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Radio Golf is the final installment of August Wilson’s Pittsburgh Cycle which consists of 
one play set in each decade of the 20th century. Radio Golf is set in 1997 in Pittsburgh’s Hill 
District. 
            Harmond Wilks, an Ivy League-educated lawyer with an educated and ambitious 
wife, wants to redevelop the "blighted" area of the Hill District in Pittsburgh, Pennsylvania. 
Having inherited a prosperous real estate firm from his father and grandfather, Wilks is 
about to declare his candidacy to be Pittsburgh©s first black mayor. Meanwhile, he and his 
friend Roosevelt Hicks are engineering a development deal on Wylie Avenue to build a 
high-rise apartment building with a ground floor filled with high-end chain stores like Star-
bucks, Whole Foods, and Barnes & Noble. The deal depends on federal money, which re-
quires a designation that the area is blighted. There are offstage city politics and backroom 
deals. Harmond and Roosevelt, a newly-minted Mellon Bank vice president, think they are 
equal competitors in capitalism©s public-private arena, but they may just be black front men 
for white money. Suddenly another world intrudes with Old Joe and Sterling, Hill District 
natives,  fighting for the survival of an old house at 1839 Wylie. Harmond and Roosevelt 
have slated the house for demolition, which turns out to have a significant past. It was the 
home of Aunt Ester, the hereditary folk priestess whose tale goes back to 1619, when the 
first shipload of African slaves were brought to Virginia. 

� &� �� � 
 � �	 
 �� � � �	 �� 	 � 
 �

Morocco Omar i 
 Harmond Wilks 

Tyla Abercrumbie 
     Mame Wilks 

  Alfred H. Wilson 
Elder Joseph Barlow 

Montae Russell 
Sterling Johnson 

E. M ilton Wheeler  
   Roosevelt Hicks 
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Ron OJ Parson - Director 

 
Jack Magaw - Set Designer 

 
Br ian Bembr idge - Lighting Designer 

 
Myrna Colley-Lee - Costume Designer 

 
Vincent Olivier i - Sound Designer 
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Playwright and poet, music-lover and storyteller, activist, humorist, chronicler of a century of 
Black experience, August Wilson lives in his works, in the memories of his family and friends, 
and in the institutions that now bear his name: the August Wilson Center for African American 
Culture in Pittsburgh and the August Wilson Theater on Broadway. 
 
He was born on April 27, 1945 and grew up in a 
cold-water flat in the city’s Hill District. His 
mother, Daisy Wilson, came from an African 
American family that had migrated from North 
Carolina. His father, Frederick Kittel, was a baker 
of German background. Wilson was named Freder-
ick August Kittel at birth, and as a child was known 
as Freddy to his three sisters and two brothers. But 
the father was often absent; the active parent in the 
household was Daisy, and the culture at home was 
African American. At age 20, the young author con-
firmed his sense of identity by renaming himself 
August Wilson. 
 
When Wilson was four, his mother taught him to read, and at age five he got his first library 
card from the Hill District branch library. His devotion to the library would prove to be deci-
sive, for both Wilson and the American theater, because he would ultimately educate himself at 
the Oakland District’s Carnegie Library after dropping out of Gladstone High School at age 15. 
At the library, as he later recalled, “ I felt suddenly liberated from the constraints of pre-arranged 
curriculum that labored through one book in eight months.”  After Wilson achieved international 
fame, the Carnegie Library of Pittsburgh conferred on him a high-school diploma, the only one 
it has ever awarded.  
 
In 1965, Wilson began to associate with the poets and painters at the Hill Arts Society and the 
Halfway Art Gallery. Fired by the ambitions of the Black Nationalist movement, he helped to 
form the Centre Avenue Poets Theater Workshop then joined with playwright Rob Penny to es-
tablish the Black Horizons Theater in 1968.  
 
In 1978, at the invitation of Claude Purdy, founder of the Black theater group Penumbra, Wil-
son relocated to St. Paul, Minnesota, where he wrote historical playets for the Science Museum 
of Minnesota, and did a workshop of his musical satire Black Bart and the Sacred Hills. It was 
also in St. Paul, in 1979, that he wrote Jitney, which was to be the first of his epoch-making ten-
play cycle on African American life in the 20th century. 
 
In 1982, the O’Neill Theater Center accepted Ma Rainey’s Black Bottom, a drama with music 
set in Chicago in the 1920s. Wilson went to Connecticut to workshop the play under the guid-
ance of the O’Neill’s artistic director, Lloyd Richards, dean of the Yale School of Drama head 
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of the Yale Repertory Theater. Richards went on to stage Ma Rainey at the Yale Rep in 1984, and then 
transferred the production to Broadway the same year. Writing in The New York Times, critic Frank Rich 
hailed Wilson as an “extraordinary dramatist”  who “sends the entire history of black America crashing 
down upon our heads,”  in a play that is harrowing but also “ funny, salty, carnal and lyrical.”  At age 40, 
August Wilson was launched on one of the great careers in American theater history. �
�
As Wilson would later explain in an interview with fellow playwright Susan-Lori Parks, he did not see at 
this point where his work would lead. But after the 1950s-era Fences (which reached Broadway in 1987), 
and Joe Turner’s Come and Gone (1988) set in 1911, Wilson realized “ I’d written three plays that were 
all set in different decades. Why don’ t I continue to do that? I never had to worry about what my next play 
was going to be and come up with an idea. I would just pick a decade and go…I didn’ t know what the hell 
I was doing, but I remained confident that it would all turn out.”  It more than turned out. With their dec-
ade-by decade exploration of the African American experience over the course of a century, the ten plays 
of August Wilson’s cycle—Gem of the Ocean, Joe Turner’s Come and Gone, Ma Rainey’s Black Bottom, 
The Piano Lesson, Seven Guitars, Fences, Two Trains Running, Jitney, King Hedley II, and Radio Golf—
constitute one of the major achievements of modern American literature. The plays brought him two Pulit-
zer Prizes, one Tony Award, three American Theatre Critics awards, seven New York Drama Critics Cir-
cle Awards, one Olivier Award, a Rockefeller Fellowship, a Guggenheim Fellowship, a National Humani-
ties Medal, the 2003 Heinz Award in Humanities and Arts, the Whiting Writers Award, two dozen honor-
ary doctorates, and membership in the American Academy of the Arts and Sciences and the American 
Academy of Arts and Letters. 
 
August Wilson passed away on October 2, 2005 at the age of 60. He is survived by his two daughters 
Sakina Ansari and Azula Carmen Wilson, and his wife, costume designer Constanza Romero. This biog-
raphy was prepared by the August Wilson Center for African American Culture. 

www.augustwilsoncenter.org 
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Char les " Teenie"  Harr is (1908–1998) 
was an accomplished African-American photog-
rapher, whose work was a great source of inspi-
ration for August Wilson. 
               Harris was born in 1908 in Pittsburgh, 
and was the son of hotel owners in the city©s Hill 
District. Early in the 1930s he purchased his first 
camera and opened a photography studio. He 
freelanced for the Washington D.C. news picture 
magazine, Flash!. From 1936 to 1975 Harris 
chronicled life in the black neighborhoods of the 
city for the Pittsburgh Courier, one of America©s 
most prominent black newspapers. He was nick-
named "One Shot", because he rarely made his 
subjects sit for retakes. Harris took more than 
80,000 images during his career. The body of his 
work constitutes the largest and most complete 
photographic documentation of a minority com-
munity in the United States.  

More about Teenie on page 8 � ���.� � � � �� � � � �� � �� � ��( � �� �� � � �� %�� �)� )�� ������� � �� � � � �� .�?� � � %�� @�&� ���.�
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Actor Montae Russell has had a highly successful career not only in theater, but in television 
and film as well. He’s had a long relationship with August Wilsons plays, performing at 

many major theaters across the country. However, Montae’s relationship to August Wilson 
was also a personal one, hand-picked by Wilson from Montae’s early days of performing at 

the old Allegheny Repertory Theatre and at Pittsburgh Public Theater. In this interview, 
resident dramaturg Heather Helinsky discusses with Montae why he has returned to be a 

part of the Pittsburgh premiere of the final play of the Wilson cycle, Radio Golf. 
 
HH: First, what does it mean to you to be back at Pittsburgh Public Theater and have your family see you 
perform? 
 
MONTAE: It’s a homecoming for me theatrically and artistically, but it also allows my family and friends 
who I grew up with to come and see my work live and in person.  I’ve done Wilson plays all over Amer-
ica and the plays resonate differently on the ears of people from Pittsburgh. It just has a different feel to it. 
Some of the people who are mentioned in August Wilson’s plays are still alive, some of the businesses 
mentioned are still in existence, the streets and boulevards men-
tioned in the plays are still around, so it makes it feel like real 
life. And so when a character mentions that they just came from 
a certain street or a certain part of town, you can hear the audi-
ence chuckle when they think of the route that the character 
may have taken to get to the Hill District location that the play 
is set in. I’ ve worked at a lot of regional theaters but coming 
home is my favorite place to work. 
 
HH: In 1989, you played Cory in Fences for Pittsburgh Public 
Theater. What do you recall most from your experience back 
then? 
 
MONTAE: That Wilson plays are the hottest ticket in town. 
Wilson plays in Pittsburgh bring an excitement; there’s a buzz---“Have you seen it?” ---“How many times 
have you seen it?” ---“You better make sure you don’ t miss it.”  Your family and friends can come and see 
the play multiple times and get something different each time. They learn things about you, they learn 
things about themselves, they learn things from the show itself and also gives them a greater appreciation 
for theater.  
 
HH: Some actors make their careers by doing Shakespeare, but you have made your career by constantly 
returning to August Wilson’s plays. What is it about Wilson’s work that has compelled you to return to it 
again and again? 
 
MONTAE: “A” : Because the writing is so challenging. None of the characters, no matter how big or 
small are simple or easy to play. They all require you to do your best work, because Mr. Wilson put his 
best work in the writing. And “B” : The challenge for me is not just the language and the poetry but the 
deep emotions that these characters express. They all have these incredible experiences, be it good or bad, 
and so as an actor, you really have to do your work to do this material well. 
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Montae Russell as Sterling Johnson in 
The Public’s 1994 production of Two 
Trains Running. 
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HH: Sterling Johnson is a character that appears both in Two Trains Running (Pittsburgh Public 
Theater, 1994) and Radio Golf. What excites you about playing this character again? 
 
MONTAE: Of all the roles of Wilson’s that I have played, he is my favorite. I’m super excited to 
take him on again. I love his wit, I love his sense of humor, I love his toughness, I love his passion, I 
love his fighting spirit, I love his ability to take on battles that other people can’ t fight. He’s very he-
roic in a lot of ways. He’s an incredibly intelligent human being. He’s the type that has a creative 
mind, and people misinterpret him, because they’ re not looking at things from the same unique per-
spective that he is. In both Radio Golf and Two Trains Running, most of the things he says makes 
perfect sense, but he went about it in a roundabout way. In Radio Golf, Sterling feels the same in 
terms of his philosophies, but they’ve been matured. He’s been deepened by life’s experiences. So, 
that kind of feels like me as a person---I’m the same, just an older version, like everybody else, 
really. 
 
HH: You were highly involved this past spring in the Kennedy Center’s staged readings of the Au-
gust Wilson cycle. What was that experience like? 
 
MONTAE: It’ s something I’ ll never forget. It was this incredible journey that we all took together.  
In retrospect you realize—wow, we just did something that was never done before. That’s what it felt 
like---history-making.  
 
HH: I read that when you got to Radio Golf everyone thrust their scripts into the air as a tribute to 
Mr. Wilson. 
 
MONTAE:  Well, after every show we thrust our scripts in the air as part of the curtain call. But at 
the very last performance of Radio Golf, we did a call-and-response chant of all ten of the plays in 
the cycle. It felt so unplanned, so spontaneous, so just the right thing to do, to shout out these names 
and give Mr. Wilson these praises, one last time.   
 
HH: In your online coverage of the Kennedy Center readings you say that: “August Wilson loved a 
people so deeply that he dedicated 25 years of his life to tell a century’s worth of their story. It begs 
the questions: What are you living for? What are you dedicated in doing? What mission is worth 20 
years of your hard work, blood, sweat, & tears?” Since you yourself have spent so much of your life 
acting in Wilson’s plays, do you mind if I ask you the same question? 
 
MONTAE: The same commitment I have with Wilson, I put in all my work. I’ ve done many plays, 
TV/film, and projects that have nothing to do with Wilson. I’m always going to bring my A-game 
whenever I’m hired to do a job. But in terms of dedication, I’ ve dedicated my life to my craft and 
along the way Mr. Wilson has been there for me. He’s the one that gave the green light. I’ ve always 
wanted to be an actor, but Mr. Wilson was the one who told me, “Yes, you can do this. I’m on the 
other side looking at how professionals in New York work, and I’m looking at you, and you can do 
this on the same level that they are doing it.”  To hear that from somebody who was in the business 
and cared enough about me to say: “Go forth.”  I mean, I owe him a lot for that. He also wrote my let-
ter of recommendation that got me into Rutgers. He didn’ t have to do that. He was a busy man. He 
had already been nominated for awards; he didn’ t have to take the time to reach back. And artisti-
cally, he was there for both me and so many others because of what he wrote, allowing us to delve 
into these wonderful stories and characters. No matter what I do I try to bring my best, but at the 
same time I owe Mr. Wilson a huge debt of gratitude, so, whenever I’m hired to do one of his plays, I 
give it my all. 
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In my personal life, I’m committed to helping people as much as I can. My wife is an ele-
mentary school teacher in South Central LA, and at her school I started a group called Parent 
to Parent, which is an academic support group in which parents help each other in various 
ways to help raise their children’s grade. I recently finished a season of coaching basketball 
in a South LA basketball league, and in December, I’ ll be volunteering to teach acting and 
film making classes at my son’s new charter school. Overall, I try to do my best to be of ser-
vice to those in the inner city of Los Angeles.  
 
HH: Oh, one more question---since Radio Golf coincides with the beginning of Steelers sea-
son, what is your advice for Steelers fans in regards to coming to see this show? 
 
MONTAE: (Laughs). Tell them to look for my Steelers tattoo on my left forearm. Even 
when I’m working on television in LA, they’ve never made me cover it up. So look at my 
left forearm to see how I express my love for my team even when I live 3,000 miles away 
from Pittsburgh. And keep me posted on the scores because I’m going to need to know the 
scores during the Sunday shows! If the fans in Pittsburgh can keep me posted on the scores, 
I’ ll be very happy. 
 
HH: Thank you, Montae. I’m really looking forward to your return to Pittsburgh Public 
Theater. 
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Continued from page 5 
              Unlike his more celebrated African-
American contemporaries, such as James Van 
Der Zee, known for studio portraits, or Gordon 
Parks, who traveled widely as a photojournalist, 
Harris was a working-class photographer teth-
ered to a job with a circumscribed beat. His 
work was rarely seen outside of Pittsburgh until 
after his death in 1998. 
              He licensed his collection of photo-
graphs in 1986 to a local entrepreneur, Dennis 
Morgan, and subsequently these so-called 
"Morgan prints" were sold at street fairs in 
Pittsburgh. Harris filed a lawsuit in 1998 for 
unpaid royalties and the return of his collection. 
He won the case posthumously. Carnegie Mu-
seum of Art purchased the collection from the 
Harris estate in 2001. 
              In 2005 Carnegie Museum of Art cre-
ated an online gallery of Harris© work. The Tee-
nie Harris Archive Project features a sampling 
of 1,400 images. In 2008 the museum plans a 
major exhibition of his work that will tour na-
tionally. 
              He is buried in Pittsburgh©s Homewood 
Cemetery. 
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WHY “ RADIO GOLF”  
 

             For the last play of his cycle, August Wilson took some advice from his then 7-year old daughter, 

Azula Carmen. “She asked, ‘Daddy, what’s the title?”  Wilson recalled in an interview with USA Today. 

“ I said I didn’ t have one, and she said, ‘Call it Secrets of the Radio Sisters.’  And I said, ‘Well, I don’ t 

have any radio sisters in there. It’s about a guy and he has a radio station, and they’ re playing golf.’  So she 

said, ‘Call it Radio Golf.’  And I said, ‘That’s a good idea.’  Then she said, ‘ I’ ll write Secrets of the Radio 

Sisters.’ ”   

             While the concept of a radio golf program might sound odd for a play set in the 1990s, histori-

cally, the sport of golf has always used the current media not only to broadcast tournaments, but to in-

trigue listeners with tips for their own game. Leading amateur golfer Charles E. “Chick”  Evans had a ra-

dio program called “Golf Secrets”  in the 1920s. Joe Novak, a golf course architect, broadcast radio golf 

lessons on KGO in Oakland, California. In 1938 radio station WBRY in Waterbury, Connecticut had a 

sustaining series of golf instruction called “The Golf Secrets of the Air.”  Even golf greats Sam Sneed and 

Bryon Nelson had their own radio programs broadcast as late as 1950.  

             Just as baseball is a central metaphor in Fences, Wilson used golf for his treatise on the black 

middle class. Although Wilson was not a golfer, he was struck by a comment made by an African-

American guest at a fundraiser who admitted “ I carry golf clubs in the trunk of my car”  to be eternally 

vigilant for his next encounter with a client. For Wilson, it raised the question: “Do you have to adopt the 

games of the dominant culture to achieve success?” 

             As Wilson continued to develop the play around this central question, he struck a vein of a longer 

history in the black middle class community. Despite the Jim Crow policies that would eventually prevent 

them from participating professionally, African-Americans engaged in tournaments as early as the 1890s. 

In the Roaring Twenties, caddies found teaching golf an alternative to achieve “status” , while African-

American newspapers covered golf in their columns to educate blacks about the game. Because of the dis-

crimination in white country clubs, members of the black middle class on the East Coast established their 

own facilities to host social activities as they rose as business and civic leaders.  

             When August Wilson’s dramaturg, Todd Kriedler, was asked if the play was an indictment of 

golf, he quickly responded, “Absolutely not. But the game is used metaphorically. Do you have to give up 

everything you are to play this game, to play in society? It doesn’ t mean you can’ t claim the sport as your 

own, but does it cost you anything?” 
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AUGUST WILSON ON AMERICAN HISTORY: 
 “We’ re all trying to imitate the British to become lords and aristocrats, have a bunch of servants and 
a gardener, all that kind of stuff. We were founded as a British colony---that’s a large part of it. 
We’ve managed to be immensely successful in pulling the energy and the brilliance of all those Euro-
pean immigrants that came here and worked hard. Their imagination---Carnegie coming up with the 
new way to make steel, all that stuff---and we’ve become the most powerful and the richest country 
in the world. So we’ve adopted those materialistic values at the expense of some more human val-
ues.”                                                                                from “The Light in August” , American Theatre 
 
COWBOYS AND INDIANS: 

Material growth, increasing population, and spreading settlement were part of the 
American story from the start. As the American population burgeoned to 13 million in the 
early 1800s, there was increasing pressure on the United States government to remove the 
clusters of Indians inhabiting the land. The problem confronting westward-looking Ameri-
cans of the 19th century was very simple. Even by their own rules, the unilateral, uninvited, 
and unprovoked intrusion over thousands of miles by one culture into the life and affairs of 
another could not be explained or justified by an appeal to self-defense. Law and morality 
needed to justify their claim to the land.  When the term “ Manifest Destiny”  was coined by 
a reporter in 1845, Americans now had justification for their moral superiority. 

                                                                        researched by Heather Helinsky, dramaturg 
 
EVER WONDER WHY LITTLE KIDS PLAY COWBOYS AND INDIANS? 
             The actual period of “ cowboys and Indians”  was a very short period in history. It 
was during the “ Gilded Age”  (1877-1890) when extremely rich industrialists grew richer 
and the poor immigrants grew poorer that began to ROMANTICIZE the image of the West. 
             Furthermore,  w ith the mass market opportunities made possible from 1869 onward 
by the transcontinental railroad, together with the spread of the telegraph and telephone, a 
national  cul ture emerged to destabilize an older, localized and more rural way of life. With 
the speeding advances in industrialization and technology, came the entertainers from the 
sublime to the absurd: traveling Shakespeare actors, Barnum & Bailey…and Buffalo Bill’s 
Wild West show. Buffalo Bill popularized to America’s surging population the myth of the 
cowboy---whose morals gave poor, working class Americans a new national  story…which 
of course continued as film/ TV emerged. 
 

 “And that claim is by the right of our manifest destiny to overspread and to possess the 
whole of the continent which Providence has given us for the development of the great ex-

periment of liberty and federated self-government entrusted to us.”  
-John Louis O’Sullivan, New York Morning News, Feb. 27, 1845 

 
M ANIFEST DESTINY: 
How to justify rapid expansion in 1840s: 
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What August Wilson’s other plays say about “ the law”  and “ right and wrong” . 

 
 
 
 
 
 
 
 
LAW 
              GEM OF THE OCEAN 
� CAESAR (I,3): “ I’d say I didn’t do it too if the LAW was after me.”   
� CAESAR (I,3): “ Well now they got LAWS against that now. I told you that. This ain’t the coun-

try. This ain’t A labama. This is Pittsburgh. They got LAWS against carrying a stick in Pittsburgh. 
That’s a weapon.”  

� CAESAR/ SOLLY (I,3):  
CAE: It’s against the LAW to carry a weapon./ SOLLY: The LAW can go to hell if 
you telling me I can’t carry a walking stick! 

� CAESAR: (I,3): He was a thief! He was stealing. That’s about the worse thing you can do. To steal 
the fruits of somebody else’s labor. Go out and work for it! That’s what I did. I ain’t never stole 
nothing in my life. That’s against the LAW. Stealing is against the LAW. Everybody know that. 

� CAESAR: (I,3) “ I took an oath to uphold the LAW.”  
� CAESAR: (I,3) “ I had to bust a couple of niggers upside the head for trying to steal my food. A  

couple tried to escape. I caught them. That don’t do nothing but make it harder on everybody. 
They out there enjoying their freedom ducking and dodging the LAW and everybody else on 
half rations and got to make up their work.”  

 
RIGHT &  WRONG 

GEM OF THE OCEAN 
� SOLLY TWO KINGS (I,3): “ I try to do the right thing. I always wanna be on the right side. But 

sometimes I don’t know what side that is. They say, “ God have planned but the devil have 
planned also.”   

� CITIZEN/ CAESAR (I,3):  
� CITIZEN: My mama told me to stay out of trouble./ CAESAR: Your mama told you right. 
� CAESAR (I,3): “ You can’t sit in Judgment over people. That’s God’s job. God decide who done 

right or wrong…You thinking wrong and don’t even know it.”  
 
JITNEY 

� � � BOOSTER: “ I can’t say nothing wrong by him. He took care of me when I was young. He 
ain’t run the streets and fuss and fight w ith mama. The only thing I ever knew him to do was work 
hard.”  
 

(Dramaturg’s Note: Discussions of right & wrong are constant reoccurring debates in all of Wilson’s plays.) 

AUNT ESTER: God don’t never lie. The people liable to do anything. 
They lie and cheat. That’s why God didn’t leave the Judgment with the 
people. Say, “ I am the beginning and the end.”  The people can’t say 
that. They know they gonna come to an earthy grave. The end is al-
ready writ for them. (from Gem of the Ocean, Act 1, Scene 2) 
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Professions in Allegheny County (from 2000 census) 
 
Harmond Wilks, real estate developer 

- Out of 1,836 real estate developers, 140 are African-American, which is 7.6% 
of the profession. 

Mame Wilks, professional public relations representative 
- Out of the 421 public relations professionals in Pittsburgh, 34 are African-

Americans, which is 8.1% of the profession. 

Roosevelt Hicks, bank vice president 
- Out of 5,932 executives who work in Pittsburgh, 150 are African-American, 

which is 2.5% of the profession. 

Ster ling Johnson, self-employed contractor 
- Out of the 2,167 painters, construction, and general maintenance workers, 110 

are African-American, which is 5.1% of the profession. 

Elder  Joseph Bar low, unemployed resident of the Hill District 
- Out of the labor force of 646,800 in Allegheny County in 1997, 29,800 were un-

employed, which is 4.6% of the total city population.  

Romare Bearden (September 2, 1911–March 
12, 1988) was an African-American artist and writer 
who, like Teenie Harris, was also a source of inspi-
ration for August Wilson. He worked in several me-
dia including cartoons, oils, and collage. 
          His life and art are marked by exceptional 
talent, encompassing a broad range of intellectual 
and scholarly interests, including music, performing 
arts, history, literature and world art. Bearden was 
also a celebrated humanist, as demonstrated by his 
lifelong support of young, emerging artists. 

?� ���.� � � � �* � $ � ��� .@������������������������������� � �� � $ � �� �� � � �/ � %�

“A mural by Romare Bearden in the Gateway Center subway 
station in Pittsburgh is worth $15 million, more than the cash-
strapped transit agency expected, raising questions about how 
it should be cared for once it is removed before the station is 
demolished. "We did not expect it to be that much," Port Au-
thority of Allegheny County spokeswoman Judi McNeil said 
Thursday. "We don©t have the wherewithal to be a caretaker 
of such a valuable piece." 
It would cost the agency more than $100,000 a year to insure 
the 60-foot-by-13-foot tile mural by Romare Bearden, 
McNeil said. Bearden was paid $90,000 for the mural, titled 
"Pittsburgh Recollections." It was installed in 1984.”   

Source: PA Dept of Labor and Industry 
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1.   The individual’s challenge to discern and do what is right over what is wrong 
2.   The struggle to hold onto one’s identity and integrity in a changing world 
3.   The call to honor the past over personal ambition or, more specifically, the test of the 

upwardly mobile black middle class to honor their history 
4.   The conflicting demands of honorable leadership over personal success 
5.   The notion that true virtue comes with understanding the sacrifices of one’s ancestors 

and then paying them homage accordingly 
                                                                                                                                        Source: www.mccarter.org 
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August Wilson was  a poet. He wrote metaphors into everything. A prominent metaphor in 
Radio Golf is the idea of Cowboys versus Indians. There are three big moments where Wil-
son states this straight out to the audience and is always pointed out by the character Ster-
ling.  
 
            “We use to play cowboys and Indians. Raymond didn’ t like to die. You say, “Bang! 
            You’ re dead.”  Raymond would say, “You missed.”  We used to argue over who was 
            going to be the Indians.”  page 14 
 
            “That’s the kind of shit they did to the Indians. They sign a treaty and soon as the  
            Indians walk out the door they start plotting how to break it.”  page 51 
 
            “ (Sterling goes over to the paint can and opens it. He dips his finger in, then makes a 
             line from his forehead down to his nose.) 
 
             (He dips his hand in the paint and marks both sides of his cheeks.) 
 
             (He marks his face again.) 
 
            I learned that from Cochise. We on the battlefield now.”  page 77 
 
The Cowboys versus Indians metaphor is setting up the idea of manifest destiny that is oc-
curring in the play. Wilks is taking land that is not his, but after fighting this battle between 
law versus right and wrong, he decides that law and right are the same thing in his battle of 
saving the house on Wylie Street. How can Roosevelt morally justify taking someone’s land 
that doesn’ t belong to him? 
 
What is manifest destiny and why does it effect us even today in our lives? 
 
What is going on in the Hill District now, and why is it important to understanding Wilson’s 
story? Was there an urban redevelopment project for the Hill District? 
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This activity is designed to expand on what they saw happen in the play about the Wylie 
Street house. It combines theater and law. It allows the students to think quickly and yet use 
things they know about the legal system. 

 
Activity : “ Cour troom Drama”  

 
Assign the following : 2 lawyers, a defendant, a plaintiff,  2 witnesses (Old Joe and Sterling) 
and the teacher will be the judge (the facilitator to keep everyone on track). The rest of the 
class will be the jury.  
 
The case : 1839 Wylie Street (Wilks vs Roosevelt) 
 
Let the students get together with their lawyer and discuss how they are going to fight their 
case. The house on Wylie Street is a property that is not really owned by the owner, but not 
exactly owned by the government. Let both sides explain their case, followed by letting them 
question witnesses who can be independent of either the plaintiff or defendants point of view 
and concluded with the judges thoughts (unbiased), the jury deciding on the verdict (and it 
has to be unanimous), and the verdict announced. 
 
The entire thing should be mostly improvised and can help demonstrate how the legal sys-
tem can work and gives them a chance to come up with an answer on their own. It also pro-
motes processing something rationally rather than looking at the dollar sign. It teaches every-
one to figure out what for them is right and wrong. 

Discuss the emotion you felt after seeing Radio Golf. Make a list of what you thought about 
the play overall. Was there anything you didn’ t like? Why? Did you like Radio Golf? Was 
there anything you would have changed? Who do you think was right in the fight over the 
house on Wylie Street? Do you think that because of what Wilks was trying to do that he 
would still be able to become mayor of Pittsburgh? What do you think are the main themes 
of Radio Golf? Which theme do you think is the most important or prevalent? Would you 
suggest this play to someone else to go see? 

The following is a speech that Sterling delivers late in the second act. What did Sterling’s 
speech mean to you? Did it mean anything more than what was written? Was there any hid-
den metaphors within the speech Sterling said? 
 

“You know what you are? It took me awhile to figure it out. You a Negro. White people will get con-
fused and call you a nigger but they don’ t know like I know. I know the truth of it. I’m a nigger. Ne-
groes are the worst thing in God’s creation. Niggers got style. Negroes got blindyitis. A dog knows it’s 
a dog. A cat knows it’s a cat. But a Negro don’ t know he’s a Negro. He thinks he’s a white man. It’s 
Negroes like you who hold us back … Yeah, you holding me back. You make things hard for me. You 
go around kissing the white man’s ass then when they see me they think I’m suppose to kiss it too. 
You ever notice how glad they are when they see you coming. Go on downtown and kiss some more 
ass ‘cause you ain’ t wanted around here.”  -Sterling Johnson 
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In The Piano Lesson, playwright August Wilson explores black culture and life as experienced in the 1930s. The play is set 
in Pittsburgh’s Hill District in 1936 during the Great Depression and the mid-point of the Great Migration of newly-freed 
slaves from the rural South to northern cities. Between 1900 and 1960, millions of southern black Americans came to create 
communities in cities like Chicago, New York, Cleveland, Detroit and Pittsburgh in search of economic and social opportu-
nity.  
 
The Civil War had ended in 1865; still, more than half a century later, its effects lingered. Reconstruction made attempts to 
heal the war-torn South but economic conditions were poor for most. Systems like sharecropping and farm tenancy, in 
which farmers rented land and gave over a portion of their harvest, kept poor people mired in dependency to land holders. 
Working class whites developed deep resentment toward blacks because of fierce competition for employment and housing, 
brought on by emancipation and the influx of European immigrants to America. Thus, racial inequality remained and intol-
erance increased. Black Codes, laws designed to keep blacks in subordinate positions, were enacted prohibiting their par-
ticipation in government systems and certain areas of employment. Like other migrants, black southerners came to the cities 
in search of industrial jobs. They learned of the possibilities for prosperity in the North through friends, relatives and na-
tionally circulated black newspapers like the Chicago Defender and the Pittsburgh Courier. Blacks from South Carolina, 
North Carolina and Virginia mostly headed to New York, Philadelphia and Boston; those from Mississippi and Louisiana 
mostly went to Chicago; Georgia and Alabama’s blacks mostly populated Cleveland, Detroit and Pittsburgh. They came to 
Pittsburgh in particular to work in the iron and steel industries, which were being spurred by World War I. In 1916, 124 
new industrial and manufacturing plants were built in Allegheny County and in 1918, the United States government gave 
Pittsburgh factories and plants $215 million dollars in production contracts for war supplies. It is said that 80 percent of all 
WWI munitions, products like heavy cannons, armor, bullets, shells, and cartridge cases, were produced in Pittsburgh mills 
like those of the Carnegie Steel Corporation and the Westinghouse Company. 
 
While WWI increased the need for iron and steel, corporate America was struggling with organized labor strikes. The war 
dramatically slowed the flow of European immigrants who had previously been a steady supply of workers for northern 
factories. This shortage of new workers threatened to destroy new growth and sales. There was much business to be done 
and factories needed workers to replace striking employees and the stunted supply of European immigrant labor. Black 
American migrants, searching for a new life with good jobs and good pay, created for the steel and iron industries a stead-
fast and capable workforce. These workers formed new communities as they populated, northern cities. Pittsburgh’s Hill 
District was one such place. 
 
From the 30s to the 60s, the later period of the Great Migration, blacks came to Pittsburgh not only for better jobs, but also 
for a better way of life. Pittsburgh’s Hill District, and the intersection of Wylie and Fullerton avenues in particular, became 
known far and wide as the “Crossroads of the World” and anything one could ever need or want could be found within the 
neighborhood’s boundaries. The Hill was the first area or “district”  to develop outside of the walls of Fort Pitt. In the mid-
1800s, it had been a well-to-do white neighborhood. But, as migration from Europe began to bring poor Jews, Italians, Syri-
ans, Greeks, Africans, and Poles in the late 1800s and emancipation brought Southern blacks at the turn of the century, 
wealthy residents moved from the Hill District to the perimeters of the city.  
 
The black population in the Hill District grew enormously between 1930 and 1950 and the area became one of the most 
influential and powerful black neighborhoods in America. While the Great Depression devastated Pittsburgh the Hill Dis-
trict continued to thrive. In 1934 twenty-five percent of Pittsburgh’s workers were unemployed, but a lively club and cul-
tural scene fueled by jazz and a booming commercial district, filled with shops that provided an array of goods and services 
from furriers and beauty salons to groceries and cab companies, thrived in the neighborhood. Famous clubs like the Craw-
ford Grill, the Hurricane Lounge, and the Savoy Ballroom drew talents like Sara Vaughn, Art Blakey, and Duke Ellington 
regularly. Jewelers, dry cleaners, doctors and lawyers, photography studios, restaurants, drug stores and everything in-
between drew clientele from all over the city.  
 
The racism that fueled the exodus of the wealthy whites from the neighborhood and isolated Pittsburgh’s black population 
paradoxically allowed the Hill District to thrive. As segregation made blacks unwelcome in other areas of the city, they pa-
tronized businesses close to home in the Hill District. That sense of black community permeated all areas of life. The Hill 
District spawned churches, social clubs, Negro League baseball teams, churches, and schools. The black community as a 
whole was growing as well, gaining a national voice. During 1936, the year in which Wilson sets The Piano Lesson, the 
Organization of the National Negro Congress was formed and the community rallied around Jesse Owens as he won gold 
medals in the Berlin Olympic Games. Blacks joined the ranks of organized labor following the Wagner Act’s guarantee of 
collective bargaining rights. The circulation of the Defender and the Courier reached over 315,000. This is the community, 
born out of seclusion and exclusion, whose voice is given life through The Piano Lesson. 
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By Christopher Rawson, Pittsburgh Post-Gazette 
April 28, 2007  
 
August Wilson is sending us a challenge from the grave. His journey that began in the Hill District 
on April 27, 1945, and made its national debut on Broadway in 1984 will reach its final destination 
on May 8, back on Broadway with a drama prophetic of recent headlines about the Hill. 
 
The play is "Radio Golf," the 10th and final installment in the late Mr. Wilson©s epic Pittsburgh Cy-
cle, which dramatizes the frustrations and ambitions of black America with a play set in each decade 
of the 20th century. "Radio Golf" is the cycle©s 1990s play. Premiered at Yale Repertory Theatre in 
spring, 2005, it was revised that summer as he was dying from liver cancer. 
 
Following tune-up productions in five other cities, "Radio Golf" opens May 8 at Broadway©s Cort 
Theatre, the same place where Mr. Wilson©s first Broadway play, "Ma Rainey©s Black Bottom," 
opened in 1984. 
Ten plays in 24 years is a triumph of art and a marvel of hard work, but the cycle is also unprece-
dented in American theater for its concept, size and cohesion. And nine of the 10 take place on that 
same Hill where Mr. Wilson was born in 1945. 
 
While both a conclusion and a return, "Radio Golf" is also as fresh as today©s news. Set on the Hill in 
1997 in a construction office on Centre Avenue, its central issues are among those in the recent de-
bate over the location of the casino and in the current demand that some development money associ-
ated with the new arena for the Penguins go to support the economic and cultural life of the Hill. 
 
That demand, as well as other Pittsburgh Cycle plays in addition to "Radio Golf," challenges Pitts-
burgh to compensate for the wrong done with the 1956 destruction of the Lower Hill to build the 
Civic (now Mellon) Arena (soon to be retired itself). The resulting displacement of 10,000 people set 
in motion the overcrowding, white flight and other population shifts that, exacerbated by the riots of 
1968, cost the Hill its historic vitality. Destruction was followed by isolation, as the arena, roadways 
and parking lots cut off the Hill from Downtown. 
 
As if in cosmic compensation, this beleaguered neighborhood -- really 
several neighborhoods with Wylie and Centre Avenues as their shared 
spine -- has achieved international fame in art, first in the cumulative 
achievement of its jazz greats such as Art Blakey, Errol Garner and 
Ahmad Jamal, and now in the Pittsburgh Cycle. Theater audiences na-
tionwide know August Wilson©s Hill, which has become a microcosm 
reverberating with mythic significance like such other fictional/real land-
scapes as Thomas Hardy©s Wessex, William Faulkner©s Yoknapatawpha 
County or Irish playwright Brian Friel©s Ballybeg. The conflict in "Radio 
Golf" is between commerce and history, which Mr. Wilson relates to a 
people©s collective soul. What is the proper balance between ambitious 
individualism and the history that gives identity and meaning? For the 
first time, Mr. Wilson focuses on the black middle class, questioning 
whether it contributes what it should to the well-being of the whole com-
munity. 

A button advertising  
Radio Golf" ; its lead 
character plans to run 
for mayor of Pittsburgh. 
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The play©s central figure is Harmond Wilks, an Ivy League-educated law-
yer with an educated and ambitious wife. Having inherited a prosperous 
real estate firm from his father and grandfather, he is about to declare his 
candidacy to be Pittsburgh©s first black mayor. Meanwhile, he and his 
friend Roosevelt Hicks are engineering a development deal on Wylie Ave-
nue with apartments and an urban mall including Whole Foods, Barnes & 
Noble and Starbucks. The deal depends on federal money, which requires a 
finding that the area is blighted. There are offstage city politics and back-
room deals. Harmond and Roosevelt, a newly-minted Mellon Bank vice 
president, think they are equal competitors in capitalism©s public-private 
arena, but they may just be black front men for white money. 
 
Suddenly another world intrudes when an old mansion at 1839 Wylie they 
have slated for demolition turns out to have a significant past. It was the 
home of Aunt Ester, the hereditary folk priestess whose tale goes back to 
1619, when the first shipload of African slaves was brought to Virginia. 
 
It©s a fictional house, of course, given this address because 1839 was the 
date of the Amistad slave ship revolt. A kind of modern station on the un-
derground railway of black empowerment, Aunt Ester©s house has served 
as a center of healing and sanctuary in three other plays in the cycle. 
Now it is the center of conflict. Should economic development weigh more 
than history and the spirit? Who really benefits from economic develop-
ment, anyway? But the most urgent question, as with the piano carved with 
the saga of slavery in Mr. Wilson©s "The Piano Lesson," is, who owns the 
house? 
 

That©s the play©s central metaphor: who owns the legacy of black oppression and achievement? Who makes de-
cisions for the black community? And is there really a black community with a common interest? 
 
Mr. Wilson©s theatrical take on this is clear. The play©s most striking speech makes its class conflict explicit. A 
self-employed handyman, significantly named Sterling, assumes the N-word as his badge of pride, and attacks 
Roosevelt: "You a Negro. ... Negroes are the worst things in God©s creation. ... a Negro don©t know he©s a Ne-
gro. He thinks he©s a white man." 
 
Mr. Wilson also gives Roosevelt his due. Like Shakespeare, his 
sympathetic insight extends to every player in "Radio Golf."  
 
Hill native Kimblerly Ellis, an academic, a performer and, inciden-
tally, Mr. Wilson©s niece, is clear on the play©s relation to the events 
of the past year: "I©ve seen ©Radio Golf© 10 times, and I©m not going 
to come back and see them put a casino in our neighborhood. ... 
Would you want your neighborhood to look like Wal-Mart?" 
 
Ms. Ellis was the engine behind last fall©s "Raise Your Hands -- No 
Casino in the Hill" campaign. Now she is working with those urging 
that some of the money promised for Hill development go to housing 
and preservation, with the New Granada Theatre a priority. (The 
most recent negotiations between Hill residents and the Penguins 
have shown promise.) 
 

Bill Wade, Post-Gazette 
Pittsburgh-born playwright 
August Wilson stands in the 
Hill District in front of 1727 
Bedford Street, the house 
that was his boyhood home 
until age 12. His family lived 
in the apartment in the rear, 
at far right. He made the visit 
Nov. 18, 1999. 

Bill Wade, Post-Gazette 
August Wilson walks through the 
back yard of the rowhouse that 
was his mother Daisy's last home. 
She died in 1983, age 63. On a 
1999 visit, he said this inspired the 
set for his play "King Hedley II."  
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Former city councilman and longtime friend of Mr. Wilson©s, Sala Udin, played the lead, Becker, in the 1982 
premiere of the first written of the Pittsburgh Cycle plays, "Jitney." He notes that it is "about the turmoil in the 
jitney station on rumors about the station being torn down," and in the 10th play, "Radio Golf," "we are still 
fighting over our place, the ground on which we stand, on which August stood, still trying to maintain the con-
nection to the land where we grew up." 
 
Talk to jitney drivers -- an opinionated group, if not necessarily more well-informed than others, as is drama-
tized with such panache in Mr. Wilson©s "Jitney" -- and you©ll hear there has been a conspiracy to keep Hill 
property values low. Soon enough, they say, its location between Pittsburgh©s two centers, Downtown and Oak-
land, will open it up to expensive homes and gentrification, with the inhabitants shuffled elsewhere yet again. 

 
Maybe so. In his last substantial interview, with fellow Pulit-
zer Prize-winning playwright Suzan-Lori Parks for American 
Theatre magazine, two months before his death, Mr. Wilson 
spoke of the "slickness" of redevelopment schemes "simply 
to entice middle-class people to move back to the Hill, which 
is only a four-minute walk from Downtown. That©s prime real 
estate." He believed such schemes ignore the current inhabi-
tants and the spiritual, artistic legacy they must cherish. There 
are many working to revive the Hill with that in mind. For 
example, the "Find the Rivers!" project, a collaboration of 
Hill advocates, the Riverlife Task Force and Carnegie Mellon 
University©s Urban Lab, is designing ways to reduce the Hill©s 
isolation, opening it up to the rivers north and south and to 
other communities on every side. Its organizers believe de-
velopment doesn©t have to mean big-box stores and can use 
the energy of the arts and green spaces. 
 
"Radio Golf," too, suggests development and the spirit might 
co-exist. But it ends with perfect ambiguity. And Mr. Wilson 
was not optimistic. After the end of the story, he said, "I think 

the bulldozer might come and the police ... that©s usually the way it goes. ... But symbolically, 1839 will always 
be standing, as part of our repository of our wisdom and knowledge that we as an African people have col-
lected." 
 
April 2007 
 
 

For more information on August Wilson, visit : 
http://www.post-gazette.com/pg/03001/497623.stm 

Bill Wade, Post-Gazette 
August Wilson based nine of the ten 
plays of the Pittsburgh Cycle in the Hill 
District, where he grew up. (A tenth, "Ma 
Rainey's Black Bottom,"  was set in a 
Chicago recording studio.) Wilson was 
photographed in front of the Hill's once 
vibrant New Granada Theatre on Centre 
Avenue in 1999. 
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1900s: Gem of the Ocean 
(written in 2003, set in 1904) 
Citizen Barlow arrives at Aunt Ester’s house seeking her help and a safe place from Caesar, 
the local constable. Aunt Ester, now 285 years old, takes him on a journey of self-discovery 
to the City of Bones a mythical city in the middle of the Atlantic Ocean. Here he makes star-
tling discoveries, and his sense of duty leads to his redemption. 
 
1910s: Joe Turner’s Come and Gone 
(written in 1986, set in 1911) 
Herald Loomis is searching for the wife he lost years ago after he joined a chain gang. His 
search brings him to Seth and Bertha’s boarding house, where “conjure man” Bynum shows 
him that he is really searching for himself. 
 
1920s: Ma Rainey’s Black Bottom 
(written in 1981, set in 1927) 
Set in a run down recording studio, Ma Rainey, the legendary blues singer, is late for a re-
cording session with her sidemen, her white manager and the white owner of the recording 
company. More goes down in the session than music in this riveting portrayal of rage, ra-
cism, and the self-hate that racism and exploitation breeds. 
 
1930s: The Piano Lesson 
(written in 1987, set in the 1930s) 
In order to come up with money to buy land Boy Willie tries to sell the family piano. Chal-
lenged by his sister, Boy Willie is forced to look at the importance of the past and his own 
family history. 
 
1940s: Seven Guitars 
(written in 1994, set in the late 1940s) 
Friends gather in the backyard of a Pittsburgh tenement to mourn for blues guitarist Floyd 
Barton, who died just as his career was on the verge of taking off. The action that follows is 
a flashback to the busy week leading up to Floyd’s sudden and unnatural death. 
 
1950s: Fences 
(written in 1985, set in 1957)  
Garbage collector Troy Maxon has difficulties with his son pursuing his dream of a football 
career after Troy’s own athletic hopes were erased by racism. Maxon sees the world as com-
posed mostly of fences which enclose him. His bitterness does not allow him to see that not 
all fences in life are societal and that he is fencing in his family. 
 
1960s: Two Trains Running 
(written in 1992, set in 1969) 
Set in a Pittsburgh restaurant, characters discuss modes of action African-Americans should 
take towards civil injustices in the late 1960s. Sterling has just been released from prison and 
insists on righting an injustice committed years earlier: a man not rewarded with what was 
promised him after completing a job. 
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1970s: Jitney 
(written in 1979, rewritten in 1996, set in 1971) 
Set at a jitney stand in the Hill District, unlicensed taxi driver Becker is reunited with his son 
Booster, after Booster’s release from jail. Their time together is cut short when Becker is 
killed; yet Booster continues to learn from him about pride and himself. 
 
1980s: King Hedley  
(written in 1999, set in 1985) 
Recently out of jail, King struggles to make a living selling stolen refrigerators with his 
friend, Mister. To get the money to open their own video business, they decide to burglarize 
a jewelry store. King’s mother, Ruby, is reintroduced from Seven Guitars and is now living 
with him and his wife, Tonya. They worry about King’s illegal activities, and Tonya fears 
bringing a child into the world when King may end up in jail again or dead. 
 
1990s: Radio Golf 
(written in 2005, set in 1997) 
The Hill District is in decline, and federal money may be available for redevelopment—but 
Aunt Ester’s house in Wylie will have to be torn down. Harmond faces a moral struggle as 
he pursues financial success but risks losing his heritage and ethnic identity. 
 
This material was adapted from study guides originally produced by The Goodman Theatre 
and the McCarter Theater. It is for classroom use only and is under copyright. 
www.goodmantheatre.org 
www.mccarter.org 
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When we visit the theater, we are attending a live performance with actors 
that are working right in front of us. This is an exciting experience for you 
and the actor. However, in order to have the best performance for both the 
audience and actors, there are some dos and don’ ts to follow. And remem-
ber that we follow these rules because the better an audience you can be, the 
better the actors can be. 
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Pittsburgh Pubic Theater’s Open Stage Student Matinee Performances, resource guides, and post-show talk-
backs fulfill the following Pennsylvania Academic Standards* : 
 
READING, WRITING, SPEAKING AND L ISTENING 
1.1- Students identify, describe, evaluate, and synthesize the essential ideas of the text. 
1.3- Students analyze and interpret the play based on literary elements and devices, 
       dramatic themes, and the use of language. 
1.4- In post-show activities students can compose dramatic scenes where they work to 
       construct dialogue, develop character, and outline plot. 
1.6- Students listen and watch a selection of dramatic literature, analyze and synthesize 
       the many elements of drama, and respond to post-show talkbacks and discussions 
       with Public Theater staff, teachers, classmates, and students from other school 
       districts. 
1.7- Students analyze the role of language in speech/performance and dramatic literature. 
 
CIVICS &  GOVERNMENT 
5.1- Students will evaluate the importance of the principles and ideals of civic life. 
5.2- Students will analyze how participation in civic and political life leads to the attainment of  
       individual and public goals. 
 
ECONOMICS 
6.5- Students will define entrepreneurship, identify the qualities of an entrepreneur, and assess the impact 
       of entrepreneurs on the economy. 
 
GEOGRAPHY 
7.1- Students will analyze the cultural change (e.g., influence on people’s perceptions of places and areas) 
       in a specific region, specifically Pittsburgh, PA. 
7.2- Students will analyze the significance of human activity in shaping places and regions by their cultural   
       and economic characteristics. 
 
HISTORY 
8.1- Students will evaluate the historical interpretation of events, as well as the impact of opinions on the 
       perception of facts, issues and problems in the past, and the connections between causes and results. 
8.2- Students will identify and evaluate ethnic and racial relations among social groups and organizations in  
       Pennsylvania history. 
8.3- Students will evaluate how continuity and change have influenced settlement patterns (e.g., suburbs,  
       large urban centers, decline of city population) in United States History. 
 
ARTS AND HUMANITIES 
9.1-9.4- Students experience the production and performance techniques of professional 
             theater. Students consider the cultural and historical context of the play. In post 
             show talkbacks, discussions, and writing assignments students are encouraged to 
             describe the various elements of the work, evaluate the play critically and 
             aesthetically, and consider the social impact of the work 
 
CAREER EDUCATION &  WORK 
13.1- Students will analyze career options in theater arts based on personal interests, abilities, and aptitudes 
         through post-show talkbacks with the cast and production staff. 
 
(*Detailed lists of show-specific academic standards will be distributed with the resource guides for each show 
this season. Call the Education Dept. at 412.316.8200 ext. 715 if you wish to learn how one of our shows may 
fit into your curriculum.) 


