
LETTER FROM THE EDITOR
David V. Mason

ESSAYS
Sexual Perversity in a Femnist Biblical Play: Florence Kiper Frank’s Jael
Kari-Anne Innes

An Anthropogenic Upheaval: Edward Bond’s Bingo, Shakespeare’s Enclosure, and 
Terrocentric Identity
Babak Ashrafkhani Limoudehi

PRACTICUM ESSAYS
The Holy Land Experience: ‘Step Right Up’ to Experience the Crucifixion
Aaron Brown

Sacred Spaces: Experiencing the Supernatural at Lourdes
Kristin O’Malley

PERFORMANCE NOTE
Missa Leiga (Lay Mass)—a cry for freedom
Reginaldo Nascimento

BOOK REVIEWS
Henry Bial, Playing God: The Bible on the Broadway Stage
Joesph R. D’Ambrosi

Craig R. Prentiss, Staging Faith: Religion and African American Theater from the 
Harlem Renaissance to World War II
Andre Johnson

Edna Nahshon, ed., New York’s Yiddish Theater: From the Bowery to Broadway
Kyra Smith

PERFORMANCE REVIEWS
Panchajanya
Arnab Banerji

National Puppetry Festival, 2017
Adam Frank

Inherit the Wind
Shelby-Allison Hibbs

CONTRIBUTORS

5

7

19

29

35

43

47

53

65

ECUMENICA
J O U R N A L  O F  T H E A T R E  A N D  P E R F O R M A N C E

v o l u m e  1 0  .  i s s u e  2f a l l  2 0 1 7



60 Performance Reviews

the Fringe, National Puppet Slam, and Potpourri performers, deserving special mention 
were Vanessa Valliere’s date from Hell “Your Best Self,” Bean and Bear’s delightful children’s 
show that included dog puppets made from suitcases, and Wu-Shan Huang’s Chinese glove 
puppet performance and workshops.

If this year’s National Puppetry Festival is any indication, puppetry in the United 
States has not only matured but has actually gained a legitimacy at all levels of theatre it 
could not have claimed even a few years ago. While the popular works of Jim Henson, Julie 
Taymor, and the creators of Avenue Q have opened very wide doors for puppetry in America, 
it is the smaller companies and solo performers that inhabit every imaginable landscape. 
The immediate past President of Puppeteers of America, for example, lives in Little Rock, 
as does one of the national award winners announced at this year’s festival. The Nashville 
Public Library’s decades-old puppetry program was another award winner, and many of the 
festival’s participants come from small cities or rural communities from across the country.

Puppeteers of America will sponsor the next National Puppetry Festival in two 
years (location to be announced). It should not be missed.

Adam Frank
University of Central Arkansas
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Inherit the Wind. Directed by Kevin Moriarty. Written by Jerome Lawrence and Robert E. 
Lee. Dallas Theater Center/Kalita Humphries Theatre, Dallas, TX. June 17, 2017.

 Inherit the Wind, written by Jerome Lawrence and Robert E. Lee, was originally 
produced in Dallas in 1955 at the historic Margo Jones theatre, directed by Jones herself. 
Lawrence and Lee created a fictitious version of the 1925 Scopes Monkey Trial, in which 
Tennessee teacher John Scopes was convicted and fined for teaching evolution in a public 
school. This trial pitted Christian politician William Jennings Bryan against known 
agnostic Clarence Darrow in a debate over the reliability of the Bible and Darwin’s theory. 
The playwrights juxtapose a fundamentalist interpretation of Biblical scriptures against an 
agnostic perspective that embraces evolutionary theory—putting a human face to both sides 
of the argument, stressing in their preface, that the play “does not pretend to be journalism. 
It is theatre. It is not 1925.” The stage directions set the time as “Not too long ago.” 1 It might 
have been yesterday. It could be tomorrow. Other productions have utilized lavish staging, 
scenic design, and period costumes, but those artistic choices distance the contemporary 
audience from the ideological questions at hand. Kevin Moriarty’s re-imagining of Inherit 
the Wind at Dallas Theater Center utilizes bare bones staging techniques in order to heighten 
the relevancy of the sixty-year-old script.

The primary issue at hand concerns the Creation story within the Christian 
Bible, passed down over centuries. Each subsequent generation must determine how this 

1. Jerome Lawrence and Robert E. Lee, Inherit the Wind, n.p.
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ancient text relates to their immediate cultural circumstances. Inherit the Wind’s Hillsboro 
community—with a singular church and preacher—embraces a literal interpretation of the 
creation myth. The people affirm that God formed the earth in seven days, including human 
beings. That perspective did not emerge from robust apologetics, but blind acceptance. 
These beliefs run into conflict with early 20th century scientific advances. Darwin’s theory 
of evolution, particularly, argues for a completely different narrative spanning millennia 
unaccounted for in the Biblical narrative. If the Bible cannot be taken literally, then the 
congregation must grapple with the notion that the entire scripture cannot be taken at face 
value.
 Inherit the Wind examines the reaction of a small town to the prospect of teaching 
evolution in a public school. The teacher at the center of this controversy, Bertram Cates, has 
been put in the local jail for teaching Darwin’s evolutionary theory. A journalist helps his case 
gain national attention, encouraging known agnostic Henry Drummond to step in as his 
lawyer. The play oscillates between glimpses of the small town’s daily routine and an intense 
court battle between the two sides of the argument, and ultimately the relationship between 
faith and individual thought. Through the courtroom scenes, which appear to be stacked in 
favor of fundamentalist teachings, questions arise regarding the act of legislating faith. Can 
logical deduction affirm or unravel scripture? Does teaching evolution offer contradictory 
beliefs to fundamentalist Christian faith?

On the surface, Moriarty’s interpretation appears to capture the aesthetic of 
Thornton Wilder’s Our Town, as the play examines small-town life and Moriarty strips down 
the theatrical elements to a few chairs and the performers’ bodies. However, this production 
also follows a trend of reimagining classics through minimal scenographic elements to draw 
attention to the contemporary performer’s engagement with an older text. Recently, this kind 
of interpretation has been popularized by Belgian director Ivo van Hove, with his sparse 2015 
staging of Arthur Miller’s 1953 classic A View from the Bridge. Through minimalist choices, 
Moriarty’s production encourages the audience to look past the small-town aesthetics and 
historical costumes as the only theatrical element which remains from the time period is the 
text itself.

Moriarty’s production encourages the audience to “look behind the paint,” as 
Drummond says later.2 While the immediate circumstances take place in 1925, Moriarty 
was careful to not historicize the design elements. Period costumes and scenery distance 
the audience from the characters—seeing them as separate from contemporary people. By 
removing the visual barriers that set this story in a different time, Moriarty demonstrates this 
story on a polarized community contains parallels to a 2017 society. Without any of these 
layers, the issue of context permeates through Moriarty’s interpretation.
 Looking at the program, it is noticeable that there are no scenic, lighting, sound, 
or costume designers credited. In this way, Moriarty limits the lenses through which the 
audience perceives moments and characters. For example, lighting design can manipulate how 
an audience interprets scenes or characters by utilizing gels, intensity, and timing techniques. 
Moriarty’s interpretation removes these design interpretations, and subsequently expectations 
for Dallas Theater Center’s high production value. Ultimately, this decision encourages the 
audience to consider the events and arguments with objectivity rather than passion.

Moriarty’s vacant scenography highlights the weathered Kalita Humphries Theatre, 

2. Lawrence and Lee, 110.
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a performance venue designed by Frank Lloyd Wright. This unique theatre blends elements 
of a thrust and proscenium, with a circular stage floor and semi-circle rear wall. By removing 
all curtains and exposing the grid, one can view the aged imperfections of the curved 
backstage wall. Painted on this wall is a noticeably contemporary graphic of a cartoon 
monkey stabbed by a cross. To the side, the statement “Read Your Bible” is painted in a 
graffiti-like style. Through a talkback after the show, the acting company revealed that this 
graphic was designed by one of the acting company members, Ace Anderson. Other than 
that, the stage only contains fifteen inconspicuous, black chairs in a circle formation—one 
chair for each member of the acting company. In the center, a plastic inflatable monkey sits 
on one of the chairs, adding a playful gesture to the issue of evolution.

Moriarty’s minimal lighting and sound encourages the audience to view the events 
of the play with objectivity. While theatrical lighting instruments are used, the exposed 
lighting grid allows the audience to see that no gels are used in any of the instruments. As 
scenes change, the stage remains fully lit with little to no changes in intensity. With every 
actor fully visible, the audience must decide where to place their focus—choosing which 
perspective to follow. Similarly, without aural elements to fill in the reality of the small-
town life, Moriarty also distances the production from crafting an illusion of a quaint, small 
town. Drawing attention to the performer’s physical presence, the only sonic element in the 
production is the actor’s voice. While Lawrence and Lee include a song during scene one 
in the prayer meeting, Moriarty also included spirituals for the scene transitions—all sung 
a capella by the acting company as they move chairs into new configurations in the space. 
Songs include “Go Tell it on the Mountain,” “Marching to Zion,” and “We’ll Understand 
it Better By and By,” added through the rehearsal process at the inspiration of the acting 
company.
 In order to reinforce the contemporary connection, the acting company wears 
their own personal clothing as costumes. Instead of wearing period clothing, the actors 
appear in an ensemble of jeans, khakis, department-store blouses and button-down shirts, 
personal jewelry, contemporary dresses and suits. Actors with tattoos and piercings also keep 
those individual markers visible through the performance. For example, ensemble members 
Christie Vela displays her arm tattoo and Ana Hagerdorn keeps her nose ring in through the 
performance. While no costume designer is credited, the acting company wears clothing that 
appears to fit a similar color schematic of greys, blues, and creams. This choice responds to 
the “black and white” nature of the trial, favoring a multi-faceted interpretation of the issue. 
The “costuming” blends the personal style of each performer with subtle uniformity for the 
ensemble.

Casting choices diverge the play from a traditional production of Inherit the Wind 
as the company includes an ensemble white, black, and latinx performers. Moriarty utilized 
“color conscious” casting, which removes another layer of historical accuracy, but this choice 
reflects the contemporary demographics within Dallas, TX. For example, Ace Anderson 
plays Bertram Cates—the teacher who has introduced evolutionary theory to his students. 
Traditionally, this character is played by a white actor, but Anderson is black. While this 
choice appears to be primarily made to highlight diversity, Moriarty also makes connections 
between Cates and the idea that man evolved from apes. Specifically, Moriarty substitutes 
Anderson’s body for the inflatable monkey—silently sitting in Cates’ jail cell. Perhaps this 
is a subtle reference to O’Neill’s Hairy Ape, but this staging primarily draws attention to 



Performance Reviews 63

Hillsboro’s dehumanization of Cates, throwing him in prison over a school lesson.
 Gender blind casting is also utilized in several cases, which provides an opportunity 
to give women in the Brierley Resident Acting Company more substantial roles. Liz Mikel, 
a noted performer with a towering presence, plays the staunch Christian lawyer Matthew 
Brady. This role is typically played by a white male, as the primary antagonist of Inherit the 
Wind. As Matthew Brady, Mikel does not attempt to adopt “masculine” traits, change her 
speaking voice, or wear clothing to denote “maleness.” Instead, she plays the character as 
herself, or close to her own mannerisms and personality. This choice reinforces Moriarty’s 
concept to bridge the text to the contemporary, as the cast playing roles of a different gender 
were encouraged to remain true to their personal identity, regardless of the character’s gender. 
In order to maintain some semblance of heterosexuality, Brady’s wife is played by a man, Akin 
Babatunde. He approaches his character as a supportive spouse, and avoids playing “female.” 
While the text remains intact—referring to each respectively as “Mr. and Mrs. Brady,” neither 
of these performers approach their characters from the standpoint of drag. The actors retain 
their personal gender identity rather than try to play the other, distancing the audience from 
fully believing the naturalistic portrayal of events in the play’s text.
 Moriarty aims to make the audience aware of the contemporary performer 
encountering this early 20th century event by initiating the performance with personal 
stories from a handful of actors. In the rehearsal process, Moriarty opened a conversation 
among the cast on their spiritual backgrounds, bringing some of those conversations to 
the performance. For example, at the beginning of each performance Alex Organ (E. K. 
Hornbeck) steps out on stage to give brief remarks about his fundamentalist background. 
Organ grew up in a faith that took the Bible literally—like Hillsboro—and struggled with a 
literal interpretation of scripture through adulthood. As he speaks, the ensemble joins him 
on stage and a few declare their spiritual beliefs. As each new voice is added, the audience 
becomes aware of the various practices within the acting company, suggesting a multiplicity 
of approaches to faith within the Dallas community. This production fell during the fifth 
month of the Trump administration, which has been particularly volatile within the North 
Texas region. Dallas maintains a significant fundamentalist population, along with several 
other religious perspectives—agnostic, Muslim, and Jewish faiths are represented widely. 
Certainly, political or religious issues have polarized communities over the past several years, 
and the contemporary presentation of the performers demonstrates that these problems are 
not new.

This production raises questions concerning how religion is used within a 
community. Through staging, Moriarty appears to argue that organized religion tends to 
encourage conformity and diminishes individual thought. This is seen through the directorial 
choices with the ensemble, as they often act as a unit instead of individuals. The acting 
company remains on stage through the entire production, illustrating Hillsboro’s small-
town life as they filter through the stage pantomiming chores and short exchanges. In these 
moments, the production feels like a nod to Wilder’s Grover’s Corners, with antiquated 
worries and business.

At one point, the entire acting company forms a diagonal line, sitting in chairs 
from upstage left to downstage right facing the same direction. Michael Connolly, who plays 
Cates’ agnostic lawyer Henry Drummond, walks through the row of chairs. He comments on 
the ills of blind faith, noting that: “The most holy thing is a man’s mind…Greater than any 



repeated phrase.” It’s a striking moment as the townspeople continue to face one direction 
muttering to themselves, as if they are turning a blind eye to other perspectives. In the scene 
transitions, gospel songs serve as a unifying ritual for the town. The act of singing these same 
lyrics offers comfort and security, reinforcing their belief system through repetition. For 
example, the ensemble—with the exception of Drummond, Cates, and Hornbeck—sing 
the same song as they change the arrangement of chairs for scenes to affirm their belief in an 
omnipotent God overseeing their community.

Hillsboro’s practice of fundamentalist Christianity affirms that religion maintains 
order within society. But Drummond argues that a society operating through a literal 
interpretation of the Bible discourages individual thought, which from his perspective is 
an insult to the divine. A literal interpretation establishes security—there’s a right way and 
a wrong way. This production argues that the town’s behavior towards Cates stems from a 
fear of obliterating their belief system, and subsequently their entire cultural framework. It 
is not necessarily rooted in a reverence for God, but the comfortable routine established by 
tradition.

On the issue of evolution, a majority of the town blindly accepts that “God created 
the world in seven days.” The theory of evolution avoids a comfortable narrative containing 
an all-powerful, human-like being crafting the planet with well-reasoned, divine thought. 
Innovations in science proved that the planet and ecosystem formed through evolutionary 
means. With scientific discoveries occurring in the late nineteenth century and early twentieth 
century, the human authors of scripture could not account for these future events. Therefore, 
a literal interpretation of an ancient text leaves no room for scientific discoveries or cultural 
changes. Literal interpretations force contemporary readers to remain contextualized in the 
Biblical era, ignoring incongruities to contemporary innovations or cultural changes. In 
a parallel fashion, Moriarty has taken this script and avoided a literal interpretation. The 
visual and staging decisions parallel Drummond’s argument that an ancient text should not 
be taken in a literal fashion, but in the context of those contemporary persons interpreting 
the work.

In the final moments, Drummond brings a white bucket of paint and roller to the 
back wall. As Liz Mikel sings the gospel song “The Last Mile of the Way,” Drummond begins 
to paint over the word “Bible.”  This action affirms that people should seek knowledge, 
but avoid simplistic theories of humanity. Regarding “faith,” an individual should seek all 
avenues of knowledge, testing what scripture or theories say to real experience. The play 
lingers on the notion that the Bible does not fully explain evolutionary theory, but that 
humans are on a continuous quest for answers, ones that we will discover “by and by” in the 
song Mikel sings. The play concludes with an affirmation that ideological debates eventually 
lead to further understanding, but may not reap immediate benefits. However, it is vital for 
individuals to exercise their intellectual faculties, even if it leads to ambiguous answers.

Shelby-Allison Hibbs
University of Texas at Dallas
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