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Pilgrim Theatre Research and Performance Collaborative, Laura Harrington, and 
N (Bonaparte)

From the fall of 2004 to the summer of 2006, Pilgrim Theatre Research and Performance Collaborative (the company I co-founded with Kim Mancuso in Poland in 1986) was deep at work with Laura Harrington on her play N (Bonaparte): from rehearsals to a public reading at the Massachusetts Institute of Technology in December 2004, to further  rehearsals and readings at Harvard and the Boston Center for the Arts (BCA) in March 2005, to open rehearsals in June 2005 (BCA) and the world premiere at BCA in September 2005, to our first touring production, at the Ko Theatre Festival in Amherst in July 2006 (preceded by, of course, more rehearsals). Over these eighteen months, a theatre company committed as much to sound and image as to words and a playwright whose visceral writing demands a tremendous physical and aural imagination met each other traveling similar paths from opposite points of departure. 
Laura Harrington and N (Bonaparte)

Laura Harrington began her writing life aspiring to be a novelist, but a playwriting class with Arthur Kopit in her first semester of graduate school at City College in New York changed her course. “I had finally found what I didn’t even know I was looking for,” she says, “a medium that welcomed/included/incorporated my deep interest in the visual arts, music and language.” 

Harrington’s interest in the total expressive capabilities of theatre has led her to create texts for music theatre, radio, and opera, as well as “straight” theatre. She has collaborated with the composers Tod Machover (Resurrection, 1999), Elena Ruehr (The Song of the Silkie, 2000), Christopher Drobny (Lucy’s Lapses, 1989 and Marathon Dancing, 1997, directed by Anne Bogart), Roger Ames (Sleeping Beauty, 1992; Hearts on Fire, 1995; Martin Guerre, 1993, directed by Mark Lamos), and Mel Marvin (Joan of Arc, 1995, and The Perfect 36, 1996). Of these, Martin Guerre, originally workshopped at the O’Neill Music Theatre Conference in 1993 and produced at Hartford Stage in 2001, stands out for the playwright as her first “big musical” (25 characters). She notes that “the opportunity to think/imagine/work on such a large scale was spectacular.” Her Joan of Arc, which premiered in 1995 at the Boston Music Theatre Project at Suffolk University and has also been performed at the Manhattan Theatre Club Workshop and Wellesley College, probed the interior life of a historical character who would make a surprising reappearance (as a very different Joan) in N (Bonaparte). In The Perfect 36, “a big, old fashioned musical” about the ramifications of the 19th Amendment that gave women the right to vote, Harrington explored the challenge of “making history dance and sing and entertain.” 

After feasting on the range and scale of large musicals and opera for the better part of a decade, Harrington felt compelled to scale down: “I decided I’d like to write plays that you could stage in my living room,” she says. What emerged could be called Harrington’s “war trilogy”: Hallowed Ground, Pickett’s Charge, and N (Bonaparte). In each, Harrington uses the past as a lens to examine and clarify the present. Hallowed Ground, set on a Civil War battlefield, probes the experiences of four young men and women caught up in the killing and dying. In Pickett’s Charge, a comedy, a group of Civil War re-enactors “get their fondest wish and fall through a hole in time,” says Harrington, providing her an opportunity to explore “our love affair with war.” The cost and the glorification of war are both at the heart of N (Bonaparte). “I wanted to explore the idea that violence is like a virus cascading through the centuries,” the playwright says. (In his elegy over the dying Joan of Arc, Napoleon roars: “The death we have unleashed rolls like thunder. Through the sky, through the trenches, through the decades, on into the next century, and the next…”).  In N (Bonaparte), Harrington turns her sites on the leaders, the generals, but also on those who, fascinated with power and the powerful, support the fantasies that excuse the costs of war. 
Like The Perfect 36, N (Bonaparte “makes history dance and sing and entertain.” It careens from comedy to profound poetry and image. It aims to be playable in a living room, but has the dynamic range of a musical. In a 2001 workshop version of the play (The Bathtub Diaries), Portland Stage treated the script “like a radio play with very simple sound effects.” Harrington found this approach “revelatory.” A workshop in 2003, at the Geva Theatre of Rochester, New York persuaded her that:
Putting up this play is like putting on a musical. You can’t throw it up in an afternoon. You need rehearsal and you need phenomenal actors. The play requires tremendous energy.

Enter Pilgrim Theatre.

Pilgrim Theatre Research and Performance Collaborative

When Kim Mancuso, the Artistic Director of Pilgrim Theatre, read N (as it was then titled) for the first time in the fall of 2004, her attention was immediately caught by two stage directions. In Act One: “The rats wheel a large, A claw footed lead bathtub on stage. […]. Napoleon, fully dressed, gets into the tub. Joan of Arc falls through the ceiling.” And, in Act Two: “the sky begins to ‘rain’ pieces of dead horses…”. Mancuso quickly felt that this demanding, visionary script was a “Pilgrim play.” Here was a contemporary playwright whose visual and aural imagination were matched by volcanic poetry and psychological insight. The sound effects cried out for approaches Pilgrim had been developing for over a decade. It was a big play, but had moments of profound intimacy. It was political but not didactic. It spoke to the present moment by excavating the past. Reading the play, says Mancuso “was a powerful provocation, [which] urged me to think from the past into the present, and forward into the future […]. The script’s language and Laura’s ability to evoke music […] made me want to hear it, play with it, play it.” 
Over twenty years, Pilgrim has adapted classic dramatic texts (Oedypus, 1987; The Odyssey Project, 1988; A Tempest 1989; our Brecht cabaret Moon Over Dark Street, 1999; and Faust 2002); as well as non-dramatic texts (Leonardo: Anatomy of A Soul, based on the notebooks of Leonardo da Vinci, 1989; Letters from Sarajevo, based on the book edited by Anna Cataldi, 1995). We have generated material directly from within the company (Nada Brahma, 1993; The Wild Place, 1994 – with Pilgrim actor/writer Susan Thompson and playwright/director Jon Lipsky; Guys Dreamin’, 1997 – with Pilgrim actor/writers Kermit Dunkelberg and Court Dorsey, and playwright/actor Jean-Claude van Itallie). We have only rarely worked from a pre-given script: Harry Kondoleon’s The Brides, 1990; Jean-Claude van Itallie’s The Tibetan Book of the Dead (or, how not to do it again), 1998; Janna Goodwin’s The House Not Touched By Death, 2000; and now, N (Bonaparte). Even when the script is given beforehand, our work begins with the concrete fact of the actor in the space. We are rigorously faithful to the words, but seek our own images, sounds, and actions to complement and confront the playwright’s language. 

Mancuso and I co-founded Pilgrim Theatre in Poland in 1986. We had both been part of the Second Studio of Wroclaw, a company formed in 1984 by Zbigniew Cynkutis, an actor with Grotowski’s Polish Laboratory Theatre for twenty-five years. Mancuso was the Artistic Director of the International Company of Second Studio, where I was an actor. Mancuso had graduated from the Yale School of Drama a playwright, but quickly turned to directing. However, prior to her work with Cynkutis, she says:

I’d only directed plays: meaning, you started with the text. The text was the master. One memorized lines, tried to find ways to express scenes as realistically as possible […]. I don’t think that [Cynkutis] ever said: “Don’t start with text.” Text is also a partner. So the sound of a word could be the stimulation for the expression of something in the body. But it wasn’t necessarily the center of the work. It had as much weight as the movement of a hand, or an association.
The first production Mancuso and I worked on together, at Second Studio, was Hamlet, in English, under Mancuso’s direction. During that process (in which I played Hamlet and led the group’s vocal music training), we talked incessantly of the need to go “beyond language,” to create work in which images, sounds, and the immediacy of the actors’ physical presence – supported by strong internal associations -- would communicate as much or more than the spoken word. Paradoxically -- and not accidentally -- in our longing to go “beyond language,” we chose one of the richest dramatic texts in the English language. Cynkutis provided us the gift of unlimited time to prepare Hamlet, and suggested that we prepare the production in stages, presenting parts of it to an audience as they were ready. Thus, important seeds for Pilgrim Theatre’s extended and multi-phased, imagistic, sound-rich investigation of N (Bonaparte) were sown twenty years earlier in Poland.1
For Mancuso and I, Second Studio remains the deep channel over which other currents of work flow. In the work of Pilgrim, all begins with the actor in the (not necessarily, but often, empty) space, in relation to external “partners,” in search of images (associations and actions) which personalize the work and focus it on the present moment. We utilize specific psychophysical techniques for theatrical exploration learned under Cynkutis (and later, the former Laboratory actors Zygmunt Molik and Rena Mirecka), drawing on Polish Laboratory body-voice-association techniques including the body isolation “elements” (Cynkutis’ term for what are more widely known as the plastiques); work with objects, the physical space (outdoor and indoor), light, other actors, and the text as “partners;” and personal associations (memories and images which stimulate the body-voice in action in relation to the external partners). 
For artists newer to Pilgrim, the Second Studio of Wroclaw is a hidden stream, which has long since merged with other tributaries. Each artist who works with us leaves a trace that then becomes a part of the evolving collective work of the company. Among the most significant is the contribution of Susan Thompson, a Core Actor with Pilgrim for fifteen years who was in Mexico when the work on N began, and was not part of the project. Nonetheless, the LeCoq-based training Thompson has introduced to the company is one of the major tributaries feeding our work. Our approach to N (Bonaparte), particularly the Chorus of Rats, owes something to the training in choral movement she has brought to the company. Pilgrim is marked by our collaboration with artists of various backgrounds and disciplines: actors, musicians, composers, designers, directors, and writers. 
N (Bonaparte) in Rehearsal: Readings
Pilgrim’s process with N began with a public reading, after only a week of rehearsal. The first read-through of a script is always an auspicious moment for us, in which we often push the limits of “reading” to include vocal, musical, and even physical exploration.2 But we have seldom undertaken such explorations in public. Starting our investigation of N in this way was an acknowledgement of the centrality of the play’s rich language, and a premonition of the glass-house rehearsal process we were about to embark upon. The presence of listeners focused our search for the rhythms -- of a line, a speech, an act, the whole. 
Music Director Katie Down sat to one side of MIT’s Killian Hall, improvising a minuet on the piano, whirling ribbed plastic tubing to create the omnipresent wind, and otherwise underscoring the action. With Down and Michael McLaughlin (who took over music direction and sound design during the rehearsal process), Pilgrim has investigated the mixture of actor- and musician-created acoustic, amplified, and pre-recorded sound in ever-changing ways in five of our last seven productions. Our ten years of research laid the foundations for the soundscapes of Pilgrim’s production of N (Bonaparte).3  

The first N reading yielded many discoveries. When Down established Napoleon’s bath by pouring water (from French wine bottles) into a pail, in full view, it struck a Brechtian note that seemed absolutely right. Our audience eagerly assured us that such techniques had allowed them to imagine the play with us. Music stands laid carefully on the floor became, in their collective mind’s eye, a rain of horse parts. Stage directions read aloud, calling for “dozens of puppets [to] appear from under the floor – the dead from these several wars – wounded, bandaged, missing arms, legs, ears, eyes, heads, chests, stomachs…” raised mental specters, as in a radio play. Among the elements to be kept and further developed, the most notable and unexpected was that all of the actors remain onstage throughout the play, contributing to the forward momentum of the shared storytelling through the creation of the soundscape of the piece. This was also a very “Pilgrim” solution to the centrality of the character of N: we are committed to ensemble theatre.
The acting company

By the second series of readings, in March, the cast was established. “Each,” says Mancuso “offered something with which I wanted to work: a certain style, intelligence, musicality, quality of movement.” The actors came from different professional backgrounds. Belle Linda Halpern (Josephine) is best known in Boston as a cabaret singer, although she has also performed with such directors as Robert Wilson and Andre Serban. She had previously co-created Pilgrim’s Brecht cabaret, Moon Over Dark Street, with myself and pianist Ron Roy, under Mancuso’s direction. Christopher Crowley (Dr. O’Meara) has acted with Pilgrim for ten years, beginning with Letters from Sarajevo. Apart from myself (N), the other actors were new to the company. Michaël Harrington (Captain Lowe) has over sixty regional productions to his credit, including five seasons under Adrian Hall at the Dallas Theater Center, Dev Luthra (Count Montholon) trained in Stanislavski and music hall at London’s East 15 Acting School, and at  Shakespeare and Company in Lenox, Massachusetts. Jenn Pina (Joan of Arc) is a graduate of New York University’s Experimental Theatre Wing, with theatre and dance credits in Santa Fe, San Diego, and New Orleans. The Rats (Benjamin Lu, Adam Miller and Allison Linker, who doubled as Albine) were students or recent graduates of MIT (Lu and Miller), and Wellesley College (Linker). Thirteen-year-old Zoë Mancuso Dunkelberg, my and Mancuso’s daughter, was making her professional debut as Simon.4 
Mancuso forged a unified ensemble out of this diverse group, primarily by inviting each actor to contribute fully to rehearsals through their work in improvisations. Some improvisations stemmed from the physical and vocal legacy of Second Studio, other improvisational tasks were given in response to the scenic situations of the script or the dynamics of character relationships discovered in rehearsal. Above all, time was allowed for a process of discovery: “Creating a work for the theatre is inevitably for me the revealing of layers beneath layers,” Mancuso says. “Cutting away, like sculpting. The text is the map […]. The production comes into being, a three-dimensional geography, alive and ever-changing.”

As a director, Mancuso works from what Peter Brook calls “a certain shadowy intuition” which reveals “the source from which the play calls to [her].” Her greatest strength is in the patient sense of listening -- with the mind, the body, the eyes, the ears, the nervous system, the heart – which Brook describes:

Day after day, as [she] intervenes, makes mistakes or watches what is happening on the surface, inside [she] must be listening, listening to the secret movements of the hidden process (Brook, 143).
Concrete physical interaction in the space, character relationships and associative images shaped fluid improvisations between the actors which were threaded together by the director to create the images and actions of the performance. Dev Luthra (Montholon) notes that:

The constant demand in working for this company was to bring my whole apparatus of artistic judgment and discrimination to bear on the work of every rehearsal while at the same time being finely tuned to the creative needs of the ensemble as a whole. This challenge encouraged an egolessness rare in group artistic endeavor.


Each actor met these demands starting from their own point of orientation. Some worked more readily from physical improvisation, others from textual analysis and character development. Mancuso guided each actor from his/her comfort zone into less familiar territories, encouraging risk while maintaining the actor’s security. There were also specific skills we needed to develop as an ensemble. Foremost among these were spatial, kinetic and musical connectedness. Always, always, we practiced listening through improvised “soundscapes,” training the ability to create the continuously fluctuating winds of St. Helena from subtle whispers, sighs, breaths, cries, and longings. Allison Linker pushed us even further, insisting that we could learn the four-part harmonies of Gregorio Allegri’s Miserere mei. The quiet Misere, underscoring N and O’Meara’s chess game dialogue (“What is death and how do you define death...?”) became one of the most magical moments of the production. Without Linker’s classical training and crystal-clear soprano, these moments could not have been achieved: just one example of an actor’s unique gifts shaping our collective work.5 


In Pilgrim, Harrington says, she had found “Actors who can act, who can sing, whose voices are in their bodies, who can play instruments, who can play and tumble and invent. The artists of Pilgrim Theatre took this large, dense play and juggled with it as though it were as light as ping-pong balls.”  Moreover, she notes, having time to “refine, re-imagine, rebuild” was “an amazing luxury.”
Second Readings and Open Rehearsals

Between the first and the second readings it became clear that our original premiere date of June 2005 was too soon. We had much to learn about the play, both as script (Harrington continued to re-write throughout the eighteen month process, and in the first months cut a lot of gorgeous material for the sake of a tightened dramatic structure), and as a performance, in a room with people. We decided on more readings in March, to continue to hear the piece, and a work-in-progress at the Boston Center for the Arts (where Pilgrim Theatre has been a Resident Company since 1994). The work-in-progress became a series of Open Rehearsals, in which we first put the piece on its feet, with provisional costumes, set, lights, and sound cues. 
The fluidity of Pilgrim’s rehearsal process extends to its organizational side. The production schedule was re-tooled to meet the needs of the rehearsal process, rather than the more usual vice-versa. The result was a series of incredibly dynamic evenings for Pay What You Can Audience (suggested contribution was $5). It was a new genre for us. We truly rehearsed scenes before the audience. Mancuso read the stage directions from a microphone in the corner, and directed the actors to repeat scenes with different intentions, to jump forward in the script, to try new things. As in the readings, actors were forced to make instantaneous choices, but now on their feet. It became a combination theatre game/rehearsal/performance. We offered a different selection of scenes each night. The actors never knew which scene was coming next. Afterward, we invited the audience to share their experiences and ideas of what they had seen and heard, including them in the evolution of the production and our investigation into its personal, social and political resonances. 
Our scenic designer came straight out of our audience. Susan Zeeman Rogers came to a March reading, then brought her portfolio. (Pilgrim often finds collaborators on the basis of such mutual artistic attraction). She brought images of old French circuses: red velvet, horses, clowns, tents, an equestrian Joan of Arc. During the Open Rehearsals, Mancuso encouraged the actors to play with associations of circus. Any obvious reference to circus in the acting style was subsumed by later investigations, but the weeks of “circus” exploration left traces in the set. A red circle demarcating the main acting area suggested a circle of blood, an enchanted circle (the island), and a one-ring circus. A rope ladder dangled from the ceiling became an occasional vertical acting area for the Rats and N. Josephine’s first entrance, on a large swing of the type seen in eighteenth century paintings, was inspired by the actress’ exploration of Josephine’s “circus” persona as a trapeze artist. The central scenic element -- a large, diaphanous tent in which the ensemble sat as sound orchestra -- was a remnant of circus that suggested Napoleon’s campaign tent. “Circus” functioned for a while as a secret rehearsal metaphor to help achieve the effect Harrington describes in the opening stage directions: 

The audience is invited to go behind the scenes and join Napoleon in his exile. He has been stripped of everything […]. [W]hat’s left of his court must create the illusion of Empire with their last remnants of tinsel and lace. 
Circus suggested to us great energy, but also tawdry illusion and impermanence. In Pilgrim’s production, Harrington notes: “The set looked like it could be packed on an elephant’s back and moved quickly to the next campaign.”5

N (Bonaparte) had its world premiere at the Boston Center for the Arts’ Plaza Theatre on September 16, 2005. We packed up the elephant’s back and toured to the Ko Festival of Performance in Amherst, Massachusetts in July, 2006.
Playing N


Harrington’s depiction of the character “N” is based on plausible interpretations of historical fact, but is equally a creation of her imagination. He is full of contradictions. He’s all ego one minute, but is spouting the doctrine of egalitarianism the next. He’s a despot and a revolutionary, a rock star and a helpless little boy. He’s a brilliant conversationalist (despite a tendency to turn every conversation into a monologue on his favorite subject, himself). In comparison to some contemporary would-be lords of the Earth, he’s refreshingly intelligent, well-read and insightful. N deploys battalions of words to battle death. You can’t help liking him, and you can’t stand him. Watching him (or playing him), you question every statement, every motive, and in doing so question the workings of power in the world. 


As the actor playing N, I found it necessary to match his torrent of language with physical intensity. Even soaking in his tub, this N was constantly in motion. N’s action when he first enters is clear: find a way off this island (physically, this will finally occur nineteen years after his death, in a box, an irony the audience may be, and the Rats certainly are, aware of). In his first scene, he’s thwarted at every turn by the rigidly uncompromising Sir Hudson Lowe. At best N can muster a stand-off, surrendering his pistol only to beg Lowe to kill him (knowing Lowe’s sense of duty and protocol won’t allow him to succumb to what is, for him, a very real temptation: Lowe served on the Egyptian campaign and lived through the havoc of Napoleon’s Empire-building). If N cannot get off the island, his second line of defense is to insist on his status as Emperor, and re-build his court in exile. In this, he’s abetted mainly by Montholon, who is devoted to preserving the myth of greatness. But the Count and Comtesse de Montholon are also gambling on their closeness to the deposed Emperor to ensure their own fame and gain upon their return to France after Bonaparte’s death (which they attempt to hasten). The efforts to create pomp and circumstance in St. Helena’s unpromising surroundings (brilliantly encapsulated in our first view of Montholon, balancing a tea tray amid the heavy winds of the island’s desolate landscape) are by turns comical or pathetic. (“The Rats dance beneath the floors”: and they did on the real St. Helena, so many of them that the servants were more or less constantly hammering bits of tin over the holes in the floor in a vain attempt to banish them from the kingdom of the dining hall.) All these efforts play into Lowe’s hands, making it possible for him to torment N merely by withholding such niceties as sugar, firewood, or paper. On the human plane, only O’Meara offers genuine comfort.

N’s third line of defense is to soak in the tub and “feast on the past.” Harrington says that:

The inciting image for this play was Napoleon in his bathtub on St. Helena’s […]. The longer he was on St. Helena’s, the more time he spent in the bath. It is said that his hand wore a groove in the side of the tub from rubbing it so much.

N is goaded into reverie by the Rats, seduced into it by Josephine. Josephine -- soft, warm, moist, voluptuous – could almost arise from the vapor floating above N’s bath. Her effect on him is soothing (she always tells him what he wants to hear), even soporific. She invites him to join her in a netherworld which promises, in Act I, to be a boudoir, but is revealed in Act II to be a battlefield. 

Joan, by contrast, has clearly come from elsewhere. Energetically throwing herself headlong against the brick wall of N’s ego, she battles to awaken his humanity and compassion. If Josephine’s action is to comfort, Joan’s is to awaken. If Josephine is mist, Joan is fire. Her fire brings life (awareness). As long as Joan is alive to him, N continues to live. In Act II, as Joan is dying away from N, he performs a small action unique in the play, as it is motivated solely by compassion toward someone else: he daubs his blood from Joan’s face. And then she is gone. Perhaps Joan has shown up in this play to offer the “murderer of millions” the possibility of grace. But do we, as audience, accept such a small action as recompense for the carnage unleashed in the name of “freedom”? Is Joan acting on a higher authority, or out of a shared sense of guilt for the blood on a leader’s hands?


Where Josephine and Joan come from and why they have come are questions the characters and the playwright deftly avoid answering (allowing the audience to draw their own conclusions). It is one of the great achievements of Harrington’s play that it embraces metaphysical and essentially religious questions without losing its foothold in material history, and particularly, the material fact of death. The play exists simultaneously on the levels of crass materiality (the Rats, the dead soldiers), history (human striving) and the metaphysical/religious. 

The Rats exist on the material, visceral plane. Rodents, their action is to erode. They evince an insatiable appetite for the detritus of fame and glory, in which the audience is immediately implicated. The Rats give voice to “our” obsession with the relics of fame and power. (Napoleon, as a brand, has yet to exceed his shelf life). The Rats also double as soldiers. Just as Rats “go on forever,” as soon as one soldier falls, another young body is there to replace him. N, Montholon, Lowe, and O’Meara exist on the plane of human action and endeavor, the sphere which N commanded for most of his adult years. Joan and Josephine exist on the plane of dream or metaphysics. N’s great boasting match with Joan on the cliff presents all three levels simultaneously: the Rats in their animal hunger, N in his human striving, Joan with her intimations of immortality.
In Act I, Napoleon duels with Lowe, spars playfully with O’Meara (physically) and Joan (metaphysically), seduces/is seduced by Albine (in the flesh) and Josephine (in his dreams), struts and frets his hour upon the stage. He hears the Rats, but does not speak directly to them until the end of Act I, as the Josephine of his memories dances with him for the last time (she will return in a very different guise in Act II). 
Act II is a divestment, a stripping away of material possessions, comforts of the flesh, the solace of pleasing fantasies, his sanity and his mortal existence. The Rats no longer just dance beneath the floors, they emerge hungry and ready to ingest him. Lowe strips him of paper, firewood, sugar, and servants, his dream lover deserts him, his physical lover betrays him, Joan, who is dead, “dies” away from him, a child puts him in his place, and Josephine, who is dead, returns as an outlandish camp follower/concessionaire to lure him toward death. He dies in a paroxysm of blood, as the snows of the Russian winter fall on his head, and the strains of Mozart’s Kyrie feed his fantasies of resurrection.    
He returns to assert his victory over mortality: if not in fact then in image. But the Rats, who had the first words, also have the last. N’s legacy remains contested. It is for us who feed on the past to interpret its meaning.
1) Cynkutis was killed suddenly in a car accident in January of 1986. After completing Hamlet and one other work, the International Company of the Second Studio of Wroclaw was dissolved. Mancuso and I continued in Poland as Pilgrim Theatre, creating Oedypus: An Archeological Improvisation for Two Actors, Musicians, and Others before returning to the United States in 1987.

2) For a vivid description of a Pilgrim rehearsal reading, see Cole, Letzler. Playwrights in Rehearsal: The Seduction of Company. New York: Routledge, 2001: 187-188.

3) In our 1995 production Letters from Sarajevo (co-adapted by Down and Mancuso), Down led a five-piece, onstage band (which included McLaughlin on guitar and accordion) in musical selections and compositions which reflected the Bosnian, Serbian, Croatian, and Ladino traditions of Sarajevo. For The Tibetan Book of the Dead, she assembled an eclectic orchestra of four (enhanced at times by actors), which included wind instruments, percussion, glass harmonica, a homemade stone xylophone, and steel cello. In 2000, McLaughlin and Down served as onstage musicians, actors, and co-music directors on Janna Goodwin’s The House Not Touched By Death, a script given to us in the form of a radio play. The combination of actor-created sound effects with pre-mixed cues, instrumental music, and songs in House was important to our later work on N (Bonaparte).
4) The following actors also contributed to the rehearsals, readings, and open rehearsals of N (Bonaparte): Tim Abrahamson, Erica Stuart Berg, Court Dorsey, Shannon Fitzsimmons, Monica Gomi, Derek Nelson, Michael Ouellette, and Hans Palacios, Sugey Terrero. At the Ko Festival, David Shaw replaced Adam Miller. Sophie Cable and Tess Diduch were production stage managers. Michaël Harrington is not related to Laura Harrington. Writing about my colleagues from inside the company, it is difficult (and not even desirable), to aspire to critical objectivity. I trust my collaborators will recognize that my discussion of the characters, themes, and actions of this play are indebted to their discoveries in rehearsal.

5) Technical directors were David Stuart (open rehearsals), Jim Shumway (premiere) and David Glover (Ko Festival). Josh Randall was the lighting designer in Boston, Sabrina Hamilton at Ko. Kimi Maeda designed the costumes.

Brook, Peter. The Open Door. New York: Pantheon, 1993

