location may have remained static for an extra year, 
every other aspect of myself could not have traveled further. I will 

now be entering college with the experience and sense of self that only this internship, these people, and 
this city could have provided. I am an artist. I am a storyteller. Of these facts, I have never been more 
certain.
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It is an extremely daunting task for me to write a “Goodbye” to 
my Portland Stage Internship. When I first sat down to attempt 
this feat, I tried to think of one overarching topic that could 
encompass all of that I have learned and experienced this year. 
I thought about all of the relationships I have developed, the 
skills that I have acquired, the questions I have obsessed over, 
the people who have believed in me and taken chances on me, 
the times I was able to try and fail and then try again, and all 
of the confidence I have gained. I kept returning, however, to 
the students that I have been fortunate enough to work with 
this year. As an Education Intern and a Teaching Artist, I have 
met a wide array of students who have taught me more than I 
could ever teach them. They have taught me to be brave with 
my creativity, fearless in the face of any challenge or prompt. 
They have taught me to be kind and supportive of one 
another, reinforcing each other’s successes and courageous 
attempts. They have made me laugh uncontrollably and cry 

unapologetically. Most importantly, they have reminded me of the importance of theater education and the 
agency, confidence, and independence that it can give to young people. Portland Stage has allowed me to 
be a small part of these inspiring young people’s lives, and I will forever be grateful for that.

Says Goodbye

Time is not a wizened old man, beard swaying 
low, with a star-printed hood draped around the 
neck. He is not kind or gentle. He is blunt and 
obstinate. Time is a craggy-faced smoker, tobacco-
stained fingers fidgeting, with heavy steel-toed 
boots scuffed from the doors he’s kicked. At some 
point, he’ll take my memory of this place—the city 
of Portland, Portland Stage, my fellow interns and 
friends, the good people who believed in me. I’ll 
fight, lose, and live on with hazy recollections of 
my time here, yellowed from his fingertips. I write 
the following to fasten the hatches, to lock the 
strongbox, to keep something clean and untouched by Time’s grip.

And now, gone from the land of the intangible, my prose fails me. I’ll speak 
plain and short, because honesty has no home in metaphor. Even when I 
had forcefully vacated my home bleachers, those who gave me confidence, 
Carmen Mandley remained. I’m a better artist and person for having worked alongside her. To say thank 
you and I wish you the best is missing half the point. Portland Stage has been Carmen Mandley, but 
Carmen Mandley has never just been Portland Stage. You have been so much more: a support system, a 
source of endless motivation. A friend. Here’s to you, Carmen.
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When I first started at Portland Stage, it felt like 
freshman year of college all over again. Here we were, 
a bunch of twenty-somethings, living in dorm-like 
housing, with work during the day, but nights off 
because we didn’t have any homework for once in our 
lives. Now this didn’t last long, but it represents what 
I have come to realize was an entire four-year college 
experience crammed into one year of a theatrical 
internship. I can also say that I will come away with 
many of the same things: more friends, less money, 
a more intimate knowledge of myself, an experience 
that has effectively been a crash-course in “real life,” 
and the same number of books that I have been meaning to 
read for years but have just not gotten to yet. Over the past 
year, Portland Stage has been a place where I tried many new 
things, some of which I failed at and some of which I succeeded. The people I have met and worked with 
here have supported us, challenged us, and helped us grow. Without this internship, I might never have 
left the West Coast.

 I came to Portland Stage with two years of professional experience, 
lots of hopes, and lots of plans. Every single person I met told me that 
this experience would be up to me to mold it into what I wanted. I took 
that challenge with gusto, and found that no opportunity was denied 
me. Since I’ve been here, I have assistant directed and worked as a 
dramaturg on two very different shows, The Mountaintop and Lost Boy 
Found in Whole Foods, been a dramaturg for Bare Portland’s production 
of Macbeth, worked on crew for The Snow Queen and My Name Is Asher 
Lev, directed for Play Me a Story, learned how to use InDesign to help 
create the PlayNotes you read every issue, and finally I will direct my 
own show, Salome, which will open May 6.
 I couldn’t ask for a better city to work and create in so I’ve chosen to stay 
in Portland after my internship is over. The city has been so welcoming 
and nurturing during my time here. I love the atmosphere, the people, 

the amazing food, and the culture of Portland more than I ever expected.
 Before I end this article though, I have to say thanks.
First to my boss, Carmen Mandley, who is a rock of comfort, creation, support, and integrity, thank you 
for pushing me harder when I needed it, letting me cry when necessary, and knowing exactly what to 
say before I knew to listen. You have been such a joy in my life and I am thankful to call you a boss and a 
friend.
 To Anita Stewart, whose constant drive and dedication to Portland Stage is something to be admired, 
whose balance between work and family is to be desired, and whose love of the arts is to be honored, thank 
you for all that you are. I never expected someone in your position to be as gracious and caring as you have 
been this season.
 To my fellow interns, you will get sappy cards later, but in PlayNotes I just want to say thank you 
for all the work the audience never sees. Thank you for your long hours, your brilliant minds, and your 
willingness to say yes. You are a marvel and I would not have been successful this year without each one 
of you.
 Finally, to you, the readers and patrons of PlayNotes and Portland Stage, some of whom I’ve been 
lucky enough to meet, thank you. Everyone who has come to an event, written a note about our work, or 
recommended us to someone, you are why we do the work we do. It is a pure delight to know the words 
we write are heard, enjoyed, and used out in the world. So thank you.
 Next for me will be the Theater at Monmouth, and then back to Portland in 
the fall. I have started my own company, 90 Acre Theatre, so you will definitely 
be hearing more from me in the future.
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A Year in Review
Dancing at Lughnasa 

by brian Friel

Sept 29- Oct 25
actOrS

● Jack Paul Haley

● kate laura Houck*
● chriS Julie Jesneck*
● rOSe keira keeley*

● agneS emma o’Donnell*
● Maggie ToD ranDolPH*

● Michael Tony reilly

● gerry TimoTHy aDam Venable*

creative teaM

● DirectOr sally WooD

● aSSiStant DirectOr/ DraMaturg  mariele Fluegerman 
● Stage Manager myles c. HaTcH*

 ● aSSiStant Stage Manager grace k. murrin

●cOStuMeS kaTHleen broWn

● SetS aniTa sTeWarT

● prOpS Dana HoPkins

● lightS bryon Winn

the Mountaintop 
by katOri hall

nOv 3 - nOv 22
actOrS

● Dr. Martin luther king Jr. HarVy blanks*
● caMae kim sTaunTon*

creative teaM

● DirectOr cHarles WelDon

● aSSiStant DirectOr/ DraMaturg benn may

● Stage Manager sHane Van VlieT*
● aSSiStant Stage Manager claire Taylor

● cOStuMeS Frank cHamPa

● SetS aniTa sTeWarT**
● prOpS Dana HoPkins

● lightS Ves WeaVer

● SOunD gregg carVille

the snow Queen

Dec 5 - Dec 24
actOrS

● kai ian carlsen*
● crOw J.P. guimonT*

● SnOw Queen karen macDonalD*
● rObber girl caley milliken*

● ba Daniel noel*
● gerDa briTian seiberT*

●blue caSt Tommy DiPHilliPPo, keegan Donegan, HannaH DusTon, 
aDair emmons, erin mckeoWn, lexi Pilk, anica sPencer, bella sT. 

cyr, Julia TroWbriDge, robbie TroWbriDge

● white caSt lily carrigan, James boTTing, Dora cHasion-laPine, 
aiDan gallagHer, HannaH Daly, nina sTeVens, lyra legaWiec, 

elizabeTH albaHary, georgia gibbs, Duncan HolT

creative teaM

● Scenic DeSigner/DirectOr aniTa sTeWarT**
● aSSiStant DirectOr kerry ranDazzo

● Stage Manager myles c. HaTcH*
● aSSiStant Stage Manager grace k. murrin

● lightS bryon Winn

● SOunD technician seTH asa sengel

● MuSical DirectOr Hans inDigo sPencer

● cOStuMeS susan THomas
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Portland Stage 2015 - 2016 Season
the hounD of the BaskerviLLes 

by Sir arthur cOnan DOyle, aDapteD by Steve canny 
anD JOhn nichOlSOn

Jan 26 - Feb 21
actOrS

● Dr. watSOn/variOuS ryan Farley*
● Sir henry baSkerville/variOuS sTeVen sTraFForD*

● SherlOck hOlMeS/variOuS DusTin Tucker*

creative teaM

● DirectOr Dan burson

● aSSiStant DirectOr/ DraMaturg connor PaTe

● Stage Manager sHane Van VlieT* 
● aSSiStant Stage Manager claire Taylor 

● cOStuMeS kaTHleen broWn

● lightS sTePHen Jones

● SetS meg anDerson

● prOpS Dana HoPkins

● SOunD cHris FiTze 

Lost Boy Found in WhoLe Foods 
by taMMy ryan

March 1 - March 20
actOrS

● gabriel Tyrone DaVis Jr*
● Michael J. P. guimonT*

● Segel cHanTal Jeane-Pierre*
● panther Jamil a. c. mangan*
● chriStine mHari sanDoVal*

●alex casey Turner

creative teaM

● DirectOr markus PoTTer**
● aSSiStant DirectOr/ DraMaturg benn may

● Stage Manager myles c. HaTcH*
● aSSiStant Stage Manager grace k. murrin

● lightS cory PaTTak***
● cOStuMeS kaTHleen broWn

● SetS aniTa sTeWarT***
● prOpS sTacey mancine koloski

● SOunD Mark Van Hare

● Special eFFectS eric anDerson

My naMe is asher Lev 
by aarOn pOSner, baSeD On the beSt-Selling nOvel by 

chaiM pOtOk

March 29 - april 17
actOrS

● aSher lev noaH aVerbacH- kaTz*
● the Men Joel leFFerT* 

● the wOMen PaTricia buckley* 

creative teaM

● DirectOr Paul mullins

● aSSiStant DirectOr/ DraMaturg connor PaTe

● Stage Manager sHane Van VlieT*
● aSSiStant Stage Manager claire Taylor

● lightS anDreW HungerForD

● cOStuMeS lex liang

● SetS briTTany VasTa

● prOpS Dana HoPkins

● SOunD sHannon zura
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Kerry Speaks
About three months ago I first sat down with the director of 
They Don’t Pay? We Won’t Pay! in Coffee by Design to discuss 
the concepts we would be working with for the piece. When he 
arrived, he purchased a coffee and a bacon scone. As we began 
our conversation he tore into the scone, permeating the table with 
the aromatic wave of fresh baking. He offered me a piece and I, 
despite being mildly hungry, declined. I don’t really know why. 
Maybe in my mind at the time I reasoned that it would be impo-
lite of me to take half of his treat away from him. He accepted my 
refusal, but he looked at me and said “Food is important. Food is 
everything. I believe in food. Dario Fo believes in food. Do you 
understand?”

As an Italian American whose childhood comprised loud Sunday 
dinners, dialogue laden with espresso and gesticulation, and old 
aunties urging us to eat a second helping of pasta fazul, this play 
could not resonate any clearer. When I first read it I was immedi-
ately struck with how Italian it really is. It has it all: satire, Ca-
tholicism, and food. SO much food. Food acts as the catalyst for 
nearly all of the conflict throughout and is so integral to the play 
that it nearly acts as an autonomous character in and of itself.

In Italy, food and culture are interchangeable terms. The act of 
nourishing yourself is a warm and rich tradition that lies at the 

foundation of what it means to be Italian. You must take a meal in the way it is meant to be taken, enjoying 
it, practically breathing it into your body and life. You must never rush a meal; to do so is sacrilegious. It is 
among the highest of disrespects to fail to offer someone food upon their entering into your home. All this be-
ing said, knowing what food and dining mean to Italian culture, one can imagine the emptiness and the strife 
that accompanies hunger.

They Don’t Pay? We Won’t Pay! approaches the subject of hunger with a clear sense of humor; however, the 
underlying message is one that demands a call to action. It dictates a fundamental reworking of the establish-
ments that let the wealthy flourish at the expense of the poor. These characters are hungry. They are hun-
gry not only for food in their mouths but also for long-overdo change in the system that they are subjected 
to. What better way to demonstrate this outrage than through food? Food: the pinnacle of culture that is so 
integral to the human experience. To take it away, to 
make it exclusive, and to keep people from it is cor-
ruption.

Having thoroughly read and studied the play in the 
months leading up to rehearsals, I would like to men-
tion that my own outlook on food is different now. It 
is so much more than fuel for our bodies. It has the 
power to unite us as fellow human beings, to give us 
the strength to break down walls and to build bridges. 
Given the chance to go back in time three months 
ago, I would have gladly accepted that piece of bacon 
scone for these symbolic reasons alone. Food is com-
munity. Food is human. I believe in food. 

Dramaturg
noun | dra●ma●turg

 
The person who assists the director to create the 

world of a play by contributing necessary 
insight, research, or feedback before and 

during rehearsals.
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About the Playwright: 
Dario Fo

Dario Fo (born March 24, 1926, Leggiuno-Sangiano, Italy), Italian avant-
garde playwright, manager-director, and actor-mime, who was awarded 
the Nobel Prize for Literature in 1997. A theatrical caricaturist with a flair 
for social agitation, he often faced government censure.

Fo’s first theatrical experience was collaborating on satirical revues for 
small cabarets and theaters. He and his wife, the actress Franca Rame, 
founded the Campagnia Dario Fo–Franca Rame in 1959, and their humor-
ous sketches on the television show Canzonissima soon made them popu-
lar public personalities. They gradually developed an agitprop theater of 
politics, often blasphemous and scatological, but rooted in the tradition of 
commedia dell’arte and blended with what Fo called “unofficial leftism.”

In 1968 Fo and Rame founded another acting group, Nuova Scena, with 
ties to the Italian Communist Party, and in 1970 they started the Collettivo 
Teatrale La Comune and began to tour factories, parks, and gymnasiums. 

Fo wrote about 70 plays, coauthoring some of them with Rame. Among 
his most popular plays are Morte accidentale di un anarchico (1974; Acciden-
tal Death of an Anarchist) and Non si paga, non si paga! (1974; We Can’t Pay? 
We Won’t Pay!). As a performer, Fo is best known for his solo tour de force 
Mistero Buffo (1973; Comic Mystery), based on medieval mystery plays but 
so topical that the shows changed with each audience.

His later works, some of which were written with Rame, include Tutta 
casa, letto e chiesa (1978; “All House, Bed, and Church”; Eng. trans. Adult 
Orgasm Escapes from the Zoo), Clacson, trombette, e pernacchi (1981; Trum-
pets and Raspberries), Female Parts (1981), Coppia aperta (1983; The Open 
Couple—Wide Open Even), L’uomo nudo e l’uomo in frak (1985; One Was 
Nude and One Wore Tails), Il papa e la strega (1989; The Pope and the 
Witch), Johan Padan a la descoverta de le Americhe (1992; Johan Padan and 
the Discovery of the Americas), Il diavolo con le zinne (1998; The Devil 
with Boobs), Lu santo jullàre Françesco (1999; Francis, the Holy Jester), and 
L’anomalo bicefalo (2003; The Two-Headed Anomaly).

In addition, Fo wrote two illustrated novels, La figlia del Papa (2014; The 
Pope’s Daughter) and C’è un re pazzo in Danimarca (2015; “There Is a Mad 
King in Denmark”). The former was adapted as a stage play.



Portland Stage Produces They Don’T Pay? We Won’T Pay! 

16 They Don’T Pay? We Won’T Pay! 

An Interview with the Director: 
 Ron Botting 
by Kerry Randazzo

They Don’t Pay? We Won’t Pay! Assistant Director and Dramaturg Kerry 
Randazzo sat down with Ron Botting, the director of the piece, to have a 
discussion about how he relates to and understands the play. 

Kerry Randazzo:
You’ve been working with Portland Stage for a long time. What originally 
brought you here?

Ron Botting:
My wife, Anita Stewart, had worked as a designer for the two previous 
artistic directors of Portland Stage and she was informed that the artistic 
directorship of the company might become open. We had already been talk-
ing about the prospect of producing theater, possibly even starting our own 
company, almost since the two of us had first gotten together. She decided 
to apply for it. She told me I was going to love Portland, and I said, “Well 
what do you wanna move to Oregon for?” Even after learning it was in 
Maine, I was skeptical because I felt that it was far away and I had been in 
New York for the past eighteen years. She told me to just wait until I saw it. 

On day one of seeing the city I realized that Portland is probably one of the greatest places to live. Anita did get 
the job, we moved here, it’s been twenty years now and both the city and the theater have been really amazing to 
us. 

KR:
You act quite a bit in addition to your directing. What originally drew you to directing? How does being an actor 
as well change the way you approach directing others? 

RB:
Before I directed straight plays, I was a musical director. I musically directed some shows in New York after 
college and my first one ended up being very successful, I even got a Times review out of it. I thought musical 
directing was what I was going to do for the rest of my career. I realized shortly after, though, that those oppor-
tunities didn’t come up as often as ones for performing did, so for a while that was what I was focusing on. From 
this I’ve really learned how to approach directing as both a director and a performer, having been directed from 
many people and seeing how differently each person approaches directing. The things I know about directing are 
a culmination of putting all of these methods together and seeing what works and what doesn’t work for me.

KR:
Can you talk about food? What does it mean to you?

RB: 
Food is very important in my life. One of my mentors in college who ran one of the great singing groups on 
campus was very interested in building a relationship with this small group. He would often have us over to his 
house and he fed us all the time. He was the kind of fella that enjoyed making food, enjoyed eating food, enjoyed 
going to different towns and cities to find the best restaurants. I’ve been fortunate to know people like him my 
whole life. I caught the fire as soon as I met my wife; it became worthwhile for me not only to cook for myself, but 
to have somebody else to cook for. Once you have people in your life who you care about, you want to feed them 
and to make it good, wholesome, varied, and exciting. I’ve been poor in my life and my family has been poor. 
I think it is important to think about the economic disparities in this country and what that means for food and 
hunger. It’s always been a basic concern of mine, even in terms of messages in the theater. 
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cOnt’D

KR: 
What has your experience been with rebellion? Have you ever 
broken a rule because you felt it was unjust?

RB:
 Going back to when I was a kid, my mom was a single mom 
and she was raising four children. We were very poor. I remem-
ber that I actually took things from a little store in our neigh-
borhood. I felt that it had to do with the fact that I didn’t have 
anything. So what was the problem taking things from someone 
who had plenty? I didn’t have any concept of money or of “right 
and wrong.” I saw things in terms of being a little kid who 
didn’t have things. 

KR:
 How do you see Commedia dell’arte at work in this piece?

RB:
Even knowing things about Dario Fo and his wife, Franca Rame, looking at the script for our play was re-
ally difficult for me. I wasn’t adding in the Commedia element from just looking at the text. It wasn’t the 
kind of comparison I usually make when looking at a text. It’s looking for the jokes, for the sensibility of a 
writer, for what he thinks about his characters. What I started to notice, especially after I auditioned peo-
ple in New York, was that the movements, the physicality, the energy that needed to be in this piece were 
only being accomplished by people who were moving, people who were incredibly focused on not only 
the lines that they were saying, but also the lines that they were receiving from other actors. Constantly 
having a reaction to them: being in a state of confusion and then, seconds later, one of anger, and then one 
of joy. It was happening like mercury spilling around on the stage. When I noticed that, I realized that this 
script was going to work fine. We just have to commit to the situation, and the rest will follow.

KR:
The events on which the play is based occurred in Italy in the 1970s. How will the ideas of this play con-
nect with a modern American audience?

RB:
I hope it connects with people, no matter what their political stripe is. There’s a clear political energy 
within this country right now. Even very onerous people have better reputations in the country than Con-
gress does right now. People are feeling that things can’t get done and they’re having big reactions both 
right and left to politicians who are saying that they really want to shake up the system. Even if there is a 
recovery happening, there are still a lot of people who are suffering. We have people who are starving in 
the play. How can they continue to exist when they don’t even know if they’ll be able to keep their job or 
not? There’s that kind of feeling going on now and I think the play will resonate in a big way because un-
derneath all of its frivolity and farce there is a real reason why these characters are in this crazy situation.

KR:
What is the most exciting thing for you about working on this play?

RB: 
Breaking new ground. Even though I have had some training and experience with Commedia, I feel 
that I don’t have as much experience with playwrights like Dario Fo as I would like to. We can never do 
enough. We can always be learning more. It’s the great thing about the business that you and I are in. 
The challenges seem to be endless. Even when you’ve worked on a play before, there is still more to be 
learned. I feel I’ll understand this style more as both a director and an actor the next time I come to it. 

Director
noun | di●rec●tor 

The person who leads a play in production.
Responsible for blocking, heading the 

design team, and leading the actors
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Anita Stewart, Scenic Designer for They Don’t Pay? We Won’t 
Pay!, has been the Artistic Director of Portland Stage since 
1997 and the Executive Director and Artistic Director since 
2006. 

Hannah Cordes: 
Can you talk a bit about your history with this play?

Anita Stewart: 
Well, I was the set designer on a different adaptation, a dif-
ferent translation of this play, back in 1998–/99 with Andrei 
Belgrader, who is a really fantastic director. It was down at 
ART in Boston. Marisa Tomei was in the cast. It was a really 
great production. It was funny and it made me aware of this 
piece in a way that I hadn’t been before.

HC: 
In comparison to the first time that you designed this show, how has your design changed?

AS: 
It’s radically different because design has so much to do with the director. Andrei is a director who really loves 
things that are round, things that have a soft feel. So we ended up with a circular set. The theater itself was very 
different. It’s a much bigger space than Portland Stage, so you have to design things very differently. With that 
show, it was really about the cast and the director and trying to make something unique and different. But it 
felt much more about the artists. Here, part of my reason for programming this play is because I think that it 
connects so beautifully into where we are as a society today. So I was really interested in making sure that the 
play was going to resonate on that level. This design feels more working class, more “Everyman.”.

HC: 
Can you tell us about your process? What goes in to designing a set? Where do you begin?

AS: 
The director relationship is a big part of it. You start with asking the director what their ideas about the play 
are. And then you do research and figure out where these people were living and what their environment 
would be like. And with this play, there are so many little bits and pieces that are so specific. You need certain 
things to be in certain places and you need them to do certain things. So you start with the given pieces and 
figure out how those fit into this world that you are trying to create.

HC: 
What is your favorite aspect of being a designer?

AS: 
My favorite aspect about being a designer is getting to use a lot of different ways of communicating. I get to 
do a lot of research. I love looking at time periods, I love learning about different ways that people live. That 
research phase gives me the opportunity to learn and grow. Then I am able to sketch and build models and use 

Putting it Together: Anita Stewart
by Hannah Cordes
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my hands and think creatively. And I enjoy getting to work with a director. Every different director ap-
proaches a play in a different way, so it makes me have to change what I am doing. If it was just me in a 
studio working by myself, I think I would get bored quickly. But with this there are always different col-
laborators, there’s always a different play that you’re dealing with. So each text is its own challenge, its 
own way of looking at the world.

HC: 
What about this script and story made you select it for this season?

AS: 
Well, I think it’s the story of everyday people trying to make ends meet, trying to find their way in the 
world, and how frustrated you can get. Especially right now, there’s been so much talk about how wages 
are stagnant and how prices are going up, and that is very much the theme of this play. What happens 
when people hit a wall and get to the point where they say,: “No more, I’m not gonna take it anymore”? 
And it does so with so much humor. It is really, really funny. It’s not real, it’s beyond real. It’s way over the 
top. But you also connect to them as real people because they are really feeling and living something. The 
play questions how you deal with a world that isn’t perfect and find a way to laugh at it. It is almost laugh-
ing through your tears in that way.

HC: 
As this season comes to a close, what is one word that sums up the productions we have mounted this 
season?

AS: 
I feel really proud that is such a varied season. That everything had its own, unique feel and yet they were 
all connected through the theme of traditions and how we either work with them or against them. So there 
was a common theme, but each one approached it in a completely different way in terms of the voice of the 
playwright, the message of the play, whether it was a comedy or a drama,. etc. I feel really good about be-
ing able to present a broad range of plays.

HC: 
Do you have any favorite moment from any of the productions this season?

AS: 
I have a billion favorite moments! At the end of The Mountaintop during Kim’s final speech and the mon-
tage of the history of the Black Rights movement, that always took my breath away. With Dancing at Lugh-
nasa, at the very beginning, with the giant moon and Tony Reilly’s voice coming through the darkness and 
seeping in and the nostalgia and love and caring there. 
With Lost Boy Found in Whole Foods, seeing Gabriel’s 
journey and his story of the Gilo River was always so in-
credibly moving to me. The Hound of the Baskervilles was 
just hysterical and Dusty dancing around with his crutch 
would have to be one of the top moments for me. For 
My Name  Is Asher Lev, I would say watching Joel switch 
from the father character to Jacob Kahn. He feels like two 
different people. I have to keep reminding myself that 
it’s the same actor. With They Don’t Pay? We Won’t Pay! 
it is yet to come! With the read- through, though, I think 
that is the most laughing I have ever heard at a read- 
through in my life. So that was pretty exciting.

cOnt’D

Scenic 
Designer

noun | scene●ic●de●sign●er | 
The one responsible for creating the evironment of 
the play, focusing on all scenic elements including 

set, furniture, drops and all other scenic units.
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Marxism 
by Connor Pate

When is Marxism not Marxism? For that matter, when 
is Marxism actually Marxism? And, wait, what is Marx-
ism again?

Since Marxism is more of a body of economic and social 
doctrine than a philosophy, any one of the above ques-
tions could fill a .book. As this essay fits inside a com-
pendium for They Don’t Pay? We Won’t Pay! and the 
editors of this collection are not given large advances 
to sit in a library, glasses askew, with a pensive look on 
their faces, it’s best to cover just one of those questions. 

Before looking at Marxism in a broad sense, one first needs to understand its make-up: the theory of alienation 
and the labor theory of value. Keep in mind, however, that this analysis of the production process and the worker 
is bilateral. Marx’s economic theory is part of the class struggle as well as its own critique. This is not a book.

Explaining alienation in his essay on Marxism, Bertell Orman writes, “Work-
ers in capitalist society do not own the means—machines, raw materials, 
factories—which they use in their work” (“What is Marxism?”). Marx argued 
that the worker is alienated from his or her work (or productive activity) by 
not being able to set the condition or environment where he or she works. 
This is exacerbated by “alienation” from the product the person creates and 
has no ownership of what he or she creates. It belongs to the capitalists who 
further alienate the workers by forcing competition upon them. Thus, the 
worker is “weakened,” his or her life and output the property of someone 
else.

Without means to produce on their own, workers sells their “labor power” 
and give up ownership. While workers helped create the product, they 
cannot afford to purchase all they create due to a disparity between la-
bor and wage. There are three types of value in the labor theory of value: 
exchange, in-use, and surplus value. In order, they detail the ratio of la-

bor to product, the “planned obso-
lescence” of items, and the exchange 
between a worker’s time and wages. 
Through these systems, the class struggle 
begins to be revealed.

“Each class is defined chiefly by its relation to the productive process and has 
objective interests rooted in that relation,” writes Orman. The capitalist seeks to 
maintain power and expand profits, while the worker seeks a new distribution 
of power. The working class (or proletariat) must stage a socialist revolution 
where the state, the ruling class or bourgeoisie, is a dictatorship over the prole-
tariat. This revolution is the first step to communism, or in Marx’s own words, 
“In the place of the old bourgeois society with its classes and its class antago-
nisms, there will be an association in which the free development of each is the 
condition for the free development of all.”

Karl Marx
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Where There’s a Will, There’s a Way: 
Women’s Roles & Feminism in Italy

by Grace Weiner 
Italy in the 1970s was very much like the rest of the world when it came to opinions 
of women’s roles in society. It was thought that women should stay in the house and 
be homemakers. And while this label includes cooking and cleaning, it also meant 
that women were the partner in the relationship making the financial decisions. So-
ciety’s view of women as individuals too fragile to work outside the house resulted 
in females taking on more responsibilities than their male counterparts. Men had one 
job: go out and make money. Women would perform house upkeep, and allocate 
the money the men brought in for bills, food, and savings. This is contradictory to 
today’s American standards that believe men are better at dealing with math and 
finances. Italy’s families ran with the man being the head that society saw at the deci-
sion maker and the women as the neck, making all the choices.

The feminist movement in Italy in the 1970s was differ-
ent from other countries in Europe. Italian women were 
focused on women’s education and making improve-
ments to social conditions. Most of the leaps made for 
women were done through literacy. Influential writers of 
the Italian feminist movement include Christine de Pizan, 
Moderata Fonte, and Lucrezia Marinella, all Renaissance 

and medieval writers,  who used their work to spread and develop theoretical ideas 
behind gender equality. Pizan used her poetry to spread knowledge of aristocratic cus-
tom and fashion of the day, particularly involving women and the practice of chivalry. 
Moderata Fonte was a pseudonym used by the female writer Modesta di Pozzo di Forzi. 
With her alias, she was able to publish musical plays and poems that criticize men’s 
treatment of women while celebrating women’s virtues and intelligence and arguing that 
women are superior to men. Marinella is best known for her writing The Nobility and 
Excellence of Women and the Defects and Vices of Men.

Franca Rame, the wife of our playwright Dario Fo, 
also used her writing to express her opinion on 
women’s rights. In March 1973, fascists who were 
reportedly ordered by the Italian federal police 
abducted Rame, held her at gunpoint, and dumped 
her in a van. They raped her, beat her, burnt her 
with cigarettes, slashed her with razor blades, and 
left her in a park. Miraculously, she returned to the 
stage after two months of recovery to perform new 
anti-fascist monologues she had written based on 
her experience. After this brave and public show 
of resilience, Rame’s politics were celebrated and 
she was inducted into the Italian Senate and even 
encouraged to run for other government positions. 
Rame used her voice as an actor and a writer to bring attention to women’s 
rights. Even with the label society put on her, she continued to make her own 
decisions and to fight. Throughout history, women in Italy and around the 
world have made and continue to make strides toward equality.

Moderata Fonte

Franca Rame

Christine de Pizan
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Portland,1974 
It was the good old days. Kenneth M. Curtis was the governor. January and November had record highs, 63 
and 75 degrees, respectively. Portland Stage had just been founded as the Profile Theatre. The fear of an under-
ground mafia criminal network was only three years away—ask Joseph E. Brennan, the 70th governor of Maine 
and then senator, who applied for a $250,000 grant in ’77 to fight them. It was Maine in 1974.

Sure, sure, you’re saying, this is all great news, but what about the $2.00/hour minimum wage or the construc-
tion of the Maine Mall, did that not stifle the business in downtown Portland? Those are very specific and ac-
curate questions, but only one of them is bad as it sounds. With inflation that two dollars an hour equals roughly 
$9.62 an hour, which is just below the current $10.10/hour in Portland. Conversely, the Maine Mall, three years 
old in 1974, negatively affected business in downtown Portland. Suzanne Strempek Shea, writing for Downeast 
magazine, writes, “Portland in the 1970s was centered around a downtown that was struggling, hit hard by the 
creation of the Maine Mall.” Suzanne studied in Portland at the Portland School of Art during the 1970s and 
recalls her tour group passing by shuttered buildings and seeing rats running down the street. Another student 
passed her on the street and said, “It’s kind of a dump, but you get used to it.”

Gov. Kenneth M. Curtis

Monument Square, circa 1970s

Exchange Street, circa 1970s Maine Mall Construction
circa 1969
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Italy, 1974
by Connor Pate

Italy’s 1974 is very different than Maine’s. Fears of violence were real; there was 
no need to concoct a story about criminal elements. The years between 1968 
and 1982 in Italy are known as the Years of Lead. It was a tumultuous period 
of socio-political turmoil, full of terrorist attacks and protests. There was even a 
referendum to return to pre-1971 Italy, the time when divorce was still illegal. 
More pertinent to They Don’t’ Pay? We Won’t Pay! are the strikes and the con-
tinued attacks from the Red Brigade.

First, some background is needed. The Red Brigades (or Brigate Rosse in Ital-
ian) was a left-wing terrorist group founded in 1969 by Renata Curcia, a college 
student, to battle “against the imperialist state of the multinationals.” This “im-
perialist state” could refer to the group’s desire to remove Italy from NATO or 
its belief that corporations ran Italy. Regardless, their tactics were brutal: they 
staged bank robberies, kidnapped executives and politicians, and murdered to 
achieve their goals. The rise of the Red Brigades occurred during a year (1969) 
of strikes by both workers and students, who expressed frustration with the 
current political system and advocated for better working conditions and pay.

In 1974, the Red Brigades committed their first murder of two members of the 
Italian Social Movement, a neo-fascist organization. The Red Brigades were not 
the only inciters of violence, however. The Italicus Express massacre was a ter-
rorist bombing on an Italian train carried out by the Ordine Nero, a neo-fascist 

terrorist group. Ordine Nuovo, another fascist organization, bombed the Piazza della Loggia during an anti-fas-
cist protest. It was only last year (2015) that an appeals court sentenced two remaining Ordine Nuovo members to 
life sentences. In other words, the memory of 1974 has not faded from Italy’s consciousness.

The good news? Italy’s number one artist for 1974 was Berto Pisano. What does that have to do with politics? 
Nothing, but he wasn’t a terrorist. 

Pro divorce protestors
circa 1970s

Aldo Moro, former Italian Prime 
Minister, while kidnapped by 

the Brigate Rosse.
1978
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Italian Police Force 
by Connor Pate

Being a criminal in Italy must be confusing. Which police 
force do those making counterfeit Champagne in northern 
Italy answer to? The Polizia di Stato (State Police)? The Polizia 
Municipale (Municipal Police)? For that matter, which police 
arrested the criminals responsible for producing 85,000 metric 
tons of counterfeit olives? The Arma dei Carabinieri (Military 
Police)? What about the Corpo Forestale dello Stato (Forestry 
Police)? Who seized Mussolini’s ”love” yacht in the investiga-
tion of corrupt officials by the mafia? That one’s easy, actu-
ally. It was the Guardia di Finanza (Finance Police).

Italy has five national police forces and two local forces. As 
this article is not an introduction to the Italian language, it’s 
best to examine the three most pertinent to They Don’t Pay? 
We Won’t Pay! The first of these would be the Municipal Po-
lice (Polizia Municipale or the Vigili Urbani, meaning urban 
watch), who are responsible for local and municipal adminis-
tration. Underneath this umbrella, they oversee regional laws 
regarding commerce, residence, and traffic control. Thus, they 
would have little involvement with the apprehension of loot-
ers or thieves. Instead, their duties lie more in administration, 
perhaps regulating or overseeing the transfer or closure of 
local businesses.

The police force most intimately involved with the apprehen-
sion of grocery store looters would be the State Police (or 
Polizia di Stato). Despite a name indicating a more general 
government organization, they are civilian forces that main-
tain stations in all major towns and cities. Although they are a 
civilian police force, they do not answer to municipalities (like the 
Vigili Urbani); rather, they are under the control of the Department of Public Security. As such, along with main-
taining public order, they also oversee the rail system, main roads, and airports. If a train were to be stopped by 
protestors, the State Police would come in response.

Older than Italy itself, the Carabinieri (or Arma dei 
Carabinieri) are the national military police force of Italy. 
First founded in 1814 by King Victor Emmanuel I to 
police what was then the Kingdom of Sardinia, they act 
as both a branch of the military and a police force tasked 
with handling serious crime (e.g., the mafia, terrorism, 
etc.). While the Agent in They Don’t Pay? We Won’t Pay! 
could be a member of the Carabinieri, it is worth noting 
that they were once resistance fighters themselves. Once 
supporters of Mussolini, the force later assisted in his 
removal from power, leading to their position as freedom 
fighters during the height of fascism in Europe.

Municipal Police

State Police

Carabinieri
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Commedia dell'arte: 
The Theatre of the Mask

by Benn May
Commedia dell’arte is a form of theater characterized by its use of 
masks to create stories that are improvised in the moment. Com-
media started in Italy over 400 years ago featuring stock character 
types that use specific physical movements to establish these types. 
Before they enter the scene, the actors know only the characters 
they play and the basic scenario. Commedia would spring from Ita-
ly but go on to fame throughout Europe. Commedia troupes would 
become a mainstay in the courts  of England, Spain, and especially 
France. The French painter Jean-Baptiste Joseph Pater favored them 
in his paintings, depicting their performances.

Originally Commedia was an all-male form. To help establish their 
different characters, the men would wear masks and use specific 
walks and gestures to help convey their stock character of lover, 
servant, master, clown, or fool. The performances were frequently 
held outside in open-air spaces where the audience could watch 

casually. The performances started out simple using familiar stories and scenes. The subject matter was always fa-
miliar but because scenes were improvised the actors could incorporate local stories, important figures of the day, 
and current events. Other countries tried to mimic the Commedia style but ultimately decided it best to bring 
troupes from Italy to perform. Many credit Commedia with being the frontrunner of some of our most famous 
Shakespearean characters including Romeo and Juliet, King Lear, and Ophelia.

In 1545 a Commedia troupe incorporated themselves as one of the first organized theater companies to treat 
themselves as a professional business. Commedia would again make history in 1566 by hiring the first actress in 
the Western world. The introduction of actresses would cause a great shift in Commedia. Once female performers 
were introduced men were no longer playing the women and the actresses tended to play roles unmasked. This 
was only in Italy at first; it would still take many years before the stages of England and France would include 
women in their performances.

Venice, Verona, Padua, Mantua, Ferrara, Bologna, Florence, Turin, Rome, and Naples were hotspots of Comme-
dia dell’Arte during the mid-sixteenth to early seventeenth centuries. The more enterprising Commedia troupes 
also found audiences outside of Italy and experienced unparalleled success in transnational touring. A Commedia 
troupe was granted permission to perform in London as early as 1566. Isabella and Francesco Andreini’s compa-
ny i Gelosi (“The Zealous Ones”) first played the French court in 1571. By the early 1700s, Commedia troupes had 
entertained audiences across the continent and had been commissioned to play for Europe’s most distinguished 
monarchs, including Queen Elizabeth, Louis XIV, and Russia’s Empress Anna. By way of the British “panto” 
tradition, which flourished in the eighteenth and nineteenth centuries, Commedia characters even found their 
way to New World stages. In the 1800s, fools named 
Harlequin, Columbine, Scaramouche, and Pantaloon 
frequently appeared in American clown routines, 
comic entr’actes, and even minstrel shows.

The Commedia tradition can still be found through-
out Europe today and in the United States. While 
no longer widely practiced, it is still revered for its 
intense training and for helping actors connect physi-
cally to their characters. 

Jean-Baptiste Joseph Pater 
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Commedia in Practice
by Benn May

Where did you train?
Cathy Restivo: Dell’Arte International School of Physical Theatre in Blue Lake, California; Rose Burford College, 
Sidcup, England; and RESAD in Madrid, Spain.
Zane Whitney: I trained at Dell’Arte International School of Physical Theatre in Blue Lake, California.
Claire Taylor: I trained for one semester at the Accademia dell’Arte in Arezzo, Italy.

What inspired you to study Commedia?
CR:I started studying European/physical theater in my last year of 
college in England and Spain. I was attracted to physical theater, 
mask work, and Commedia because it was a fun and different way 
to watch and tell a story. I was used to the modern American style 
that was often more realistic. To me, Commedia/masks/physical 
theater gives a more alive and visceral connection to the audience 
and the performers. And the difference between film and live the-
ater is more apparent in these styles than in realistic theater.

ZW: Well to be honest it was part of the curriculum of the program.  
However I had always wanted to study it because of the mask work 
and the audience participation aspect of the style.

CT: My college, Muhlenberg College, has a great relationship with the Accademia and sends many theater and 
dance students there each year. I had heard about the program from other students and the prospect of studying 
physical theater, Commedia, and movement in a new country terrified me. I had always struggled being comfort-
able in my own body and I knew this program would force me to face all of my fears. I went in to this program 
because I wanted to push myself out of my comfort zone and it did just that.

What is the most different about studying Commedia from studying 
other acting techniques?
CR: Commedia is more about the basics of human instinct in a funny 
way. It’s a style of storytelling more than just a difference of acting. 
Many things are similar and many things are different. Commedia 
simplifies the process. Each character has one strong desire out of 
only three. They either want food, money, or sex and it pretty much 
stays that way the whole time, whereas more realistic characters are 
way more complicated. However, it’s really a simplified version of 
a modern method of finding the character’s objective. In Commedia 
and modern acting it’s always: what does the character want and how 
can they get it? In Commedia the performer can never forget that 
objective; if he or she forgets it the bit becomes unfunny, un-genuine, 

and either boring or hard to watch. The audience starts to feel embarrassed for the performer, even if the audience 
doesn’t know why. In modern acting the performer shouldn’t forget their objective or desire, but it’s a lot easier to 
get lost in minor objectives and subplots. And thus it can be more forgiving than Commedia.

CT: There is so much more emphasis on physicality in the study of Commedia. Each stock character has his or her 
own unique way of moving and interacting with their world and other characters. This physicality defines the char-
acters personality as well as their status in the world. Before even getting a script or even an idea you first delve in 
to the physicality of the characters. You can learn more from living in the character’s body than from any script or 
textbook. After creating our own Commedia masks we discovered the characters within them not by studying the 
shape of their face, features of the mask, or reading a text book, but by putting the masks on and letting our bodies 

Accademia dell'Arte
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direct the creation of the character. We just jumped 
in without thinking too much about it and amaz-
ing characters came to life.

What has studying Commedia done for your ca-
reer/ as an actor?
CR: It’s helped me find my personal technique so 
I can feel like I own my work, be an artist versus 
how I’ve felt in the past like I was a puppet for a 
director. Now I feel more like a collaborator.

ZW: I think it has made me a better comedy actor for sure.  Also it has given me a better or a deeper understand-
ing of space with relation to the actors and the audience. The mask work also has done wonders for my focus and 
intention. It’s actually pretty difficult to describe everything that learning Commedia has done for me.

CT: Commedia has made me so much more outgoing and fearless. I am not afraid to look silly anymore which 
has given me a freedom not only as an actor, but as a human being. I have also become so much stronger be-
cause of this training, mentally and physically. Acting is not a walk in the park and takes dedication not only to 
the work, but to yourself. Your body is your instrument and should be treated with the same care and respect a 
famous violinist would his violin. 

What stock character were you drawn to and/or whom did you play most often?
ZW: Stupino was the character that I was drawn to instantly as an actor. Now that being said, I ended up playing 
another character just as much as Stupino. (He was a popular character because it was thought that you didn’t 
need much brain power to play the role.) That character was Pantalone. Again, Stupino was the one that I was 
drawn to the most because I felt like, at least at the beginning, he was the easiest to do and still learn what you 
were doing. Then as the training and exploration continued, it became more of a realization that he was the most 
open and receptive of the group and depending on the filters you place in him, it can be the most fun an actor can 
have onstage. Don’t get me wrong, playing Pantalone was great fun as well, but at least for me it was very de-
manding physically. I hold both characters in very high regard—I mean I have them both tattooed on my left arm.

CT: When I was first introduced to the Commedia characters I was immediately drawn to Colombina because she 
was a strong female character and I saw a lot of qualities in her that I wanted for myself. Once I abandoned my 
fear of looking silly, however, I found myself playing Pantalone, a crotchety, nosy, stingy, selfish old man who 
walks a bit like a chicken. His was the mask I chose to create in our mask-making workshop and the character I 
played for our final presentations.

What is the biggest lesson you learned in your training?
CR: I’ve learned the difference of being free in my body and mind versus being blocked by what’s right or wrong. 
It can still be hard to switch to being free but I know that’s what’s most important. To be present in the work and 
not to second guess during my work if what I am doing is right or wrong.

ZW: That clarity is key.

CT: I learned not to be afraid of embarrassing 
yourself. The only way to do Commedia is to 
fully commit to your physicality and choices. 
You cannot meet a character half-way, you 
have to give them all that you’ve got. Also, I 
learned how to make mistakes. I learned how to 
fall sixteen times so on the seventeenth try you 
can get it right. You cannot expect yourself to 
be perfect on the first try and thinking like that 
will only hold you back.

cOnt’D

RESAD, Madrid

Dell'arte International School 
of Physical Theatre 
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Italian Food & Culture
by Zoe Levine Sporer

When thinking about Italian food, pasta and pizza are generally the 
first dishes to come to mind. While these have been staples of Italian 
culture, there is more to Italian cooking than these American favor-
ites.

Food has played a large role in Italy for over 2000 years—the oldest 
known cookbook is from the time of the Roman Empire. Named for 
the Roman gourmet Marcus Gavius Apicius, who actually had noth-
ing to do with the actual writing of the book, it is believed to have 
been compiled around the third or fourth century CE.

After the Roman Empire fell, Italian food became more diversified. 
Individual city-states began to adapt and create their own versions 

of bread, pasta, and preparation techniques to fit the raw ingredients that were available to them. While we tend 
to think of pasta and pizza as coming only from Italy, there are actually certain regions where these foods are 
known as the local specialty: southern Italy prefers hard-boiled spaghetti, while the north prefers soft egg noo-
dles; Milan is known for risotto; Bologna specializes in tortellini; Naples is famous for its pizza; coastal regions 
integrated local seafood; and the island of Sicily drew from North African tradition.

As explorers sailed further and further, Italy became inundated with 
exotic spices and edible resources that then influenced Italian food 
even more. It wasn’t until the nineteenth century that the non-native 
ingredients became integral to the cuisine; prior to then, they were 
fewer and farther between. Even so, one of the key characteristics of 
Italian cuisine is that the dishes are fairly simple, typically comprised 
of only four to eight ingredients.

Popular ingredients for Italian food include olive oil, basil, tomatoes, 
prosciutto, salami, fish, nuts, lamb, and mushrooms. Wine, cheese, 
gelato, and espresso (coffee) are also prominent in the Italian culture, 
often served with and/or after the main dishes. Some popular Italian 
dishes include spaghetti alla puttanesca, polenta, pesto, minestrone, 
panatone, cannoli, and tiramisu.

The typical Italian meal is structured as such:
1. Aperitivo: an aperitif
2. Antipasto: hot or cold appetizers
3. Primo: “first course,” typically a hot dish such as pasta or soup
4. Secondo: “second course,” main course, usually fish or meat
5. Contorno: “side dish,” such as a salad or cooked vegetables
6. Formaggio e frutta: “cheese and fruits,” first dessert course
7. Dolce: “sweet,” such as cakes or cookies
8. Caffè: “coffee”
9. Digestivo: “digestives,” liquors/liqueurs

For a culture with nine stages to its meals, it is not surprising that Italians emphasize slowness for their meals. 
Because Italy is a place that holds ingredients in high regard, it is only natural that the way people interact with 
food features a reverence for the taste and smell. Family is also a large part of Italian culture, so frequent family 
meals are always in the near future.

Marcus Gavius Apicius
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Man on the Street: 
Rule Breakers

by Benn May

Beth Greenberg, 
Asheville, NC 
It was hard to pinpoint one since I’ve probably bro-
ken a lot of rules, haha! My senior year in college, I 
lived off campus, which was pretty far away from the 
business school. You could ride the bus or buy a su-
per expensive parking pass. I did the math and it was 
cheaper for me to get a couple of parking tickets per 
week than to buy a parking pass. I paid my parking 
tickets and parked there my entire senior year.

Ilana Rozin
Los Angeles, CA 
I break rules all the times: jay-
walking! It’s very dangerous and 
I recommend it.

Ian Finley
Raleigh, NC 
I believe in the spirit rather than the letter of the law (my brother 
is the exact opposite). I think a law is only as good as what it does 
for us. We stop at red lights because it helps traffic flow smooth-
ly, not because stopping at a red light is intrinsically worth do-
ing. Therefore, if I see a rule that is a means to an end, and I can 
reach that end in a different way, I will almost always do it my 
way. I run red lights all the time, both because I have a (what has 
sometimes been called “reckless”) disregard for punitive conse-
quences, and an understanding that the lights are in the service of 
something bigger, and it’s the bigger thing that actually matters, 
not the lights themselves. And I think this goes for more than just 
traffic.
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Suzanne Madore
Portland, ME 
My teacher was Sister Janette. I did not like her very 
much. She was a nun but not a real nun. She wore this 
beige tea-length skirt with a matching blazer and those 
white shirts that have a scarfy thing built into the front. 
Every month there were these raffles to win prizes, like 50 
cents, and my mom would give me a dollar and I never 
won. I was crying and Sister Janette was scolding me, so 
later that day during indoor recess, I totally smuggled my 
favorite rattle out of the play room, and told my mom I 
won it. 

Scott Shattuck, 
Nacogdoches, TX
The first instance that comes to mind was in the early 
years of my current job. I was told that we didn’t cast the 
same actor in both MainStage productions in the same 
semester, but I was doing the musical and I cast a couple 
of the leads from MainStage 1 in small roles in Main-
Stage 2. I don’t know if anyone was really mad because 
people were pretty wary of me at first and didn’t want to 
cross me. In any case I think it worked out fine and we 
have occasionally broken that rule since then if there was 
a good reason to do so.

Unrelated Rule Breakers
L: Fiat Workers Strike, 1969
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Commedia Characters
by Hannah Cordes  

PANTALONE
An old man of high status, who cares more about money than anything 
else in the world. He is usually someone’s father, employer, or godfather, 
which gives him power over other characters. He is bent over from age, 
often supporting himself with a cane, and characteristically bird-like in his 
old age. Pantalone’s costume often includes a cod-piece to accentuate his 
phallus. Although his status is high, he is often foolish or gullible and eas-
ily deceived by the other characters. Bullying, aggressively, mean-minded, 

all trace of his forebears had vanished, leaving only a pauper who had squandered his dignity 
along with his cash. Always on the prowl, he could be termed a Beelzebub of sex. Any woman 
who happens to cross his path becomes at once an object of winks, leers and nudges.– Dario Fo, 
Italian actor, playwright, and director.

Can mimic those of any other character, but only in a form diminished by age. Sometimes falls flat on his back on 
hearing bad news (usually financial). Like a beetle, he cannot then right himself. Pantalone operates on the assump-
tion that everything can be bought and sold, and this turns out to be true, with the exception of loyalty (and love). 
But he also loves money for its own sake and will therefore only part with it when there is no other option. He 
always wants to marry off his daughter to a wealthy man— – and avoid giving her a dowry. When things do not go 
his way he quickly slips into emotional extremes, particularly enraged, petty tyranny. He has a long memory and 
never forgets or forgives the slightest past transgression. Pantalone is action, not words, – in contrast with Il’ Dot-
tore. – John Rudlin, Author of Commedia Dell’Arte, An Actor’s Handbook

THE INNAMORATI (THE LOVERS)
They are high- status characters who propel the story forward. Without them, the other 
characters would have nothing to argue or scheme about. They do not wear masks, but are 
decorated heavily with makeup, wigs, and costumes. They wear the latest fashions and 
often change costumes numerous times in order to show off their extravagance and class. 
Their movements are large, exaggerated, and melodramatic.

IL DOTTORE
Il Dottore is a high- status character, often the father of one of Tthe 
Lovers, who believes himself to be an expert on everything (when in actuality, 
he mostly spews out nonsense). He constantly diagnoses people with sicknesses 
and ailments that they do not have. He performs experiments in the name of 
science and attempting to convince others to allow him to operate on them or to 
take the strange concoctions that he calls medicine. He eats an exorbitant amount 

of food. He wears a long black jacket and coat, black shoes, and a black hat (sometimes a tradition-
al academic cap). He stands with his weight back on his heels and his belly pushed forward. He is 
grande, even grandissimo: his huge size comes directly from Carnival and contrasts with Panta-
lone. – John Rudlin

BRIGHELLA
The highest status of the servant characters. He is sometimes depicted as an inn-
keeper, shop  owner, tavern owner, valet, or soldier. Brighella is a skilled liar and 
crafty schemer, and the most vindictive, lazy, sleazy, and unscrupulous stock char-
acter. His movements are quick and deliberate; however, he will stand still when it 
serves his purposes or when he wishes to conserve his energy. He drinks often and 
wears a loose-fitting white costume with green trim. 
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IL CAPITANO
Is an extravagant, egocentric, loner, who is able to create an illusion of 
high status because he is never from the town in which the scenario/
play takes place. His fall to lower status is often a primary storyline in 
Commedia plots. His stance is large (as he attempts to take up as much 
physical space as possible) with his feet planted far apart and his chest 
pushed forward. He moves slowly, deliberately, and mechanically. His 
costume is a satire on the military profession. 

ARLECCHINO
A servant. A bumbling clown whose mistakes often create complica-
tions and confusions which that bring forth Commedia storylines. Arl-
echino is always in a lowered position (marking his status as a servant 
who would be weighed down from constantly carrying heavy objects). 
He is, however, full of energy and movement, especially in his upper 
torso, hands, and arms. He moves in crisp, staccato movements. Some-
times, however, he is extremely clumsy and sloppy, falling over often. 

“He is possibly the world’s worst messenger because something is bound to happen along the 
way which will be of more interest than delivering the message.” – John Rudlin
“…he is so absent minded that he searches everywhere for the donkey on which he is mount-
ed, like an old woman who is always hunting for the spectacles perched on her own fore-
head.” – Pierre Louis Duchartre, Author of The Italian Comedy

COLUMBINA
An intelligent, perky, witty, and vivacious maid. Un-
like the other stock characters (excluding the Lovers), 

she is sometimes unmasked. When she is masked, she wears a simple 
half-mask that covers only her eyes. She often stands with her hands on 
her hips, making large gestures, tilting her hips forward and pushing 
out her chest in order to display her cleavage. When excited she throws 
her hands up as if still dancing with the tambourine. A good mimic. – John Rudlin

By her keen and active wit, she was able to hold her own in every situation and emerge with 
ease and dignity from the most involved intrigues. – Pierre Louis Duchartre 
The only lucid, rational person in Commedia dell’arte, analogous to Maria in Twelfth Night. 
Autonomous and self-sufficient, she has no negative attributes. She is a woman of the world 
and understands more about life than the scholar or philosopher. She is feminine; however, it is usually an after-
thought as her wit, sarcasm, and strength usually seem masculine in nature. – Tim Shane, Founder of Shane-Arts 
and Commedia dell’Carte Improv Company

ZANNI
A servant, the lowest-status stock character. The Zanni roams the town, look-
ing for work throughout Italy. Like Arlecchino, his center of gravity is low, 
often crouching, with an arched back and bent knees. His nose, which func-
tions as the most prominent part of his body, is always the first thing to move. 
When distressed, Zanni will collapse onto the ground in a puddle of emo-
tions. He is known to sleep standing up. His costume is white and baggy and 
would have originally been made from flour sacks.

Zanni’s actions are always urgent. He appears nervous, talks a lot, his head moves constantly. 
The nose defines the rhythm of his body since it is the center of his actions. The hands are very 
expressive and constantly used to illustrate what he is saying. All Zanni’s bodily functions 
instantly and loudly make themselves known. He often sleeps by alternate farting and snoring. 
Sometimes his body becomes completely alien to him and different parts of it take on their own 
animation in order to act out an imaginary situation – John Rudlin
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Instant Lessons
by Hannah Cordes & Grace Weiner 

Getting Started: Pre-Show Activities

1.For this issue of PlayNotes we asked our editors to answer a question: “When in your life did you break a rule and 
why did you do it?” How would you answer this question? Feel free to look back on the “Thoughts from” section of 
the issue.

2.Antonia and Margarita are best friends in this show. They are literally partners in crime. If you had to pick one 
person to go on a crafty adventure with, who would you pick? Where would you go?

3.Did you know that in Italy, it is not acceptable to walk and drink coffee at the same time? They ask you to sit or 
stand while you have your cup of Joe. Do you know any fun facts about your home town? Any wacky facts about 
Portland? Turn and share with your neighbor!

4.Food is very important in this show and in Italian culture. Food is strongly associated with family and culture. Do 
you have a food or recipe that reminds you of your family? What are some foods you think of when imagining Ital-
ian culture? Look up some Italian recipes and try and make them with your family and/or friends!

Making Connections: Post-Show Activities
1.Did anything about the play surprise you? Was it what you expected? Why or why not? Did you have a favorite 
moment, line, or character? If so, why did this specific element delight you? 

2.Did you learn anything about Italy? What was the economy like in this play? What were the different political 
opinions in this play? Did you agree or disagree with any of the characters’ politics or beliefs? 
3.In all productions of They Don’t Pay? We Won’t Pay! one actor plays all four cop characters. What did the actor, 
Jeffrey M. Bender, do with his body and voice to differentiate the characters? How hard do you think it would be to 
have to be four people at once?

4.Commedia dell’arte has been so successful throughout history because of its ability to tell stories through move-
ment. This means it doesn’t matter whether the actors and the audience speak the same language. Challenge your 
friends to a silent story contest! Try to tell a simple story, such as a nursery rhyme, without using your words. See 
how much you can utilize your body to tell the story. 

5.Look over the stock Commedia characters (outlined later in this section). Do any of the characters in the play 
match up with these characters? What specific features of the characters in They Don’t Pay? We Won’t Pay! remind 
you of these stock characters? Think about their physicality, voices, personalities, and statuses when comparing the 
characters. 
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Glossary
by Kerry Randazzo

“Al dente”
Italian for “to the tooth.” In cooking, refers to pasta, beans, or rice cooked to be firm to the bite.

The Americas Cup
The oldest international sporting trophy, awarded in a match between two sailing yachts, each representing a chal-
lenging and a defending country. 

Carpaccio
An Italian delicacy consisting of thin slices of raw beef or fish, served with a sauce.

“Entre Nous”
French for “between ourselves” (i.e., “confidentially”).

“Forza Italia”
Italian for “Go Italy!” This was also the name taken by the Italian political group that backed and was led by former 
Italian Prime Minister Silvio Berlusconi (aka: the Italian Donald Trump).

Gimp
Referring to a person who is physically disabled. 

Hysterical Pregnancy
Also known as “false pregnancy” or, clinically, “pseudocyesis,” this is a very rare phenomenon, usually caused by 
psychological factors “tricking” the body into believing it is pregnant. It most often occurs in women; however, it 
has even been known to affect males in extremely rare circumstances. 

The Madonna
The widely used Italian name for Mary, the virginal mother of Jesus. 

Rubber-stamped
Approved automatically without proper thought or consideration.

The Sacking of Rome
The city of Rome has actually been sacked (raided, vandalized, looted) several times throughout the course of his-
tory. One of the most notable sacks occurred in 410 AD, when the city was attacked by the Visigoths. This came as 
a major shock to almost all contemporaries, who thought the city to be impenetrable. The Visigoths, very much the 
underdogs, were thought to be no match for the powerful and established Romans. The sacking of 410 is seen as a 
major landmark in the fall of the western Roman Empire.

Saint Eulalia
Antonia’s promiscuous rendition of this saint is extremely ironic because the actual Saint Eulalia died as a virgin. 
She was martyred in 304 AD after being gruesomely tortured and burnt at the stake for refusing to pledge belief in 
the Roman gods. She is the patron saint of runaways, torture victims, and widows. 

“Touch wood”
An Italian gesture that expresses fear of death, particularly when one sees an undertaker or anything else related to 
death; similar to the “knock on wood” superstition. In this play, however, the gesture is turned into a sexual pun as 
Giovanni and Luigi grab their crotches.
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Further Resources
bOOkS / playS

The Tale of a Tiger - Dario Fo
Trumpets and Raspberries - Dario Fo
Accidental Death of an Anarchist - Dario Fo
“My First Few Years” - Dario Fo
“Imagining Terrorism” - Pierpaolo Antonello
“Dario Fo and France Rame: Artful laughter” - Ron Jenkins
FilMS

Investigation of a Citizen Above Suspicion 

The Working Class Goes to Heaven

An Average Little Man

Lo Svitato

The Take

Norma Rae

Illustrious Corpses

Hands Over the City

“Our homeland is the whole world. Our law is liberty. We have but one 
thought, revolution in our hearts.”

Dario Fo
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www.portlandstage.org | 25A Forest Ave, Portland, Maine

PORTLANDSTAGE
Theater for Kids  

Theater for Kids is 
made possible by the 
generous support and 
vision of Susie Konkel



Portland Stage
2015/2016 Season

Anita Stewart Executive & Artistic Director

Artistic/Production
Meg Anderson Scenic Technician & Artist 

Ted Gallant Technical Director
Myles C. Hatch, Shane Van Vliet Stage Managers

Emily Kenny Lighting & Sound Supervisor/ Production Manager
Susan Thomas Costume Shop Supervisor

Affiliate Artists
Ron Botting    Peter Brown 
Daniel Burson    Maureen Butler
Moira Driscoll  Andrew Harris
Abigail Killeen    Daniel Noel 
Janice O’Rourke Michael Rafkin
Ed Reichert Hans Indigo Spencer 
Dustin Tucker Bess Welden
Sally Wood 

Administration
Paul Ainsworth Business Manager 

Chris DeFillip,  Heather Irish Box Office Associates
Megan Doane General Manager & Intern Coordinator

Chris DeFillip, Heather Irish, Adam Thibodeau Assistant House Managers 
Myles C. Hatch Group Sales Coordinator

Alex Kimmel Company Manager
Martin Lodish Finance Director

Carmen-maria Mandley Education Director & Literary Manager 
Renee Myhaver Assistant Box Office Manager
JJ Peeler Social Media & Marketing Associate

Eileen Phelan Marketing Director
Elinor Reina Development Assistant

Julianne Shea Education Adminstrator
Donald Smith Audience Services & Box Office Manager 

Samara Yandell Development Manager

Intern Company
Hannah Cordes Theatre for Kids / Education

Dana Hopkins Props Journeyman
Benn May Directing & Dramaturgy
Grace K. Murrin Stage Management

Connor Pate Directing & Dramaturgy
Kerry Randazzo General Administration

Zoe Levine Sporer Sets & Carpentry
Claire Taylor Stage Management

Austin Tomison Electrics & Sound
Shireen Unvala Costumes & Wardrobe

Grace Weiner Theatre for Kids/ Education


