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Dear Friend,

Welcome to the first play of our 
season, Jean-François Regnard’s 
The Heir Apparent. This is a special 
occasion, not only because it marks 

the beginning of an anniversary season, but also 
because it marks our second commission for a 
new adaptation by David Ives. David translated 
and adapted Pierre Corneille’s The Liar for us in 
2010, and we congratulate him on its winning 
Outstanding New Play at the Helen Hayes 
Awards. He’s also done wonderful work recently 
at our neighboring theatres: New Jerusalem, at 
Theater J last spring, and Venus in Fur, which had 
a very successful run at Studio Theatre, directed 
by David Muse. 

I had a great time working with David on The 
Liar, and this production gives me a chance to 
renew our collaboration—on a very different kind 
of play, by a very different playwright. It’s a play 
about a will, it’s a play about greed, and it’s a 
play that is also about having a really good time 
at the theatre. I think we’re all going to have a 
wonderful time rediscovering Regnard.

The Heir Apparent also opens our anniversary 
season. If anyone had told me when I started that 
we would have a 25th anniversary, I would never 
have believed them. It’s been an extraordinary 
ride, and my life has changed because of it—not 
only thanks to all of the artists that I have had a 
chance to work with, but also because of you, the 
most supportive audiences that I’ve had in my 
career. Thank you for 25 years of support, and 
thank you for supporting us this season.

I look forward to seeing you at the theatre. 

Best,

Michael Kahn
Artistic Director, Shakespeare Theatre Company
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Comedy 
Tonight
 by David Ives

Voltaire said, “Whoever doesn’t enjoy Regnard doesn’t deserve to admire Molière.”

Now that’s a puff line to put on a theatre marquee.

Consider these tidbits from the life of Jean-François Regnard: first, that as your average 

young man of 23 gadding about the world he was taken prisoner in 1778 by Algerian 

pirates, sold into slavery, did six months’ hard labor, got ransomed and when he 

arrived home hung his slave-chains on the wall in his Paris house. Second, that after a 

cushy Treasury job, he launched himself as a comic playwright at age 38 and became 

the Next Big Thing after Molière. Third, that after he’d been buried 125 years, some 

kids found his skeleton when his church was being renovated and used his skull as a 

projectile.

In other words, Regnard had an archetypal career as a playwright:  a slave while alive, 

a football when dead.

Add to this that he was beloved by all who knew him, that he made a great portion  

of his fortune on a gambling spree, and that, passing through Lapland, he caused a 

furor because of his uncontrollable laughter at a typical Lapp funeral. His name is 

cognate with renard, the French word for fox, and he lived up to it. “Il faut, par notre 

esprit, faire notre destin,” Crispin says in The Heir Apparent. “It’s with our wits that we 

create our fates.” 

The buoyancy with which Regnard lived is so intrinsic to his art that the man and 

his work are one. The play at hand (from 1708, titled Le Légataire Universel) is worldly, 

utterly honest, satirical without being condemnatory, ofttimes bawdy, sometimes 

scatological, now and then macabre and it craves jokes as a drunkard craves his 

pint. Like a drunkard, the play will do anything to find the pint as Regnard goes 

off on knockabout detours hunting for laughs—not out of desperation but out of 

brio. Granted, some of Heir is a shameless rip-off of Molière’s Imaginary Invalid. But is 

there anything in the Malade Imaginaire to match Crispin’s (i.e., Regnard’s) inspired 

impersonations?

This World Premiere was commissioned 

through the generous support of

The Beech Street Foundation
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Because Regnard was writing as French 

classical theatre was heading into a 

century of much different character, the 

verse dialogue is more conversational 

than Molière, the concerns more 

bourgeois, while the farce is turned 

up (as they say in Spinal Tap) all the 

way to 11. One can draw a straight line 

from Légataire to Feydeau’s middle-class 

nightmares, and straight from there, 

or should I say down from there, to TV 

sitcoms. And what could be more up-to-

date than his characters’ almost feral 

obsession with money?

When Michael Kahn sent me Légataire to 

look at for possible adaptation for the 

Shakespeare Theatre, I had never heard 

of Regnard. Yet, just as when Michael had 

sent me Corneille’s Le Menteur two years 

previously (which became The Liar, which 

became Michael’s priceless production 

of last season, which turned out to be 

the most fun I ever had working on any 

play) I needed only a single reading to 

know I had to take on the piece. The 

off-color jokes made me howl even 

while I marveled at Regnard’s facility at 

rendering them in such graceful couplets. 

How to bring the play into English? I 

took it as my job, while pruning some of 

his more extravagant asides, to mirror 

Regnard’s restless inventiveness and 

tumbling action. As with The Liar, I took 

my liberties. Among other things, I 

beefed up Isabelle and Madame Argante, 

both of whom disappear in the original 

for the bulk of the play. Geronte held 

such delicious comic possibilities I 

probably almost doubled his part. I 

extended the Geronte-versus-Eraste 

marriage complication and embellished 

the impersonations that are the play’s 

set pieces. Finally I attempted a more 

satisfying ending, since the original—like 

many French plays of that period—simply 

stops, abruptly, just when we expect 

a final cascade of unravelings and 

recognitions. 

Working with (I won’t say “on”) Regnard 

has been a delight, for he’s been, as 

he was in life, the best of company. 

As Lady Mary Wortley Montagu said 

of Henry Fielding: “It is a pity he was 

not immortal, he was so formed for 

happiness.” Wouldn’t it be wonderful  

if Regnard could be raised from his 

tomb—not to be a plaything this time,  

but to take his rightful place in the 

English-speaking theatre as a natural 

master of comedy, for gaiety ran in his 

veins as his birthright. 

“Les gens d’esprit n’ont point besoin de 

précepteur,” says Crispin in a line I didn’t 

include. “True wits don’t need a tutor.”  

Photo of Adam Green, Christian Conn and David Sabin in The Liar (2010) by Scott Suchman.

“Thou teachest like  
  the Fool...” 

Drew Lichtenberg: How did you fall  
into classical comedy?

Floyd King: I was part of the company of 

actors here in Washington before Michael 

Kahn came down. That was sort of my 

goal as a young person, to just get in a 

company and learn. 

I’ve always said that I came here a 

performer, and Michael made me an 

actor. Shakespeare uses whole other 

muscles, and you have to learn how to use 

them. It’s been painful sometimes. 

DL: How so?

FK: I remember when I played Malvolio 

in Daniel Fish’s Twelfth Night, instead 

of Feste. Michael wanted me to be in it, 

and he knew I could play it, but I didn’t 

know if I could… It’s like going to the 

gym, when you’re building muscles. It 

can be painful. Any time I get outside of 

my comfort zone, I have to find a way to 

discover it.

DL: It’s the essence of acting, isn’t it? 
You’re not sure where you end and the 
character begins.

FK: You can do everything right and 

it still won’t happen. The metaphor is 

[chuckles], “the dove will descend.”

DL: The what will descend?

FK: The dove. That which is out of the 

actor’s control. You work like a dog, but it 

still doesn’t gel. It’s not just you: it’s the 

other actors, your state of mind, [darkly] 

the concept. It’s such an ephemeral thing. 

DL: Perspiration doesn’t equal 
inspiration.

FK: Yes, it’s not just about working hard. 

Comedy, to me, is point of view. You have 

to have the ability to look at life sideways. 

From over here [gesturing] and not straight 

on, direct. 

Some people have a tragic experience in 

their lives, and they think, “What doesn’t 

kill me makes me stronger.” But it’s really 

what doesn’t kill you makes you funnier! 

Because if you look back on it, you can 

Literary Associate Drew Lichtenberg interviews The Heir 

Apparent’s Floyd King and Nancy Robinette, two of STC’s 

Affiliated Artists, about 25 years of making people laugh.

Photo of Floyd King in Twelfth Night (1998) by Carol Rosegg.
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have a serious undertone, it’s not worth 

taking everybody’s time. I teach comedy 

and it’s actually very tedious work.

There’s an essay by Henri Bergson, do you 

know that one?

DL: “On Laughter”?

NR: Yes. He makes this point. The great 

classical comedies are very serious, filled 

with great things to say about society 

as well as being entertaining. Howard 

Shalwitz [the Artistic Director of Woolly 

Mammoth theatre] used to say, “Comedy 

is the best way to get your point across,” 

because when people laugh, they’re 

seeing something in themselves that 

they might not have otherwise.

DL: Laughter is the glint of self-
recognition.

NR: There are many reasons people 

laugh, but that’s the big one.

DL: You mentioned your type. What 
would you say it is? 

NR: Oh, [sighs] I think I’ve played every 

ditsy dowager there is in classical 

literature. Mrs. Malaprop, Mistress 

Otter, Lady Bountiful… Mistress Quickly. 

They’re all extreme characters.

DL: Do you find your way into those 
characters by going off-center first? 

NR: I try to play the truth of the moment. 

I don’t like to do the same thing in 

performance. I improvise. I don’t want 

to throw the other actors, of course, 

but I really want to keep working on 

the character until we close. I’m not 

particularly interested in consistency 

or technical prowess, but in the comic 

moment. It’s always a moving, changing 

thing.

DL: What do you mean?

NR: The only really interesting thing is 

how people are affecting each other in 

the moment. 90% of the time, that isn’t 

happening. It’s a secondary version of 

that experience. It’s canned and stale and 

you have no idea whether it’s true or not. 

The only barometer is what’s happening 

in the moment. 

But how do you get to this point where 

you are free enough to play with that 

kind of abandonment? I have broken 

onstage, a lot. It’s risky. Fellow actors 

get mad at me. Joy Zinoman [the former 

artistic director of The Studio Theatre] 

calls it “the tightrope.” That ability to 

play with complete abandon. So. I’m a bit 

of an odd duck.

see humor. “Boy, was I suffering.” That is 

a sense of humor. It’s tied to intelligence. 

And hope.

DL: An ability to estrange yourself.

FK: I remember, for example, laughing at 

my father’s funeral. I was very upset that 

he died. But I also noticed how everyone 

was acting at the funeral. They were doing 

their own personal “funeral thing,” and 

that amused me. They were behaving in 

the way they thought they were expected 

to behave, and it was rather funny.

You can look back and smile at someone 

who’s dead or you can break into tears. 

A sense of humor is our defense against 

horror.

DL: Have you ever felt uncomfortable 
onstage? Or would you do anything?

FK: I’ve been naked several times 

onstage, in Quills, a 

one-man version 

of A Tale of Two 

Cities and in Love! 

Valour! Compassion! You don’t do it in the 

rehearsal hall, it’s just too close. Dress 

rehearsal —or un-dress rehearsal, as it 

were—you have to do it. But then you’re 

saying, “Do these lights have to be  

so bright?” 

DL: Let’s start by talking about your 
first project with STC.

Nancy Robinette: I never expected I would 

be asked to act at the Shakespeare Theatre 

Company. I cut my teeth doing new plays 

at Woolly Mammoth Theatre Company, 

and my humor is still more off-the-line 

than on-the-line. Classical work is a big 

struggle for me. 

My first Shakespeare was Maria in Twelfth 

Night. I was cast against type. Rebecca 

[Bayla Taichman, the director] really 

wanted—and I think this is important—to 

bring out the sadness, the poles of 

different experience in that play. Any 

comedy is serious business. If it doesn’t 

Photo of Nancy Robinette, Rick Foucheux, Tom Story and J. Fred Shiffman in Twelfth Night (2008) by Carol Rosegg.

7Photo of Nancy Robinette and Floyd King in The Way of the World by Carol Rosegg (2008). To read the full interviews visit Asides.ShakespeareTheatre.org6
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ReDiscovery   at STC:  
THE LIFE OF AN    UNKNOWN PLAY
 by Laura Henry, Artistic Fellow

At the turn of the 18th 

century, Jean-François 

Regnard appeared 

to be Molière’s heir 

apparent. His first full-

length comedy, Le Joueur 

(The Gamester) was played at the Comédie 

Française (Molière’s theatre) every year 

until his death, and he had just debuted 

his masterpiece, Le Légataire Universel (The 

Heir Apparent). More than 300 years later, 

Regnard’s name is virtually unknown in the 

American theatre. Lost over three centuries 

of political upheavals and changing 

tastes, his work is rarely translated and 

even more rarely produced. But thanks 

to the Shakespeare Theatre Company’s 

ReDiscovery Series, the rambunctious 

characters, knockabout plots and expertly 

rhymed couplets of Regnard’s play are being 

unleashed on the stage once again.

With our ReDiscovery Series, the 

Shakespeare Theatre Company is committed 

to preserving and reinvigorating the classical 

repertoire through the investigation of 

little known plays and playwrights. Our 

reading series allows artist and audiences 

to explore plays that have been forgotten 

1655  Jean-François Regnard is 
born February 7 in Paris. 
His well-to-do family of 
merchants assures him a 
good education and later, a 
substantial inheritance.

1673  Molière dies, after 
performing in La Malade 
Imaginaire. Regnard is 18.

1696  Le Joueur, Regnard’s 
first full-length verse 
play, restores “laughing 
comedy” (“comique 
absolu”) to the Comédie 
Française for the first time 
since the death of Molière. 

1708  Regnard’s Le Légataire 
Universel premieres at the 
Comédie Française.

1709  Regnard dies unexpectedly 
at his country estate. 
According to competing 
accounts, he may have 
committed suicide, tried to 
end his severe indigestion 
with drugs meant for a 
horse, or dropped dead of 
a stroke after drinking a 
glass of ice water when he 
was overheated.

1769  

Thomas King writes Wit’s 
Last Stake for Drury Lane 
Theatre in London—the 
first adaptation of Le 
Légataire Universel. Years 
later, actor-manager 
Charles Macklin mounts 
another version entitled 
Will and No Will.

1789  The French Revolution 
begins with the storming  
of the Bastille.

1923  Richard Aldington, 
an English writer and 
editor, publishes a literal 
translation of Le Légataire 
Universel, The Residuary 
Legatee, in a volume of 
four French comedies.

2008  ReDiscovery reading at 
the Shakespeare Theatre 
Company of Jean-François 
Regnard’s The Gamester, 
adapted by Freyda 
Thomas.

2010  April 6. ReDiscovery 
production of Pierre 
Corneille’s The Liar, 
adapted and translated by 
David Ives, premieres at 
STC’s Lansburgh Theatre. 

2010  July 27. Michael Kahn sends 
David Ives The Residuary 
Legatee by Richard 
Aldington. David Ives 
expresses his interest in 
“transladapting” the play.

2011  January 10. David Ives 
sends Michael Kahn his  
first draft, entitled The  
Heir Apparent.

2011  March 31. The first reading 
of The Heir Apparent 
occurs in New York.

2011  June 15. The STC Artistic 
staff holds auditions for 
The Heir Apparent.

2011  June 22. After several 
drafts, the second New 
York reading of The Heir 
Apparent occurs, this time 
with the final cast.

2011  August 1. First rehearsal 
of The Heir Apparent in 
Washington, D.C.

2011  September 12. Opening 
night, 303 years later.

Left illustration of The Theatre Royal Drury Lane  
and the Royal Opera House Covent Garden (1970).
Photo of Christian Conn in The Liar (2010) by Scott Suchman.8 9

for decades, sometimes centuries. Over the 

past ten years, we have read more than 20 

plays as part of the Series. In 2009–2010, 

David Ives’ adaptation of Pierre Corneille’s 

The Liar marked the first completed 

cycle of a play’s progress from staged 

reading to commissioned script, going 

through a series of workshops to a fully 

realized production—a process that took 

approximately three years. The Liar was such 

a success that it led directly, as you can see 

in the timeline, to this season’s production 

of The Heir Apparent. 



Andrew Veenstra (Eraste) and Carson Elrod (Crispin).

Floyd King (Geronte), Nancy Robinette (Madame 
Argante) and Meg Chambers Steedle (Isabelle).

Carson Elrod (Crispin), Floyd King (Geronte), Meg 
Chambers Steedle (Isabelle) and Nancy Robinette 
(Madame Argante).

Andrew Veenstra (Eraste) and Kelly Hutchinson 
(Lisette).

Carson Elrod (Crispin) and Clark Middleton (Scruple).

Assistant Director Jenny Lord and Director 
Michael Kahn.
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Set model for The Heir Apparent by Alexander Dodge.

Costume renderings for The Heir Apparent by Murell Horton.

Play in Process

C e l e b r a t i n g  2 5  y e a r s  o f  C l a s s i c a l  T h e a t r eT h e  H e i r  A p p a r e n t  •  2 0 1 1 | 2 0 1 2  S E A S O N  •  I s s u e  1



KELLY HUTCHINSON*
LISETTE

CARSON ELROD*
CRISPIN

FLOYD KING*
GERONTE

CLARK MIDDLETON*
SCRUPLE

NANCY ROBINETTE*
MADAME ARGANTE

MEG CHAMBERS 
STEEDLE*
ISABELLE

ANDREW VEENSTRA*
ERASTE

THE HEIR APPARENT CAST

Regnard and the French 
Comedy after Molière
 by Marvin Carlson 

The golden age of French playwriting, 

corresponding in influence and 

achievement to the Elizabethan era in 

England, was the mid-17th century. This 

era produced the great triumvirate of the 

French classic stage: the tragic dramatists 

Corneille and Racine and the master 

of comedy, Molière. So great was their 

success and their reputation in their 

own era that their work served as models 

for dramatic authors for generations. 

So great was the renown of these three 

masters, however, that their glory has 

tended to eclipse the contributions of 

others, as Shakespeare has eclipsed many 

talented contemporaries and successors.

This has been particularly true of Jean-

François Regnard, who was the first major 

comic dramatist to appear in France after 

the death of Molière in 1673. At the time 

of Molière’s passing, Regnard was still a 

youth of 18, who showed little promise 

of a distinguished career in playwriting. 

Like the hero of his most famous play, 

he was the sole heir when his father, a 

prosperous merchant, died two years 

later. The fortune allowed him to travel 

widely across Europe and experience 

a wide range of romantic adventures, 

including a capture in 1678 by Algerian 

pirates, who took him as a slave to 

Constantinople, where he was ransomed 

by the French consul. This experience 

did not lessen his love for travel, and he 

gained his first literary fame through 

a book about his wanderings across 

Northern and Central Europe, published 

in 1681.

Back in Paris, he turned his hand to 

playwriting, and from 1688 to 1696 

became one of the most popular authors 

at the Comédie Italienne. Although 

Italian improvised comedy, the commedia 

dell’arte, had been seen at the French 

1312

The Marriage Contract, William Hogarth (1743).

THE HEIR APPARENT ARTISTIC TEAM

Michael Kahn
Director

Alexander Dodge
Set Designer

Murell Horton
Costume Designer

Philip Rosenberg
Lighting Designer

Daniel Neville-Rehbehn
Resident Casting Director

Ellen O’Brien
Voice and Text Coach

Drew Lichtenberg
Literary Associate

Adam Wernick
Composer

Christopher Baine
Sound Designer

Stuart Howard  
and Paul Hardt
Casting

Jenny Lord
Assistant Director

Joseph Smelser*
Production Stage Manager

Benjamin Royer*
Stage Manager

* Member of Actors’ Equity Association, the Union of Professional   
   Actors and Stage Managers.

Costume renderings for The Heir Apparent by Murell Horton.
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favored practice of writing in rhymed 

couplets, and his success gave significant 

new life to this comic style.

The three plays for which Regnard is 

primarily remembered (he wrote 25 in 

all) were all premiered at the Comédie 

Française: Le Joueur (The Gambler) in 1696, 

Les Folies Amoureuses (The Amorous Follies) in 

1704 and what is generally considered his 

masterpiece, Le Légataire Universel (The Heir 

Apparent) in 1708. All of these contained 

sharply drawn comic characters, witty 

exchanges and engaging plots with much 

use of disguise 

and intrigue. 

But probably 

the feature 

that gave The 

Heir Apparent 

its extra appeal 

was that in it 

Regnard went 

beyond such 

individual 

foibles as 

gambling 

or absent-

mindedness to 

consider one 

of the 

great comic themes in Western drama 

from the Renaissance onward, the 

struggle over inheritance. It was also 

his final full-length work, as he died the 

following year. 

For the next century and a half, Regnard 

remained a frequently produced author, 

not only in France, but also in much 

of Europe. By the middle of the 19th 

century, however, his reputation was 

fading. The new interest in realism then 

on the rise in the French theatre and 

elsewhere found the classic tradition 

of writing both tragedies and many 

comedies in verse much too stiff and 

artificial for changing tastes. Equally 

important, although Molière’s popularity 

continued and if anything increased 

with the passing of time, that very 

prominence caused Regnard to be more 

and more regarded, not entirely fairly, 

as a pale imitator of the master. His 

imitations were seen as following the 

“lesser” Molière, the commedia-influenced 

farces like Le Bourgeois Gentilhomme or La 

Malade Imaginaire, and not the darker 

psychological comedies, more suited 

to 19th century taste, like Tartuffe or Le 

Misanthrope. He developed his own comic 

style, more attuned to the subtleties and 

nuances of everyday life and yet full of 

complicated plotting that made less use 

of devices like lengthy repetition than 

did the farces of his predecessor. In such 

ways he looked 

forward to 

Beaumarchais 

as well as 

backward to 

Molière.

In the latter 

20th century, 

Regnard’s 

reputation has 

to some extent 

been restored by 

literary scholars 

like Dorothy 

Medlin and 

by a number 

of engaging new translations like that 

of David Ives of The Heir Apparent, which 

manage to achieve the extremely difficult 

task of recapturing the sparkling and 

ingenious comic rhymes and rhythms 

that are at the very heart of Regnard’s 

effervescent and still highly entertaining 

evocation of early 18th century French 

society. Romantic and financial 

manipulations have been at the heart of 

comedy from the Greeks to today, and 

Regnard offers his own unique and witty 

exploration of these familiar themes in 

comedies that deserve the opportunity of 

delighting new audiences today and in 

the future.

Marvin Carlson is the Sidney E. Cohn 

Distinguished Professor of Theatre and 

Comparative Literature at the Graduate 

Center of the City University of New York.
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Actors from the Comedie Francaise, Jean Antoine Watteau, 1720.

court since late 

in the previous 

century, a troupe 

of Italian actors 

established a 

permanent 

theatre in Paris 

in 1653. Their 

language was 

no major barrier 

since their  

productions relied 

heavily on farcical 

action, song and 

spectacle. Still 

more and more 

French naturally began to creep into 

their performances, and in 1684 they 

were given permission by the king (the 

official sponsor of the theatre) to perform 

works entirely in French, like their rival, 

the Comédie Française, the company 

which had been led by Molière.

At first this did not seriously affect 

the sort of plays presented at the 

Italienne, which remained primarily 

loosely organized entertainments in the 

commedia tradition, with traditional stock 

characters—the young lovers, the miserly 

father, the wily servant—traditional 

farcical actions and verbal interchanges, 

song and spectacle. Soon, however, 

dramatists with a more literary concern 

were attracted to the theatre. The most 

important of these was Regnard, who 

made his theatrical debut there with 

a one-act comedy, Le Divorce, in 1688. 

Although all of Regnard’s comedies have 

close connections to the commedia dell’arte 

tradition, spectators who are familiar 

with the work of Molière are more likely 

to see a strong influence of that author. 

Actually, there is no contradiction 

here, since Molière himself was clearly 

strongly influenced by the work of the 

Comédie Italienne, with whom his 

company shared the same theatre during 

some of his most productive years. The 

misunderstandings, the extensive use of 

disguises, especially by the witty servants, 

the romantic rivalry between fathers and 

sons, the elaborate plots and intrigues, 

the parallel love pairings between the 

hero and heroine and between their 

servants and the grotesquely exaggerated 

members of the older generation all came 

to both Regnard and Molière from the 

commedia. Nevertheless, Regnard certainly 

shows direct influence from his French 

predecessor as well, and one can hardly 

mistake the echoes of plays like The Miser 

in Regnard’s best-known work, Le Légataire 

Universel (The Heir Apparent).

For almost a decade Regnard regularly 

provided plays for the Comédie Italienne, 

light-hearted studies of contemporary 

society primarily based on love intrigues 

and the antics and plots of ingenious 

servants. Other writers at this theatre, 

however, created works that began to 

trouble the court, works that were more 

licentious and, worse yet, irreverent 

about influential figures, like the King’s 

mistress, Madame de Maintenon. A satire 

widely thought to be directed at her 

caused the theatre to be closed in 1697.  

This was not a serious blow to Regnard 

since he had already begun to have his 

work represented at the more prestigious 

national theatre, the Comédie Française. 

From 1697 onward Regnard became the 

leading contemporary comic dramatist 

at this theatre, which produced 11 of 

his plays. Although most other comic 

dramatists of the period now wrote in 

prose, Regnard returned to Molière’s 
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Building Bridges Between 
Past and Present
 by Hannah J. Hessel, Audience Enrichment Manager

One doesn’t expect to hear 

contemporary idioms in an 18th-

century French farce. Unexpected 

though it may be, this will be what 

greets audiences at David Ives’ 

adaptation of The Heir Apparent. 
Students attending productions 

during the SHAKESPEARIENCE 

matinees may be surprised to find 

that a play can exist in both the 

past and present. When working 

on an older play, Ives knows that 

his job is to bring his creative voice 

and meld it with the original. He 

explains, “I have a voice and it will 

be there whether I like it or not.” 

His goal is then to discover what 

the originating playwright is after, 

“what’s underneath the language.” 

Through his process he is able to  

blend the traditional elements of 

classical theatre with modern cultural 

touchstones, allowing audiences of 

all ages to connect with work that at 

first may feel distant.

Children and adults alike can get 

a little nervous when they are 

confronted with verse. Contemporary 

plays are rarely poetically written and 

few poems make it into an English 

curriculum. When we first encounter 

a play in verse it sounds foreign. 

David Ives approached Regnard’s 

rhymed text by transforming it into 

vernacular verse, making it more 

accessible. On stage, artists find 

moments that resonate with their 

audiences. For STC Teaching Artists, 

the key is to help the students 

uncover the commonalities between 

our society and the worlds presented 

to them on the page. Teaching Artists 

accomplish this in a myriad of ways: 

creating bridges from the world of 

pop music, allowing the students to 

recognize archetypal characters and 

familiar storylines. 

As Resident Teaching Artist Jim 

Gagne explains, students are familiar 

with verse; they just know it as lyrics. 

When explaining iambic pentameter 

to middle school students, he pulls 

on lyrics from one of his favorite 

poets: Grammy award-winning 

rapper Eminem. Using the line, “and 

right now it’s a steel knife in my 

windpipe” from the song “I Love the 

Way You Lie,” Gagne is able to show 

how words get emphasized within a 

rhythmic structure. Teaching Artist 

Casey Kaleba uses Katy Perry lyrics 

to accomplish the same goal. Once 

the students can recognize how a 

familiar lyric can be broken down 

into accented and unaccented 

syllables, it becomes easier 

for them to deal with a line of 

text. Gagne finds that once the 

connection is made, they start to 

understand how to read the play 

before them.  

For all Teaching Artists, the goal 

of using contemporary references 

is to allow the students to build 

deep connections to the classical 

texts. Gagne explains that the 

sooner you make the work 

relatable the better, and once 

they are able to connect, “they 

can experience the beauty of 

the language.” Ives has likewise 

embraced contemporary 

references. He found Regnard’s 

play to be a “constantly 

tumbling knockabout action” 

with “characters who would do 

anything or go anywhere for a 

joke.” His adaptation does more 

than translate—it provides the 

same knockabout comedy that 

resonates with audiences here 

and now. 

In every production, audiences 

can connect to timeless classical 

works by building bridges 

between the past and the 

present. When students see The 
Heir Apparent this fall, they will 

find in front of them a world at 

once familiar and distant. This is 

Ives’ goal: “We call these things 

plays because they must be 
played, which means they must 

be playable. My allegiance as a 

playwright is to the actors who 

have to say the lines, not to the 

history of dramatic literature. 

Theatre is a living art and my 

job as playwright or as adaptor 

or translator is always the same: 

make it live today.”

Creative Conversations

WINDOWS ON THE HEIR  
APPARENT
Sunday, September 11 from 5–6 p.m.
The Forum in Sidney Harman Hall

Join STC’s Artistic staff and a guest  
scholar as they provide a “window”  
into this production. This hour-long 
pre-show conversation articulates the 
production process through an insightful,  
lively discussion.

DIVINING SHAKESPEARE
Wednesday, September 14 from 5–6 p.m.
The Forum in Sidney Harman Hall

Explore The Heir Apparent’s relevance  
from a theological perspective. Director  
of the Institute for Christian Formation  
at the Virginia Theological Seminary 
Reverend Roger Ferlo will be joined in 
conversation by STC’s Audience  
Enrichment Manager Hannah J. Hessel.

POST-PERFORMANCE  
DISCUSSIONS
Wednesday, September 14 
after the performance

Extend the experience by staying 
immediately following the evening’s 
production for a post-performance 
discussion led by STC’s Literary  
Associate Drew Lichtenberg.

CLASSICS IN CONTExT
Saturday, October 1 from 5–6 p.m.
The Forum in Sidney Harman Hall

Put the show in context with this lively 
roundtable conversation. The Classics 
in Context panel gives the audience the 
opportunity to discuss the production  
with a team of experts, led by Director  
of Education Samantha K. Wyer.

Join the FREE exchange of ideas! 
STC’s Creative Conversations 
give our audiences the chance to 
connect deeply with the work on 
stage. Whether you are interested 
in historical background, theological 
perspective, creative points of view  
or voicing your own experiences,  
we have a discussion for you.

FREE

FREE

FREE

FREE
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Drew’s Desk
 Thoughts from STC’s Literary Associate

18 19

I’m Drew Lichtenberg, the new Literary Associate at the Shakespeare 

Theatre Company. One of the tasks in my role here at STC is to 

serve as the theatre’s dramaturg, a resident scholar who provides 

feedback—historical, contextual and critical—on the theatre’s 

productions. Gotthold Ephraim Lessing, a distinguished playwright 

in his own right, launched the profession in the 1760s with a series 

of such notes, written to the Artistic Directors of the Hamburg National Theater, 

which have come to be known as the Hamburg Dramaturgy. It’s always been a dream 

of mine to have a similar home in print: a sandbox, an editor’s column, a dramaturgy 

of my own. And that’s the reasoning behind this new column. It will be a place for 

transparency and philosophy, initiating a season-long conversation on the meaning 

behind the shows onstage. Those interested in participating in this discussion can 

write to me at DLichtenberg@ShakespeareTheatre.org. I will do my best to include 

responses and queries of interest, either here or at Asides.ShakespeareTheatre.org.

Since I have no reader mail to respond to yet, I’ll start by honoring Lessing and keeping 

things German. I had the good fortune to visit Berlin this summer and attend a 

number of theatre performances. One of the striking things I noticed was the German 

approach to program notes. Rather than publishing a director’s note or a piece by a 

scholar, the German practice is to simply publish criticism, sometimes in another 

language, and frequently decades old. At a glance, you are able to see the condensed 

history of critical perspectives on a play such as, for instance, Hamlet, from Sigmund 

Freud and T.S. Eliot to the more contemporary views of Peter Brook and Slavoj Žižek. 

It’s a fascinating way to think about a play. So here is a miniature tribute to the 

German method with thoughts from some of the great thinkers on a very French play. 

Here’s a hint: Lessing appears.

Jean-Jacques Weiss (1892): If 

you would enjoy the Légataire, 

whoever you are, start by 

wiping away from the depths 

of yourself any idea of the 

seriousness of life, leave all of 

your worries at home; before 

coming to the Comédie, you 

must bring a light heart, a 

mind without subtlety and 

calculation, an imagination 

without darkness; you must be 

like the infant Pulcinella.

Victor Fournel (1891): 

You must read Regnard 

as a player, as a gambler 

(le joueur), making a 

meal out of the good 

sense of the joy of life 

and laughter. 

Dorothy Medlin (1966): 

The tone is so light and 

the pace so fast that, 

during the performance, 

the plot seems well 

organized and coherent. 

Upon later reflection, 

certain terms in the 

original proposition may 

be judged unreasonable, 

but afterthoughts of a 

rational nature have no 

place in the realm of 

fantasy. A long list of 

needless questions may 

be proposed, but he who 

stops to inject rational 

questions into a fantasy 

breaks the spell.

Voltaire (“On 

the Comedy,” 

May 10, 1737): 

Whoever 

doesn’t enjoy 

Regnard 

doesn’t 

deserve to 

admire Molière.

Gotthold Ephraim Lessing (“Note #29,” The 

Hamburg Dramaturgy, 1767): Comedy works 

through laughter—not through derision—to 

improve. […] The true universal use of comedy 

lies in Laughter itself; in the practice of our 

faculty for observing the absurd, of observing it 

easily and quickly under all disguises of passion 

and fashion, in all its associations with still worse 

or with good qualities, even in the wrinkles 

of the most zealous earnestness. To be sure, 

L’Avare (The Miser) of Molière, Le Joueur (The 

Gamester) of Regnard, have never improved a 

miser or a gambler; we admit that these fools 

cannot be improved through laughter: too bad 

for them, but not for Comedy. It is enough for 

her, if she cannot heal hopeless sickness, to confirm the healthy in their health. […] A 

preservative is a valuable medicine; and in our entire morality there is no medicine 

more powerful, more effective, than the absurd.

Jean-Jacques Rousseau 

(on Regnard’s Le 

Légataire Universel, 

“Letter on the Theatre,” 

1758): False notes, 

supposition, theft, deceit, 

mendacity, inhumanity, 

everything is there and it 

is all applauded … Good 

instruction for the youth! …

Stendhal (Racine et 

Shakespeare, 1823): The 

comedy of Molière is too 

often saturated with satire 

to give me the sensation 

of gay laughter. … I love 

to find, when I am going 

to relax at the theater, 

a wild imagination [like 

Regnard’s] that makes me 

laugh like a child.

Pierre Beaumarchais 

(“Preface to The Marriage 

of Figaro,” 1778): If 

Regnard had called his 

Légataire, La Punition du 

Celibate (‘The Punishment 

of Celibacy’), the piece 

would have thrilled us.

What the Critics Said
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