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CHAPTER 1 

INTRODUCTION 

 Setting: The corner of a commons area at New York University where students 

are studying, both individually and as groups.  Erin and Kenna meet to rehearse a scene 

for their acting class. 

Erin:  (Pointing to the paper.)  So I think you’re this part, and I’m this part.  

Kenna: Yeah, I think that’s what she assigned us. 

Erin: Okay, how do you want to start? 

Kenna:  Okay, but… 

Erin: It says you knock on the door, so do you want to start… 

Kenna: Sure, I just…I feel like I should say that I’m a little uncomfortable with 

this scene.  I’m not sure… 

Erin:  Having you say you’re uncomfortable makes me feel uncomfortable. 

* * * 

Needless to say, the rehearsal after that didn’t go very well.  This was my first real 

experience where my beliefs collided with what I was asked to portray on stage.  Since 

I’d grown up as a member of the Church of Jesus Christ of Latter-day Saints (sometimes 

known as Mormon or LDS) my beliefs and values often came into question during my 

time in New York and as a theatre artist.  This was the first of many times I began to ask 

myself “How do LDS actors adapt their methods so they do not violate what they 

believe? And as an actor and a religious individual, how can I be both truthful and true to 

my religious principles at the same time?”  
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Central to the questions above is the idea of an anti-theatrical prejudice that has 

existed from Plato to Protestant groups to the present day.  This prejudice encourages an 

antagonism towards theatre artists and has historically declared them to be hypocrites and 

liars because of their performance as actors (Barish 2).  Because of this, relationship 

between religion, specifically Christianity, and theatre has generally been tenuous and 

rocky.  According to Barrish, quoting nineteenth century philosophers, 

“excommunication pronounced against comedians, actors, actresses tragic or comic, is of 

the greatest and most respectable antiquity” and “the state of an actor (is) the shame of 

shames…the basest misery of this abject world, and passive sodomy is…slightly less 

infamous” (321).1 Barish highlights the idea that Puritans who subscribe to anti-theatrical 

notions believe that the vagaries and vices presented on stage will eventually be produced 

in reality (319). This kind of perspective, though in varying forms, is not limited to only 

one particular people or time, and Barish indicates evidence for widespread prejudice.  

Again Barish, it “is tempting to put…down to mere narrow-mindednes, and to dismiss it 

as unworthy of the attention of an adult mind, so many legions of hard-shelled, mole-

eyed fanatics seem to have enlisted under its banners” (2).  And yet, when a church, 

which might be a “certain version of Christianity itself, or of (any) other large-scale 

spiritual movement with a mass following,” regularly demonstrates itself in favor of 

theatricals, performance and the arts, what does that look like (2)?  The difference for the 

LDS faith, which will be demonstrated, is that Joseph Smith and Brigham Young took the 

                                                
1 Michael Graves studied and addresses the anti-theatrical prejudice of the Quakers in his 
article “The Anti-Theatrical Prejudice and the Quakers.”  He indicates that while there is no 
comprehensive study of American Quakers, “the history of American Quaker ‘liberalization’ 
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alternative perspective of theatre and believed that an audience can learn from the stories 

told and presented on stage. 

Persistently keeping such widespread anti-theatrical prejudice at bay, the LDS 

Church has, openly embraced the theatrical arts almost since its founding. Still, the 

relationship the LDS Church has with theatre is not simply coincidental or happenstance; 

the Church’s interest in the arts stems from its unique theology and the support of leaders.  

LDS doctrines bring both the spiritual and physical together in an inseparable way that 

had never been acknowledged in Christian dogma, and these doctrines give opportunity 

for a Mormon theatrical heritage (Cowan, Givens).2  Specific beliefs, such as living 

prophets, the Holy Ghost, and personal revelation give members of the LDS faith, from 

the 1800s to the present, a unique validation for accepting the joy they felt, spiritually and 

physically, through dancing, music, and the visual, and theatrical arts (Walker and 

Quinn).  It was uplifting for these Mormon Pioneers to be religious and theatre-loving, 

just as it is uplifting for an LDS audience today to participate freely in theatre 

productions.  As Mormon scholar Terryl Givens suggests, Latter-day Saints find 

themselves in what they call the ‘fulness of times’ or the ‘restoration of all things’ and 

therefore do “not look to art, as others have done…After all, it may seem presumptuous – 

or at least redundant – to turn to poets when God sends prophets” (Givens, Paradox).3  

                                                
2 Members of the Church of Jesus Christ of Latter-day Saints recognize and respect Reformers 
such as John Calvin, Martin Luther, William Tyndale; they acknowledge that without such men 
and women and their courageous acts the LDS Church would not exist.  See Cowan for more 
information on the LDS Church and early Reformers. Also, for a treatment on how these beliefs 
come into direct philisophical contact with the arts in general, see the first section of Givens, 
People of Paradox, “Foundations and Paradoxes in Mormon Cultural Origins.” 
3 As opposed to the theatrical definition and use of the word “restoration,” which refers to a 
specific kind of drama within a specific time period, particularly England in the mid to late 
seventeenth-century, often called Restoration Drama; the Church of Jesus Christ of Latter-day 
uses the word “Restoration” in a different way.  Distancing itself from both Catholicism and 
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Thus, a tension for LDS artists and actors exists: for such an un-anti-theatrical artistic 

culture which permeates the Latter-day Saint orthodoxy, how do LDS actors navigate the 

balance of both their artistry and their beliefs?  In order to be both truthful to their art and 

also to their LDS beliefs, it follows that LDS actors and theatre artists may approach their 

art differently, i.e. relying on the validity of prophets’ words more than poets’ writings 

results in “not wrestl(ing) much with metaphysical anguish” (Givens, Paradox).   

Still, during the nineteenth century, these theatrical-friendly beliefs fostered ideas 

many puritanical denominations of the time would have considered profane.4  

                                                                                                                                            
Protestant origins of Christianity, the LDS Church claims to be a Restoration of Christ’s original 
Church.  Where Catholicism claims direct papal lineage from Peter, the First Apostle, and where 
Protestant churches, beginning with the Reformation, claim that leaders of the Catholic Church 
strayed from the basic doctrinal rites and teachings of Jesus, the LDS Church merges these two 
ideas.  Believing that after the martyrdom of Christ’s original apostles the original Christian 
Church fell into apostasy, and also believing in the necessity of priesthood authority, the LDS 
Church asserts that a person cannot “take this honor (meaning the priesthood) unto himself, but 
he that is called of God, as was Aaron” (Hebrews 5:4).  Living during the time of the Great 
Awakening in the United States, Joseph Smith, as a young boy, became confused about which 
church to join.  In his own words, “While I was laboring under the extreme difficulties caused by 
the contests of these parties of religionists, I was one day reading the Epistle of James, first 
chapter and fifth verse, which reads: ‘If any of you lack wisdom, let him ask of God, that giveth 
to all men liberally, and upbraideth not; and it shall be given him.’  Never did any passage of 
scripture come with more power to the heart of man than this did at this time to mine.  It seemed 
to enter with great force into every feeling of my heart.  I reflected on it again and again, knowing 
that if any person needed wisdom from God, I did; for how to act I did not know, and unless I 
cold get more wisdom than I then had, I would never know; for the teachers of religion of the 
different sects understood the same passages of scripture so differently as to destroy all 
confidence in settling the question by an appeal to the Bible.  At length I came to the conclusion 
that I must either remain in darkness and confusion, or else I must do as James directs, that is, ask 
of God” (Joseph Smith-History 1:11-13) In the spring of 1820 Joseph Smith, as a young 14 year 
old boy, prayed to God to know which church he should join.  In answer to his prayer, God the 
Father and Jesus Christ appeared to Joseph Smith and instructed him not to join any of the 
churches. Following this First Vision, as it is termed in the LDS Church, Joseph Smith received 
other heavenly visions, and became the man God chose as a prophet to restore his Church as it 
was in Jesus Christ’s day. Thus, the term “Restoration” could also easily be interchanged with the 
term “Restored Gospel,” the “Gospel of Jesus Christ restored in Latter-days” or the “restoration 
of all things” including prophets.  For more on this topic see (Oaks).  Sometimes, in modern 
Mormon vernacular, the word “restoration” is used as a metonym for the Church of Jesus Christ 
of Latter-day Saints, particularly including all of its history, stories, and culture. 
4 For a better understanding of the anti-theatrical temperature during the nineteenth century see 
Barish chapter 10, “The Antitheatrical Prejudice in the Nineteenth Century”.  These pages discuss 
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Nevertheless, starting with Joseph Smith and Brigham Young, Mormon Pioneers created 

their own entertainment – building their own playhouses, often out of crude implements, 

and at the behest of leaders.  Their productions included popular playwrights and notable 

actors of the time and created a Mormon artistic culture in the desert (Cowan, Lambourne 

698).  

Not since the Middle Ages, when actors and townspeople performed miracle and 

morality plays under the scrutiny of the local priest, has Western culture seen religion and 

theatre come into such direct and friendly contact (Barish 66). Again, Barish contends 

that during this time general perspectives lacked an anti-theatrical prejudice.  “One 

recurrent feature of the history of the theater is the fact that outbursts of anti-theatrical 

sentiment tend to coincide with flourishing of the theatre itself…An obvious exception 

would be the case of the mediaeval (sic) church drama and the street drama that grew out 

of it” (66).  According to his examination, though priests and church authorities held a 

strong grip over what and how performances were executed, the attitude was generally 

accepted that theatre and performance was a good way to deliver religious messages (66-

67).  In this manner, though coming from a different theological perspective than the 

medieval Catholic Church, LDS leadership resolves the anti-theatrical prejudice within 

the Mormon religion.  Givens acknowledges that some artists conflate the stringent 

standards of the LDS Church with an anti-theatrical prejudice, but his argument, similar 

to Barish about medieval theatre, is that this becomes a discussion more about structure 

and doctrine – agency, prophets, artistic perspective – as opposed to a belief that theatre 

and the arts are sinful – a truely anti-theatrical prejudicial view (Givens, Paradox).  The 

                                                                                                                                            
Puritanical attitudes and the difference between their ideas of “permitting” theatrical engagements 
versus “encouraging” theatrical engagements.   
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conflation of stringency with anti-theatricality doesn’t hold water when one won’t 

examine LDS theology and LDS theatre history. 

Given the anti-theatrical prejudice that many Christian churches have inherited 

(whether they disown it or not), and given the resistance to this anti-theatrical prejudice 

that the LDS Church has demonstrated due to its theology, LDS theatre then becomes an 

important aspect to examine within the sector of Mormon Studies.  Since the beginning, 

the Church of Jesus Christ of Latter-day Saints has successfully made a case for theatre 

and the arts, not only in theory, but also in practice; and while there have been many 

players throughout LDS theatrical history, including leaders, members, and theatre artists, 

both professional and amateur, who helped to build LDS theatre, after almost 175 years 

of uninterrupted, positive LDS theatrical experiences, the most influential person in LDS 

theatre is the LDS actor. Further, it is impressive the number of professional and 

influential performers that have arisen out of the Mormon Church.    

In the beginning of the twentieth century, while the theatrical community was 

beginning to take notice of theatre teachers such as Stanislavski, Adler, and Meisner, 

focusing on the rigor of actor training, the LDS Church was decentering its theatre 

productions from Salt Lake City by de-emphasizing the professional actor and selling it’s 

illustrious Salt Lake Theatre.  The LDS Church promoted a format similar to the Little 

Theatre movement, where youth groups and local LDS Church members wrote and 

performed dramas and entertainment for local congregations, which reinforced moral 

messages and LDS teachings at the center (Givens, People of Paradox: A History of 

Mormon Culture).  (This is opposed to professionally trained actors and a theatre 

company in a big theatre house, i.e. the Salt Lake Theatre.)  These plays become 
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important artifacts of LDS theatre, emblematic of LDS ideals and principles of the time; 

they taught members right from wrong and gave a clear picture of what good and evil 

look like.  More of this LDS theatrical history will be dealt with in chapter two. 

So, LDS actors find themselves in a unique position.  Though the LDS Church 

can liberally claim an artistic open-mindedness throughout its history, it does not have to 

explain away the shunning of artists, dancers, or actors in its history.  On the other hand, 

LDS actors sometimes find themselves on the periphery of the theatrical community – 

choosing to adhere first to religious tenets rather than give oneself completely over to the 

artistic methods or ideals of their craft.  On the surface, this makes LDS beliefs and 

doctrines seem to tend away from theatrical pursuits rather than towards them; however, 

those who embrace this notion do not consider that there are many professional LDS 

actors.  

In the twenty-first century the LDS Church has turned out numbers of talented 

actors and performers stemming particularly from Mormon theatrical culture.  Mormon 

performers, entertainers, and theatre artists such as Aaron Eckhart, Mireille Enos, 

Katherine Heigl, and Will Swenson continue to stand out in the mainstream.  Though 

each of these individuals has broken from the LDS Church and is no longer practicing, 

each has achieved a degree of success both within Mormon culture and within the 

mainstream.  All are (or have been) members of the LDS Church, and all have won or 

been nominated for awards within the professional film and/or theatre industries, 

including the Tony, Golden Globe, and Emmy awards (Hunter 235, 238).  

Similarly, though less well-known, performers such as Corbin Allred, Dallyn 

Bayles, Jon Heder, Barta Heiner, and Maclain Nelson are familiar names and faces in 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

8 

many Mormon American households because of LDS productions and culture.  Except in 

a few instances, a person within the mainstream might be hard-pressed to recognize any 

of these LDS actors’ names or faces; yet these actors’ bios include Broadway shows, 

Broadway touring companies, National Theatre Conservatory, LDS films, television 

programs such as CSI, NCIS, and family film voice-overs.  While the awards and 

accolades from the industry are more prevalent in the first list, both lists have two things 

in common: they are actors and they are Mormons.  Additionally, all these people, except 

for two – Heigl and Allred – are Brigham Young University (BYU) graduates.5 

 Still other actors, spanning the twentieth century (and some into the twenty-first 

century), have further recognition and experience in the mainstream such as Donny and 

Marie Osmond, Gladys Knight, Gordon Jump, Moroni Olson, Laraine Day and Maud 

Adams (Hunter 234, 241, 245).  A few in this category, such as Gladys Knight and the 

Osmonds, garnered fame because of their talents as musicians and general performers as 

well as actors, and others such as Neil LaBute and Orson Scott Card are more known for 

their writing than their acting.  Still, these are all wonderful examples and results of the 

theatrical heritage and culture originally encouraged by Mormon prophets Joseph Smith 

and Brigham Young.6 

Taking all of this into consideration, in the twenty-first century specific questions 

about LDS actors arise:  How do LDS actors adapt or deal with modern acting methods? 

                                                
5 Information on these people came from various sources.  For information on Dallyn Bayles see 
his personal web page: dallynvailbayles.com.  For Jon Heder, Corbin Allred, and Maclain Nelson 
see their IMDB page.  Information about Barta Heiner came from her personal CV, in possession 
of the author. 
6 For more information on Maud Adams see Horace Whitney, The Drama in Utah: the Story of 
the Salt Lake Theatre.  For others such as the Osmonds, Gordon Jump, Moroni Olson, Laraine 
Day, see Hunt vol 1.  For more information regarding LaBute and Card see Stewart, Saints on 
Stage. 
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In other words, what is the interplay between their acting methods and their religious 

LDS beliefs?  Given the absence of an anti-theatrical prejudice within LDS theology, 

how does membership in the LDS faith impact an actor’s perspective or career? These are 

fair questions for a religious group that scholars have called a “subculture” or “a people”; 

some even go so far as to recognize Mormons, like Jews, as their own ethnic group 

within the American strata (Givens Viper 189).   

Similar to nineteenth and early twentieth century LDS actors, modern LDS actors 

are encouraged by Church leaders to learn and use the best available acting methods and 

practices and to develop their talents, while also keeping God’s commandments. These 

principles center on the language and practices of the Church of Jesus Christ of Latter-

day Saints, and are revealed through a shared vocabulary and language within the LDS 

community.  This study is a description of how those shared language and LDS principles 

reveal adaptations that some LDS actors make to modern acting methods because of their 

theology, which in turn influences how they navigate their professional lives while 

continuing as believing members of the Church of Jesus Christ of Latter-day Saints.  It 

also details some of the acting skills and techniques of LDS actors common and 

uncommon, while sharing their unique stories and experiences as professional actors and 

members of the Church of Jesus Christ of Latter-day Saints.  

 

Methodology, a Note about Oral History 

Acting is a unique artistic expression.  It is one where an individual acquires and 

expresses the experiences and stories of another individual – at least when considering 

the mimetic or imitative aspects.  Often these are characters who believe, think and act 
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differently than the actor does.  Thus, in order to examine a theatre event it becomes 

necessary to find some way to capture the even historically.  As Thomas Postlethwait 

indicates, the theatre scholar or theatre historian “cannot deal directly with the event” 

because the event is gone. However, what one can do is examine statements about the 

event (Postlethwait 160).  The difference between this kind of examination and, say, the 

scientific observer is that, while the scientist makes his observations in real time the 

theatrical observer can only examine statements, objects, and other reports in order to 

piece the event together (Postlethwait 161). 

This study is unique, because though the body of literature dealing with LDS 

theatre is growing, no one within Mormon Studies, academia, and the blogosphere is 

specifically talking about the methods or processes of the LDS actor.  Further, though 

there are professional LDS actors who are successful within their own right as 

professional actors, both within the mainstream and within Mormon culture, no one, 

including the actors themselves, is writing about their process.  Some Mormon scholars 

have detailed the historical aspects of LDS theatre (and a natural by-product of this 

includes how LDS actors performed or rehearsed), but most of these historical treatises 

focus on early Mormon theatre in the nineteenth century before Stanislavski and the 

advent of modern acting methods.7  And while information exists regarding the company 

actor from the Salt Lake Theatre of the late nineteenth century, only scraps and pieces 

hint to how that decentralization affected the professional LDS actor.8  This gap has not 

                                                
7 Several scholarly texts exist which detail LDS theatre history in Salt Lake in the late 1800s, as 
well as the early 1900s, for example Givens, People of Paradox and Asahina, “Brigham Young 
and the Salt Lake Theatre.”  See the Literature Review below for specific details about scholarly 
literature available on LDS theatre. 
8 See Asahina, “Brigham Young and the Salt Lake Theatre” and Lindsay, The Mormons and the 
Theatre… for more information on how the closing of the Salt Lake Theatre affected LDS actors.  
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been filled through the twentieth century when professional LDS actors, many of whom 

are mentioned above, began to hit the scene and embrace mainstream and were embraced 

by the mainstream.  Thus, in the twenty-first century, as professional LDS actors become 

more and more prevalent to begin to close this gap going to the actors themselves to seek 

out the answers becomes the logical answer.   

Therefore, in order to determine answers to these questions as well as archive and 

record the experiences of LDS actors, this dissertation relies heavily on oral history, 

theology, and historical and critical research about LDS theatre, theatre artists, and their 

experiences as artifacts or pieces of LDS history.  These pieces not only rely on outside 

research to triangulate the information received from narrators, but also to produce 

conclusions based on a specific perspective.  Oral history has often been an effective 

research tool for actors and theatre artists and scholars to capture stories and information 

about specific events or ideas.  For example, Mary Lalon Alexander created an oral 

history study surrounding professional theatre beaders and embroiders of theatrical 

costumes in New York City.  Her study interviewed twelve participants in professional 

theatre beading, they were asked open-ended questions and were invited to relay details 

about the industry, history, and companies surrounding their work.  Alexander then 

analyzed the information into broader, historical themes.  According to her evaluation 

this type of research adds to the “scholarly research to a marginalized area of study using 

oral history methodologies” (Alexander). 

Other Mormon scholars have used oral history as a means of their methodology in 

their dissertation or thesis research.  One example of oral history used to produce a 

                                                                                                                                            
These were company actors, not necessarily professional actors, though by the time the Salt Lake 
Theatre closed, the actors were earning wages for their work.   
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master’s thesis is Richard Maher’s “For God and Country: Mormon Chaplains During 

World War II” in which he completed oral history interviews with Mormon chaplains 

who served during World War II.  In conjunction with additional research on the topic of 

World War II chaplains, he used those oral history interviews to “tell the story of the 

Mormon chaplain who served their country and their church during the war period 1941 

thru (sic) 1946” (Maher 2).  Oral history is often used as a method for Mormon historians 

to piece together a historical narrative of an event, especially commenting on the 

outcomes with regard to particular LDS theology and filling gaps within the wider LDS 

strata. 

It might also be mentioned that the LDS Church recognizes oral history, as an 

important record-keeping method used for its own databases and methodological 

purposes.  Many of these projects are gathering and curating projects that do not turn into 

culminating, scholarly works, but nevertheless comments on the appreciation the LDS 

Church has for historical record.  For example, the Church is currently engaged in an on-

going project to capture the oral histories and few written texts of African tribes quickly 

disappearing in order to preserve family and tribal history (Mormon Newsroom). 

A particular project utilizing oral history, which fills a gap in more recent 

Mormon history is the Mormon Women’s Oral History Project at Claremont Graduate 

University.  Begun by Dr. Claudia L. Bushman in 2009, Claremont University sponsored 

an ongoing oral history project documenting the oral histories of Mormon women within 

their Mormon Studies Department.  In 2013 it contained ten bound volumes with 150 

women’s oral histories, and the project continues to grow.  Again, though the purpose of 

this particular project is simply to archive and curate oral histories, the web site claims 
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“noted scholars, amateur historians, and graduate students have visited the collection to 

draw from these primary sources in their writings” (Johnson and Mason). Dr. Bushman 

and one of Claremont’s Mormon Studies PhD students, Caroline Kline, recently edited 

some of the essays into a book titled Mormon Women Have Their Say: Essays from the 

Claremont Oral History Collection (Johnson and Mason).  And Kline, according to her 

online biography is further conducting dissertation oral history research examining 

“Mormon women of color in the U.S., Botswana, and Mexico” (Claremont Graduate 

University). 

All this being said, some pitfalls and limitations exist for any oral historian. While 

oral history can create a wealth of information, it can be subjective.  It relies on human 

memory and can be subject to human error, such as recalling events and over-inflating 

personal achievements.  Personal memory cannot always be relied upon.  However, using 

similar questions for each narrator and cross-checking and backing up interviews with 

official publications from the LDS Church, writings by LDS theatre scholars, and other 

published interviews and speeches from professional LDS actors – those I interviewed, 

and those I did not interview minimalized these problems.  Furthermore, as the 

experiences related through these oral history interviews are the experiences of these 

specific professional LDS actors, it is important to acknowledge they may not necessarily 

be the experiences of all professional LDS actors.  Still, beginning to understand LDS 

actors is an important part of filling that gap within LDS theatre.  Finally, an oral history 

would not be a history if it were not preserved and archived.  Following the Oral History 

Association Principles and Best Practices, steps have been taken to preserve and protect 

each interview as an existing document with the best digital and audio recording 
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equipment available.  Documentation within this study is part of preservation (Oral 

History Association). 

With questions focusing on acting methods, along with a variety of questions 

surrounding the personal experiences of those actors, these interviews become a historical 

treasure trove of theatrical information in LDS theatre.  Allowing these LDS actors to tell 

their stories, and then respecting those historical documents by preserving and 

documenting them helps propagate scholarship within the realm of LDS theatre – an 

academic area that needs to grow beyond simply Mormon criticism and the blogosphere.  

This dissertation demonstrates the timeless artistic theology that continues to exist in the 

minds of LDS actors.   

 

Literature Review  

With regard to what has been written about LDS theatre in the past, such analyses 

have been offered in the form of historical investigations, play surveys, and short 

insightful articles questioning the possibility that Mormon Theatre as a sub-subgenre 

might exist; except in the analysis of Broadway plays surrounding Mormon characters 

such as Book of Mormon: The Musical or Kushner’s heavier Angels in America, scholarly 

works on Mormon theatre have largely circulated among LDS theatre academics and 

LDS historical and literary scholars.  Not surprisingly, it is mostly Mormons who study 

Mormon Theatre. However, with the LDS Church’s unique amalgam of nineteenth-

century Christianity and theology, Americanism, and perspectives on American Theatre 

there must also be room for unique combinations of methods and processes for actors in 

the twentieth and twenty-first centuries – especially considering ideas on theatre theory.  
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For an LDS readership, such a study brings added insight into theatrical and theological 

workings – a companion element to scriptural and historical analyses, which continue to 

piece together LDS culture. 

Attempts have been made to document the culture of the Church, including 

mainstream representation of Mormonism. Recently BYU scholar Megan Sanborn Jones 

wrote a book entitled Performing American Identity in Anti-Mormon Melodrama, which 

details the anti-Mormon prejudice existing in popular culture, i.e. stage, and the early 

years of cinema, during the late nineteenth and early twentieth centuries.  Her book 

focuses mainly on how characters in novels, theatre, and even early cinema depict anti-

Mormon sentiment, along with commentary on how persuasive these depictions are as 

they enter the mainstream.  Mormon and literary scholar Terryl Givens, in his book 

People of Paradox, organized Mormon thinking according to its artistic categories such 

as philosophy, music, theatre, and visual art.  It details the cultural thought of the 

Mormon people from the beginning through the twentieth century. It is an important 

work – one that has not been matched – and gathers in one place several pieces of critical 

research regarding artistic pioneers and events in Mormon art.  Still, Givens misses some 

finer features of each field, particularly in theatre and particularly when getting toward 

the twentieth century; he tends to devolve into a rote recitation of plays, dates, and names 

without truly commenting on or noting the cultural importance of some Mormon Theatre 

efforts.  They simply get glossed over.  Givens has written several books on Mormon 

Studies, his first Viper on the Hearth details Mormon characters being used as 

antagonists in literature, while one of his latest Wrestling the Angel discusses more about 

Mormon philosophy and thought.   
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Several dissertators and scholars contribute to the literature.  Roberta Asahina 

provides important insight through her dissertation “Brigham Young and the Salt Lake 

Theatre.”  Focusing mainly on the economics and financial outcomes when Brigham 

Young was head of the Salt Lake Theatre, Asahina brings more to light than just numbers 

and statistics; she also brings to light actors, procedures, and the importance of theatre 

within Mormon culture in the mid-to-late nineteenth century.  James Bell in his 

dissertation “Performing Mormonism: The Hill Cumorah Pageant as Transformational 

Theatrical Ritual” specifically investigates the LDS Hill Cumorah Pageant from an 

academic perspective.  In his work he interviews actors and theatre artists involved in the 

pageant while processing this information through the lens of ritual.  He examines how 

this performance reveals Mormonism and is a display of Mormonism at work.  Bell has 

also written a chapter in Hunts Mormons and Popular Culture, vol.1. 

Also extant are a few historical and primary sources by actors and participants in 

the Salt Lake Theatre, as well as those who remember attending plays there, such as John 

S. Lindsay, whose The Mormons and the Theatre gives a thorough, albeit at times 

exaggerated, description of the Salt Lake Theatre, the productions that went on there, and 

the actors.  What little is understood about acting processes about LDS actors of the 

nineteenth century mostly comes from him.  Ila Fisher Maughan’s Pioneer Theatre in the 

Desert and George D. Pyper’s Romance of an Old Playhouse deal with specific theatres 

in specific places. Pyper contributes another treatise of the Salt Lake Theatre – mostly the 

structure and notable actors – and Maughan details how other theatres and LDS 

communities outside of Salt Lake City mimicked the procedures of Salt Lake Theatre in 

creating a theatrical company, the beginning of community theatres across the Salt Lake 
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and Utah Valleys.  Church periodicals, meeting minutes, and other BYU dissertations 

that deal with LDS theatre, or have LDS theatre at the periphery, allow for triangulation 

and verification of information. Some of these documents are historical in nature and 

might be considered primary sources, others are more recent and would be considered 

secondary; but all of these sources contribute to the historical understanding of the Salt 

Lake Theatre.   

Callie Oppedisano, J. Michael Hunter, and Mahonri Stewart (not all of whom are 

members of the LDS faith) represent other up-and-coming Mormon Theatre scholars who 

have written generally about current LDS playwrights, Mormon actors in the mainstream, 

and Mormons in popular culture.  Each of these has written articles and dissertations and, 

in the case of Mahonri Stewart, also published an anthology of seminal LDS plays with 

historical introductions about the authors and plays.  LDS academics, such as English 

professors Eugene England and Jack Harrell, come at Mormon Theatre from a strictly 

literary and interpretive perspective, with Harrell asking questions such as “is there a 

Mormon literary theory?” or a Mormon approach to literature (Harrell).  Finally, with 

speeches titled “The Arts and the Spirit of the Lord” or the “Gospel Vision of the Arts,” 

leaders of the Church have also made direct commentary on the intersection of the arts 

and LDS theology.  These speeches will be dealt with directly in the body of this work as 

they affect the theology, and thus the artistic approach, of LDS actors.   

These writings about LDS theatre consist of a body of work that is growing; but, 

again, it is important to point out that in all these writings there are gaps.  No one is 

writing about the LDS actor or acting methods.  No one is writing about how the LDS 
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actor must navigate the tensions between what she believes and the tools she uses to 

perform.   

 

Within This Dissertation and Final Note 

This dissertation contains five chapters and an Appendix.  This first chapter is the 

Introduction, and serves to set up the parameters of this study.  Chapters two, three, and 

four consist of the body of this study.   

Chapter two comprises a historical summary of LDS theatre. This chapter 

particularly highlights Brigham Young’s Salt Lake Theatre, some of his philosophies on 

theatre, and the effect Young had on LDS theatre as a whole.  This illustrious theatrical 

era moved LDS theatre into the twentieth century.  This history, though it cannot contain 

everything, underlines how LDS theatre changed through the twentieth century, and what 

leaders did to continue to support theatrical arts.  Some important trends in the late 

twentieth and twenty-first century in LDS theatre such as plays, playwrights, and Church 

productions are also important and highlighted.   

Chapter three investigates the oral history interviews, including discoveries from 

the interviews and how LDS actors adapt modern acting methods.  Also within this 

chapter is a treatment of what Church leaders have said about the arts and theatre and 

how that directly applies to LDS actors.  This artistic theology presents a foundation for 

much of what LDS actors believe an LDS actor should be.  These ideas are illustrated 

through personal experiences and examples from the oral history and other interviews.   

Chapter four further outlines how LDS actors adapt modern acting methods 

through a common LDS vocabulary and language, how LDS actors can equate and 
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conflate LDS principles and vocabulary with theatrical ideas, and how this ecclesiastical 

fusion influences professional and career choices.  This chapter includes a treatment of 

LDS actors’ idea of the purpose of theatre, truth, and service.   

Finally chapter five concludes this study, asks some questions, gives insight for 

further study, and offers some final thoughts. 

 A final note about quotations.  As mentioned previously, this study leans heavily 

on the words of LDS actors; this implies the spoken word as opposed to the written word.  

Thus, when quoting the oral history interviews, to find the best balance between 

readability while also preserving in writing how the actor spoke the phrase.  Often when 

speaking we stop and start again, we use fill-in words such as “you know” or “uh” or 

“right?” Sometimes, in order to preserve the voice and tone of the actor these filler words 

have been retained.  Other times, to enhance readability, or simply because of quote 

length, these were deleted.  When this occurred an ellipsis (…) within the quote was used 

and the quote continued.  When jumping from one sentence to another, cutting out 

sentences or phrases that the actor said, an ellipsis was also used, but these moments are 

few and should be obvious, as one sentence ends and another begins.   

One more final note.  I am aware that I am not approaching this topic as a 

completely objective outside observer.  Having grown up a member of the LDS Church, 

but also having had one foot, and sometimes my entire body, on the stage most of my 

life, these are questions and conversations I have thought about and tangled with for 

many years; however, I do not think this negates the academic integrity of this study.  On 

the contrary, I think it intensifies it.  I am a lover of theatre, and I connected with each of 

my interviews on that level, but as a member of the Church of Jesus Christ of Latter-day 
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Saints we also connected.  My understanding of the Church, as a member of the Church, 

allowed me access to the language and nuances within the LDS Church’s culture as I sat 

down and had conversations with each of my interviewees.  These narrators’ 

communication with me as a member of the Church made a difference in how 

comfortable they were speaking about experiences, feelings, and ideas – both 

theologically and theatrically. 
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CHAPTER 2 

A MORMON THEATRICAL HERITAGE: 

NINETEENTH AND TWENTIETH CENTURIES 
Nineteenth Century Beginning 

LDS actors use guiding principles to navigate theatrical methods similar to those 

of their theatrical progenitors.  Though acting methods of nineteenth- and twentieth-

century pioneers were different from those of their twenty-first century counterparts, the 

theological and theatrical principles that influence how LDS actors view theatre and 

subsequently adapt acting methods are similar.  Principles such as the purpose of theatre 

and the influence of leaders in creating a thriving theatrical community are evident in 

both eras of LDS theatre.   

The first complete performance of Mormon theatre is recorded in Nauvoo, Illinois 

on 24 April 1844.  Though there is evidence that Joseph Smith attended theatrical 

performances and that there may have been theatre performances from traveling groups 

in Nauvoo previous to this date, this is on record for being the first play performed by the 

LDS people (Church Historian's Press; Carmack).9  The play was Richard Brinsley 

Sheridan’s English adaptation of Pizzaro.  Brigham Young played the part of the High 

Priest, and according to Lamar, this was the perfect first show for the Mormon people 
                                                
9 Records from Nauvoo and Joseph Smith’s personal journals indicate that professional actors 
performed in Smith’s red brick store.  He detailed the performance in his journal dated 17 July 
1842. This indicates an approval of theatre by Smith; it is the earliest known recording of 
performance for the LDS people.  Further, one year previous to Thomas Lyne’s arrival and 
performance in Nauvoo, discussed further on, performer Lyman Powell petitioned Joseph Smith 
for permission to perform.  Smith’s response to Powell is found in a letter contained in the Newell 
K. Whitney Special Collections Library at Brigham Young University, dated 1 April 1843.  This 
letter details Smith’s desire not to interfere with the freedom or agency of his followers, that he 
had no objections to their pursuit of “theatricals or anything else not repugnant to good order and 
decency (and they) can act as they think proper…” See Carmack for the full letter and a 
description of Smith’s journal entry. 
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who had already been expelled from Missouri and suffered greatly, but who also held 

religious values so dear.  “…[It] was a paean against injustice, it defended family values 

to the hilt” (Lamar 4).  Presented by professional actor and Mormon convert Thomas A. 

Lyne, along with notable LDS pioneers and leaders such as Brigham Young, George A. 

Smith, Erastus Snow, Heber Kimball, Amasa Lyman, and Edwin D. Woolley, this 

production was so successful that it spawned other plays in the months and years to 

follow, such as William Tell, Virginius, Damon and Pythias, and The Iron Chest (Lindsay 

5; S. B. Kimball).  Lyne would later humorously comment that he cast Young in the role 

of the high priest, and that Young had been “playing the character with great success ever 

since” (Tanner 86). 

In 1844 Lyne met Mormon missionaries and subsequently was converted to the 

LDS faith.  After his conversion and baptism he felt a desire to travel from Philadelphia 

to Nauvoo to meet the man they were calling the Prophet, Joseph Smith (Tanner 85). 

Since that meeting in 1844, the Church of Jesus Christ of Latter-day Saints has 

appreciated theatre arts as part of its culture, an appreciation that was certainly unique for 

religious groups during the nineteenth century.  One record indicates, “The Prophet 

Joseph organized a dramatic company in Nauvoo and was foremost in encouraging the 

production of classical plays.  Believing that the theatre could both teach and inspire, he 

attended plays himself, on occasion responding with tears to noble presentations” 

(Anderson).  According to Horace Whitney,  

One day Joseph Smith brought to (Thomas A. Lyne) a young man name Hiram 

Clawson. “Here’s a boy,” he said, “who is clever at mimicry.  I wish you would 

give him a chance.”  Lyne told the boy he was then engaged on Pizzaro, and the 
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only position vacant was that of the stage hand who sat in the flies and threw 

down the fire from the heavens at the proper cue.  Young Clawson eagerly 

accepted the task, and thus began the theatrical career which ripened so fully in 

Salt Lake years afterward. (H. G. Whitney 4) 

Hence, this first production in Nauvoo, inspired by Joseph Smith himself, laid the 

groundwork for Mormon Theatre.  With this particular production, Lyne also has the 

distinction of being the LDS Church’s first professional actor.  Arriving from 

Philidelphia, Lyne had been playing a supporting role to the renowned American actor 

Edwin Forrest.  It is believed that he later brought some of Forrest’s Shakespearean 

oratorical techniques to Utah and taught them to the LDS actors in the Salt Lake Theatre 

(Tanner 84-85). 

But professional theatre, like many things in Nauvoo, would take a hiatus, as 

shortly after this production, on June 27, 1844 Joseph Smith and his brother Hyrum were 

murdered in Carthage, Illinois (Our Heritage 63-64).  Though the Mormon people would 

try to move forward in many ways the next few years, pressure and harassment from 

mobs became too great, and by 1846 the Mormons abandoned their beautiful city 

Nauvoo, while gangs burned and ransacked their temple (Our Heritage 69-70). Out of 

necessity, Smith’s spiritual leadership, and by extension his encouragement of the 

theatrical arts, passed from genesis-founder Joseph Smith to exodus-leader Brigham 

Young as the Mormon Pioneers were forcibly moved from Illinois to seek peace in Salt 

Lake City.10 

                                                
10 Enemies of the LDS Church at the time of the murder of Joseph and Hyrum Smith subscribed 
to the idea that if their leaders were killed, the rest of the Mormon religion would eventually 
dissipate.  However, “Illinois Governor Thomas Ford wrote… ‘The murder of the Smiths, instead 
of putting an end to…the Mormons and dispersing them, as many believed it would, only bound 
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However, this first performance in Nauvoo did much more than instigate several 

more productions. It laid a foundation, sparse though it was, for the continuation of LDS 

theatre and acting, establishing a precedent to make theatre a part of recreation and 

artistic culture in Mormon communities. Beginning with Joseph Smith’s teaching, “If 

there is anything virtuous, lovely, of good report, or praiseworthy, we seek after these 

things” (Smith Jr.).  This first Nauvoo performance brought theatre and theatre training to 

the Mormon people, amplifying and paralleling the teachings of the Church while 

echoing the sentiment that the stage can be a tool for education. This foundation 

continued on to Salt Lake City, and laid groundwork for LDS actors in the twentieth and 

twenty-first centuries to make their own adaptations of modern acting methods.  Years 

later, when Thomas A. Lyne would resurface in Salt Lake City to train and teach the 

Mormon actors in the Salt Lake Theatre, Brigham Young became a valuable ally for 

promoting theatre – sometimes seemingly over theological ideas or prospects. He 

encouraged not only the men, but also the women, including his own daughters, to 

participate as performers on the Salt Lake stage (Asahina 54, 124).  Hiram Clawson, 

Phillip Margetts and other prominent LDS pioneers became active participants who got a 

                                                                                                                                            
them together closer than ever, gave them new confidence in their faith” (Our Heritage 66).  At 
the time of the murder, the Quorum of Twelve Apostles were all serving missions and were not in 
Nauvoo.  It would be several days before they learned of the death of Joseph Smith and Hyrum 
Smith.  Brigham Young did not return to Nauvoo until 6 August 1844. Though others such as 
Sidney Rigdon, who had served as First Counselor to Joseph Smith, returned to Nauvoo and lay 
claim to what he called “guardianship of the Church”; Brigham Young was chosen to succeed 
Joseph Smith as President of the Quorum of Twelve Apostles (Our Heritage 66-67).  Also, the 
LDS Church website explains, “…twelve apostles…are chosen as special witnesses of Christ to 
all the world.  The Quorum of Twelve Apostles becomes the presiding body of the Church in the 
event of the death of the prophet, until a new president of the Church is chosen and ordained.”  
See https://www.lds.org/topics/quorum-of-the-twelve-apostles?lang=eng 
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taste of theatre in Nauvoo, and were also instrumental in creating a strong stock company 

in Salt Lake and perpetuating theatrical events on their own (Asahina 60-61). 

 

 After the martyrdom of Joseph and Hyrum Smith, Brigham Young, as President 

of the Quorum of Twelve Apostles, took the lead and the Mormons began their exodus 

out of Nauvoo in 1846, arriving in the Salt Lake Valley in 1847.  Just three years later, in 

1850, the first play was performed in a structure called the Bowery (H. G. Whitney 5).  

Though it might sound reminiscent of the swanky New York Bowery Street theatres and 

hotels in mid-Manhattan, this makeshift structure is actually made of lumber posts and 

bough branches for a rooftop; hence the name: “Bow”ery.  Like their pioneer performers, 

these Bowery-type constructions were common, sturdy shelters, open to the surrounding 

landscape.  This common theatrical space could be put up and taken down quickly if 

necessary; further, it influenced the progression of early pioneer dramas (Maughan 12). 

At first the Bowery was the only space they had in which to celebrate, tell their stories 

and make amusements; later as Brigham Young called other pioneers to settle other areas 

in Utah, Nevada, and Idaho, these settlers also created their own theatre and 

entertainment, starting with a bowery space (Maughan 61). 

 While the plays presented in the Bowery are not well documented, the 

information available indicates that a group involved in Thomas Lyne’s production in 

Nauvoo, headed by Hiram B. Clawson, presented the first play in the Bowery.  Thus, the 

first play presented in Salt Lake City was a drama called Robert Macaire (H. G. Whitney 

5).  These familiar pioneer performers to LDS households such as Hiram Clawson, Philip 

Margetts, and Horace K. Whitney, along with members of the Nauvoo Brass Band, such 
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as William Pitt and William Clayton, brought their talent and instruments across the 

plains, and formed the Musical and Dramatic Association in the fall of 1850.  They 

continued to perform in the Bowery until 1852 (Lindsay 7).   

 Little is documented about how these early theatrical pioneers created characters 

and worked together to create an artistic culture in a harsh desert environment; however, 

to rest themselves from long work hours and to lift spirits, Brigham Young encouraged 

the Latter-day Saints to get together to sing, dance, and perform for each other.  This was 

not meant simply as idle recreation, abandonment of one’s work, or as an additional 

requirement to their already heavy pioneer burden, but rather it was an escape – a 

psychological rest from the long, arduous labor that it took to build an entirely new city 

in the disheartening desert of the Great Salt Lake Valley; however, this type of rest had 

theological underpinnings, and early Mormon Pioneers lifted each other’s spirits when 

they could (Asahina 13-15, 30).11  Theologically the arts – music, dancing, drama – were 

viewed as a means of rejoicing and worship.  Brigham Young was known to say “…that 

there was a lot more singing and dancing in Heaven than in Hell, and he saw no reason 

why the Saints should try to imitate the hot place” (Robertson 41).  The LDS scripture 

reads, “If thou are merry, praise the Lord with singing, with music, with dancing, and 

with a prayer of praise and thanksgiving”12 (Doctrine and Covenants 136:28).  This 

                                                
11 Asahina contends that Brigham Young’s main objectives in building a theatre were theological 
and recreational.  And though the main focus of her dissertation deals with the financial aspects 
of the Salt Lake Theatre, while bringing out other dimensions, she admits that in all of his 
writings, and her research, and words he never mentions profit. 
12 See Doctrine and Covenants sec. 136:28; the Doctrine and Covenants is a book members of the 
Church of Jesus Christ of Latter-day Saints consider scripture.  It contains 138 sections, most of 
which are described as revelations and prophecies from God to Joseph Smith, a few of which are 
from God to later presidents of the Church, as well as letters and formal declarations to the whole 
body of the Church.   
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underlines the joyous attitude, even through tragedy or hardship, which penetrated 

Mormon culture.  

Performances continued in the Bowery on the Temple Block until the Saints 

erected the Social Hall in 1853: a permanent space for meeting and dancing, and for 

performances of all kinds, complete with a bust of Shakespeare above the stage.  This 

small building, 40X80 feet, served the pioneers for the next ten years (Lamar 6).  Theatre 

was growing in popularity by 1853, and such growth necessitated a split; they dissolved 

the Musical and Dramatic Association, and created two artistic groups. The theatre group 

became the Deseret Dramatic Association while the music group continued as the 

Nauvoo Brass Band as it was previously known (Lindsay 8).  For the next five years this 

group performed popular plays of the time, and the Social Hall grew in popularity itself.  

As Brigham Young began sending pioneers out and expanding the reach of the LDS 

community, they followed the example of Salt Lake, and other Mormon settlements, such 

as Springville, Provo, and Cedar City began forming their own theatrical companies and 

dramatic groups (Maughan 61, Lindsay 8).  Mormon Theatre seemed to begin in earnest. 

However, trouble arose when, in 1857, word reached Salt Lake that General 

Albert Sidney Johnston was on his way with an army to put down the insurrection the 

Mormons were building.  There was no insurrection, but an army from President James 

Buchanan was coming.  Thus, the entire territory was effectively put on “high alert,” 

preparing for the “bloodless,” but tension-filled, Utah War (Ramos).  Most if not all 

theatrical and entertainment activities from mid-1857 to mid-1859 ceased.  Even though 

Brigham Young asked the Dramatics Association to get a play going to lift spirits during 

that time, it was near impossible to do.  Most of the men were attending to duties in the 
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Nauvoo Legion defending Salt Lake and the territory, and the women had to pick up the 

slack of household chores the men usually did (Lindsay 11-12, Lamar 7).   

By the time Johnston’s Army moved in, tension was palpable.  The Social Hall 

was slow in reviving performances, so in 1859, Phillip Margetts and Henry Bowring 

organized their own Mechanics Dramatics Association.  While Henry Bowring was in the 

middle of constructing his large home, Bowring and Margetts used it as a small theatre.  

With a roof and outer walls complete, but no interior walls, finishing or plastering done, 

it truly was an empty space.13  Their little company became quite popular; one evening, 

after Brigham Young, Heber C. Kimball and their families came to see The 

Honeymooners by invitation, they filled up the little theatre with ninety people. That 

evening Brigham Young declared that he would endeavor to build a large and proper 

theatre (Lamar 8, Lindsay 18).   

Some scholars have noted that Bowring’s home, affectively christened the 

Bowring Theatre, is the first building in Salt Lake to be designated an “actual” theatre, 

while others claim the Bowery or the Social Hall continue to hold this distinction 

(Maughan 53).  Whether it is or not, the day after Brigham Young’s family viewed the 

performance, 9 March 1861, the Deseret Dramatic Association was immediately 

reorganized and merged with the Mechanics Dramatics Association (Asahina 77).   

But saying one is going to build a theatre is a lot different than building a theatre; 

funds, supplies and labor were concentrated on building the Salt Lake Temple, and every 

                                                
13 The Brigham Young University, Harris Fine Arts Center, arena black box theatre is named the 
Phillip N. Margetts Theatre, in honor of this early LDS pioneer and actor.  Whether university 
administrators took the beginnings of LDS theatre space into account when naming the BYU 
space is unknown, but the author believes it is fitting. 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

29 

member was asked to participate in this.14  This labor, along with taking care of their own 

families and building other structures in the city, such as the Seventies Hall, made the 

Salt Lake Theatre seemed a long way off.15  But “Brigham Young was an uncanny 

businessman,” and he had a priority for building a theatre (Asahina 81).  Being both 

theatre producer and president of the Church was an advantage.  When he announced 

how he planned to build a theatre, he announced interruption of labor on both the Temple 

and Seventies Hall, as well as a diversion of funds from the Seventies Hall to the Salt 

Lake Theatre, and brethren in the Seventy felt robbed of their hard-earned funds (79).  

This made the Salt Lake Theatre a hard sell; but, between Seventies Hall funds, combined 

with sale from surplus glass, nails, tents, groceries, and other goods purchased when 

Johnston’s Army hastily left to fight in the Civil War, Brigham Young raised the 

necessary money to build the Salt Lake Theatre (81).  In the end, Brigham Young, as 

usual, got his way (79).  

On the surface, this might seem a counter-intuitive attitude for an ecclesiastical 

leader to take, but from the beginning Brigham Young supported theatre and dancing, 

particularly as a form of recreation and rest. Prioritizing the Salt Lake Theatre over a 

Seventies Hall, a place for the Priesthood Brethren to study theology and science, and 
                                                
14 The Salt Lake Temple took 40 years to build. Often men and women were asked to contribute a 
tithe for the temple.  This could be in the form of money or days worked or both.  For more 
information about the building of the Salt Lake Temple see (Mormon Newsroom, “Stories of 
Sacrifice…”) 
15 A Seventies Hall was built in Nauvoo for the special purpose of giving the Quorum of 
Seventies and the Presidency of the Seventy a place to meet together to learn, to teach, and to 
discuss theology and science.  A man who is called to serve as a Seventy falls just under the First 
Presidency and the Quorum of Twelve Apostles in terms of ranking, leadership, and authority.  
According to Doctrine and Covenants section 107, the First Quorum of Seventy forms a body 
equal in authority to the Quorum of the Twelve Apostles, which quorum (the Twelve Apostles) 
forms a body equal in authority to the First Presidency.  This number has varied throughout the 
history of the Church; currently there are five Quorums of Seventy, with the first two quorums 
designated as General Authorities. (See Porter.)  As an additional note, the Seventies Hall in Salt 
Lake was never built. 
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which had been in the works for several months, makes an interesting comment about 

what Brigham Young thought about the power the theatre arts had to instruct the LDS 

people.  Beyond recreation and rest, LDS theology allows for a deeper connection to 

theatre arts.16  At the dedication17 of the Salt Lake Theatre, he stated, 

                                                
16 Though recorded LDS leadership statements (both by Brigham Young and those after, which 
will be discussed later) point toward ideas such as recreation, rest, and the purpose of theatre as a 
place of learning – essentially building on Brigham Young’s philosophy of theatre – there is 
precedence within the LDS religion, indicating why members and leaders of the LDS Church 
were and are so comfortable with theatre and acting as an art form, even when other protestant 
religions of the time more easily took an anti-theatrical prejudice (again see Barish for an 
understanding of the anti-theatrical view in the nineteenth century).  A basic tenet of LDS beliefs 
and practices – one might even say a basic tenet of Christianity – entails the vicarious sacrifice 
Jesus Christ made for all humankind.  According to LDS Apostle and scholar, James Talmage 
(1862-1933), Jesus’ sacrifice “was plainly to be a vicarious sacrifice, voluntary and love-inspired 
on the Savior’s part, universal in its application to (humankind) so far as (people) shall accept the 
means of deliverance thus placed within their reach…Through the atonement accomplished by 
Jesus Christ – a redeeming service, vicariously rendered in behalf of (humankind), all of whom 
have become estranged from God by the effects of sin both inherited (from the fall of Adam) and 
individually incurred (from each person’s mistakes) – the way is opened for a reconciliation 
whereby man may come again into communion with God, and be made fit to dwell anew and 
forever in the presence of his Eternal Father” (Talmage).  After accepting a vicarious atonement 
made by Jesus Christ, it is perhaps not a far stretch for members of the LDS Church to then 
accept one individual acting on stage as another character written in a script.  

But the LDS faith took vicarious work one step further into holy temples.  Prior to Joseph 
Smith’s death, he introduced vicarious work for the dead, or “baptism for the dead” as it is termed 
in the New Testament (1 Corinthians 15:29, Doctrine and Covenants 128).  Part of LDS beliefs is 
that baptism is essential for entering the Kingdom of God.  For those individuals, particularly 
family members, who have died never having the opportunity to hear or accept the Gospel of 
Jesus Christ, members of the LDS Church perform vicarious ordinances in holy temples for those 
family members (“Baptisms for the Dead”).  Thus, asking LDS members to accept that acting and 
theatre is good, even blessed by God is not a very large leap, especially when a foundational 
belief indicates that Christ acted vicariously and that they, themselves are asked to “perform 
proxy baptisms in behalf of those who have died” (“Baptisms for the Dead,” emphasis added).   
17 A common practice for Mormons is to dedicate buildings, whether holy or secular, to God; 
early pioneers dedicated the Salt Lake Theatre on 6 March 1862.  Daniel H. Wells, or “Squire” 
Wells as he was affectionately called, apostle and counselor to Brigham Young, gave the 
dedicatory prayer, dedicating every part of the building.  From the ground the building sat on to 
the roof, the stage, the curtains, the green rooms and dressing rooms, the actors, the musicians, 
the lights, the timber, the nails, the plaster, and the putty. “No detail he could think of was 
omitted” (Lindsay 20, Robertson 47).  It was all dedicated to the edifying of the Mormon people 
and to the glory of God.  It is said that perhaps no theatre ever began its existence in such a 
manner as did the Salt Lake Theatre (Asahina 100). 
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Is there evil in the theatre?  In the ballroom? In the place of worship? In the 

dwelling? In the world?  Yes, when men are inclined to do evil in any of these 

places.  There is evil in persons meeting simply for a chit-chat; if they will allow 

themselves to commit evil while thus engaged… Can we not even make the stage 

of a theatre the platform upon which to exhibit truth in all its simple beauty? And 

sift out from the theatrical lore of ages the chaff and folly that has encumbered it? 

And preserve and profit by that which is truly good and great? This, however, is 

not the work of a day or a year; but, as the chaff is protective to wheat in a pile, so 

the true lore of ages is concealed and preserved in the chaff pile of folly and 

nonsense, until the Saints of the Most High cause a separation. (B. Young) 

President Young believed that it is the duty of LDS people to seek out knowledge and 

“sift” through information and experiences to find truth and goodness.  His intent, similar 

to building a city in the middle of the desert, was to build a solid foundation for Mormon 

Theatre upon which generations could flourish.  He also famously said the following in 

the same speech:  

I do not wish to convey the idea that it is necessary to commit evil in order to 

obtain this knowledge.  Upon the stage of a theatre can be represented in character 

evil and its consequences, good and its happy results and rewards; the weakness 

and the follies of man, the magnanimity of virtue and the greatness of truth.  The 

stage can be made to aid the pulpit in impressing upon the minds of a community 

an enlightened sense of a virtuous life, also a proper horror of the enormity of sin 

and a just dread of its consequences. (B. Young) 
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Brigham Young viewed the stage as another means by which to access the people’s 

hearts and minds, and to educate them. In order to make the theatre run smoothly and 

properly he often promoted and allowed practices that surprised his LDS membership.  

For example, Brigham Young allowed, even encouraged, his own daughters to be part of 

the Deseret Dramatic Association.  This was partly to promote the idea that women could 

perform on stage and retain a sense of their pride and virtue – if it was good enough for 

Brigham Young and his daughters, it surely was good enough for any other member of 

the Church.  This also allowed for the idea that attending and even performing on stage 

was a pleasurable activity and worthy past-time, one in which fathers and husbands could 

feel comfortable allowing their wives and daughters to take part. (Asahina 54, 124-125). 

Throughout the tenure of the Deseret Dramatics Association women, married and single, 

played on the Salt Lake Theatre stage. 

Brigham Young made the Salt Lake Theatre unique in many ways, from ticket 

prices to the building and prayer before performances.18  All this created a unique 

environment in which no one was excluded, especially financially, from learning and 

understanding some of the great literature such as Shakespeare and Sheridan, as well as 

some of the literature, dramas, or comedies of the time (Lambourne 698).  A people who 

were isolated, geographically and socially, from the rest of society, had the opportunity to 

become a cultured people.  They even had help from some of the most notable 

                                                
18 While ticket prices in the Salt Lake Theatre ranged from fifty to seventy-five cents, “almost 
anything was taken in exchange for admittance – eggs, butter, cheese, flour, vegetables and other 
merchantable produce.  Large melons bought a ticket and a small melon in change; a peck of 
potatoes might buy a ticket with a bit of flour as change” (Alford and Freeman). Every 
performance “regardless of the event” began with a prayer (Alford and Freeman).  This continues 
at Brigham Young University Theatre Department and at Church theatrical performances to this 
day.  No smoking or drinking was allowed anywhere in the theatre.  Finally, no performances 
were performed on Sundays. 
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professional actors of the day. What’s more, they were able to do it in the theatrical safety 

of their own space and on their own terms.19  They learned to be intellectually and 

artistically critical of each other while developing charity and grace for outsiders.  Alfred 

Lambourne, one of the scenic artists of the Salt Lake Theatre wrote,  

Even the people in the isolated west became connoisseurs.  In this particular 

Playhouse, people would go to performances, not to see a new play, but to see 

some new actor or actress in the old parts.  Each star, man or woman, as they 

stepped upon the boards, was tested by the acting of those who had gone before.  

Damon and Pythias, Pizzaro, Virginius, The Duke’s Motto, The Man with the Iron 

Mask, and the like plays, not to mention those of the Bard of Avon, were those in 

which the newcomers were held to the lines.  How many times, in that Playhouse, 

did I not see Shakespeare’s masterpiece?  How many actors did I not see play 

Hamlet?  Pauncefort, Lyne, Adams, Kean, McCullough, Davenport, Miss Evans, 

Chaplin, Barrett, Booth – that is not half. (Lambourne 698) 

Until the LDS Church sold the Theatre in 1928 and it was consequently turned into office 

spaces, audiences were regaled by performances from such renowned actors as Maud 

Adams, Edwin Booth, and Julia Dean Haynes who were travelling from the east to San 

Francisco.  These stars often had plans only to pause in Salt Lake, as it was a major 

stopping point for stagecoaches and the railroad, but they were repeatedly surprised at the 

                                                
19 The Salt Lake Theatre, for many years, was the largest building in the Salt Lake Valley.  Built 
by pioneer hands it cost an estimated $100,000.  Architect William Folsom, who also designed 
the Tabernacle on Temple Square, also designed the Salt Lake Theatre.  The exterior was a 
Grecian Doric design, with wooden benches on the interior when it first opened, which were 
replaced with opera seats when some improvements were made in 1873.  The interior house 
included four balconies and decorative, gilded woodwork.  Brigham Young made his personal 
contribution by designing and building the elaborate, embellished chandelier that hung over the 
audience (Asahina 93, Lamar 9). 
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splendor and organization of such a theatre house – in the middle of the desert (H. G. 

Whitney 18-30).  The isolated Mormon pioneers’ stock company were prepared to 

produce plays by Shakespeare and Sheridan, and audiences valued titles of their time 

such as Damon and Pythias, Pizzaro, and The Man in the Iron Mask (H. G. Whitney 12) 

Though in the beginning Brigham Young objected to tragedy and gentile actors 

on the stage, once Thomas A. Lyne rode into town as early as 1863, and with the help of 

new managers Hiram Clawson and John T. Caine, Brigham Young eventually relented 

(H. G. Whitney 10, Lindsay 23).20  Each new actor brought a new repertoire and libraries 

of dramatic, visual, and artistic literature, challenging the stock company and amusing 

audiences.  As word spread about the Salt Lake Theatre, its success, and its appreciative 

audiences, Clawson and Caine would turn performers down for having a repertoire too 

mundane for Salt Lake audiences.  A letter from the managers to one performer reads 

…in looking over your repertoire we find that several of your pieces have been 

done here…Arrah-na-pogue, Wife’s Secret, Foul Play, Woman in White, 

Rosedale, Jack Cade, American Cousin, Clousky’s Child, Caste, Waiting for the 

Verdict, Octoroon, Iron Mask, and Each After… (Asahina 162). 

 The Salt Lake Theatre repertoire mostly followed that of the individual star actor.  

For example, Thomas A. Lyne brought shows such as Pizarro, Virginius, Damon and 

Pythias, William Tell, The Iron Chest, and Richelieu (174).  Julia Dean Hayne, perhaps 

the most loved actress in the Salt Lake Theatre’s history, turning her few weeks’ 

                                                
20 Asahina contends that Lindsay doesn’t give Brigham Young enough credit with regard to 
“gentile” actors.  Citing some of Young’s writings, Asahina indicates that, “As long as a 
professional actor did not openly oppose Mormonism, he was welcome in the community.”  And 
that in fact it was Young who “requested Lyne’s visit to Salt Lake City” as Lyne had become 
disaffected with Mormonism himself.  Asahina documents a letter, and subsequently a contract 
Young established with Lyne (Asahina 116).  This indicates Young’s desire to not only use the 
theatre as a tool for teaching the LDS masses, but also to see it succeed professionally.   
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engagement into ten months, brought performances from romantic tragedies and 

sentimental dramas: The Stranger, The Hunchback, East Lynne, Camille, The Lady of 

Lyons, Romeo and Juliet, and The Gamester (Asahina 147, Whitney 17).   

The repertoire also included Shakespeare and the favorites of the Deseret 

Dramatic Association when there was no star to support.  The stock company performed 

shows such as Pride of the Market, Pleasant Neighbor, The Toodles, Bombates Furioso, 

Magic Toys, The Artful Dodger, Uncle Tom’s Cabin, The Forty Thieves, Cinderella, the 

Gunmaker of Moscow, and The Colleen Bawn (Asahina 147).  The Shakespeare plays 

were As You Like It, Henry IV, Hamlet, King John, King Lear, Macbeth, The Merchant of 

Venice, Much Ado About Nothing, Othello, Richard III, Romeo and Juliet, and The 

Taming of the Shrew (Tanner 86-88, Asahina 175).  

 While Brigham Young didn’t stifle or dictate what plays could or could not be 

shown on stage, when a scene was staged in a manner he deemed inappropriate, he let it 

be known.  In one instance, while playing Oliver Twist, Lucille Western and James A. 

Herne staged the scene when Nancy is beaten by Bill Sykes; however, for effect Lucille 

goes offstage where “…a pad was made of a number of wet towels; these Herne struck 

with a piece of board, making a sickening thud which Lucille accompanied with a 

scream, each one growing fainter, until it became a groan…” (Lindsay 65, H. G. Whitney 

22).  Afterward, Lucille dragged herself back onstage.  Then, in dramatic glory she 

revealed her face to the audience, which was covered and dripping in blood.  “She had 

covered her cheek with a thin piece of fresh cut beef steak” (Asahina 177).  Many in the 

audience screamed, and some women fainted (Lindsay 65).  Brigham Young “…told his 

managers to have the scene withdrawn at once” (Asahina 177).  
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Perhaps Brigham Young believed that a people who had seen gore, death, and 

tragedy in their own lives, going through the persecutions of Missouri and Nauvoo and 

crossing the United States to the West, had seen enough of it.  He said to the audience 

one opening night of a performance in the Salt Lake Theatre, “If I had my way, I would 

never have a tragedy played on these boards.  There is enough tragedy in everyday life, 

and we ought to have amusement when we come here” (H. G. Whitney 29)!   

 In 1872 and 1873, towards the end of Brigham Young’s life, various events 

influenced a decline of audience in the Salt Lake Theatre. The smallpox epidemic, 

competing theatres and rival entertainment, the financial burden of the stock company, 

aged and out-dated technology, and even the weather have all been offered by scholars 

and first-hand accounts as reasons for the decline.21  When finally new managers made 

some recommendations, President Young made some changes.  Releasing the expensive 

star-season lineup for the 1873-1874 season, the Salt Lake Theatre closed for repairs and 

improvements, and eventually the stock company and the Deseret Dramatics Association 

dissolved.  When the theatre reopened for the 1875 season, it was under the new title the 

Salt Lake Theatre Corporation; according to some, this was the beginning of the end of 

the Salt Lake Theatre (Asahina 152-153, Lindsay 105). 

 When new managers of the Salt Lake Theatre Corporation made the decision to 

book popular combination acts, requiring fewer members of the local Deseret Dramatic 

stock company, many members of the Deseret Dramatic Association left for other cities 

                                                
21 Asahina, Lindsay, and H.G. Whitney all give various accounts, reasons, and perspectives for 
the decline of the Salt Lake Theatre.  Part of this might be because Whitney and Lindsay are more 
nearly first-hand accounts, while Asahina takes the scholarly/historical view.  Regardless, one 
thing is agreed upon, however, and that is the decline began at or surrounding the decline and 
death of Brigham Young.  In 1915, thirteen years prior to when the LDS Church would sell the 
Salt Lake Theatre, Whitney writes, “During all those years President Young maintained an active, 
personal, almost affectionate regard that he manifested for the theatre” (H. G. Whitney 28). 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

37 

in the West such as San Francisco, California, Virginia City, Nevada, and Pioche, Nevada 

where theatres were open (Lindsay 106).  Through the 1870s and 1880s, and the end of 

the nineteenth century, notable stars such as Edwin Booth, Maude Adams, and Maurice 

Barrymore, Georgia Drew Barrymore, and Ethel Barrymore played on the Salt Lake 

Theatre stage; however, the foundational creation of Mormon Theatre, what would later 

culminate in ideals on which LDS actors build adaptations, occurred during the lifetime 

of Brigham Young from 1862 to 1877.  Records indicate that from the 1880s to the 

1920s, theatre in Salt Lake seemed to follow national trends, as the Salt Lake Theatre 

became a regular theatre house leased by traveling companies (Asahina 153).  Without 

Brigham Young’s constant leadership and vision of theatre, the unique concept of LDS 

Theatre during this time faltered.  While LDS actors still performed, upheld their values, 

forged relationships with professional star actors, and presented a wide repertoire of 

productions, the exclusivity and distinction of the Salt Lake Theatre that came with the 

pioneer theatre house faded.  New leadership did not have the intrinsic investment in 

running a theatre as Brigham Young did, even though the President of the Church 

continued to be a major shareholder and Trustee-in-Trust from 1880 until the theatre was 

sold in 1928 (Asahina 229).22 23 

                                                
22 After Brigham Young’s death, all his shares in the Salt Lake Dramatics Association were 
turned over or sold to the new President of the Church, John Taylor.  From then on, stewardship 
of those shares reverted to each successive Church President; however, though Brigham Young 
acted as president of the Association, John Taylor had no desire to do so.  The suggestion was 
made that John T. Caine act as president, with Hiram B. Clawson acting as vice-president, and 
David McKenzie as secretary.  John Taylor, President of the Church after Brigham Young, 
agreed to this.  Clawson was currently acting as theatre manager, and Charles S. Burton replaced 
him.  He ran the theatre until 1898 when George D. Pyper took over.  Pyper managed the theatre 
until it was sold in 1928. (See Asahina, last chapter).  
23 During this time (from about 1880 to 1890) the Church also faced enormous political pressure 
from the federal government regarding its practice of polygamy.  After John Taylor’s death, the 
new President of the Church, Wilford Woodruff, spent much of his tenure as president in hiding.  
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One factor that contributes to this downward recess of LDS theatre is a lack of 

original LDS scripts.  Supposedly, the first Mormon playwright was LDS scholar, 

philosopher, and early LDS Apostle Parley P. Pratt who wrote a short closet drama 

entitled “A Dialogue Between Joseph Smith and the Devil.”  This short fictional 

conversation, as the title indicates, between Joseph Smith and the devil was published in 

January 1844 in the New York Herald; still, there is no evidence the play was ever 

performed or produced (Pratt).  The next original plays do not surface until Brigham 

Young firmly established the Salt Lake Theatre in 1862, and strangely enough, Brigham 

Young did not encourage original plays written by his own people (Asahina 173).  Unlike 

Pratt, though, these plays do not seem to have much (or anything) to do with trying to 

explain the Mormon experience – at least based on their titles.  Plays such as Osceola and 

Stage and Steam by E.L. Sloan; Eleanor de Vere or The Queen’s Secret, Ben Israel, and 

Oliver Cromwell by Edward Tullidge; Under One Flag by John Lindsay; and The 

Robbers of the Rocky by Jim McKnight are rarely referenced in the annals of Mormon 

Theatre history or Mormon history today; they sound more like the titles of late 

eighteenth-century melodrama and historical melodrama (Lindsay 82, 121, Asahina 173, 

H. G. Whitney 35).  If scripts still exist, they are likely buried in the stacks of a library 

somewhere in Utah.  This lack of fresh, new literature, and literature explaining the 

Mormon experience from the perspective of these pioneer thespians written and 

                                                                                                                                            
Because of the 1887 Edmunds-Tucker Act, enacted by Congress, Mormon men who were found 
to be in a current polygamist relationship were arrested, and Mormon women were sometimes 
forced to testify against their husbands.  The Edmunds-Tucker Act also disenfranchised LDS 
women who had held and exercised the right to vote since 1870, and it “placed most of the 
church’s property and financial holdings in receivership” (Derr, Madsen and Holbrook).  This 
turmoil within the Church no doubt had an effect on how leadership prioritzed its concerns.  
Understandably, being personally invested in running a theatre was not as important as Mormon 
men going to prison, women losing their right to vote, and the possibility of the Church forfeiting 
its finacial holdings to the government.  
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performed on the Salt Lake Theatre was a blow to the blossoming theatrical pioneers.  It 

would be another thirty to fifty years before the LDS people would promote their own 

playwrights; and consequently, more time than that before LDS playwrights would come 

onto the scene nationally. 

 

Twentieth Century Continuation 

In 1928 the Church of Jesus Christ of Latter-day Saints sold the Salt Lake 

Theatre, and an era ended; but LDS Theatre did not end.  In fact, it continued to be 

promoted by the leaders of the Church who saw it consistent with the teachings of early 

leaders Joseph Smith and Brigham Young, who had told young people to seek after 

“anything virtuous, lovely, of good report, or praiseworthy” (Smith Jr., Wentworth 

Letter).  Each June from 1929 to 1970 the LDS Church published a book called The MIA 

Book of Plays.  These volumes contain approved plays, both one-acts and full-length 

plays as well as radio plays, “blackouts” (short comedy sketches to be performed between 

acts), and even a few musicals for Church youth groups to produce during Church youth 

activities with the help of their Church leaders.  The Church also published supplemental 

materials about producing all types of theatre for their communities, congregations, and 

families (The Play’s the Thing; Theatre Arts: A Brief Handbook).24  From 1929 to 1955 

the General MIA (Mutual Improvement Association) Board would acquire plays through 

popular theatre catalogs in Boston and New York such as Samuel French, Baker’s Plays, 

                                                
24 Several volumes of the MIA Book of Plays are in possession of the author and they contain 
prefaces with information regarding their purpose and history.  The author considers these 
volumes important artifacts pertaining to LDS theatre.  Bringing up the question as to whether or 
not a complete library exists from 1929-1970.  Especially if after 1955, these volumes were 
written solely or mostly by LDS playwrights, these are important historical dramatic literature to 
LDS culture.  I believe the Church must have a complete set somewhere, but it will take more 
digging.    
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and Dramatist Play Services and pay the royalties for the rights to republish them and for 

any MIA group to produce them for up to one year (MIA Book vol. 6, The Play’s the 

Thing, Theatre Arts: A Brief Handbook).  Prior to that time a few plays, mostly one-acts, 

were written and submitted by members of the Church, and thus published in the MIA 

Book of Plays; however, most of these were already notable LDS playwrights, for 

example Ruth and Nathan Hale who were running their own theatre in California.  But, 

from the encouragement of LDS Apostle Ezra Taft Benson, who later became President 

of the Church, the entire 1955 volume of MIA Book of Plays was comprised of plays 

written solely by LDS playwrights.  From then on, as much as possible, the Church 

sought out only LDS playwrights for these volumes (MIA Book vol. 27).   

Several of these plays, though products of their time, demonstrate an appreciation 

and understanding by the leadership of the Church to have the LDS theatre artist tell the 

LDS story.  Prior to that time the LDS story or LDS values, if told in theatre or film, was 

told by non-LDS sources, as demonstrated by the plays performed on the Salt Lake 

Theatre stage and reproduced in the MIA Book of Plays from 1929 to 1954.  As the 

Church moved from a nineteenth-century pioneering theatrical heritage into a twentieth-

century modern age, the loss of the Salt Lake Theatre turned the focus of LDS theatre to 

more script, playwright, and performance-oriented.  The emphasis was more a 

reinforcement of Church doctrine, ideas, and history.  But through the Church’s drama 

program and the MIA Book of Plays, theatre artists of the twentieth-century began to 

recognize that they had what those of the nineteenth-century did not, mostly because 

those Mormon pioneers of the nineteenth century lived it – a Mormon story and history to 

tell, with Mormon heroes and villains – and as the Church actively de-centered theatre, 
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pushing it outward to local congregations, individual members had opportunity to 

actively take part in the story-telling. 

For example, a popular play in the 1955 volume of the MIA Book of Plays is the 

full-length play San Juan Outpost, by husband-and-wife writing team Ruth and Nathan 

Hale.  It is the story of a hard-working Mormon pioneer family sent to settle Southern 

Utah in 1883; however, problems arise when rough Texas cattlemen stir up trouble with 

the local Native Americans whom settlers have worked so hard to befriend.  While the 

action, intrigue, and love story might keep an audience interested, Native American 

stereotypes and rote dialogue would certainly cause today’s audiences to cringe (MIA 

Book vol. 27). 

Another aspect of this Mormon story telling came in another, even more grass-

roots form.  Throughout the twentieth century the LDS Church encouraged stakes and 

wards to create Roadshows: original plays and musicals locally written, performed, and 

produced by and for congregations on an individual basis depending on decisions of local 

leadership.25  Different from the MIA Book of Plays, Roadshows are plays and musicals 

not published by the Church but written and performed by local Church members for 

local Church members; whereas the MIA Book of Plays, whether written by LDS 

playwrights and sent into Church Headquarters for approval, or plays pulled from 

national playhouses and theatre catalogues, these were promoted and approved by the 

                                                
25 Local LDS congregations are divided up geographically into stakes and wards.  An LDS stake 
is reminiscent of the stake of a tent, where the whole body of the Church is the tent, and each 
outlying unit or stake branches off from the main body.  A ward is an individual congregation, led 
by a bishop, who might have many of the same duties as a pastor or priest in other religions, but 
he is a member of the congregation, is asked to serve for a period of four to six years, and is 
considered lay clergy.  Each stake comprises up to about five to twelve wards. (How the Church 
is Organized) 
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Church for youth and groups throughout North America to perform.26  Roadshows 

remained a local ward or stake production, and likewise remained separate from the MIA 

productions.  With the decision of producing Roadshows up to the leadership of each 

individual stake or ward, Roadshows were effectively phased out in the mid-1980s to 

early 1990s (Larsen).  It is unclear when wards and stakes first began performing 

Roadshows, but some records demonstrate a strong possibility that Roadshows were 

being performed several years before the MIA Book of Plays was first published (Larsen).  

The MIA Book of Plays, as well as Roadshows, later influenced many notable LDS 

playwrights and writers. LDS authors Carol Lynn Pearson, Orson Scott Card, and LDS 

playwrights Eric Samuelsen and Thomas Rogers have all acknowledged being influenced 

by these LDS dramatic constructions (Oppedisano 146).  In an interview with Callie 

Oppedisano, Julie Jensen admitted that the MIA Book of Plays and ward Roadshows 

directly influenced her writing when she was young, before she left the Church 

(Oppedisano 170).27  By the time the MIA General Board had phased out the MIA Book 

of Plays in 1970, the Church had established a culture of playwriting.  Generally 

                                                
26 While discussing some interesting history about LDS Roadshows, Larsen also includes some 
interesting history of the LDS MIA program – when and how it started.  Though she does not 
discuss the MIA Book of Plays, she indicates that it is possible Roadshows started as early as 
1910, giving Roadshows almost a twenty-year head start on the MIA Book of Plays. 
27 Jensen’s play Two-Headed depicts the events of Mountain Meadows Massacre from the 
perspective of two women, Lavinia and Hettie. Jensen weaves a story implicating and accusing 
the Church of misogyny and misconduct through the massacre and polygamy. The play is 
episodic, following the women every ten years, revealing to the audience details and emotions 
about the massacre, as well as the women’s feelings about polygamy and their friendship. The 
play ends when the women are fifty years old and husbandless, but there is something joyful in 
their freedom and autonomy (Jensen).  However, as Oppedisano points out “The accommodations 
the women make…all revolve around the off-stage actions of the absent male characters that 
aggravate the conflict between and within Hettie and Lavinia” (183).  It is as though LDS pioneer 
women waited around, cleaning house, reacting to the men in their lives, who were only thinking 
of themselves.  Further, it gives the impression that this is what was acceptable for a Latter-day 
Saint man to be, and possibly what is acceptable today.   
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speaking, Mormon theatre deals with topics of family, Church history (such as pioneers, 

the martyrdom of Joseph Smith, etc.), faith, missionary experiences, pre-earth life, the 

Creation, what it means to be a strong woman (or a strong Latter-day Saint), 

homosexuality, and opposition to Church authority.  

Writing about pioneers and Church History is a popular topic in Mormon Theatre, 

and several plays in the MIA Book of Plays as well as contemporary playwrights choose 

this as their topic.  LDS Playwright Tim Slover’s Hancock County is a recent example of 

this.  Premiering in 2002 at Brigham Young University’s Pardoe Theatre, Hancock 

County centers on the prosecutor of the trial of the murderer of Joseph and Hyrum Smith, 

Josiah Lamborn.  A decidedly un-Mormon character, this swearing, drinking, and bribe-

taking lawyer takes on the most difficult case in the state, a case two other lawyers have 

abandoned, in order to redeem his name and prove he’s the best lawyer in the country; 

however, when he finds out the judge, the jury, and the entire county, are against him, 

and that even the Mormon people, who are currently being driven out of Nauvoo, don’t 

have faith in a fair trial, he gives in, throws his closing arguments, calls his star witness a 

liar, and deliberately loses the case (Slover).  Based on historical events swirling with 

emotion, i.e. the murder of Joseph Smith, one would think that such a play would stir up 

controversy and anger, especially from members of the LDS faith.  Instead one reviewer 

noted, “It is a clear, rich drama that is satisfying even when it doesn’t go the way that we 

want (it) to…Whether LDS Church History is your thing or not, Hancock County is an 

engrossing depiction of it” (Stewart 343-344). 

Huebener by Thomas Rogers was first performed in Brigham Young University’s 

Margetts Theatre in 1976 to packed houses.  Though widely hailed as engaging drama, it 
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was not as well received by Church leaders, and Church leaders’ support has historically 

been important in the direction of LDS Theatre.   An audience estimated at over 5,000 

people came to see that first showing.  Like Hancock County, Huebener is based on true 

events.  It is about an LDS German boy living in Nazi-Germany in 1941.  Sixteen-year-

old Helmuth Huebener is torn between the ethical decision to follow the advice of his 

Nazi-sympathizing bishop, who is trying to protect the interests of the Church, or to 

follow his conscience.  Because of Huebener’s voluntary position as assistant clerk to the 

bishop in his local LDS congregation, he and a few of his friends are able to use Church 

materials and printing machines to create anti-Nazi flyers, which they distributed all over 

Hamburg.  Things go well until the bishop finds out and tells him to stop.  After 

Huebener refuses, citing Hitler’s prejudice against Jews as anti-Christian, his bishop 

excommunicates him from the Church and turns him and his friends in to the Nazi 

authorities.  The Nazis put them in prison and put them on trial for treason.  Though his 

friends were eventually let free, the Nazis executed Huebener (Rogers).  The intrigue 

behind Huebener lies in the conflict between one’s conscience, which theoretically 

should be in line with one’s religion, and then also following one’s ecclesiastical leader 

who is following Church dictates by upholding the law. 

 While audience reactions were positive, and Rogers had others outside of Utah 

asking for the rights to perform the play, Church leaders’ reactions were not so positive, 

and the Church placed a proscription on the play, one of the few instances when the LDS 

Church has censored a play (Scott).  According to Rogers,  

It was for the safety of the (church members) in communist countries, I think that 

was their legitimate concern.  As I remember, we had 30,000 members in the 
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church in East Germany at the time and one of the concerns was that it might 

jeopardize (those church members) in some way if the example of Helmuth were 

to be emulated by a young member in opposition to (a) totalitarian regime 

somewhere else in the World, so they were super cautious, and I think if I were in 

their position, I might have felt that way myself. (Scott) 

Actors indicated that they were disappointed, but adhered to the boundaries set by Church 

leaders (M. B. Young).28   

When the Iron Curtain came down, BYU did a revival in 1992 without complaints 

or comments from Church authorities (Scott).  Based on unrest in East Germany 

throughout the 1970s and 1980s prior to the fall of the Berlin Wall, combined with a lack 

of comment from Church leadership, other scholars have viewed this as a weak response.  

Nevertheless, Rogers has always held that obedience to one’s Church leaders is akin to 

obedience to God, and held true to his faith.  Further, he claims the tone of the play 

doesn’t set up an “us versus them” dichotomy.  For Rogers it is possible for both the 

Church, embodied in the person of Huebener’s bishop, and Huebener to be “right” 

(Oppedisano 166).  Even, or perhaps especially, with its attached controversy, Huebener 

has been called one of Mormon Theatre’s most influential plays (168).29 

                                                
28 It is important to note that while Huebener was excommunicated by his Branch President (a 
branch president is equal in authority to a bishop), he did not have authority to take this action.  
Further, German members of the Church were not in communication with leaders of the Church 
in Salt Lake City at the time because of the struggles of Hitler’s Germany.  After the war and 
Huebener’s execution, when Church leaders discovered the “mistake” of his excommunication, 
his membership was posthumously reinstated by the Church (See the Preface prior to Huebener in 
Stewart, as well as Rogers, and M. B. Young.) 
29 Again, see M.B. Young for other reasons Church leaders were willing to censor the play.  
Young submits that letting the play run might have provided additional reasons for fringe groups 
or governments to further react against Church leadership, even when LDS leaders and 
congregations actively teach peace and submission to government and civics leaders. 
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Another aspect of LDS theatre are LDS pageants.  Every summer the LDS Church 

facilitates seven large-scale pageants, which relate the Mormon experience through 

narration, music, and dance.  The most popular of these pageants happen in Nauvoo, 

Illinois and Palmyra, New York, but others happen in Mesa, Arizona, Manti, Utah, and 

Liverpool, England.  Five of these pageants follow a recorded narration with actors 

playing out the actions of the narration; however, the Nauvoo and British pageants are the 

only two created and performed with actors fully speaking and performing their lines and 

the script (Givens, People of Paradox, Robinson).  These incorporate professional actors 

and become a central production in our discussion of LDS actors’ acting adaptations.  

People come from a variety of places, cultures, and nations during these performances – 

some come to watch, some come to participate.  Each pageant displays its own unique 

piece of LDS doctrine and theatre.30   

The pageant logistics in Palmyra, New York, also known as the Hill Cumorah 

Pageant, are massive, as are the logistics for all the pageants. Cast members perform what 

newspaper reports claim is a “Broadway-worthy” spectacle, performed out doors on the 

west side of a large hill-turned-stage (Reflections). The pageant tells the story of the Book 

of Mormon, which members of the LDS faith believe was transcribed on gold plates, 

buried in the Hill Cumorah by an ancient Native American prophet named Moroni, and 

then later translated from those gold plates by Joseph Smith (Our Heritage, The Book of 

Mormon).  Audiences view this story night after night through panoramic spectacle – 

pyrotechnic and hydro special effects add to the awe – and an amateur cast of over 600 

plays various historical characters from Jesus to Joseph Smith (Bell).  Though this 

                                                
30 Some of this information comes from first-hand knowledge.  Of the five previously 
mentioned pageants, the author has personally seen four of them. 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

47 

pageant has been produced for over seventy-five years, it has been revamped and 

reimagined several times; it now performs with a new script written by Orson Scott Card 

and new set designs by Eric Fielding (Heiner, Metten).  Though this is only one example 

of the several pageants that occur each summer, considerations for each of the pageants 

are similar.  

Finally, unique in the twenty-first century, every Christmas and Easter the LDS 

Church produces a show called Savior of the World.  This show performs in Salt Lake 

City in the Conference Center Theatre across from Temple Square.  Reminiscent of 

Brigham Young’s Salt Lake Theatre almost 175 years ago, this theatre was built so that 

members of the LDS Church would have a space to perform and entertain.  According to 

Ray Robinson, director of the Music and Cultural Arts Department of the Church, the 

theatre is available to wards and stakes in the Church for performances under the 

direction of their local bishops and clergy leaders (Robinson).  The theatre opened when 

the new 21,000 seat Conference Center was completed in time for General Conference in 

April 2000 (Hinckley).  Just as members of the Church outgrew the Bowery and the 

Social Hall, it soon became evident that they outgrew the pioneer-built Tabernacle on 

Temple Square.  This building was always and only used for church meetings and 

worship purposes; in fact Brigham Young explicitly stated that he did not want dancing 

or theatrical performances to occur within the Tabernacle (Asahina 21).  However, 

modern leaders have separated slightly from that tradition by deliberately holding 

musical and dance performances within the Conference Center itself, not only within the 

attached Conference Center Theatre (Hinckley).  President Gordon B. Hinckley prayed at 

the dedication of the Conference Center,  
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May this great hall be a place of dignified entertainment, a home to those arts 

which are uplifting and which amplify the culture of the people. May there never 

be anything presented here which is lacking in dignity and which does not portray 

that beauty which is of Thy divine nature… Now Father, as we dedicate this 

Conference Center, we also dedicate the theater which adjoins it. It is a beautiful 

structure, designed to serve as a meeting place, as a home for the performing arts, 

and for a variety of uses, all dignified and created to cultivate the beautiful and 

ennobling. Protect it and bless it as we have prayed concerning the Conference 

Center. (Hinckley) 

Not only highlighting the support that LDS leaders have for the arts, this dedicatory 

prayer mirrors those ideas spoken at the dedication of the Salt Lake Theatre, and the 

purpose for which it was built.  And yet, the theatrical foundation laid by Brigham Young 

wherein no anti-theatrical prejudice exists, but also some of the structure and ideals 

within Mormon culture continues.   

Certainly the short theatrical, historical treatise here doesn’t include everything 

there is to know; however, what it does highlight are a few significant references that set 

the stage for understanding how LDS actors adapt modern acting methods.  Through the 

oral history interviews discussed in the following chapters, what becomes clear is that 

twenty-first century LDS actors use guiding principles to navigate theatrical methods 

similar to those of their theatrical pioneer progenitors.  These chapters further discuss the 

theology on which LDS actors base their adaptations, the methods LDS actors adapt, and 

how LDS actors view the purpose of theatre.  
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CHAPTER 3 

AN ARTISTIC THEOLOGY AND  
THE INTERVIEWS 

 
In the twenty-first century, LDS doctrine and teachings that give credence to 

artistic expression and creation can emphasize moments of tension or uncertainty 

between what theatre artists believe and what theatre artists must produce for economic 

purposes.  Frequently, this artistic tension, the tug between the secular and the sacred, can 

create rigidity for actors, driving LDS artists forward either to the more sacred or the 

more secular; however, neither LDS beliefs nor leaders have ever asked LDS artists to 

sacrifice their artistic vocation in order to stick with a puritanical theology.  The anti-

theatrical prejudice that was missing in Brigham Young’s day continues to not part of 

LDS theology or teachings.  Still, LDS actors respond to LDS Church leaders’ words and 

are expected to uphold the theology; this is evidenced not only from the historical LDS 

treatment of theatre, but also from the words of leaders themselves.   

In the latter part of the twentieth century and on into the twenty-first, a large 

influence for how LDS actors adapt acting methods comes from their idea of what it 

means to be an LDS artist, or in other words what it means to be LDS and an artist.  Part 

of the LDS actor identity, then, comes from the few particular speeches and texts about 

art and theatre from Church leaders that have had impact on artists.  These speeches and 

texts, while not preached in regular Sunday School lessons or in systematic worship 

meetings, is known very well to LDS artists, because they are available in the same 

manner as regular theological teachings – through official Church publications, on the 

Church website, and quoted by other Church leaders.  These ideas become kind of an 
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artistic sub-theology, that make up a large portion of what might be considered 

foundational principles.  

These twentieth and twenty-first century LDS theatrical principles mirror that 

theatrical philosophy regarded by Brigham Young in the nineteenth century – mainly that 

the purpose of theatre is to teach or instruct, that theatre should be based on truth, and 

that it should be guided by the Holy Ghost.  Also similar is LDS actors’ and members’ 

attitudes toward leadership.  Though every LDS actor may not chose to use the same 

acting methods, these principles reveal themselves through common language and similar 

adaptations.  No doubt this common language was influenced, not only by the theology, 

but also by words and texts from LDS leaders.   

Because it is impossible to interview every LDS actor in order to discover 

processes and attitudes regarding LDS actors’ adaptations and beliefs – just on a practical 

level alone the data would be enormous and overwhelming – I created a set of more 

precise criteria as a jumping-off point.  Ultimately, I began to look for actors 1) who were 

members of the LDS Church, 2) who had worked professionally, meaning they were 

regularly paid for their acting, and 3) who had participated in official Church 

productions.  As a natural by-product, I found that the actors interviewed had also been 

associated with Brigham Young University in some capacity, whether as a faculty 

member, or attending as an undergraduate, or both.  Though there are professional LDS 

actors contributing to LDS Theatre who did not attend or teach at BYU, this seems to be 

the case with the actors I interviewed.  Likewise, there are professional LDS actors who 

have attended BYU who have not participated in official Church productions.  While 

these actors fall outside my interview criteria, some of these professional actors have 
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given published interviews to others that contribute to the overall topic and serve to 

reinforce the ideas given in the oral histories. 

Of the sixteen individuals I invited to interview for this project, half (eight) agreed 

to an interview.  Two of these were my relatives and fell outside the boundaries of the 

criteria, but receive mention here because the results of their interviews compare 

favorably with those of the professional actors.31  Of the other six, five are either 

currently professional actors or have worked professionally as actors prior to retirement, 

while the last is head of the Music and Cultural Arts Department of the LDS Church and 

regularly works with both professional and amateur LDS actors. Table 3.1 below contains 

a list of the interviews, and demonstrates how each fits into the criteria.   

Table 3.1 List of Actor Interviews 
 

ACTOR PROFESSIONAL 
ACTOR 

ATTENDED/FACULTY 
BYU 

PARTICIPATION IN 
OFFICIAL CHURCH 

PRODUCTIONS  
Dallyn 
Bayles 

Yes Attended – BFA/Adjunct 
Faculty 

Yes 

Adam 
Daveline 

Yes Attended – BFA  Yes 

Joy Gardner Yes Attended – BFA  Yes 

Barta 
Heiner 

Yes Attended – BA/Retired 
Faculty   

Yes 

Charles 
Metten 

Yes Retired Faculty Yes 

Ray 
Robinson 

No Previous Faculty 
(Now director of the Music 
and Cultural Arts 
Department) 

Yes 

Ronald 
Dalley * 

No Attended – BA & MA  No 

Alina 
Mower* 

No Neither – Attended BYU-
Idaho 

No 

                                                
31 These are interviews for Ronald A. Dalley and Alina Mower.  See the appendix for further 
details about the anomalies and contribution these two interviews make to the process. 
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* These actors fall outside the criteria.  See Footnote 1 and Appendix.   

 As each of the narrators agreed to an interview, following the Principles and Best 

Practices outlined by the Oral History Association, I sent them a personalized letter 

stating the intent and purpose of the interview, a copy of the oral history release form, 

and a list of questions I was interested in asking during the interview; I specifically 

indicated that this was for my dissertation project, and that I wanted permission to record 

them (Oral History Association).  Only one individual, Charles Metten, declined to be 

recorded. 

 

Prophets, Seers, and Revelators as Producers – an Artistic Theology 

Several actors I interviewed quoted parts of speeches and lines from Church 

leaders they felt influenced their acting.  I mention a few particular texts here, not only 

because of their influence at the time they were written or spoken, but specifically 

because of the influence they continue to have on LDS actors and theatre artists through 

the twenty-first century.  It is fair to say that LDS actors and artists are familiar with these 

thoughts and ideas as though they were preached in Church on Sundays.  It is also fair to 

say that these principles, i.e. the purpose of theatre, speaking truth, etc., impact the 

choices LDS actors make about their careers and their acting.   

In 1888, LDS Apostle Orson F. Whitney32 sent shock waves through Mormon 

theatrical (and literary) history by declaring in a speech to a group of youth:  

                                                
32 Orson F. Whitney (1855-1931) was a member of the Quorum of Twelve Apostles from 1906 
until his death in 1931.  He was best known for his poetry and literary writings.  The LDS Church 
still has several hymns penned by him in their hymnals.  See LDS Hymns #37 “The Wintry Day, 
Descending to Its Close.”  
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We will yet have Miltons and Shakespeares of our own.  God’s ammunition is not 

exhausted.  His brightest spirits are held in reserve for the latter times.  In God’s 

name and by his help we will build up a literature whose top shall touch heaven, 

though its foundations may now be low in earth. (O. F. Whitney) 

 The tenor of his speech was to motivate the youth to read good books and good 

literature, including scriptures, but LDS playwrights, writers, and actors have sacredly 

whispered these words and held them prophetic, wondering: Where are these “Miltons 

and Shakespeares,” and what will it take to bring them about?  For a group to presume 

quality and notoriety of the caliber of Milton and Shakespeare is a bold statement; and 

yet, LDS artists continue to ask and search for these Mormon Miltons and Shakespeares.  

YouTube videos, probing articles, and even a New York Times article33 all question the 

veracity of the idea that “We will yet have Miltons and Shakespeares of our own.”  

Though this idea seems far-fetched, LDS leadership does not refute or deny such a 

sentiment.  Instead, among LDS people, there is more support for Whitney’s thoughts 

than there is repudiation; but encouragement does not necessarily come in the form of 

artistic encouragement; it mostly comes in the form of spiritual encouragement.  LDS 

artists can be Miltons or Shakespeares if they are spiritually worthy and work to be the 

                                                
33 “What is Mormon Art?” a recent YouTube video explores how LDS artists, particularly visual 
artists, are working toward Whitney’s ideal.  Similar to LDS actors who do not subscribe to one 
particular acting method, but adapt those methods to convey their LDS principles and ideals, LDS 
scholars in this YouTube video explore ideas surrounding how “Mormon art” for LDS visual 
artists do not subscribe to a specific visual artistic style like other types of “art” might, but instead 
conveys various principles and ideals which hit home for members of the LDS faith (J. B. 
Young).  A group blog, “A Motley Vision,” includes an article dedicated to the topic of 
Whitney’s statement and other topics about LDS theatre artists and what Mormon theatre looks 
like (Mazing).  A New York Times article questions Whitney’s statement, comparing several 
recent popular literary authors (Orson Scott Card, Stephanie Meyers, etc.), and the idea of the 
Mormon religion producing a Milton or a Shakespeare (Oppenheimer).  While this is just a 
sample, it illustrates the idea that many critics, both LDS and non-LDS, are interested in 
questioning Whitney’s idea. 
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best artists they can be.  These ideas become more than simple motivational leadership 

language.   

In 1976, almost 90 years after Orson Whitney first made his statement, again in a 

speech to youth and young adults on the topic of the arts, Elder Boyd K. Packer34 of the 

Quorum of Twelve Apostles expressed how LDS artists can reach their Miltons and 

Shakespeares; more specifically he demarcated what is good art in terms of LDS values 

and principles.  In his speech, after quoting Whitney’s words verbatim, he delivers a 

rebuke to artists stating, “The greatest hymns and anthems of the Restoration are yet to be 

composed.  The sublimest renditions of them are yet to be conducted.  We move forward 

much slower than need be…” (Packer).35  

Giving weight to the words of the earlier Apostle, it might also seem 

overconfident of him to point out reasons for a slow progression; but acknowledging that 

he is “not adequate as an artist” and even that one might ask, “How can he presume to 

speak on such a topic?” he indicates that his credentials, and thus his message, emanate 

from a spiritual résumé and assignment as a religious leader (Packer).  Thus, in a round 

about way, and taking a page from Brigham Young, both Whitney and Packer assume 

understanding and leadership, even in a field where perhaps they are not trained.  

In fact, this idea of prophets, seers, and revelators in the role of guides and even 

producers for LDS theatre artists plays an interesting and slightly debated position for 

LDS actors – particularly with regard to the Church’s official and produced shows.  

                                                
34 Boyd K. Packer (1924-2015), a bomber pilot during World War II and an educator by 
profession, Packer was called as a member of the Quorum of Twelve Apostles in April 1970.  
When he passed away he was President of the Quorum of Twelve Apostles.  See 
https://www.mormonnewsroom.org/article/president-boyd-k-packer-dies-at-age-90 
35 The word “Restoration” is often used as a metonym for the Church of Jesus Christ of Latter-
day Saints, particularly including all of its history, stories, and culture.  See Footnote 3 for a more 
indepth description of this word. 
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Historically speaking, Brigham Young is the great example of LDS Church leadership as 

theatre producer and ecclesiastical leader, and he often took a heavy-handed approach to 

filling both duties (H.G. Whitney 28); but, for various reasons, not all Church Presidents 

followed his lead.36  In the twenty-first century, the LDS Church appears to function 

much like a large corporation with departments, directors, and boards, and many 

responsibilities are distributed among qualified members with the First Presidency and 

Quorum of Twelve Apostles at the helm.37  Thus, working on a Church production can be 

very much like working on a show where religious leaders are the producers. 

For believing LDS actors two ideas can collide, especially for actors who work on 

Church productions: first, members of the LDS Church sustain the First Presidency and 

the Quorum of Twelve Apostles as prophets, seers, and revelators; trusting that leaders 

will make God’s will known to the members of the Church.  Second, as an artist this 

sometimes includes the possible censorship, or at the very least dictation, of one’s 

creativity.   

LDS actors have several reactions to this tension.  Though none of the actors who 

were part of this study ever denigrated or denied the position of Church leadership, it 

seems that for some there was a hesitancy in artistic choices surrounding particular 

productions where, as President Packer phrases it, they felt the General Authority might 

have been “out of his element” giving notes or counsel.  When describing his experiences 

                                                
36 See Footnote 22 and 23 above. 
37 Several departments within the Church house music, theatre, and the arts.  The Music and 
Cultural Arts Department of the Church is specifically a “performing arts management group, 
(overseeing) about 600 performances a year on Temple Square…the artistic elements of the 
Savior of the World in the Conference Center Theatre, and also the Nauvoo and British Pageants 
that happen in Nauvoo and also England” (Robinson).  They also oversee cultural performances 
during temple dedications and smaller pageants the Church creates, running and managing the 
Conference Center Theatre itself.  The Tabernacle Choir is its own entity which answers directly 
to the First Presidency, and other pageants in the Church have their own departments. 
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working as an actor in Savior of the World, Daveline states, “…the Church has a lot 

of…review that goes into what they’re able to actually put on stage…” (Daveline). He 

describes an instance where he was playing a scene a specific way, but later the director 

pulled him aside and informed him that he needed to change his performance because of 

how the script had been “approved” (Daveline).   

Daveline admits, however, that those sorts of restrictions and responses may not 

be any different from any other large producer; for example, he talks about working with 

Disney and hearing the same kind of feedback.  Still, Daveline feels that some of the 

choices from the LDS productions came out very stiff and rigid.  He believes that if the 

directors, and by extension Church leadership, want LDS actors to “bear their testimonies 

through these characters” or in other words to touch the audience’s hearts through the 

characters they play, some of the feedback they received felt “robotic” and “canned” 

(Daveline).  On the other hand, Daveline explains that one difference between Church 

productions such as Savior of the World and productions by LDS performers and 

producers, such as himself, is the impact on LDS actors and LDS audiences.  Daveline 

believes Church leadership feels a responsibility for and to Church doctrine, an obligation 

that he, though a member, does not necessarily feel.  “…there’s a level of accountability 

that I feel as a member of the Church who’s also an artist, who’s also producing 

things…I don’t feel responsible for the doctrine of the Church being clearly defined when 

I’m doing Christmas Carol” (Daveline).  Daveline feels obligated to speak truth in his 

productions, but he does not feel responsible for the doctrine of the Church. 

But other LDS actors see it differently.  Where Daveline takes the artistic 

approach towards Church leaders as producers, Gardner views the issue from a faith-
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filled angle.  Her response is that it gives her comfort to have leaders there to give 

another perspective.  Speaking of her experience with Savior of the World, Gardner 

played the role of Mary the mother of Jesus.  She described the scene where Mary has to 

tell Joseph she is pregnant, but not with his child.  At first, Gardner played the scene 

scared and nervous.   

And so there was all this fear and anxiety, and I performed it, and one of the 

Twelve (Apostles) saw it, and (he) said, ‘That is not how that scene is, and that’s 

not how Mary would have done it.’ And so, I think it’s been helpful when I’ve 

done challenging roles to know that there is authority…where someone has the 

final say, where I trust my directors and the (General) Authority to come back and 

say, ‘Actually, Mary was quite faithful.’ (Gardner) 

Though these different approaches signify differing ideas towards LDS beliefs, they all 

present how LDS actors work within their LDS principles and training to adapt the 

theatrical elements they know and understand, which is “how to take direction.”  When I 

met with Robinson, I specifically asked him about this idea of prophets, seers, and 

revelators as producers and how that came into play in a production.  He responded, 

I think it’s important to recognize that, that as members of the Church we sustain 

them as prophets, seers, and revelators.  It doesn’t matter to us – so as we’re 

putting this production together, it is immaterial whether they’re responding as 

prophets or whether they’re responding as really important audience members and 

giving us focus group feedback…we’re creating it as an extension of what they’re 

trying to do, and lead, and work.  The work they’re trying to do and lead.  So it’s, 

it never did feel like censorship, or over-reaching.  
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Depending on their artistic training and their understanding of LDS principles, LDS 

actors might have a different view about what makes good theatre and what doesn’t.  

Though Robinson did not feel as if Church leaders were “over-reaching” as Daveline did, 

they both took a “producer” perspective with Church leadership.  Robinson recalls an 

instance, again while directing the choreography for Savior of the World, where they had 

rehearsed and inserted a particular musical number with a dance.  From a structural 

standpoint, the musical number fit well and was executed well.  It “gave…an energy 

change…a dynamic change that (they)…felt like the show needed…but the response was 

that historically these shepherds were the shepherds who raised the flocks for the temple, 

and that maybe we were treating them too lightly…and so we cut it” (Robinson).  This 

prophet-producer role for Church leaders is similar to that of Brigham Young in the 

nineteenth century.  Many of the LDS actors of the twenty-first century, similar to the 

LDS actors of the nineteenth century, are amateurs; however, as professional LDS actors 

have continued to develop their talents, the LDS Church and its leaders also must 

continue to develop its artistic support.  In the twenty-first century that development takes 

the shape of original LDS productions following a basic artistic theology, which 

continues to be set forth by Church leaders. 

As theological underpinnings, the speeches and texts about the arts from Church 

leaders set a foundation for LDS actors to understand artistic theology.  Orson Whitney 

helped LDS actors look toward the future of LDS art and theatre with great hope, while 

Packer reminded artists that this great artistic view could not be accomplished without a 

focus on the spiritual component. He further explained how LDS artists could retain a 

spiritual perspective while still excelling at their art.   
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It is a mistake to assume that one can follow the ways of the world and then 

somehow, in a moment of intruded inspiration, compose a great anthem of the 

Restoration, or in a moment of singular inspiration paint the great painting.  When 

it is done, it will be done by one who has yearned and tried and longed fervently 

to do it, not by one who has condescended to do it.  It will take quite as much 

preparation and work as any masterpiece, and a different kind of inspiration. 

(Packer) 

Particularly, he speaks of artists using their gifts and talents to serve within the Church, 

but those who were peculiarly gifted were not necessarily worthy to share their talents 

within the Church.  He shares examples of individuals who were spiritually worthy, 

though artistically limited, and yet Church leaders accepted their work. In this speech 

Packer shifts LDS artists’ priority from being artistically sharp to being spiritually in 

tune:   

I mentioned earlier that the greatest hymns and anthems have not been composed, 

nor have the greatest illustrations been set down, nor the poems written, nor the 

paintings finished.  When they are produced, who will produce them?  Will it be 

the most talented and the most highly trained among us?  I rather think it will not.  

They will be produced by those who are the most inspired among us.  Inspiration 

can come to those whose talents are barely adequate, and their contribution will 

be felt for generations; and the Church and kingdom of God will move forward 

just a little more easily because they have been here. 

Some of our most gifted people struggle to produce a work of art, hoping 

that it will be described by the world as masterpiece! Monumental! Epic! When in 
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truth the simple, compelling theme of “I Am a Child of God” has moved and will 

move more souls to salvation than would such a work were they to succeed. 

(Packer) 

Outlining the perspective of LDS Church leaders, Packer indicates that the LDS Church 

favors the spiritual over the secular, even the amateur over the professional if the 

professional is not spiritually in tune to the Spirit of God.  Essentially, in this one speech, 

though he does not say it outright, Packer defines Good Art as that which “moves more 

souls to salvation,” and salvation, in LDS theology, is very clear.  Simply stated, 

salvation includes baptism, keeping God’s commandments, and faithful participation in 

God’s Church, with wider tenets of the LDS faith including family and selfless Christian 

service.  Of course, one would expect such a definition from an ecclesiastical leader.   

Further, using the word “inspiration,” Packer presents this idea in a different 

fashion than perhaps the typical artist might consider it.  When he talks of inspiration, he 

is not talking of an artist’s muse, or being stimulated to create, though those things might 

motivate LDS or spiritual artists, but rather he is speaking directly of spiritual inspiration: 

the inspiration that comes from God through the Holy Spirit.  When read this way, it is 

clear Packer believes that those artists who are the most spiritually inspired, not 

necessarily the most well-trained, will create the masterpieces.   

And it is no surprise that Church productions and their methods exemplify this 

principle.  Robinson, while discussing how they go about putting productions together for 

the Church stated: 

I think it’s an…understood expectation that, that we develop and produce these 

things in Christian ways.  Meaning, how we work together, how, how we consider 
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these members of the Church who are mostly volunteers who do these things.  Uh, 

with respect to the, to the Church’s teachings about families, where their time and 

priorities ought to be spent, and so…that’s kind of an umbrella that…whatever we 

create, whatever we produce is expected to be done within this, within the 

understanding of what the Church teaches for people in their personal and family 

lives. (Robinson) 

While this may not sound as if Church leaders believe that LDS artists can (or 

should) become Miltons or Shakespeares, or even successful professionals in their artistic 

field, it is important to note that as Packer admonishes LDS artists to focus on spiritual 

aspects of their lives, he also encourages them to be their best in both the secular and the 

sacred.  But how do they do that?  Elder Packer’s definition of masterpiece here is not a 

work that necessarily moves the world to its knees, but instead a piece that might follow a 

simple Gospel-related theme such as “I am a Child of God;” and he insists that artists 

should do and be their best, whether they are well-trained or cultivating a hobby, to 

render such themes.  These are ideas which LDS actor, Dallyn Bayles, felt quite 

passionate about. He spoke freely about how LDS principles such as truth, the purpose of 

theatre, and the influence of the Holy Ghost in his work impact him as an actor, both 

artistically and spiritually.  Emphasizing that he felt Boyd Packer is not asking artists and 

actors to give up their vocation or career, Bayles highlights the personal encouragement 

and significance he feels from Packer’s words.  Quoting from that same speech, Bayles 

stated in our interview: 

“The ideal, of course, is for one with a gift to train and develop it to the highest 

possibility including a sense of spiritual propriety.  No artist in the Church with a 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

62 

desire to extend our heritage need sacrifice his career or an avocation, nor need he 

neglect his gift as only a hobby.  He can meet the world and best it, and not be the 

loser.  In the end what appears to be such a sacrifice…will have been but a test.” 

And I love that. Because I believe, I really believe in that: that ideally we can 

have LDS actors who’re devoted as much to the Church and to themselves 

spiritually, as they are to their artwork.  And to, to becoming the best actor they 

can be.  And he says, and I believe too, that we can still meet the world and best 

it. (Bayles) 

As a professional LDS artist, Bayles reiterates his belief that, though LDS artists make 

choices in their personal lives to prioritize spiritual standards, they can still succeed.  

Bayles continued: 

It’ll be harder. I, I have no doubt.  You know, having my family, and choosing to 

live by the morals and standards I have – it’s killed my career. There’s no 

question.  There’s no question it killed it.  But there’s something more important. 

(Bayles) 

To some Packer’s words, and that actors like Bayles would follow them, seem a little 

askew, mainly because the LDS Church and its leaders seem to prioritize a spiritual 

standard over secular ideals; thus, they ask LDS actors to structure their lives so that they 

sacrifice prominent career choices if those choices run counter to LDS principles; 

however, though actors like Bayles admit that these choices probably damaged 

productive professional acting careers, Bayles is not at all bitter about his membership in 

the Church.  In fact, he sees it as a positive factor in his life; and he certainly isn’t the 
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only professional LDS actor to be outspoken about how membership in the LDS Church 

affects what roles he takes on.   

Jon Heder, best known for his role as Napoleon Dynamite, though not interviewed 

by me, responded to questions about being LDS and a professional actor in an interview 

for the online publication Vulture:  

I did get a lot of offers…of stuff that I’m not comfortable with. A lot of the 

projects just seemed too raunchy. Quite honestly, a lot of it was that: the raunch 

factor. I’ve never been interested in doing those kinds of projects.  Is being 

Mormon why you avoid raunchy material?  Absolutely it comes from how I was 

raised. It’s just kind of who I am. These are the standards I live by and whatever 

comes my way in the future, whether filmmaking or animation or whatever, I’m 

going to do my best to live by those standards. (Marsh) 

While Heder doesn’t discuss Packer’s words, the principle of valuing spiritual standards 

over secular success is evident.   

 Boyd Packer and Orson Whitney are not the only Church Leaders to speak about 

the arts, to influence LDS actors, and to encourage LDS actors to be their very best.  

About a year and a half after Packer spoke to youth, in July 1977 the Church published a 

speech by then President of the Church Spencer W. Kimball38 in the Church magazine 

                                                
38 Spencer W. Kimball. 1895-1985. Prophet and President of the LDS Church from 1973 until his 
death in 1985. He is perhaps most remembered for “one of the most significant changes” in 
modern LDS Church history. In June 1978 President Kimball announced to the Church and the 
world that now “Every faithful, worthy man in the Church may receive the holy priesthood…” 
and all worthy men and women could receive temple blessings “without regard for race or color” 
(Teachings…Kimball).  Prior to this time, men who were of black African decent were not 
ordained to the priesthood.  And both men and women who were of black African decent were 
not allowed to participate in temple endowment or sealing ordinances.  For more information, 
including African Americans and slaves that Joseph Smith ordained to the priesthood, see 
www.lds.org/topics/race-and-the-priesthood?lang=eng 
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Ensign.39  In this article, President Kimball recounts many of the great artists from music, 

art, literature, drama, who have had an impact with their beautiful voices and music, their 

genius, their great works, and their ideas.  His proposal to LDS artists simply asks the 

question:  

It has been said that many of the great artists were perverts or moral degenerates.  

In spite of their immorality they became great and celebrated artists.  What could 

be the result if discovery were made of equal talent (in people) who were clean 

and free from the vices, and thus entitled to revelations? (S. W. Kimball)   

Like Packer, though perhaps more so, President Kimball encourages spiritual as well as 

artistic excellence.  Where it might be said that Packer directly rebuked artists, Kimball, 

quoting Shaw, dared them to ask “Why not?” but always within the parameters of LDS 

principles and understanding. President Kimball continues: 

…Take a da Vinci or a Michelangelo or a Shakespeare and give him total 

knowledge of the plan of salvation of God and give him personal revelation and 

cleanse him, and then take a look at the statues he will carve and the murals he 

will paint and the masterpieces he will produce. (S. W. Kimball) 

 But, apart from esoteric philosophizing, do these leaders’ words have any impact 

or influence beyond the theatrically theoretical?  Speaking to BYU faculty and students 

                                                
39 Originally President Kimball’s speech was titled “Education for Eternity,” and was given as a 
devotional at Brigham Young University in September 1967; his words were later titled “The 
Gospel Vision of the Arts,” as editors of the Ensign truncated it for publication.  The main 
differences between the original speech and the article printed in the Ensign is length and an 
expansion of topic.  Where the article in the Ensign is for the main body of the Church and solely 
addresses the arts, in his speech at BYU President Kimball is aware that he is speaking to 
university students and faculty.  He also addresses topics on both the arts and the sciences, 
admonishing, in particular, the BYU faculty.  Though the speech text from BYU isn’t published, 
one can still listen to it online at https://speeches.byu.edu/talks/spencer-w-kimball_education-
eternity/ 
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in 2003, retired vocal artist and BYU music faculty member Lawrence Vincent recalled 

the “stirrings of a dream” to become a professional opera singer, when he spoke about the 

impact President Kimball’s article had on his life; however, pursuing a professional opera 

career would mean uprooting his small family from the security and peace of the life they 

built in the small town of Overton, Nevada, where he was teaching music (Vincent).  

Vincent recalled as he and his wife were deciding what to do: 

We…prayed fervently for guidance. One afternoon…I stopped at the post office 

to collect the mail.  The July 1977 issue of the Ensign had arrived.  I opened to the 

First Presidency message and read President Kimball’s life-changing words 

specifically addressing the arts: ‘Who of us has not sat spell-bound with Aida, Il 

Travatore, or others of the masterpieces of Verdi…?  Can there never be another 

Verdi or his superiors? …Our day, our time, our generation, should produce such, 

as we catch a total vision of our potential and dream dreams and see visions of the 

future.’ (Vincent) 

Though President Kimball’s words might look like a happy coincidence, for Lawrence 

Vincent and his wife, his words were an answer to prayer.  He remarks, “Can you 

imagine how we felt as the impact of this message penetrated our souls? It was as if the 

Lord had literally spoken to us.  We knew what had to be done” (Vincent, italics in 

original).  These words gave Vincent and his wife to make the move to get further 

training, become a professional opera singer, eventually tour Europe as a renowned opera 

star, and later become a vocal professor for Brigham Young University.  For this LDS 

performer, this was not a question of whether or not training was valuable; it was a 

question of whether or not professional training was right for them in their lives at that 
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time.  Again, like Packer, President Kimball clearly outlines a definition of excellent art 

with regard to LDS standards and principles, and in this instance, also helps a family 

balance essential spiritual priorities, such as family, with promising professional artistic 

career goals.  This, along with Bayles’ words answers the question:  Can an LDS artist be 

a da Vinci or Michelangelo or a Shakespeare?  

…but why not be a Michelangelo? And have that sort of spirit? …there’s a 

quote… ‘You can’t get from the artist what’s not in the man.’ …so why not, if we 

have in the man this sort of spiritual depth and understanding, and a person who 

has that sort of talent that we can…have our Shakespeares, our Miltons, our 

whatever, as President Kimball talked about. (Bayles) 

This idea of “Why not?” asked by President Kimball, originally asked by Shaw, has 

driven many passionate LDS actors to seek further training.  But then when LDS actors 

do seek further training, how do they do it, and what does it look like?  And how do those 

methods impact their careers, and then in turn, how do those careers in turn influence 

their faith? 

 

Methods and Adaptations 

Not surprisingly, several of the narrators discussed relying heavily on a 

Stanislavski-based approach.  More and more it became clear that these professional LDS 

actors used various methods and procedures to create a role.  Stanislavski, Grotowski, 

Meisner, and Uta Hagen are all methods frequently discussed and mentioned; while 

Brecht, Michael Shurtleff, and Declan Donnellan are other methods stated less often 

(Bayles, Daveline, Gardner, Heiner, Robinson).  One narrator did not espouse using any 
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popular acting methods; instead he championed a more script analysis-type approach, 

where student-actors learn to read and analyze scripts and interpret dramatic literature 

(Metten).  While no single method rose to the surface as the one all LDS actors espouse 

and use, several actors mentioned being influenced by BYU instructors, and they all 

mentioned similar principles and vocabulary, such as the purpose of theatre, portraying 

truth on stage, and utilizing the Holy Ghost in their work.  

Yet, the question remains: what adaptations do LDS actors make to modern acting 

methods?  Someone whose ideas were influential to several LDS actors was David 

Warner (Bayles, Daveline, Gardner, Robinson).  Previously on the faculty at BYU, 

Warner later worked with the Church as director of the Music and Cultural Arts 

Department when Church leadership needed someone to head up writing, rewriting, and 

production of new scripts (Robinson).  Dallyn Bayles, Joy Gardner, and Adam Daveline 

all worked with Warner directly on Savior of the World, and Ray Robinson worked with 

Warner as part of the collaborative team on Savior of the World, the Nauvoo Pageant, the 

British Pageant, and (according to Robinson) other projects.  Robinson then followed 

Warner as director of the Music and Cultural Arts Department of the Church.  It is 

possible that the other three actors worked with Warner on other projects, but they did not 

mention them.  Unfortunately, Warner could not be reached for an interview, but some of 

his ideas felt significant enough to address briefly here. 

Each of these actors spoke highly of Warner, but each had their own interpretation 

about what his method was and how to apply it.  Daveline called him Brechtian, while 

Gardner attributed Warner’s methods to creating a safe space, and Bayles called his 

method “spiritual acting” or “church acting” (Bayles, Daveline, Gardner).  Robinson was 
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the only one who really categorized it the way Warner might have viewed it, as based on 

Grotowski.  According to Robinson and Daveline, much of Warner’s acting philosophy is 

contained in his dissertation, titled “The Ethical Thought of Jerzy Grotowski as 

Illuminated by Martin Buber,” demonstrating that his philosophies are clearly Grotowski-

based, but read through the lens of Jewish philosopher Martin Buber.40  Using Buber as a 

lens, Warner turns Grotowski’s ideas such as “the total act” or “the encounter of actor 

and audience” into LDS-esque notions, discussing actors’ relationships with the audience 

and how an actor can truly give herself over completely to a role (Warner 163).  Though 

his dissertation does not discuss LDS theology or ideas, actors who worked with Warner 

received his ideas through an LDS lens; their impressions of his philosophy were that, 

when he adapted Grotowski in practice, it was through his LDS idea of what Grotowski 

should be; his practices were his adaptations of Grotowski.   

For example, Warner states in his dissertation, “When a play is a meeting of 

people, when the actors do not merely present fiction but wholly engage in the real life 

activity of putting on a play – and sacrificing themselves to do it – the spectators 

experience an invitation to do the same” (Warner 164). Warner comments here on 

                                                
40 Jerzy Grotowski (1933-1999) was a Polish director and theatre artist.  He founded the Polish 
Laboratory Theatre and in 1970 published Towards a Poor Theatre.  He has been ranked 
alongside Stanislavski, Meyerhold, and Brecht, and studied Stanislavski’s and Meyerhold’s 
methods in Russia after graduating from the State Theatre School in Cracow. Among other 
things, he is also known for spiritual, mystical, or sacred theatre – both in theme and in creation. 
(Gussow) 

Martin Buber (1978-1965) was born in Austria and raised by his grandparents.  As a 
Jewish philosopher Buber is best-known for his interpersonal communication and religious 
philosophies.  He wrote a book titled I and Thou, detailing how individuals can intimately relate 
to God by personally relating to others as opposed to objectifying others and themselves (Special 
to the New York Times).  As a religious philosophy, one can see why Buber would be an 
attractive lens for Warner’s acting philosophy.  Buber’s ideas that people can have a relationship 
with God through their relationships with others directly parallels LDS teachings in the Book of 
Mormon and New Testament.  See Matthew 25:40 in the New Testament and Mosiah 2:17-18 in 
the Book of Mormon. 
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Grotowski’s philosophy of “the total act” and how this works for both the audience and 

the actor; it goes beyond the element of catharsis, so to speak.  This is not an LDS idea: 

the actor entrusting her whole self to the work, which in turn invites the audience to listen 

and engage fully and make life changes; however, this idea is turned into LDS language 

when Gardner states how she viewed Warner’s influence on her work: 

…(Warner is) the one that taught me…in terms of doing worthy work, that one 

has to be living in such a way that the actors have to be honoring their covenants.  

Because, if we want to, if I want to really do God’s will, because God knows the 

audience, He knows exactly the people that are coming, and the message they 

need to hear. (Gardner) 

Gardner, as an LDS actor, clearly views her connection, even her responsibility as 

an actor to the audience through a faith-based lens.  This is something she felt 

emphasized by Warner – that how she lived her life had an influence on her audience: a 

Grotowskian notion with an LDS twist.  So while Warner, philosophically speaking, 

might be termed “Grotowskian,” in practice he adapted and filtered Grotowski through 

his LDS beliefs and principles.  And this LDS filtering is what Warner taught to his 

student-actors in practice. 

Still, for Robinson, while Warner has had an influence on writing and production 

in the LDS Church, that does not signify a particular LDS acting method or LDS way of 

acting.  At least the method they use, i.e. Warner’s method, is not the LDS way of acting.  

In my interview with Robinson, he indicated:  

…(his dissertation is) a pretty good articulation…and David’s particular reading 

of Grotowski has had a significant foundational influence on the acting that we do 
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(here at the Music and Cultural Arts Department of the Church).  So, I should say 

that what I’m describing, or what you’re reading about is, shouldn’t be 

generalized necessarily to things that you see on LDS film, or other things, except 

as…a contagion.  That some actors might have worked with us, and are also in 

some films…so is there an LDS way of acting?  Maybe.  But, I wouldn’t presume 

to say, ‘This is it.’ Except this is the way we’ve tried to work in the Nauvoo and 

British Pageants, the Mexico City Pageant, the Boy Scout Celebration, the Savior 

of the World, and a few other little productions that we’ve done here and there. 

(Robinson)   

Though Robinson indicates Warner and his methods are currently in use in the 

productions of the Music and Cultural Arts Department of the Church, he is careful to 

point out that they do not set themselves up as an example for all LDS actors.  Robinson 

himself, having participated with Warner in Church productions, reiterates that LDS 

actors do not adhere to one particular popularized or created acting method.  In fact, he 

calls what they do “philosophy of practice rather than of determination” (Robinson).  

This is an important observation.  Though LDS actors do not gravitate toward one 

method, LDS actors do adapt popular acting methods because of similar LDS principles 

and vocabulary they all share.  This is borne out through the ways in which these actors 

speak about their acting experiences, as well as the acting experiences themselves. 

Warner is not the only common denominator among these LDS actors.  Barta 

Heiner was also very influential among many LDS actors; and while Warner was 

adapting Grotowski, Heiner was adapting Stanislavski.  One might argue that 

Stanislavski rose to the surface for LDS actors simply because BYU seems to have a 
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strong Stanislavski- and Uta Hagen-based acting program41 – something inherited from 

the many years of Barta Heiner’s foundational teachings and leadership as the creator of 

the BFA acting program; however, though Heiner built a strong Stanislavski foundation, 

when asked, she categorizes her method as “a combination of method and technique,” in 

such a way that the technique assists an actor on a bad day when she is struggling to 

connect (Heiner, Personal Interview).  For Heiner, like Warner, her acting theory and her 

technique brings in LDS theology. Heiner states: 

…in the pre-existence we are in this – we have this amazing love.  We have this 

amazing love surrounding us…when we come here we don’t know (or) have that 

knowledge anymore, but in some ways I feel that we realize there’s something 

missing, that there’s a vacuum. That there’s something missing in your life in 

some way.  And some people find it through power, through sex, through money, 

through, you know, some people find it through good works…that’s how I look at 

the characters to begin with…that they are a child of God, and what is it about 

their life that has created them the way they are? (Heiner, Personal Interview) 

Discussions of LDS concepts of the “pre-existence,” and being a “child of God” are 

standard fare in any LDS Sunday worship service; but when Heiner couples these ideas 

                                                
41 Constantin Stanislavski (1863-1938) was a Russian actor who co-founded the Moscow Art 
Theatre with Vladimir Nemirovich-Danchenko and developed his famous “system” of acting.  
This system centered on “psychological exercises and techniques through which the actor could 
bring forth from his subconscious proper emotional responses.”  He is credited with terms such as 
the “magic If,” and “emotion memory” (or affective memory or emotional recall), as well as 
being the first to begin the modern acting method movement in the twentieth century.  For more 
information see Leiter 22.  Uta Hagen (1919-2004) was a German-born actor who worked in 
Manhattan, and originated the role of Martha in Who’s Afraid of Virginia Woolf?  Creating her 
own method, she wrote Respect for Acting, wherein presents nine questions every actor should be 
asking in order to understand character. (Hagen, Robert Simonson)  Many actors use Hagen’s 
nine questions in addition to Stanislavki’s system. 
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with acting objectives and emotional memory and tactics she not only bridges a gap for 

LDS actors to grasp meanings in Stanislavski and other acting methods, she also 

demonstrates the ways in which LDS actors adapt or filter those methods because of their 

theology. In a Brigham Young University Forum in 2008, Heiner further spoke about 

acting and the theories of acting to the general BYU student body:   

In speaking to my students about acting, or creating a believable character in a 

play, I explain that what a character wants in each act or scene is called an 

objective… In explaining my theory about acting, about character objectives, or 

people’s needs and wants here, at this religious institution, I sometimes speak of a 

pre-mortal existence.  I feel that in this pre-mortal existence we enjoyed the all-

encompassing love of a Father in Heaven or a Supreme Being.  And then we 

come to this earth and our memory is erased, but I believe that the longing for that 

love is still there.  That love is incomprehensible, unattainable in this earthly state.  

Yet we want to feel it, to sense it again…(characters and people) search for it in 

many ways, trying to fill the vacuum.  Some choose power, fame, drugs, lust, or 

other forms of gratification.  (Heiner, Counterfeits: A Mess of Pottage) 

Again, filtered through an LDS lens created by her faith-based principles, theology, and 

vocabulary, as an LDS actor, director and teacher, Heiner demonstrates how she adapts 

Stanislavski’s idea of objectives and delivers her adaptation to her students.42  Heiner’s 

                                                
42 Viewed from afar, the blend of actors and creative teams between BYU and LDS Church 
productions creates new generations of actors and influences those actors’ methods and beliefs.  
Heiner speaks of several productions where she functioned as acting, dialogue, and/or dialect 
coach, and then also played a small role in the production: the perfect setup for mentoring 
upcoming generations of LDS actors.  Still, it is a unique situation in which the LDS Church, 
BYU, and LDS actors find themselves.  BYU theatre faculty are hired to assist as acting and 
dialect coaches, and sometimes even as actors themselves on Church productions, placing them in 
positions of mentorship; and yet, if BYU is Stanislavski-based, then wouldn’t official Church 
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specific discussion of a pre-existence, or a pre-mortal life as the foundational beginning 

for all characters and all people is also a foundational beginning for not judging a 

character – a basic idea that many actors found useful for portraying difficult characters. 

For LDS actors who adhere to strict religious beliefs, this kind of personal technique, 

starting from what actors already believe, can help actors not judge a character and also 

find what many categorized as a “universal truth” in their character’s portrayal, 

particularly with the most difficult of characters.  Dallyn Bayles spoke about portraying 

the role of John Wilkes Booth in the musical Assassins, music and lyrics by Stephen 

Sondheim with book by John Weidman, a character that simply believed differently from 

him, and what he faced in faithfully portraying similar roles while still being true to his 

own faith and beliefs.  

I guess it just kinda comes down to…it’s hard to just be a perfect judge and just 

classify everybody as evil and others as good…but there’s always a truth in there 

that we’re searching for.  We’re all searching for happiness.  We’re all searching 

for that thing that’s good…nobody’s purely evil…They have desires that are good 

and righteous, but they, they go down a path. They start making decisions, little 

by little that led them down a darker path and a darker way of trying to get that. 

(Bayles) 

                                                                                                                                            
productions also work from that same method, since BYU acts somewhat as a feeder into Church 
productions?  Warner proves that this does not seem to be the case.  Further, Robinson indicates 
that the Church does not dictate or oversee the type of method or acting they do in Church 
productions.  Church leaders only ask that they “be good” (Robinson).  What that means, then, is 
up for artistic debate.  Thus, similar to Warner, Heiner’s influence as a mentor is foundational and 
far-reaching.  Creating the BFA acting program at BYU, and also having the opportunity to 
interact with and mentor actors directly through Church productions and films, Heiner has guided 
many LDS actors and theatre artists ranging from the famous and the successful, such as Aaron 
Eckhart and Mireille Enos, to the not-so-famous but equally hard-working, such as myself 
(Heiner, Personal Interview). 
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This kind of weaving of both method and theology helps LDS actors to connect very 

stringent values and standards with characters that do not share those values and 

standards.  Though Heiner directly links her acting methods and adaptations to the LDS 

principle of pre-existence, and Bayles uses words such as “good” and “righteous” that are 

more general in nature, both actors’ adaptations are similar.  Heiner and Bayles recognize 

the importance of a character’s choices and desires and how those choices and desires 

factor into a character’s objectives and obstacles when faithfully portraying a character – 

ideas common enough in the theatrical community; but in LDS Church culture, where 

situations in life can be portrayed regularly as either good or evil, not judging a character 

can often be a difficult undertaking.  Thus, perhaps the key to portraying difficult 

characters is recognizing, as Bayles does – using his theatrical training – that “nobody’s 

purely evil” or as LDS actor Corbin Allred puts it in an online interview “I’m always the 

good guy…” (Baugher, Bayles).  

 These are instances where LDS actors use their LDS beliefs to bolster and support 

acting methods and good theatrical practice, and which are evidence that the absence of 

the anti-theatrical prejudice perspective in LDS theology remains.  Especially in the LDS 

faith where commandments or tenets can seem rigid, these kinds of ideas can seem like a 

breath of fresh air supporting the theatre artist in not judging a character and even 

bringing love into every character. 

In a wider scope, this only seems to confirm the idea that there is not one common 

acting method used or promoted by LDS actors or the LDS Church.  LDS actors, like all 

other actors, use whatever is helpful to get the job done.  New York actor, BYU graduate, 

co-founder of MOD Theatre Company, and member of the LDS Church Adam Daveline 
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actively promotes this idea.  Admitting that he draws on Stanislavski’s ideas, he 

categorizes himself as more Brechtian than anything.43  When speaking about using 

different methods he says,  

If it works, do it. I’m not a proponent of saying ‘You have (emphasis added) to do 

this Stanislavski, or Meisner, or Strasberg, or all these things.’ I think what works 

for you, works for you.  And to be honest, I use all of it.  I would say specifically, 

that if I had to categorize what I do, I would say that my approach to preparing 

roles…is like primarily a hybrid between Brecht and Stanislavski, and with a little 

bit of Uta Hagen thrown in there. (Daveline) 

When preparing for productions for the MOD Theatre Company, Daveline specifically 

outlined Brechtian ideas that surround their writing and directing strategies, e.g. naming 

scenes; but even Daveline admits he isn’t completely Brechtian.  Even his Brecht is 

filtered through an LDS lens.  At some points he wants the audience “to be swept up in 

the…emotion…and the action of the play;” he wants to be able to control and stop the 

action – reminding the audience that they are watching a play and that there are lessons to 

be learned (Daveline).  And for Daveline there is always some universal truth to be 

taught, in every story, in every character, in every moment.  And these truths are truths 

“that are true, no matter what…things that are true no matter what” (Daveline).  While 

                                                
43 Bertolt Brecht (1898-1956) a German-born playwright and dramatist whose books and plays 
were banned throughout Nazi Germany.  A few of his well-known plays are The Threepenny 
Opera (1924), Mother Courage and Her Children (1939), and Galileo (1947).  Exiled from 
Germany during World War II, Brecht eventually made his way to America.  During this period 
of exile he was perhaps most productive as a playwright; however, after making his way back to 
Europe in 1948 Brecht solidified his ideas about theatre as a model of instruction.  Then, during 
post-exile he became most productive as a director and had further impact on the theatrical 
community.  He had opportunity to fine-tune new theatrical concepts such as verfremdungseffekt 
(“alienation effect”).  For more information see Leiter.  
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this idea is not solely an LDS idea, Daveline’s methods might not seem very “LDS-

esque,” or at least his ideas are not directly stated in LDS theology; however, this 

underlying idea of truth guided almost all the actors I interviewed; and the idea of 

absolute truth is an LDS notion.  Still, Daveline views this idea as Brechtian, and states it 

was an idea influenced by Warner, that “actors (need) to have a full picture of what 

they’re trying to teach or change in their audience” and that they need to be “agents of 

social change.” (Daveline).  While things can get a little sticky, considering that Warner 

adapted Grotowski, but Daveline categorizes Warner as Brechtian.  It is just this kind of 

ambivalence that makes the LDS filters stand out.   

Some of these methods or ideas I am calling adaptations might seem routine or 

standard fare for theatre artists; and yet, the addition of theological principles and 

vocabulary makes it anything but routine.  It is the demonstration of how LDS actors 

speak about their acting experiences and their experiences in general, illustrating not only 

the adaptations LDS actors make in their methods, but also the choices professional LDS 

actors are willing or are not willing to make. LDS actors who are part of a shared 

theological group adapt acting methods in a similar way.  On some level, this is what 

every actor and director does: filter an idea through his or her own personal beliefs, 

experiences, and philosophies.  Still, this goes to the heart of the matter – that Warner, as 

an LDS actor and director, filtered Grotowski in a very specific way.  Heiner, as an LDS 

actor, director, and teacher, filtered Stanislavski in a very specific way; however, while 

there is not a common acting method among LDS actors, nor is there one way of acting 

that is the LDS method, there are common vocabularies and similar principles that 

emerge, regardless of the method LDS actors use.   
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In short, it doesn’t matter what method LDS actors are using.  Most champion 

using any method, or some, like Metten, champion using no popular method.  In reality 

this intentionally diverse approach is perhaps more supported by Christian ideals than my 

previous thought that one common acting method would present itself.  In fact Robinson 

stated in his interview,  

…in my understanding of Jesus Christ’s teachings, it’s that He was willing to do 

whatever it took at the moment of teaching to get the teaching done.  And so in 

some cases, it was a parable taught quietly and simply, in some cases it was 

vigorous and one might say violent, and in some cases it was just sitting there, 

drawing in the sand…that is terribly inconsistent!  What’s wrong with Jesus’ 

methodology! (Robinson) 

If it seems these LDS actors’ adaptations are abstract or varied, Heiner tries to make it 

more concrete. Some people will say, “Oh, objectives aren’t important.”  Her response, 

however, exposes the connections among Stanislavski, real life, and Christianity from an 

LDS perspective.  She states, “But we use ‘em (objectives) all the time in real life…Even 

Christ had an objective…otherwise he wouldn’t have gone through everything he did” 

(Heiner, Personal Interview).  This begins to reveal how deep the foundation of Mormon 

theology can run for LDS actors.  When Jesus is given as a reason for how LDS actors 

view methodology, as opposed to answers like “it creates better acting or more sincere 

characters” something else is occurring for LDS actors.  Members of the LDS Church 

consider themselves followers of Christ in every respect, and that includes acting 

methods.  Robinson continues:   
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But the methodology is…is always changing based on who…the audience is, 

who’s the learner at the time…We treat each other in Christ-like ways; we regard 

each other in Christian ways, and that – and then with that foundation we keep 

pulling from the best, from the best philosophical approaches to acting…to draw 

out a performance that’s primary function is to, is to help the audience get a true 

sense of the joy of living the Gospel. (Robinson) 

Early president of the Church, John Taylor, recounts an incident in the life of Joseph 

Smith where a member of the legislature visited and asked how he could govern the 

people so easily.44 Smith’s response was that it was very easy: “I teach them correct 

principles, and let them govern themselves” (Teachings Joseph Smith 284).  When LDS 

actors adapt acting processes, they begin with a common theological foundation, as 

opposed to beginning with the method.  Adaptations and principles of LDS actors reveal 

themselves through common vocabulary, the way they discuss their acting; some of this 

even sounds standard to the theatre community or other religions, but this language has 

specific meaning within the LDS religion and culture; therefore, when LDS actors talk 

about their acting they first reference the base of their LDS values.  Additionally, LDS 

actors personally apply this vocabulary and these principles in a theatrical setting just as 

they might the theatrical vocabulary of Stanislavski or Grotowski.  The way LDS actors 

speak about their acting, specifically in a religious context, mirrors well-known theatrical 

ideas and concepts, but LDS actors, while they are familiar with and use these acting 

methods themselves, still view their process through an LDS filter.   

                                                
44 John Taylor (1808-1887) was an Englishman who was third President of the Church of Jesus 
Christ of Latter-day Saints.  He was one of only two surviving witnesses of the martyrdom of 
Joseph Smith, and led the Church from 1877 until his death in 1887 (Teachings John Taylor x, 
xvii).   
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CHAPTER 4 

LDS ACTING PRINCIPLES IN THE TWENTY-FIRST CENTURY   

In the twenty-first century, as LDS actors navigate vocabulary and language 

common to both the theatre world and LDS culture, it becomes evident that one of the 

difficulties for LDS actors is how to choose between personal theological morals and 

becoming a successful, professional actor.  An ingrained culture of beliefs and 

vocabulary affects the process and adaptations of LDS actors. These ideas can sometimes 

live in the abstract, but the danger, of course, is that the vocabulary conjures generalized 

images not specific to LDS artists, or even theatrical culture, and which are not congruent 

with the vocabulary and definitions understood by LDS actors.45 Hopefully, examples 

and situations from the interviews and other LDS actors’ experiences help alleviate this 

confusion.  This chapter deals with some of the principles and choices LDS actors make, 

specifically with regard to vocabulary, and explains the bridges in the patois occurring 

between LDS actors and the theatrical community. 

 

 
                                                
45 It is not lost on me that responding to the actors’ language brings up several rhetorical and 
philosophical questions scholars such as Roland Barthes and Jacques Lacan have circled around 
for decades.  It is not my desire to make an already abstract argument surrounding religion and 
theatre even more so by bringing into it more abstract concepts such as language, signs, signifiers, 
and the power structure which exists within a culture as a result of one’s language – this is not the 
purpose of my study; however, it is important to point out that language, as Ann Norton states, “is 
not a neutral medium” (Norton 15).  Language cannot be used passively in the expectation that 
sides (cultural, political, or otherwise) will not be drawn.  Channeling Barthes, Norton continues, 
“…the sign comprises both signified and signifier and that the signifier is not simply the vessel, 
but the maker, of meaning” (Norton 15).  The fact that LDS actors speak in these terms, in 
opposition or complementary to the theatrical community, creates the meaning for these terms; 
and I would argue that it places a large amount of responsibility onto LDS actors, a larger amount 
than some of them know, want, or understand, to communicate effectively what they believe.  It 
is my belief that many LDS actors would much rather just get along with or be the same as other 
actors in the theatrical community as opposed to being or thinking differently than other actors. 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

80 

The Purpose of Theatre: Aiding the Pulpit 

 The purpose of theatre is a question many theatre artists have explored throughout 

the ages.  The answers and explanations vary.  When discussing the purpose of theatre for 

many LDS actors, almost all of them talked about acting in terms using theatre to teach 

and instruct; while this is not an unusual response for theatre artists, LDS or non-LDS, 

most LDS actors I spoke with, as well as other LDS actors outside these interviews, 

frame this purpose within a particular LDS context.  They use words such as “service,” 

“glorifying God or building God’s Kingdom,” or “communicating truth” in order to 

define the purpose of theatre and their role within this purpose.  Though there are some 

differences in LDS actors’ understanding of even the LDS concept of truth, underlying 

principles, which influence their acting choices, are woven together with a common 

vocabulary of both LDS and theatrical language. 

 Of course, Brigham Young was the first Latter-day Saint on record (perhaps even 

the first LDS actor) to pontificate on the purpose of theatre.  Recalling his statement,  

Upon the stage of a theatre can be represented in character evil and its 

consequences, good and its happy results and rewards; the weakness and the 

follies of man, the magnanimity of virtue and the greatness of truth.  The stage 

can be made to aid the pulpit in impressing upon the minds of a community an 

enlightened sense of a virtuous life, also a proper horror of the enormity of sin and 

a just dread of its consequences. (B. Young) 

From Brigham Young’s perspective, the purpose of theatre was to teach the masses; but 

in his words is a specific kind of teaching that occurs on stage, meaning what is presented 

on the stage can “aid the pulpit.”  This kind of teaching doesn’t deviate from or question 
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what is taught in church on Sunday.  From Young’s perspective, the stage is ancillary to 

church meetings.  Again, the rest of his statement is applicable:  

Can we not even make the stage of a theatre the platform upon which to exhibit 

truth in all its simple beauty? And sift out from the theatrical lore of ages the chaff 

and folly that has encumbered it? And preserve and profit by that which is truly 

good and great? This, however, is not the work of a day or a year; but, as the chaff 

is protective to wheat in a pile, so the true lore of ages is concealed and preserved 

in the chaff pile of folly and nonsense, until the Saints of the Most High cause a 

separation. (B. Young) 

Using the Biblical analogy of chaff and wheat and applying it to theatrical productions, 

Brigham Young indicates that he is taking the long view of the purpose of theatre, 

believing that ultimately he was creating a culture of LDS actors and theatre artists who 

understood and prized what he understood and prized as truth.  In the long run Young 

believed that displaying truthful productions, from an LDS perspective, would be more 

beneficial for the LDS community.  Thus, communicating and teaching truth as a 

pinnacle resolve stems from LDS actors’ pioneer heritage.  Further, when LDS actors talk 

about communicating truth, they refer to a specific idea of what “truth” means.   

As mentioned in the previous chapter, Daveline stated that these truths “are true, 

no matter what…[T]hings…that are true” (Daveline).  Though in some circles “truth” 

might take on many meanings for many people and still be acceptable as “truth,” in LDS 

doctrine the meaning of truth is very clear.  When LDS actors talk about communicating 

truth through theatre, they are talking about ideas found in the teachings of Jesus Christ, 

and the LDS teachings of Jesus Christ.  Christian ideas of truth: feed the poor, do good to 
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others, treat others the way you would like to be treated, etc.  Some of these ideas become 

very philosophical in nature, which might be why they work so well with any sort of 

acting method.  References in LDS scripture state: 

For the word of the Lord is truth, and whatsoever is truth is light, and whatsoever 

is light is Spirit, even the Spirit of Jesus Christ…And truth is knowledge of things 

as they are, and as they were, and as they are to come; …The Spirit of truth is of 

God…He that keepeth his commandments receiveth truth and light, until he is 

glorified in truth and knoweth all things. (Doctrine and Covenants 84:45; 93:24, 

26, 28) 

This definition of truth gives LDS actors the flexibility and agency to choose what acting 

method works best for them without prejudging a process or attitude about training on a 

religious basis.  The logical step from truth to light, and from light to Spirit, which is the 

Spirit of Jesus Christ, and additionally defining truth simply as “knowledge of things as 

they are, and as they were, and as they are to come” arms LDS actors with an 

understanding of what to look for when reading scripts.  Then the litmus test comes when 

an individual keeps the commandments.  This key to truth becomes a key to 

understanding scripts, understanding characters, and, as Brigham Young indicated, 

“representing evil and its consequences, good and its happy results and rewards…”  

Furthermore, when speaking of truth, Brigham Young and LDS actors, in effect, shift the 

centuries-old debate over mimesis by theatrical scholars because of the LDS Church’s 

surety of what is and is not truth. LDS actors can then continue to bypass the anti-

theatrical argument, which accompanies the idea that actors are hypocrites or liars.   
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Historically speaking, the West’s full embrace of Platonic thought positions the 

theatre as an art form and mode of representation irrevocably linked to an artistic 

betrayal of truth; thus, the actor is viewed as one who falsifies realities, who 

embodies fiction, if not one who is at heart a bald-faced liar.  (Nascimento 58) 

These ideas are simply not part of LDS culture – at least theologically speaking. Still, in 

the twenty-first century, not being tied to an anti-theatrical prejudice is a big benefit to 

LDS theatre and LDS Church culture in general; but accepting this definition of truth can 

still be difficult, because it is so narrow and tied to the teachings of Jesus Christ. 46  

Nascimento continues, “The acknowledgment that acting is the artistic embodiment of 

someone else’s experiences calls into question the notion of cultural appropriation 

whenever extensive training is involved” (Nascimento 56).  Thus, the narrow perspective 

of LDS beliefs and culture cannot help but influence how LDS actors think and respond 

to scripts, characters, and productions.  Does that mean that LDS actors can never be 

“good actors”, because they can never embody another person’s experiences which are 

dramatically different? 

According to the LDS definition of truth, the answer would be “No;” but this 

presents what Mormon and literary scholar Terryl Givens calls a paradox within LDS 

philosophy.  According to Givens, Mormon art and literature reveal “uneasiness” with 

their current marginalized position away from mainstream Christianity.  He argues 

“Mormons insist on the need for a gospel restoration, but then feel the sting of being 
                                                
46 Because mainstream Christianity nullifies the LDS perspective of Christ, not accepting the 
LDS Church’s characterization of Jesus Christ and the godhead, even many Christians find this 
definition of truth problematic.  For more information on this see: Mohler, “Is Mormonism 
Christian?”  Still, members of the LDS Church claim to be Christian in every sense of the word; 
however, regardless of whether or not an individual accepts the LDS Church’s definition of truth 
based on their Christianity, it stands that the LDS faith accepts a standard, absolute definition of 
truth from which it does not deviate. 
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excluded from the fold of Christendom they have just dismissed as irredeemably 

apostate” (Givens, People of Paradox 183).  For LDS actors who must embody others’ 

experiences and tell other people’s stories, they are in the center of this paradox.  As a 

result, performance for LDS actors hinges on what is and what is not absolute truth; 

regardless of what the definition of LDS truth is, what it does not allow for is an idea to 

be accurate one moment and then false the next. Neither can truth be authentic for one 

person but incorrect for another.  “Truth is independent in that sphere in which God has 

placed it…” (Doctrine and Covenants 93:30)  Thus, LDS actors can rely on God who 

declares and reveals ultimate truth, while becoming instruments as they convey God’s 

truth to audiences.  Along these lines, Bayles further expressed: 

I’m going to use the word ‘teach’ but – teach that truth – because, you know, 

really what is theatre? …it has to be something that helps to uplift and instruct 

and…that is inspiring…that leaves them…the audience – better than they were.  

And not that we’ve got to be teaching Gospel Truths, but there’s still got to be 

truth in there, that you have to be able to connect real truth. And for me those 

truths have to be centered in the Gospel of Jesus Christ. (Bayles)  

Directly stating that any production he participates in must contain “real” truths “centered 

in…Jesus Christ,” Bayles reiterates his adherence to LDS teachings – a bold statement 

for an actor who knows, to some extent, that being choosy about roles doesn’t help his 

career.   

This idea of teaching truth on stage is not unique to Bayles.  It is an idea conveyed 

throughout Church productions.  In the pageants and other Church productions actors are 

encouraged to testify of Christ through the characters they portray; but emphasis isn’t 
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given on vocal or movement training to reproduce a character or even tell a good story.  

Instead, emphasis is focused on the actor internalizing the story and experiences of the 

gospel narrative, of the character they portray, and making the character’s experience the 

actor’s experience.  Hence, similar to church meetings where one member cannot judge 

another member’s level of commitment to following Jesus Christ, following this direction 

LDS actors also abstain from judging a fellow actor’s performance on stage.  If an actor 

is performing their testimony and understanding of Christ on stage and they are sincere, 

how can a fellow member judge that?  Illustrating this concept of LDS truth, Robinson 

refers to both professional and amateur actors who work or volunteer in Church 

productions.  He states: 

Where we might say, ‘Part of good acting is not making my performance 

dependent on yours.  I’ll respond to whatever, and whoever you are in this 

moment.’  If I start demanding a specific kind of performance out of you as a, as 

an acting partner, I’ve already lost it…We’re not responding to something that 

ought to be, we’re responding to what is (emphasis added). (Robinson) 

While this is a simple theatrical arrangement of the LDS definition of truth, it 

demonstrates the underlying principles LDS artists retain.  Robinson continues to discuss 

the importance of this element when working with amateur actors.  He indicates that in 

productions such as the Nauvoo Pageant amateur actors are not trained to understand the 

nuances of theatrical vocabulary and movement; so instead of taking time to train them, 

those at the Music and Cultural Arts Department work with these volunteer actors’ 

existing vocabulary and current knowledge, which is LDS-based, in order to help them 

understand the script and stage movement.  From Robinson’s perspective, this brings out 
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a more “authentic” performance from these actors.  With the professional actors, he 

suggests they are able to intertwine more acting theory, methods, and language in their 

performances while still relating to each other on a Latter-day Saints level.  He further 

states, “’Cause the principles of good acting, in any school of which I’m aware, and the 

principles of Christian living, work towards what’s essentially the same goal, which is a, 

which is an authentic, complete performance with integrity” (Robinson).  Robinson’s 

perspective, working with both amateur and professional actors, using their LDS 

principles as a foundational aid in accessing an authentic performance becomes evidence 

of these concepts.  When working with amateur actors, they start with existing 

vocabulary and principles, specifically LDS beliefs and principles, and then build from 

there.  For some of the actors participating in these shows, they might never arrive at a 

place where they are using theatrical vocabulary. 

Bayles and other LDS actors feel very passionate about the importance of 

communicating truth through acting.  Bayles, in particular, believes that the very pinnacle 

of theatrical performance is one in which the Gospel of Jesus Christ is conveyed, either 

directly or indirectly.  He further stated,  

We can teach these wonderful, kind of general human truths of kindness, and 

treating others well, and love and all that good stuff here, but…unless you can 

break through, and you can teach the Gospel with great power and directness…it 

never gets beyond just slightly inspirational (Bayles). 

Here Bayles makes a distinction between the LDS definition of truth and other “general 

human truths” – a distinction that may or may not be contained simply within how LDS 

actors treat the concepts; but Bayles seems to imply something further – “great power and 
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directness.” In LDS doctrine, the Holy Spirit is described as a warm, peaceful feeling, or 

it can come as an enlightening thought to the mind, but rarely does it come as a loud or 

angry feeling.47  From Daveline’s perspective, it is exactly those “wonderful, kind of 

general human truths” that portray truths centered in Jesus Christ and consequently touch 

the hearts of audiences.  Often functioning as both an artistic director and an actor, 

Daveline talks about presenting truth in an artistic setting and letting the Spirit do the rest. 

In his MOD Theatre Company, since they write their own scripts based on classic 

literature, they often have complete control over how they present ideas, characters, and 

stories in a production. He states:   

…again, these universal truths, and these universal ideas that the Spirit can bear 

witness of, that when I present something, if I present something (on stage) as just 

stripped down, and as simply true as it can be, whether as an actor or as a director, 

the, the simpler and truer, if that’s possible to say, it can be, the more the Spirit 

can bear witness and testify of that. 

Daveline advocates teaching “universal ideas,” where Bayles seems to want to more 

directly teach “Gospel truths;” but both are looking for that “great power and directness” 

to touch the hearts of audiences that Bayles talks about.  Still, Daveline proposes that the 

Spirit, or the Holy Spirit as it is sometimes called, can bear witness of simple truths with 

which anyone can connect.  This is congruent with another element in LDS doctrine, the 

idea that the Holy Spirit bears witness of truth.48 In this manner, Daveline’s stage is truly 

                                                
47 This is based upon several scriptures, but most notably one found in the New Testament, 
Galatians 5:22-23, which reads, “But the fruit of the spirit is love, joy, peace, longsuffering, 
gentleness, goodness, faith, (m)eekness, temperance: against such there is no law.” 
48 This idea is cogently delivered in a book of LDS scripture, The Book of Mormon, specifically 
Moroni 10:5, “And by the power of the Holy Ghost ye may know the truth of all things” (Smith).  
In the LDS faith, different from other Christian faiths, God, Jesus Christ, and the Holy Spirit are 
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an extension of Brigham Young’s pulpit, i.e. that Holy Spirit expressing warm, 

confirming feelings to members of a congregation about what is right or about basic 

points of doctrine is the same Holy Spirit Daveline hopes is present in his theatre 

confirming the truthfulness of humanitarian and Christian themes such as “feed the 

poor.”  The result then is that Bayles and Daveline intersect vocabulary and ideas.  

According to Daveline, the purpose for wanting to present truth is so the Holy Spirit 

bears witness to an audience and improves and changes it. 

…then people will change and people will be better and people’s lives will 

improve, because the Spirit will testify to them…and help them understand the 

things that they need to change… (Daveline) 

To hear Bayles and Daveline talk, one might think these productions look more like a 

Pentecostal revival or an evangelical Christian concert, but these LDS ideas are not 

prescriptive principles and vocabulary, especially with regard to concepts surrounding the 

Spirit.  For many LDS actors these ideas are applicable in any production in which they 

participate and on many levels.  This sort of theological flexibility is what keeps LDS 

actors functioning within areas other than religious performance.  Though LDS theatre 

artists speak about communicating truth to help the audience feel the Spirit, and although 

truth is enclosed within the parameters of LDS principles, what that truth looks like is 

still interpreted on an individual basis from actor to actor, depending on the method the 

actor chooses to employ. Thus, as LDS actors speak about employing the Spirit in their 

work as actors, even while performing in non-religious shows it becomes a device, even a 
                                                                                                                                            
three separate Divine Beings, and one of the main roles of the Holy Spirit is to bear witness of 
truth.  An important element in Mormonism, the foundations of the Church were built upon the 
prayer of Joseph Smith who, as a young boy, prayed to know the truth and asked God which 
church he should join.  Thus, members and converts alike are encouraged to pray and ask for 
confirmation of the truth from God. 
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litmus test for talking about and understanding the inspiring connection.  Daveline 

explains: 

… and again, not to be like, sneaky and say ‘Oh, now we’re tricking you into, into 

feeling something.’  But I mean, like why do, why do people come to the theatre? 

They come to the theatre to be inspired.  Right? …So, I don’t feel like I’m being, 

like a…stealthy Mormon…I feel like we’re presenting things that are true and 

allowing the Spirit, which is the Ultimate Communicator, to help people to learn 

and be inspired…To be better. (Daveline) 

What Daveline sees as allowing “the Spirit…to help people learn and be 

inspired…to be better,” and Bayles’ desire to “uplift and instruct (leaving) the audience 

better than they were,” become another way LDS actors adapt common acting methods.  

Enhanced with the LDS understanding of the Holy Spirit, the purpose of theatre comes 

into focus in a unique way.  Though some of these ideas are not unique in concept (e.g. 

actors who are not members of the LDS Church desire to use theatre to instruct, to 

inspire, to “leave the audience better than they were”), the actors I interviewed seem to 

rely on specific LDS principles when making acting and career choices.  The theatrical 

community might label concepts similar to these ideas as catharsis, or Grotowski’s “total 

act,” or some theatre artists might simply call it creative inspiration, but these LDS actors 

see this as indications of the Holy Spirit present in a production. Their vocabulary 

regarding productions and the Holy Spirit approaches Brigham Young’s ideal that the 

stage can “aid the pulpit.”  Usually the Spirit is something talked about and felt in Church 

meetings or religious services, whereas ideas like catharsis and creativity are discussed in 
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a theatre, but these concepts become interchangeable and adaptable as LDS actors rely on 

both their beliefs and their training.   

Maintaining that the Spirit is helpful to her as an actor, Gardner asserts that it is 

important for her to be “in-tune” to feel and understand during a performance. She says, 

…so to do my homework and then…upon a performance…I am aware of random 

new thoughts that come to my mind.  I think that’s how the Spirit works for me, is 

an idea or image or a memory will come to my recollection, that I know wasn’t 

planted there by me, and that will trigger an emotion or a stimulus.  (Then) I’ll 

take the performance in a different direction. (Gardner) 

Again, what another theatre artist might label as “doing her homework” or define as 

Stanislavski’s emotional recall, Gardner recognizes as inspiration from the Holy Spirit.  

Using this kind of vocabulary to describe acting moments in this manner adds another 

level to how LDS actors layer popular acting methods onto their LDS principles.  She 

gives primary focus to her LDS principles, to the Spirit working, while also 

acknowledging using emotional recall and praising Heiner as a mentor who helped her 

understand that acting tool (Gardner).   

But, again, different methods work for different LDS actors.  Bayles explains that 

techniques like emotional recall “get very heady for (him).”  He prefers methods that 

allow him to react and do more physical acting (Bayles).  But highlighting his 

understanding of how the Spirit and emotional recall should work together, Bayles states: 

(When we) think about what the Spirit is supposed to do (for us)…if we’re talking 

about…the psychological form of acting…the emotional recall, (the Spirit helps) 

just being able to bring those things to remembrance…to be able to testify of 
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truth.  That when we experience truth on stage…we can connect deeper to it, and 

be able to, I think, convey it better. (Bayles) 

According to LDS beliefs, the Holy Spirit is also able to teach and help the receiver 

remember.49  Combined with an idea like emotional recall, this becomes a powerful 

concept for LDS actors.  So, while Gardner and Bayles both examine the effectiveness of 

emotional recall in their own acting processes, they also use language surrounding the 

LDS concept of the Holy Spirit, which for them enhances their emotional recall abilities. 

As a result, the same Spirit Daveline speaks about that uplifts and delivers messages to 

audiences, is the same Spirit Gardner speaks about that helps her during performances 

and that Bayles speaks about when referring to emotional recall.   

These are the sort of ideas and principles that set LDS actors apart. Though 

theatrical concepts in modern acting methods work for many actors, including LDS 

actors, the shared doctrinal vocabulary used by LDS actors is inherently tied to their 

theology.  Nascimento suggests that through consistent training, an actor begins to 

internalize the physical and emotional ideals of other cultures that an actor studies 

through performance. The result is a different, culturally hybrid-like individual who 

understands how to perform within both cultures; however, how are LDS actors affected 

if what they are constantly performing are cultural mores that are inconsistent with their 

own?  These sorts of cultural decisions for an LDS actor make up how she sees herself as 

                                                
49 This aspect of LDS belief about the Spirit comes from a scripture in the New Testament in John 
14:26.  Spoken by Jesus Christ to his apostles prior to his crucifixion. “But the Comforter, which 
is the Holy Ghost, whom the Father will send in my name, he shall teach you all things, and bring 
all things to your remembrance, whatsoever I have said unto you.” This scripture also dovetails 
with the ideas that Daveline talked about, where the Spirit communicates feelings to an audience 
and teaches them what they need to change. 
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LDS and as an artist, and influences come both from leaders and from a personal sense of 

belief. 

 

Acting as a Service, Actors as Missionaries 

 This personal sense of belief can be quite powerful, and LDS actors often feel 

very passionate, as is true for many artists.  Sometimes LDS actors find themselves 

asking, “What is the purpose of me doing this?”  In a Church that values traditional 

family structures, this is a question many actors have faced, chiefly in light of needing to 

provide for a family.  Thus, making the choice to enter the professional entertainment 

industry is a big decision for LDS actors.  Bayles and Gardner both admit facing this 

question.  Gardner further highlights what she sees as her purpose as an actor, 

Yes, I love the challenge, and I love creating art.  And I love using my voice, and 

my body, and my movement to represent emotion.  But I have to think, ‘Why am 

I doing this? What is my objective? What is my theme? …So I feel like, for 

me…I just decided that…I found more joy in being an instrument for God. 

(Gardner) 

Having a particular purpose as an LDS actor often comes through this idea of “building 

the Kingdom” – through serving others – a recurring theme often found in the LDS 

Church.  Bayles also stated that he believes it is important for him to develop his talents 

and “work on this (gesturing to himself), so much so that I can be available to…make a 

contribution to the on-rolling of the Kingdom of God” (Bayles).  That occurs, Bayles 

explains, by being spiritually in-tune, studying, and taking steps to be as good at 
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preaching a sermon on Sunday as he is at singing and acting a monologue.  This is very 

much in contradiction with popular acting methods of the twentieth century.50   

 In the first chapter of The Art of Acting Adler instructs actors to write down “what 

(their) aim is” (Adler 16).  These LDS actors’ aims are geared not only toward the 

progression of their theatrical career or the enhancement of the arts, but it is also 

ensconced within their LDS principles. For Bayles and Gardner, the aim is not only to 

share truth, categorized theatrically, but to “build God’s Kingdom.”  Because the LDS 

Church relies on lay clergy and members to run congregations and do the work of the 

Church, the idea of “service” takes on a different, or perhaps dual, meaning.  The 

definition of “service” in the LDS Church, of course means Christian service: feeding the 

poor, visiting the sick, helping those in need.  The idea of the actor “giving oneself” is not 

wholly a unique idea.  Adler states, “The whole thing about acting is to give” (Adler 25).   

                                                
50 Though Bayles and Gardner have both faced the question of “Why am I doing this?”  Bayles 
admits he faced this decision with quite a bit of trepidation, where Gardner acknowledges that she 
has the luxury of picking and choosing roles that are good for her and her family, because her 
husband works.  Gardner currently teaches theatre in Arizona, but says that now she only does 
roles that are “worthy of her time” and allow her to accomplish this aim of “building God’s 
Kingdom.”  Recently she worked on the Nauvoo Pageant and was able to not just bring her whole 
family, but have them all involved with her.  She exclaimed, “There’s not many theatres that will 
say, ‘Yes, bring your child to work today’”(Gardner).  Bayles, on the other hand, was still an 
undergrad at BYU trying to decide between acting and pre-med.  At the time he was dating his 
wife who was concerned about a professional acting career and what that would mean.  At first he 
assuaged her fears by telling her he was really going to medical school; however, right after their 
honeymoon he got a call from the people at Les Mis, who wanted him to come to New York for 
an audition for their Broadway Touring Company.  Half hopeful and half thinking nothing would 
come from it, he went and it began his professional career; but Bayles remarks, “I came to this 
crisis where I was like, ‘I just don’t know – I just don’t feel good about this.’ Anyway, it was 
around that point that I’d been praying about this kind of decision for a long time, because I really 
felt like, as an LDS actor particularly, that if I were to pursue this career I had to know or at least 
feel strongly that this is the path that I needed to take.  That this is what the Lord wanted me to do 
with my talents, with my life, with my career, that sort of thing, because it was just too risky.  Not 
only the obvious spiritual perils of the career, which I was aware of, but also just the fact that I 
wanted to provide for my family” (Bayles). 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

94 

However, another definition of “service” is synonymous with a church meeting, 

and on a spiritual, artistic level some LDS actors talked about using their talents to serve 

others through their acting in this way.  In quite a literal sense, in the LDS Church, it is 

possible for Bayles to be performing one night and be preaching a sermon in church on 

Sunday the next day.  Regular members serve in “callings” in their local congregations; 

but just as Brigham Young spoke about the stage being an aid to the pulpit, LDS actors 

viewed their purpose as actors from a missionary perspective.  This idea dovetails with 

that of the purpose of theatre and communicating truth.  Gardner stated: 

…actors, in a way, are missionaries, in which we teach just by a different 

instrument, a different venue…we’re still bringing the word of Christ – and just a 

different format.  Where people really learn by music, or they learn by poetry, or 

they learn by facial expression.  I mean people just identify in different ways with 

art. (Gardner) 

Within the LDS Church, directly bringing the Gospel of Jesus Christ to an individual is 

one of the greatest services a person can do for another.  Thus, members of the LDS faith 

have a high regard for missionaries and missionary work. When the Church supports a 

production such as the Hill Cumorah Pageant, the Nauvoo Pageant, or the Savior of the 

World, for the duration of the production members, whether amateur or professional 

actors, are set apart by priesthood leadership as missionaries.51  This empowers actors to 

serve and interact with audiences.  

                                                
51 The term “set apart” is a phrase used in the Church specifically for members who are called by 
leaders to fulfill certain positions of responsibility, e.g. missionaries, teachers, bishops.  When a 
member is set apart, priesthood leaders lay hands on the member’s head and give him or her the 
authority to act in that specific role or calling.  In official Church productions, members are set 
apart as missionaries and given spiritual blessings to help them perform their roles.  For more 
information on this idea and process see Bell 170. 
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Heiner, who spent some time as an Assistant Director at the Hill Cumorah 

Pageant with Charles Metten as director, commented on how leaders of the Church view 

opportunities to serve, and subsequently the purpose of the actor, in these productions.   

…when I was doing Cumorah…President Hinckley had said (in the initial 

meeting), ‘You’re not going to Cumorah to gain a testimony,’ you know, ‘to have 

a spiritual experience.  You’re going to give a spiritual experience to other 

people.’ And so I really took that to heart. (Heiner, Personal Interview) 

In other words, Heiner, paraphrasing what she remembered were the words of Hinckley, 

who was President of the Church at the time: Actors and artistic staff were not going for 

themselves, to enlighten and enlarge themselves, they were going to enlighten and 

enlarge others.  Heiner continued to explain that the spiritual experiences she grew from 

were the interactions she had with other actors, learning from and working with them; but 

for an actor to “give spiritual experiences to others,” this was what really stuck with her.  

Whether or not this is an actual adaptation of Adler, it certainly is a different perspective 

of how actors can give to their audiences.   

 After Church productions (and often before they begin – depending on the show), 

cast members interact with the audience.  Because most of the audiences that come to 

Church productions are made up of members of the Church, actors find themselves facing 

family, friends, and friendly faces when they look out into audiences (Robinson).  Still, in 

this setting, where an actor is not on stage, and it quite literally could be all about the 

actor and his or her accomplishments in the production just experienced, LDS actors are 

invited, particularly as part of their missionary duties, to focus on the audience (Bayles, 

Gardner).  Gardner explains: 
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…when an audience member comes up to an actor after a production, oftentimes 

they’ve had an experience…they might have even had a spiritual experience 

where they feel the Holy Spirit related to that performance.  And so…when 

they’re talking to you, it’s just because they want to express this experience they 

just had; which, really you’re just an instrument, but you’re not necessarily the 

force of good that they felt.  It was the Spirit working through you.  And so, rather 

than taking all that energy and attention, redirect it outward so that they can know 

that you care about them, that you’re interested in them, that it’s about them, and 

not you sucking all the praise up.  And, and that’s hard to do as a performer… 

(Gardner) 

Though this is obviously the experience of an individual actor, this same principle applies 

in a different way to different actors.  More broadly, it might be said that the Church 

deliberately attempts to steer actors in their productions toward this kind of service-

minded outlook, however the LDS actors decide to produce it.  It is evident that this is the 

goal, not only because the actors and crew involved in productions are set apart as 

missionaries, but also because there are no programs printed for the pageants, and no 

creative credits listed for Savior of the World.  As a result, the focus stays on the 

production and the audience.  For the actors and creative teams, Robinson says the result 

was “academically and artistically…freeing.”  Not only is it a way for actors and artistic 

teams to work and serve incognito, dedicating time and talent to the Church and serving 

their fellow Church members, but at the same time they acknowledge that a large part of 

the cast and crew are amateur.  Therefore, those who are professionals had the freedom to 

simply create for and serve fellow Church members, consisting of cast, crew, and 
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audience, without pressure.  As a natural byproduct, the professional actors become just 

other members of the group, and also have an opportunity to learn and gain new 

experience in their own way.  Robinson explains that when he started,  

…I had extensive experience in choreographing concert dance, with very high-

level dancers, doing very abstract kind of work…so to do this was not part of my 

aesthetic interests in any way, but it was in my philosophical interest, and it was 

in my theological interest.  And to have the freedom to learn from the Church 

leaders what it was that they want to accomplish from this production (Savior of 

the World) was quite liberating. (Robinson) 

Bayles further blends Robinson’s ideas by insisting that his experience took on a 

different perspective while working with Warner on Savior of the World, emphasizing 

different theatrical ideas than what might normally be considered.  Of course, he was 

specifically speaking about Church productions, which naturally had a different 

emphasis, as they are deliberate stories of the life of Jesus as in Savior of the World, or 

stories about Joseph Smith and early Church leaders as in the Nauvoo Pageant.  Still, the 

difference, Bayles notes, was 

…trying to teach and to help people learn to tear that stuff off, the things we get 

into that are “actor-y”, you know what I mean? …It’s like n-n-n-no.  That’s not 

what we’re doing.  We’re not trying to create something, I guess, that is – 

theatrically engaging (emphasis added).  We’re in the Salvation Business.  This is 

more…about testimony; it’s more about sharing the truths of the Gospel with 

others.  Yes, using stories, and characters that are not ours, our own, but we 
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understand, we know, everybody can tap into those truths…and that you have to, 

you have to be able to share it – no artifice, nothing, you know, put on. (Bayles) 

So Bayles acknowledges that the ideas of different methods – Adler, Meisner, 

Stanislavski – who work to help an actor put on the elements of another person in order 

to tell that person’s story are not the process in Church productions.  In fact, Church 

productions deliberately try to tear these things off. 

If this perspective seems a little paradoxical, perhaps a short anecdote, told by 

Bayles during our interview, might bring into focus the viewpoint of LDS Church 

leaders.  A member of the Church who was artistic director of some local productions 

petitioned Church leaders to let him publicize in Church buildings.  His argument was 

“Why don’t we publicize these really great shows (in local meetinghouses)?  Why can’t 

we put up publicity things in chapels and such” (Bayles)?  But leaders of the Church kept 

turning him down. Still, he believed they were good shows, and so he continued to ask.  

Finally, the message came from a General Authority in the Church, “Brother, we are not 

in the Theatre Business, we are in the Salvation Business” (Bayles).   

While this is not Church policy, neither would it destroy the LDS Church if a 

theatre show were to be publicized in an LDS building; nevertheless, this small anecdote, 

whether true or not, illustrates a point: that a religious organization such as the LDS 

Church, which participates in and regularly supports the arts and theatre, remains focused 

on the spiritual health and salvation of souls. What’s more, this focus and leadership 

extends to members of the Church, who often serve as clergy and leaders of local 

congregations.  It is not just reserved for the upper echelons of Church leadership.  This is 

why these adaptations and principles of LDS actors become so important.  Here Bayles 
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intersects with Robinson as he described how freeing it was not to have his name listed in 

a program, while also having the opportunity to learn from others and serving with his 

artistic talent.  Bayles’ anecdote illustrates how Church leaders and members, which 

includes LDS actors, can prioritize salvation of souls over theatrical artistry – in effect, 

LDS actors are preachers and teachers, because all members of the LDS Church serve as 

clergy within the Church.  Though this can be a difficult pill to swallow for artists 

needing to feed a family or pay the electric bill, to tie so closely one’s vocation to one’s 

religious beliefs, this also answers the question from an LDS perspective regarding an 

actor’s sense of purpose and the need for LDS actors to communicate truth on stage. 

 

Choices and Challenges 

Still, there are challenges.  Each individual actor makes his or her own choices 

about these principles just as any other actor, and Church leaders do not dictate 

guidelines. As leading faculty and head of the Acting Department at BYU for many 

years, Barta Heiner spoke of some struggles she observed due to LDS students trying to 

excel at their art while still being true to their LDS principles. Heiner recalled: 

…it depends on the (actor). ‘Cause I’ve told the students, ‘Everybody’s 

different.’…I had one student – he wouldn’t take his shirt off on stage.  And I was 

like, ‘You’re a guy! What’s the big deal!’ …But I had to go, ‘Hey, for all I know, 

that is really something he needs to be careful with (morally). And I need to 

respect that.’ …so everybody’s different.  Where some might go, ‘Hey, it’s a 

character. I don’t mind swearing, you know, it’s not me. I don’t do it in real life.’ 

…so that’s what I tried to teach them, you need to know.  You need to really 
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consider what you, how you feel about things…and make decisions. (Heiner, 

Personal Interview) 

LDS actors’ personal choices, though those choices might be in keeping with LDS 

standards, still may vary from actor to actor.  Gardner talks about the choices she has 

made as an LDS actor, and how she has “considered how she feels about things” as 

Heiner suggests.   

There’s a fine balance…once I got married…I don’t kiss anyone anymore.  Even 

if it’s theatre…Even if I’m just pretending…it takes a lot of courage to have those 

standards (while) doing entertaining things that are really fun, but also 

remembering “Who am I?” (Gardner) 

And though Heiner and Gardner understand that making career choices is part of any 

professional’s life, they also understand that unique and difficult choices sometimes come 

to LDS actors, however, it is important to note that not all LDS actors and theatre artists 

take this view.  Charles Metten, retired BYU faculty, retired professional actor, and 

recently retired Dean of the College of the Performing and Visual Arts of Southern Utah 

University, believes that allowing LDS actors to rely on their values makes them lazy as 

actors, that it does the opposite of train them; but Metten also does not subscribe to actors 

training with specific methods such as Uta Hagen or Adler.  Metten believes that most 

actors do not carefully read a play before auditioning, and thus do not feel enough of a 

commitment to the language or characters of a script.  He is interested in actors who have 

an understanding in script analysis and character study; however, having taught and 

mentored students at BYU such as Neil LaBute and Aaron Eckhart, Metten, though well 

respected, is sometimes viewed as an outlier, or at least an acquired taste, in LDS theatre 
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circles.  Not afraid to bend Word of Wisdom52 and language norms on stage during his 

tenure at BYU, more than once his approaches were called into question by University 

leadership.53  

As LDS actors and theatre artists disagree over the choices LDS actors make and 

the methods they use, each comes up with their own solutions that best overcome these 

issues.  For Metten it is a greater concentration on understanding the script and the 

intentions of the playwright; but Metten’s language doesn’t seem to support a distinction 

between LDS actors and non-LDS actors.  Though he uses language similar to other LDS 

artists, he does not acknowledge that LDS artists have done what is necessary to achieve 

that distinction.  He puts emphasis on the leadership.  Metten particularly cites President 

Kimball’s speech asking “Why haven’t we produced more great artists?”  LDS drama of 

that caliber does not exist because of the distortion of what is acceptable coming from the 

authorities.  He believes that Church philosophy and in particular the Word of Wisdom 

has hampered producing worthwhile LDS drama (Metten).  Still, Metten recognizes that 

the Church has always been supportive of the arts, and highlights specific moments 

throughout his career when high levels of Church leadership, members of the Quorum of 

the Twelve stepped in and defended the arts (Metten). 
                                                
52 In LDS doctrine Joseph Smith received a revelation of health commonly known as the Word of 
Wisdom.  The details of this law of health are contained in the Doctrine and Covenants section 
89, which prohibits drinking coffee and alcohol and the use of tobacco, but also encourages 
healthy eating.   
53 While LaBute was at BYU and while he was Metten’s teaching assistant, for his senior project 
he wrote a play, typical of LaBute’s dark and cynical style, but which was antithetical to LDS 
ideals and culture.  As the production became scheduled for performance, University 
administration caught wind of it, and they asked him to self-censor it.  He refused, and Metten 
supported his decision.  They proceeded with the production as scheduled.  University leaders 
responded by chaining the doors of the theatre on the day the production was scheduled.  In turn, 
Metten cut the chain to the door and they performed the LaBute’s play the following morning.  
These sorts of actions, along with others such as incorporating smoking onstage in shows and not 
working with publishers to cut offensive language put Metten on thin ice with University 
administration (Metten, Weist).   
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Bridging the gap between LDS principles and what is presented on stage, or what 

an actor is willing to do or not do on stage is always a difficult task for LDS actors.  

Heiner’s solution to this tension, however, was to create a quality BFA program, so that 

students were so finely tuned in their craft that their personal religious choices were 

something directors were willing to work around.  Her goal was that the quality of 

student would be of such high caliber that their religion would be a nonissue.   

… ‘cause if you’re Mormon, and in Theatre and there’s certain things you won’t 

do, you’re not going to get hired as easily…even trying to get into some of the 

MFA programs is difficult for Mormon kids…If they’re not willing to do certain 

things…so…I tried to make it as intensive as possible…so that once they got out 

of (BYU) they would have enough training that they could survive on their own if 

they weren’t accepted into a Master’s program. (Heiner, Personal Interview) 

Instead of side-stepping LDS values as Metten seems to try to do, though they both had 

the same goals of creating a quality program, Heiner allowed for individual LDS actors to 

decide what they believe.  And Heiner felt some success in this.  She recalled that the Old 

Globe in San Diego would frequently accept students from the BYU BFA acting program 

into their MFA program.  One semester Heiner was invited to take a sabbatical to teach at 

the Old Globe.  Three of her former students were already attending, and four other 

students were also in the MFA program there.  According to Heiner, the three BYU 

students and one other student were the best actors in the group; and while one might 

think that Heiner is simply giving herself airs, it is significant that she states, “The other 

three (students) I would not have let into my BFA program…it was really interesting for 

me to realize that the quality of the BFA had really strengthened, that it was really 
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comparable to an MFA…” (Heiner, Personal Interview).  So success, in spite of, or from 

an LDS actor’s perspective because of his or her LDS beliefs is quite possible. 

  Sometimes, however, through no fault or choice of the actor, spiritual precedent 

trumps artistic expression, and LDS actors are left in the cold.  In one instance, again 

discussing the Old Globe in San Diego, Heiner recalled “the artistic director wanted to do 

a season that had a lot of nudity in it…(and) the guy who was in charge of the acting 

program there said, ‘I can’t take anybody this year…’cause I know…(your students 

won’t) do that.  So, I can’t even consider any of your students’” (Heiner, Personal 

Interview).  Heiner also indicated that during the Proposition 8 vote in California several 

schools would “not look at (BYU) students for a while” for MFA programs54 (Heiner, 

Personal Interview).   

Though the LDS Church has espoused and promoted the arts since its inception, it 

does not proscribe nor prescribe any particular method for acting.  These LDS actors all 

spoke about variations of acting methods, from Stanislavski and Grotowski to no method 

at all; however, the adaptations they make to these methods are expressed through their 

LDS principles using shared LDS vocabulary – ideas and vocabulary such as truth, Holy 

Ghost, the purpose of theatre being service or to build the Kingdom of God.  As a result 

                                                
54 While direct evidence of Heiner’s statement could not be found, other than Heiner’s statement, 
Proposition 8 was a volatile moment in both LDS history and recent Californian politics.  It is 
documented, however, that people lost jobs over Prop 8, making her statement very probable 
(PBS). Proposition 8 was an amendment to the California constitution supporting “traditional 
marriage.”  As a strong proponent of families, the LDS Church encouraged its members to 
support this measure.  Though a little outdated, a good perspective of the overall situation is a 
short eight-minute video created by PBS in 2009 “Mormons and Proposition 8.” 
http://www.pbs.org/wnet/religionandethics/2009/05/22/may-22-2009-mormons-and-proposition-
8/3019/ 
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of their beliefs, the Church and its members are sometimes viewed as arrogant and 

zealous. Perhaps it is as Mormon scholar James Bell says:  

The Church as an institution and the people as a culture can seem aggressive, 

intolerant, and self-righteous at times because of the need to live and share the 

Mormon beliefs and practices.  Also, the Church’s belief in its own supremacy, in 

on-going revelation, and in additional scripture separates it from traditional 

Christianity. (Bell) 

The tension between structured beliefs and a strong passion for artistry forces LDS actors 

to make tough choices between their beliefs and what they will do in their professional 

careers.  Along these lines, it can seem as if LDS doctrine supports the idea that those 

actors who are the most faithful or the most pious would also be the best actors and 

performers; and for LDS actors, their faith and conviction are a large part of their acting.   

When specifically asked if she had ever seen any difference between the acting of 

BYU/LDS actors because of their LDS standards and that of their peers, Heiner 

responded by relating an experience while she was coaching a non-LDS student on a 

scene from Uncle Vanya.  She remembered him being very good technically, but he 

wasn’t connecting on an emotional or internal level.  

…he wasn’t connecting deeply, at all…And I finally said, ‘You need to feel this 

deep in your soul.  Deep in your soul.’  And he goes, ‘What’s a soul?’…And I 

was like, ‘Okay, heart.  Deep in your heart.  You need to feel this deep in your 

heart.’ …But he never would make the connection, and I don’t know if it was just 

pride, fear, I don’t know…So uhm, I think sometimes with the BYU students that 
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had really been trained, they, they connected more easily. (Heiner, Personal 

Interview) 

From Heiner’s perspective, the non-LDS actor had a more difficult time connecting than 

his LDS peers.  Of course, in this instance, it must be taken into account that while 

naturally adapting her acting methods, though in a very benign way with both LDS and 

non-LDS students, Heiner witnessed a definition rupture because of the LDS language 

she used by employing the term “soul”, a term this non-LDS actor could not seem to 

grasp.55 Of course, Heiner, having a connection with BYU students through common 

theology and culture, would naturally connect more easily with LDS actors.  Even the 

term “soul” means something more specific in LDS theology56, and Heiner believed that 

this actor would naturally understand, if not the LDS designation, then the conventional 

definition of the word “soul.”  For Heiner, this experience demonstrated a lack of feeling 

                                                
55 Edward Schiappa explained “definitional ruptures.”  He indicates that the difference between 
“facts of essence” – what something really is – and “facts of usage” – the dictionary definition – 
make a difference in definitions and individual perception.  A rupture occurs when one 
individual, after consulting a dictionary, feels he or she has authority and truly knows the 
definition of a word, while another individual feels they already understand what a word is and 
therefore consulting a dictionary will not change this person’s mind.  People at this juncture could 
argue back and forth forever about what is or isn’t and would never convince the other person.  
“The natural attitude has been disrupted because the assumption that dominant usage as recorded 
in dictionaries corresponds to what things are has been called into question in such a way that the 
participants in the conversation have to reconcile the difference” (Schiappa 9, emphasis in 
original).  Heiner’s understanding and natural attitude about the word “soul”, both as a director 
and as an LDS actor, was disrupted when her student asked “What’s a soul?” This was not simply 
a definitional gap, which Schiappa indicates is remedied simply by looking up the definition, after 
which the two parties continue on their way.  Instead there exists a lack of understanding, either 
in terms of facts of essence or facts of usage.  Schiappa uses the simple example of the word 
“bad.”  Two parties who disagree, or misunderstand about this word might argue “That is not 
what bad is.” Fact of essence – that is not what soul is.  Or “That is not how we use ‘bad’.” – fact 
of usage (Schiappa 9). Fact of usage would not be very helpful in this case; however Heiner 
succesfully jumped over this rupture, instead of attempting to explain the LDS definition of ‘soul’ 
or even the accepted definition of ‘soul’, by inserting the word ‘heart,’ a word that he might 
understand instead. 
56 Found in the Doctrine and Covenants 88:15, the LDS concept of soul includes both the 
individual spirit – what the rest of Christianity might term ‘soul’ – and the body.    
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and connecting. Though Heiner was troubled by this actor’s ability to connect, stemming 

from his lack of understanding of the vocabulary she used, what she does not say or ever 

insinuate is that LDS actors have a monopoly on feeling deeply or understanding truth 

better than others.  She later explained that it is important to “find ways of 

communicating with (people) on a level that they’re going to understand” acknowledging 

that they are “still excellent actors.”  In the same instance, Heiner admitted that another 

non-BYU, non-LDS student she worked with from Ohio “was terrific.” She continued, 

emphasizing, “He was terrific.  It doesn’t always make a difference (whether an actor is 

LDS or not)” (Heiner, Personal Interview). 

However, this does not answer the question of whether or not LDS actors can be 

good actors?  Do their LDS convictions hinder their art?  To further emphasize (or 

complicate) this question, Heiner spoke more about the BYU students she taught and how 

some have lost their conviction.  She indicated that some of them are still “out there 

working and that are really strong in the Church, but then, there’s some that…are taking a 

sabbatical (from the Church)” (Heiner, Personal Interview).  Each of the LDS actors I 

spoke with are, by his or her own admission, a practicing member of the LDS Church, 

but there are professional actors, such as Aaron Eckhart, who, again by their own 

admission, are no longer practicing members of the Church. These actors often speak 

amicably of their LDS upbringing and the standards and values they brought with them 

into their work.  Eckhart, well-known throughout mainstream Hollywood for roles such 

as Harvey Dent in The Dark Knight and co-pilot Jeff Skiles in the Clint Eastwood film 

Sully, was raised LDS, graduated from BYU (mentored by Heiner), and served a Mormon 

mission to France and Switzerland (Hunter 235); however, speaking with a reporter from 
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The Telegraph in 2011 he stated, “I can’t really say I’m a practicing Mormon now, but 

there are influences.  You have it in your blood and bones” (Iley). Other LDS actors, 

practicing and non-practicing, have echoed similar sentiments.  Katherine Heigl (non-

practicing), Jon Heder, and Corbin Allred all indicate in interviews that being raised LDS 

had an influence on their lives, both inside and outside their work as actors (Petersen, 

Marsh, Baugher).  Eckhart has been called an “immersive actor” as opposed to strictly a 

“method actor” (Rodriguez).  Whether or not this indicates adaptation because of his LDS 

upbringing, there isn’t enough evidence to determine.  Still, Eckhart himself admits the 

LDS influence in his life, which might give emphasis to the question of LDS actors’ 

perspective and conviction. 

However, according to Robinson, conviction and successful acting are not 

necessarily mutually exclusive.  Robinson points out: 

…it isn’t really the case that we’re…saying… “If your testimony, if your 

conviction is clear enough, strong enough we’ll get that as an audience.”  That is 

not true.  And that, the reason why we know it’s not true, is that you can look at 

the senior leaders in the Church and think to yourself, “Alright, would this person 

survive on stage?”  A few of them would.  And many of them, who are incredible 

teachers and incredibly faithful people, would not be caught dead acting.  And 

probably couldn’t do it. (Robinson) 

Robinson continues to argue that those leaders in the Church who are thought of as most 

faithful wouldn’t necessarily be good actors, indicative of their “speaking 

techniques…not (being) terribly rangy or passionate or varied in speed, or all of the 

things that make good acting” (Robinson).  The separation between an actor’s ability to 
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perform and her faith calls into question the consequence of conviction for an LDS actor.  

For Robinson, the most faithful people do not necessarily make the best actors; but in 

Church productions where actors are encouraged to perform their conviction, or at least 

internalize the conviction of the character whose words they will be speaking, the 

relationship between actor and her conviction gets muddied.   

 Still, Mormon philosopher and author Adam S. Miller believes that members of 

the LDS Church in the twenty-first century need to begin to take a more creative look at 

this question of conviction.  He believes they should stop asking the question “Is the 

Church true?” and begin to exercise what he calls “moral creativity” (BYU Magazine).  

From his perspective this is not being creative with morals, or what others might term 

“moral relativism;” rather this is finding creative ways to be moral.  “It has to do with the 

kind of creativity needed to break bad habits.  Or the kind needed to breathe life back into 

broken relationships. Or the kind needed to unbalance cycles of anger or violence” (BYU 

Magazine).  LDS actors need this kind of creativity in their work as they go about finding 

moral ways to realize performances, and then discovering ways to use their LDS beliefs 

and values to their advantage rather than viewing them as a handicap. 

Using her experience as an actor, Heiner illustrates how she viewed a character 

and scene differently because of her LDS beliefs.  While on faculty at BYU, Heiner 

agreed to play King Lear.  When Cordelia is dead and Lear is slipping in and out of 

lucidity, speaking as though Cordelia was present,   

…except she’s not there.  For me, as an LDS artist, to me he does see her 

(emphasis added)…And she’s beckoning to him.  To come.  You know.  And, and 

it’s her spirit…so that, as an LDS artist, I probably gave a different interpretation 
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of that than a lot of, a lot of artists would, ‘cause they see him as hallucinating, or 

something like that… (Heiner, Personal Interview) 

Speaking about the LDS belief in the afterlife, Heiner used her own beliefs to deepen her 

performance as King Lear and deepen her performance for her LDS audience.  This 

example illustrates how LDS conviction can influence a performance.  The underlying 

LDS principles for LDS actors are apparent in the way that actor speaks about his or her 

acting.  The purpose of theatre, communicating truth, how they serve through their 

acting, and the quality of their conviction are all elements of how an actor uses LDS 

teachings in acting. 

To learn stillness, to learn to be able to receive inspiration or impulse, you know, 

through the Spirit, and be able to just act on it and not judge. And stop looking at 

ourselves as actors and commenting on what we’re doing in the moment.  Those 

are vital things for actors to do, but those are also taught in the Gospel itself, you 

know, in ways.  I just kind of take…those spiritual principles and doctrines and 

apply them (as) an actor, and I find that it’s really quite amazing how, how many 

parallels there are with acting methodology and just what we believe in the 

Church. (Bayles) 

Again, Bayles’ words reveal a distinct underlying foundation of LDS principles 

deliberately layered with popular acting methodologies; but with that layering exists the 

tension and rigidity that comes as the methodology is colored with the LDS views that lie 

beneath it.  Though Orson Whitney talked of “Miltons and Shakespeares of their own,” 

perhaps the goal for LDS actors was never to look like the rest of the theatrical 

community, and instead, as Miller suggests, be morally creative and build up a theatrical 
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art unique to the world and pleasing to the LDS community.  Perhaps it is “possible for 

(LDS) performers to develop a taste which shall be peculiar to (LDS performers), and be 

in conformity with (LDS) views respecting the stage and its influences (Gardner).”57 

  

                                                
57 This quote in the Salt Lake Daily Telegraph, 10 January 1865 is attributed to Brigham 
Young. It was given to me by Joy Gardner at the time of our interview; however, I could 
not discover the source, so I simply reference her here. 
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CHAPTER 5 

CONCLUSION 

The LDS Church creates a petri-dish-type situation, having supported the theatre 

arts since 1844, almost from the Church’s conception. This makes it a good setting for 

asking questions about the relationship between religion and theatre and how to penetrate 

the anti-theatrical prejudice attitude.  Acting methods and religion, actors of the 

nineteenth versus the twenty-first centuries, and professional versus amateur actors 

present other areas for study.  As discussions in theatre history and dramatic literature 

classes circle around the origins of theatre, the question of religion arises.  What exactly 

does the relationship between theatre and religion look like?  In our modern era, the 

Church of Jesus Christ of Latter-day Saints’ relationship with theatre and the arts is 

perhaps a small sampling in answer to this question.  No, it is not the answer to this 

question, but witnessing and watching and studying how theatre and religion interact 

right in front of us through the beliefs and adaptations of LDS actors gives an idea.  

Grotowski, Brecht, Stanislavski, others – these are all methods mentioned and 

used by LDS actors; but in many instances, while LDS actors have adapted theatrical 

ideas to LDS culture and beliefs, the vocabulary they use to describe their acting 

experiences is similar to LDS discourse used throughout the LDS community, 

particularly in worship and Sunday services.  Though LDS actors pull from all kinds of 

good methods (and sometimes no method at all), they have similar perspectives when it 

comes to the purpose of theatre and performing, portraying truth in theatre, and using the 

Spirit. These principles and vocabulary, along with supporting LDS leadership, reveal 

LDS actors’ adaptations of the methods they use, revealing the theatrical heritage 
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inherent in LDS culture, and avoiding the anti-theatrical prejudice even in the twenty-first 

century.  Accordingly, this study begins to document how LDS actors go about creating a 

character, whether that consists of adapting a method incorporating LDS theology, or 

using a process which follows a unique set of LDS principles.  This documentation 

provides other scholars with more information about the tools, methods, and adaptations 

of LDS actors, as well as the same processes the LDS Church promotes in official 

productions.  

Important factors regarding LDS theatre emerge, both historical and modern, 

which are wider than simply answering the initial question “How do LDS actors adapt 

modern acting methods?”  Exploring the absence of the anti-theatrical prejudice in 

conjunction with these LDS actors’ understanding of their personal objectives and beliefs 

allows for the theological tension to emerge.  That the anti-theatrical prejudice has never 

been a part of LDS theology or culture is indisputable and quite remarkable.  It enhances 

the cultural tension that LDS actors feel so keenly – but anti-theatrical prejudice is not the 

same as sticking to one’s standards and beliefs: what Givens calls a “cultural paradox” 

(Givens, People of Paradox).  This tension leads LDS actors, at some point in their 

career, to have to make a choice: either they will decide to adhere to LDS principles and 

will adapt whatever modern acting method best suits them; or they will mostly relenquish 

their LDS principles, and choose to follow the ideas of modern acting methods. For those 

LDS actors who choose to remain faithful to the Church and adapt acting methods 

according to their religious beliefs, often they must make difficult career choices, even 

career-killing choices, which will frequently run counter to their beliefs.  But for those 

who abandon their LDS beliefs, the question remains: is there always a thread or portion 
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of “LDS-ness” which remains, and do they adapt acting methods or accept modern acting 

methods?  This is inconclusive.  Further, whether or not LDS actors can be “good actors”, 

because of or in spite of their rigid adherence to their beliefs, remains to be seen.  It is 

perhaps that this question is so subjective, the criteria for such could fill several 

dissertations.   

The LDS principles and adaptations outlined within this study, i.e. the purpose of 

theatre, truth, the Holy Ghost, create a foundation upon which LDS actors can build and 

pivot from modern acting methods while still retaining foundational LDS beliefs as they 

create characters who are very different from their stringent beliefs.  It is not the method 

that is important, so much as the language and vocabulary an LDS actor uses.   

Some acting method purists might claim that these arguments are just another way 

to justify lazy acting, and they might be correct, but they would have to justify the 

argument that Stanislavski has been changed and modified several times, sometimes with 

success, sometimes not.  This is also true for other acting methods and teachers.  Further, 

the purpose of this dissertation has not been to plead for LDS actors to get some sort of 

pass or leniency.  On the contrary, the attempt has been to understand the relationship 

between LDS actors’ beliefs and how they adapt acting methods – hopefully in an 

attempt to give LDS actors (and perhaps others) the insight necessary to make them 

better, stronger actors.  As a result, the demonstrative interplay between the LDS 

Church’s doctrine and what some would consider “Mormon culture”, which includes 

language, music, art, and beliefs – whether gained through church, family traditions, or in 

the outside community – further pushes LDS actors to consider the question “What is 

Mormon (theatre) art?”  And to consider their own language when determining how they 
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communicate with other actors, both LDS and non-LDS.  Considering that the LDS 

Church has commissioned non-LDS visual artists for paintings inside their temples and 

other general church use, it is not a far stretch that Mormon theatre or LDS actors should 

be looking for ways to make themselves better through a blending of their LDS beliefs 

and modern acting methods. 

That it is Mormons who are largely interested in Mormon theatre makes the 

relevance of this study to LDS people, somewhat self-evident.  For members of the LDS 

faith, especially for those interested in the arts, ideas such as conveying truth on stage, the 

purpose of theatre, and leadership from LDS Church leaders can deepen understanding 

about LDS actors’ theatrical interactions with those outside the faith.  The idea that LDS 

actors overlay acting methods on top of their LDS beliefs, however, can be a helpful for 

strengthening communication between LDS actors and directors, but it can also be 

helpful for bridging any cultural gap between teacher and student, actor and director –

between LDS and non-LDS. It is a way to check biases.   

Still, there are limitations to this study.  It is not adequate in addressing such 

concerns, as the nature of the methodology – the reliance on oral history – does not lend 

itself to answering some types of questions.  This is partly because exploration of LDS 

actors is so minimal, even non-existent; any pioneering studies in this area are prone to 

give rise to questions and criticism.  Though specific exercises or implementations for a 

particular method or approach are not highlighted in this study, this indicates an area 

where there is room for further research.  While oral history is helpful for gaining direct 

insight from an individual about a particular event, oral history is not helpful for direct 

observation or understanding of the event itself.   
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Other questions that arise deal with specific acting methods.  Though this 

dissertation dealt with some acting methods generally, the main focus was on how these 

actors brought their LDS principles to their work.  Other scholars might be more specific, 

finding areas of application within one particular method, or questioning where one 

method conflicts with LDS values.  This kind of digging provides insight into how LDS 

actors continue to analyze and view their own methods and also their own belief system.  

What’s more, there is room to explore the specific role Brigham Young University has in 

training and influencing generations of LDS actors.  BYU theatre faculty, such as Barta 

Heiner and Charles Metten, and those who produce official Church productions, such as 

Ray Robinson and David Warner, use different acting styles and methods, but some 

crossover exists between the two?  These kinds of questions demonstrate room for the 

scholarship to grow in various areas.   

This blending of both the sacred and the secular might answer more questions 

than just “how LDS actors adapt modern acting methods?”  Maybe LDS theatre isn’t as 

spectacular as I’m making it out to be. Maybe this is not the way theatre is supposed to 

work at all.  But for religious actors, and certainly for LDS actors who cherish their 

beliefs, there exists the possibility that being aware of these adaptations can make them 

better actors and can create a stronger theatrical heritage for generations to come. 
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APPENDIX A 
 

QUESTION SCRIPT 
INTERVIEW QUESTIONS: 
 
o Can you start by briefly talking about how you got into performance and acting? 

 
o What was it like learning/acting or performing at BYU vs. other schools or places? 

 
o How did BYU prepare you for your Masters at…? 

 
o Can you talk a little bit about how working professionally has impacted your 

testimony or your spirituality?  
 
o Was there a professor or instructor or director who has had a particular impact on 

you or your acting?  Or if not, can you talk a little bit about that? 
 
o Actors are sometimes said to use different “methods” (Stanislavki, Method Acting, 

Linklater, etc.) – how would you categorize your “method?”   And particularly if your 
religious beliefs have impacted that method. 

 
o You have also worked on several Church performances, in many cases where 

members of the Church are volunteer, how would you categorize these experiences – 
without trying to compare these experiences with other professional experiences – 
how do the methods that you use on these Church performances differ than those 
you would use in your Broadway/professional experience? 

 
o Can you talk about one or two of the most challenging roles you’ve ever taken on and 

what you did to overcome or work through those challenges?  
 
QUESTIONS PARTICULARLY FOR BYU FACULTY 
 
o Are there particular acting methods you teach in acting classes at BYU? 

 
o How do you feel being LDS (or being at BYU) influences how you teach those 

methods? 
 
o Are there particular acting methods you teach in acting classes at BYU? 

 
o How do you feel being LDS (or being at BYU) influences how you teach those 

methods? 
 
o How have you seen those methods being implemented by students? 
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PARTICULAR/ADDITIONAL QUESTION SCRIPT FOR RAY ROBINSON 
 

o You’ve had an interesting route into the Theatre/Performance business.  Can you 
talk a little bit about that?  And about what you’ve seen. 
 

o  Can you also talk a little bit about what you have done/do here at the Music and 
Cultural Arts Department of the Church? 

 
o A lot of trained actors adhere to a particular “method.”  Is there a specific method, 

whether named in popular theatre or not, that the Church encourages in its shows? 
 

o How was this method developed?  Why is this method encouraged? 
 

o Later – ask about translating Savior of the World into Spanish – or other languages.  
  

o Purposes of the pageants?  Purpose of theatre for the Church?   
 

o Do you ever see Church theatre or pageants spreading?  For example, can this sort 
of thing be taught or useful at the community theatre level? 

 
o Why doesn’t the Church utilize a similar structure to Roadshows or the MIA Book 

of Plays like it once did? 
 

o What are some challenges? And how are those challenges overcome? 
 

o What dictates (or who decides – what is the process) which shows are produced?  Or 
where a show goes up? 
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INTRODUCTION 

The following are transcripts of the oral histories recorded and transcribed for this 

study.  But even as I include these transcripts, I do so with a caveat.  It is important to 

remember that these are oral histories, and try as I might to be faithful to each actor’s 

speech patterns and diction, it would be difficult to be completely faithful as the spoken 

word is simply different than the written word. Sometimes when writing exactly what we 

hear, then when reading it out of tonal and pitch context, an individual sounds flighty, 

confused, or unsure of what he or she is saying, which may or may not be true in the 

instance in which it was said.  Pacing, diction, intonation, and emphasis on words all 

create meaning when we speak and communicate with one another.  That said, I have 

made an effort to retain filler words such as “uh, uhm, like, right” and “you know,” but 

pauses, breaks in speech patterns, along with stops and starts again, especially in the 

middle of words or phrasing, can be difficult to write.  Still, I have used the ellipsis (…) 

as a way to indicate an interruption, the hyphen (-) and the dash ( – ) as a way to indicate 

when the narrator has a change in thought.  One final note about readability, at times 

during the interview process, narrators would receive phone calls they had to take, 

children, dogs, or one time a librarian would interrupt us, or the narrators simply needed 

more water.  These situations necessitated a break in the transcript, though the recording 

may have continued.  Also, per the oral history agreement, narrators were given the 

option of reviewing their recording and keeping back any part.  Thus, some parts are kept 

back at the narrators request. 

 These interviews are arranged in alphabetical order and also include the two 

amateur actor interviews, Alina Mower and Ronald Dalley.  Dalley graduated from BYU 
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with his bachelors in speech education and masters in theatre, where he wrote a play for 

his master’s thesis, Only There Were Two.  This play was ultimately performed in BYU’s 

Margett’s Theatre, and Charles Metten was his thesis chair.  Mower graduated from 

BYU-Idaho with a minor in theatre, and she has been active in community theatre in the 

Salt Lake area.  Highlighted throughout their interviews are similarities such as the 

concept of service, truth, and filtering scripts through an LDS lens.  Though these actors 

have different training backgrounds than the professional actors, these theatre artists have 

similar theological beliefs, and bring out similar ideas about theatre such as the concept 

of theatre as service and the benefits of theatre in an individual’s lives.  While these 

concepts are not unique ideas to LDS theatre artists, they give a unique perspective on 

how LDS artists at all levels deal with theatre and religion.  
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DALLYN BAYLES ORAL HISTORY INTERVIEW 

Place: Provo, Utah – Provo, Utah Public Library 
Date: 7 July 2017 
Interviewer:  Kenna R. Higgins 
Attended:  Dallyn V. Bayles   
  Kenna R. Higgins   
  Craig Higgins   

BEGIN TRANSCRIPT 

Kenna:  Okay…ah…so, just so you’re clear.  The question in my dissertation is about 

the acting methods of LDS actors.   

Dallyn: Right. 

Kenna:  And knowing your experience as a professional actor is one of the reasons I 

asked you.  And just to give us a background, how did you get into performing, and 

theatre, and what you do? 

Dallyn:  Yeah – it’s kind of an interesting journey.  Because I grew up in a very small town, 

Green River, Utah, and ah – there’s like 800 people there – we had 100 people grades seven 

through twelve in my high school. And so you realize it’s not exactly the cultural center of 

the universe there.  But I had a really amazing music and drama teacher.  For whatever 

reason she was there, and she instilled in me a love for the arts and music and took that very 

seriously, and I just fell in love with it.  We had like a third grade musical, and even then I 

was just like “Oh, this is kind of cool!”  You know, but I never thought I would pursue this 

as a career until ninth grade she took a group of us up to go see Les Miserables in Salt Lake 

City at the Capitol Theatre. And I was just blown away.  Not only with how beautiful that 

story was and how it affected me emotionally and inspired me, but I realized there were 

people up there who were doing this fulltime.  You know what I mean?  And that really 

impressed me.  And it was like, “Wow!” Like a whole new world seemed to open up.  That 
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was a very life changing experience for me, and I decided at that point that I wanted to do 

whatever I could to try to pursue that.   

So, I took advantage of whatever opportunities I had, you know, and most of it was 

through drama competitions, music, and solo and ensemble, you know, just anything I could 

do to just kind of pursue that passion of mine and kind of train myself.  I didn’t really have a 

teacher.  I mean my music and drama teacher knew a little bit about acting and singing and 

stuff, but I was kind of on my own.  And so I would listen to like my favorite Broadway 

stars and sit there and, you know try to sing like them, and I didn’t know what I was doing as 

far as acting – and really my first lessons, I would say, were when I got into the 

Music/Dance/Theatre Program here at BYU.  I just knew that they had it, I came up and 

auditioned for it, I don’t know how I got in, but I did.  Anyway, from there it just kind of 

took off, and I started to finally learn how to sing properly, how to act, how to do all those 

things that I need to do to be a good performer. Um – yeah.  I auditioned for Les Miserables 

while I was a student. And ah – and it was soon after that that I got my first touring job with 

them, and so – and then it took off.  And so it’s kind of funny because it was this beautiful 

sort of 360.  Everything just kind of came full circle for me. It was the very tour that I had 

seen all those years ago in ninth grade, you know the same stage, the same everything. 

Because it was the same company that had been touring for that long. So it was a really, 

really neat experience. But, anyway, yeah. And from there I just kind of continued on with it.  

Um – after I toured with Les Mis I came back to BYU, I finished my degree and then, uh… 

K: So that was in the middle of your bachelors.  Did you take a break? 

D: I did. So I left BYU for about a year and a half to pursue, to do the tour.  Our final stop 

before a layover was in Salt Lake City with Les Mis, and so I thought, “It’s perfect.  We’ll just 

end it right here.” I just, I left the company at that point, really.  They went on for a few 
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more years after that, but I wanted to get my degree done, and my wife was pregnant at the 

time, too.  And so it just worked out best. And so we uh, and so we stayed.  I finished my 

degree.  It was at that point I started to get a lot of work with the LDS Church, and so I 

started doing a lot of theatrical work as well as, uh – the Nauvoo Pageant – as well as the 

Joseph Smith film, that’s when that was going on, and several other things.   

And then we decided to move to New York at that point.  And so we were there for 

about four years.  That’s when I got my job with Phantom of the Opera doing the touring 

production with them.  And took off with them for quite a while, left my family at that 

point, you know to, uh, to go do that.  I would come home like once a month for like two 

days at a time.  So it was a very difficult time.  When I got back though I was getting – the 

things I was auditioning for were Regional Theatre productions that would have taken me 

off, uh, out of the home for another several months.  And I was just like, “I’m tired of this.” 

Because I had been with Phantom for about two years at that point, so it was kind of difficult.  

I’m like, “I would like to see my family?” So, we decided to move back here to Utah.  I 

didn’t quite know what I was going to do, but I got into fulltime Seminary Teaching at that 

point, funny enough, of all things. (5:25) And I did that for a few years, and that’s when I 

heard about the uh, well, I was teaching adjunct at BYU for a while.  And during my 

interviews with the Dean and the Head of the School of Music they both were like, “You 

know, we’ve got some people in the Music/Dance/Theatre Program here who are going to 

be retiring in a few years, we’d like to consider you, you know. But you’re going to have to 

make sure you have your degree.”  You know, your graduate degree.  I was like, “Oh!” That 

was something I had never thought about before.  Anyway, so while I was seminary teaching 

I came across the Boston Conservatory MFA program.  It just felt right.  I went and 

auditioned for the program, got in, and so I left seminary teaching at that point to go pursue 
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that.  Ah – I was planning to move back to New York right after that, but ah – but really felt 

strongly that that wasn’t what we needed to do.  And ah, so we moved back here.  And so 

now I’m teaching adjunct again at BYU in both Theatre and Music.  Um, and just 

performing as much as I can here.  You know, as a professional actor, it’s kinda hard, but ah, 

but anyway.   

So that’s kind of the whole, the whole scope.  It’s a career that’s taken a lot of turns, 

you know, for me. But it’s been really good.  And really great.  I’ve been able to do a lot of 

balancing work with ah, professional work, and with Church work.  (coughs) Excuse me.  

Which has been a great blessing. Especially as an LDS actor, it’s been very important to me, 

I feel, spiritually as well as professionally, to be honest.  Anyway, I’m sure we can talk a lot 

more about the details of that.  But anyway, so that’s kind of my life sketch professionally. 

K:  Yeah – it sounds like it’s been an adventure.  

D: It has been. A major adventure. Yeah, it’s been a really crazy, crazy time but we’ve always 

felt guided along the way, you know, with each of the little strange turns and twists in life.  

And to be honest that, for me is, that was – when I first got my – when I first married I had 

gotten home off my mission, and I was a Music/Dance/Theatre major at that point still, but 

I was kind of like, “Can I really support my family on this?”  So I really started to rethink 

like, “What am I doing here?”  I just love it so much, so I stayed a Music/Dance/Theatre 

major but I did have a love and passion for like sciences and stuff, and so I decided, “Oh, I’ll 

just do the pre-med stuff, but I just stay a Music/Dance/Theatre major.” Okay, so I started 

pursuing pre-med. I soon found out that it was really hard to split my brain like that, because 

it was either, I felt like I either needed to invest myself wholly in my artistic major, or really 

grab hold of the pre-med stuff and do well in that.  And so I kind of came at a crisis, but it 

was around this time that I got married. But my wife, when I was dating her, she was a little 
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concerned that she knew I was an actor.  She actually came and saw me in a show at BYU, 

she set us up on a blind date at that point, so whaddya know? It actually works. But she was 

kinda concerned that I was an actor, and so at that point I was able to say, “No, no I’m not 

going to do that, I’m going to be a doctor.”  

But it was funny, because soon after that, soon after we got married, in fact right 

after we got home after our honeymoon is when I got a call from Les Mis that they were 

looking for me and they wanted me to come out to New York and audition and stuff.  My 

wife was like, “Okay, we’ll go out there. You know, nothing is really going to come of this.” 

I’m like, “Yeah, yeah, let’s just do that.” Anyway, so we did that.  But again, I just, I came to 

this crisis where I was like, “I just don’t know – I just don’t feel good about this.”  Anyway, 

it was around that point that I’d been praying about this kind of decision for a long time, 

because I really felt like, as an LDS actor particularly, that if I were to pursue this career I 

had to know or at least feel strongly that this is the path that I needed to take.  That this is 

what the Lord wanted me to do with my talents with my life, with my career, that sort of 

thing, because it was just too risky. Not only the obvious spiritual perils of the career, which 

I was aware of, but also just the fact that I wanted to provide for my family, you know. And 

how do you do that? That was important to me. And I knew it would be important to 

Rachel.  So, but I felt strongly that if I knew that I felt the spiritual confirmation that this is 

what I needed to do, that things would be okay.  And anyway, I got it! (10:20) Finally!  And 

uh, one day, and I went and talked to my wife about it, and she was like, “Alright.  Well, let 

me go pray about it.”  (Laughter.)  Then it was like, “Oh please! Please let her get the same 

answer.”  Um, but she did, you know.  It doesn’t always happen that way, but she did.  She 

felt strongly. And to be honest, she’s never questioned that once.  That was a very pivotal, 

and very foundational part of our life, because from that point on we worked together on 
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every decision that we made as far as like where the career took us.  And um – yeah.  But 

that took us on quite a ride. So, yeah, it was something where I needed to make sure at every 

step of the turn that I felt like I was doing what the Lord wanted me to do, that I was going 

in the right direction.  And uh, yeah.   It’s been quite a ride.  But that’s really what I felt like 

has guided us.  We’ve just gone along, and we’ve always been provided for, you know, we’ve 

always been able to make ends meet.  And I’ve been able to, uh, do a lot of wonderful 

things, which I’m very grateful for. Both in a spiritual sense as well as an artistic sense – 

professionally.  And so I’ve been very grateful for that opportunity.   

K:  Wow, yeah.  So, in what ways do you feel like BYU and your masters at Boston 

Conservatory how have those things prepared you in the professional world?  You 

know, prepared you as an actor?  And prepared you spiritually, both?  

D: Yeah.  Well, BYU, kinda obvious.  You know, I was very grateful for BYU because they 

add that spiritual component to it.  Not only that we had to take those scriptural classes, the 

religion classes as part of our course of study, but even in the classroom, you know, we’d be 

able to talk spiritually about things and more particularly about our morals and our standards 

and what we would and would not do, in class.  And obviously the material that we would 

perform in class had to meet a certain standard, and so we would be able to use scenes or 

monologues or whatever that didn’t contain content that I felt would be offensive.  And that 

was really refreshing, and that was really wonderful.  Now, this is me being very green at that 

point, I didn’t know much about the professional theatre world at that point, but I took it in, 

and I was very grateful for it.  But it helped me to really think about, at that point, what will I 

or won’t I do.  You know, what are my standards or what are my morals.  Where are my 

lines, as far as material that I will or will not perform.  And I’m really grateful that I took that 

opportunity to make those decisions, because they would obviously be challenged.   
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It was right after that, obviously, that I went and did Les Mis, and performed in Les 

Mis.  And that’s, you know, I started to see, you know, all of my co-workers, fabulous 

people, wonderful, very different from me, as far as my, my morals and my standards and 

such, and so it was very interesting, because I learned how to navigate that.  Learned how to, 

how do you relate to these people who would go out to the bars or the strip clubs or the – 

you know have – go on – you know, uh, sexual escapades, so to speak. And still kinda feel 

like I’m part of that, but not isolate myself, you know, and just, just – it’s always a very 

interesting experience.  But I learned a great deal. And it was neat, I loved, I loved working 

with them.  So I got back to BYU, I had some professional experience behind me so I was 

able to then take that professional experience into my studies, you know.  It was interesting, 

because you learn, you learn, and you learn, then you learn to apply it.  And then to come 

back into these classes, you see it through a new perspective, and I was grateful that.  I was 

grateful I had that professional experience behind me as I went back into my classes, because 

I learned a lot more I think. I was able to now look out through the lens of the experience I 

had, and so I was grateful for that.  It was training.  It was Stanislavsky based.  So it was kind 

of more psychological, you know at BYU.  I think they’re kind of changing that a little bit, 

and kinda going a little more to disciplinary.  But I had a lot of Stanislavsky.  Some things 

worked well for me, some things not.  And so, uh, the emotional recall, you know, and those 

kinds of things started to get very heavy (heady?) for me.  And uh, but anyway, that was my 

training, and from there I started again, and went back into a professional world, doing 

mostly Church work like the Nauvoo Pageant and the Savior of the World Production and the 

Joseph Smith film and many other things which provided a great education.  Again, 

performing professionally, doing Phantom of the Opera, etc. with that as my base and my acting 

training. (15:20) 
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 Then going to the Boston Conservatory was very interesting for two reasons.  

Number, uh, just artistically and educationally.  The approach was much more multi-

disciplinary.  And I didn’t even really think about that.  I mean, they wanted to give you a 

taste of a lot of the different disciplines of acting out there, both physical and psychological.  

And I had never experienced, really the physical acting before.  So we worked a lot in 

Grotowski, Jerzy Grotowski. That was like one of our first acting classes, was like in 

Grotowski, and I thought, “Oh, this is so cool!” Very interesting, and I had never thought 

about this idea of working out/in.  That through the physical and through freeing the body 

you’re able to kind of connect to an emotional place.  And so that was really cool for me.  

And a lot of things really worked, and I had never thought about that.  But anyway, so we 

did some Grotowski, we did some Viewpoints, and, uh, but on the other side of it we also 

did a little bit of Stanislavsky.  I really loved the Meisner work.  Which kind of bridges those 

two.  Meisner really hit home for me, and I love the idea of listening.  I did have an acting 

teacher at BYU who was more about that, a little more about getting outside your head and 

about just listening, and just receiving impulses.  And I think that’s kind of more the 

Meisner-way of doing things. And, uh, and I really appreciated that.  They kind of shut her 

down a little bit, and said, “You know we need to be more the Stanislavsky.”  Because that’s 

where they kind of really were based, you know, the Adler and the Uda Hagen sort of-esque 

way of doing things, but, uh, I really took to that.  And I think that was really kind of the 

first thing where I started to branch out like, “Oh, I really like this idea where it’s just more 

about impulse.”  You know, you just, you listen and you react.  And just whatever comes 

you just free yourself and you go.  And I found that a lot with kind of in the physical acting 

too, is that a lot it was just Go! Just Move! Just React! You know. 

K:  Who – I’m sorry for interrupting – who was that BYU teacher that… 
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D:  Her name was Laurrie Harrup Hurser.  And she now teaches at UVU (Utah Valley State 

University).   

K: Oh really? 

D: Yeah.  And just a brilliant, brilliant acting teacher and director.  But I really took to that, 

and I also TA’ed (Teacher Assistant) for her Improv Class and other things.  Anyway, so 

there at Boston Conservatory I love this multi-disciplinary approach.  The reason being is 

because I found that I was not just being fed one tool that I had to use, you know.  And so I 

loved the idea that I could take the things that really connected for me with in Viewpoints, 

or in Meisner, or in Grotowski, or in, uh, the Stanislavsky, you know, and all of these are 

different ways, and different methods – all trying to accomplish, what I think, the same 

thing, which is to find truth and honesty, and just be, you know, uh, and connect 

emotionally.  And I would say there is so many obstacles that we have, that bar us from that 

but for everybody I think they are a little bit different.  And so, I think, therefore the method 

of attacking those things to help you to free yourself up needs to be available, you know, it 

needs to be, and will be different for each actor.  There’s so much you can gain from 

learning one method, but I think because we’re all so, such different animals, have such 

different experience, that we all have our own different, sort of blocks, you know, and things 

as actors, and I think having a multi-disciplinary approach is really useful because then they – 

sense they can grab onto – those things that, “Yeah that works for me, or that really works 

for me.”  Or maybe this method will work for one role or one monologue, or whatever, 

whereas this one will work, is the only thing that would work for the other.  So, I really 

gravitated to that.   

And that’s what I like to do in my, in my course work at, when I teach acting as well.  

I like to, I mean, we are still based in some respect in the Stanislavsky method and Uda 
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Hagen sort of idea, and so we pursue that, but in the daily exercises I like to introduce them 

to others.  I, even Laban, you know, Laban is very physical and finding your character, 

finding emotion through the Laban.  Laban Movement Analysis – LMA – um, I’ve found 

that to be really intriguing, to be very interesting as well.  And uh, anyway, so I would take a 

little bit of Viewpoints, or Meisner, or this, and you know we use that as an exercise for the 

monologues and other things, and just kind of introduce it to them.  That’s where I come 

from.  I’m very passionate about the idea of a multi-disciplinary approach.  Obviously the 

only downside to that is that you can’t dive deep into those things, you know.  I mean, like 

um, whereas at Boston Conservatory usually each acting class you took was focused on one 

methodology.  So I had a Jerzy Grotowski, I had a Viewpoints class, I had a, uh, this other 

one that I don’t know where you’d put him.  I think he’s a little on the Meisner-esque, kind 

of the psycho-physical sort of thing.  But, uh, he was a great acting – uh, he had a great 

acting book called – uh, the name of the guy is Declan Donnellan, The Actor and the Target.  

It’s a really great book.  I found some really great truths in there.  (21:00) That I really, really 

loved.  And really latched onto, and so – just an acting teacher, just his own acting 

philosophy, called The Actor and the Target. But again, it was this idea that you need to get 

outside your head, and focus, not focus, he hates that word “focus” – which is interesting – 

just be alive and just notice the target out here.  So, I really like that.  He had really, really 

great points in there.  You know.  So, all these things in each of the classes that I would take 

were very helpful, very useful, and we were able to kind of dive into that course, into that 

methodology, and really explore it pretty well.  

So, anyway, that’s uh – so that’s where I think BYU and Boston Conservatory both 

kind of helped serve me.  BYU was wonderful.  It gave me some great acting experience, 

very Stanislavski based, but spiritually, in particular.  Boston Conservatory not so much on 
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the spiritual.  (Laughs.) It was a very liberal place.  Very liberal.  But I was used to that 

already, because I had just, I had done Les Mis, I had done Phantom of the Opera, I had worked 

professionally in a lot of regional theatres around the country.  I went to Seattle, I went to 

LA.  I did some performances there.  And so, you know, I was used to that environment.  

And it wasn’t, it was exactly the same, you know, there at the Conservatory.  But I knew who 

I was; I was very well grounded.  I was able to just stick to my guns, and just say, “No, I 

won’t do that.” Or, “Yes, I will do that.  If we do this monologue, or do this scene I’m 

gonna have to, I’m not gonna say these words.” You know, so I’d have to get, I’d make sure 

to get the teacher’s approval beforehand, but they were very good to work with.  Especially 

the Head of the Theatre Department, uh, Neal.  Um, was just a, Neal Donahoe was just a 

wonderful man and was just a very, he just was very empathetic and just supportive of my 

beliefs and what and how I felt.  I can’t say necessarily every teacher felt that way, but you 

know everybody was fine with, with what I needed to do. So, um, anyway, so I was very 

grateful for that.  So, even, even though I wasn’t exactly being fed a lot of spiritual stuff, um, 

I still felt really good, and comfortable in that environment and felt like I was able to flourish 

in that way, despite everything else that was going on that was still – I would find offensive, 

but, uh, you know, it was alright.  I was able to navigate and kind of walk the line that I felt 

like I needed to to stay true to what I believed and, and so I was grateful for that.  And it was 

always a good experience as well, actually and honestly and so.  Anyway, but yeah.  That’s 

kind of how, BYU, Boston.   

K:  Do you feel like there’s, uh – the way that you, you take in some of the – I guess 

the information or the methodologies that you use, do you feel like that you put them 

out again, or utilize them, that they change, or that they are different because of, uh, 

your testimony or because of your spirituality or because…(rest inaudible) 
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D: Mmm – that’s a really good question, because I’ve thought about that, like how does that 

impact.  And I will say, definitely.  I think, I honestly think that LDS people, if we really kind 

of grasp onto this idea of the gift of the Holy Ghost that it can make us better actors like 

you wouldn’t believe.  Because, I mean, you think about what the Spirit is supposed to do, I 

mean, He brings all things to our remembrance.  So, I mean, if we’re talking about, you 

know, the psychological form of acting, you know, the emotional recall, just be able to bring 

those things to remembrance.  Uh, to be able to testify of truth.  That when we experience 

truth on stage that we can connect deeper to it and be able to, I think, convey it better.  Um, 

I think, you know, we know a little bit better , I think, what it feels like to feel, maybe 

perhaps, loneliness, or despair if we, if we sin, you know, and that Spirit leaves us, we kind of 

feel that a little deeper. Um, that it will teach us all things.  I mean, and teach us not only 

how we ourselves need to be able to, what we need to do to be able to become better actors, 

to free ourselves more emotionally and such, but I think – those things – but I think just 

other spiritual things that have helped deepen my abilities as an actor.  And kind of given me 

an emotional depth that I never would have before.  I think the Spirit and religion in general 

itself kind of helps to deepen that feeling, and the reason why is because, it’s like – mo – I 

will say always that one of the best things I ever did for my acting career was get married and 

have a family. (26:04) And the reason being is because having that life experience as a father, 

and as a husband, has helped deepen my emotions in ways I never would have before.  To 

be able to feel that connection, to know that connection that a father has for their child, and, 

I mean how can you, you know, that’s just a wealth of information and life experience that I 

can bring to the stage when I play those kind of characters, or when those kind of 

relationships are strained, or you have, you know, they are important to the character, or 

whatever.   
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I mean, I have that. I know it!  You know, I have it right there.  And because I feel 

like those are, still those are values that are shared and understood by humanity, you know, 

that that’s something that I can, that I can draw on.  And that I can, and help to then, help 

to do – I’m going to use the word “teach” but – teach that truth, because, you know, really, 

what is theatre?  I mean, to me, it has to be something that helps to uplift, and instruct, and 

others – the audience – others, um, that has to be its purpose.  In my mind.  That it needs to 

be something that is inspiring, that it uplifts them, and that it leaves them better than – the 

audience, better than they were.  And not that it necessarily means that we’ve got to be 

teaching Gospel truths, but there’s still got to be truth in there that you have to be able to 

connect, real truth.  That you then convey to them.  And for me those truths have to be 

centered in the Gospel of Jesus Christ.  I mean, all truth.  You know, that, that’s what we 

believe.  That all truth is, is in the whole of the Church, and that’s, that’s what it is, and that’s 

what I want to be able to latch onto.  When I take on a role, or when I do a show, I need to 

make sure that it is teaching that truth.  If it’s not, then I don’t want to be part of it.  You 

know, that’s kind of, that’s in a way how I navigate what shows I will or will not do.  I just 

have to look at it.  What is this, what is this teaching?  What is this saying?  What is the, 

what’s the moral here?  Or is it just kind of a frivolous fun?  And if it is, that’s great, but is 

there content in there that’s still offensive in order to get through all of that?  Anyway, I 

have to ask myself a lot of different questions when I approach a role.  But the Church and 

spiritually speaking, helps me to be able to connect to what truth is there and feel it deeper, 

and hopefully be able to convey that in a stronger, better way than perhaps my – those that 

don’t share that experience, or those that don’t believe the same as I do.  Because I have a st 

– I feel like I have a stronger connection to truth, because it’s now on a spiritual level.  It’s 

more than just a life philosophy or whatever.  But I feel like this is something that is really 
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ingrained in me.  And that the Spirit helps, I think, people to be able to learn that, feel that, 

and deepen their, their, their emotion.  It’s because of, uh – yeah, because that’s what He 

does. You know, everything I just said.  I really love also, even those ideas that, you know, 

just, ah, the phrase, “Be still. And know that I am God.” Or, you know, do not judge.  You 

know, those are all things we have to apply as actors as well.  To learn stillness, to learn to be 

able to receive inspiration or impulse, you know, through the Spirit and be able to just act on 

it and not judge.  And stop looking at ourselves as actors and commenting on what we’re 

doing in the moment.  Um, those are vital things for actors to do.  But those are also taught 

in the Gospel itself, you know, in ways.  I just kind of take those spiritual, uh, those spiritual 

principles, and doctrines, and apply them to an actor, and I find that it’s really quite amazing 

how – how many parallels there are with acting methodology and just what we believe in the 

Church, and through the Spirit and such, so.   

I didn’t know if that’s quite what you’re going for, but that’s how I look at, how I’m 

able to apply my spiritual life to my actor life and how that affects the way I look at different 

methodologies.  And, but yeah, I look at it through those lenses, and uh, yeah, and I do find 

a lot of spiritual parallels there. Between them. (30:36) 

K:  Along those same lines, you have taken on, I think, a lot of challenging roles, 

right, which range from playing “Joseph Smith” and “Hyrum Smith” to, I think you 

were in Assass ins? Is that it? 

D: Yeah! (Laughter.) 

K:  And, and a lot of things in between, so, um, you know, again, along those same 

lines of what you were just talking about, how do you, um, pull those things out of, 

you know, different roles like what you were just saying – what are some of the more 
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challenging roles that you’ve, um, experienced and how do you get through those 

things, and what… 

D: Yeah.  And do you mean challenging by, uh, artistically, like as an actor? Or spiritually?  

K: Both…Yes. 

D: Both?  That is a good question.  So, yeah, we’ve got, uh, so you know I’ve done, I’ve 

done roles like “The Phantom” and then “John Wilkes Booth” from Assassins and such, and 

uh, versus something that’s very overtly spiritual, you know, other things.  The way I look at 

it is I, I take everybody for who they are and where – what their life experience is, and what 

they’re trying to get to.  I mean, even somebody like John Wilkes Booth, uh, you know, who 

we kind of deplore, and what’s interesting is that I think Sondheim’s interest in doing that 

was just trying to – I don’t know.  Make people look at them differently.  Make people 

realize that these were just humans too.  They were just trying to achieve the American 

Dream or whatever, for them.  But they went about it a very wrong way.  But, even with 

John Wilkes Booth, you know, you can kind of see this person who just felt so deeply for his 

country – his country.  You know and his ideals.  And his way, and his country’s way of life, 

that he felt like Lincoln was destroying.  And uh, you know, and I think they try to explore 

that really well.  But I think there’s still a truth there, you know, for him.  That, that sense of 

feeling of patriotism and of just, of just wanting a better life, and just seeing this person 

coming and destroying, as far as he was concerned, his way of life and his country.  And so 

he wanted to do something about it, you know.  And obviously he went to extreme lengths 

to be able to do that.  It’s just, I guess we just, I get it – I guess it just kinda comes down to, 

you know – it’s hard to just be a perfect judge and just classify everybody as evil and others 

as good.   
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And I think that’s important to remember, is that we’re all, every one of us, has – we 

all have our backgrounds, we all have different ways we were brought up, the different 

philosophies and things we were taught growing up, but there’s always a truth in there that 

we’re all searching for, we’re all searching for happiness, we’re all searching for that thing 

that’s good.  But some people go about it the wrong way and it takes them off on a wrong 

path.  But I still think as actors we can recognize how, perhaps, easy it is to be able to go 

down that path.  You can see it, because it comes from this place of need that we have, like 

John Wilkes Booth.  Or for the Phantom just a person who just wants love! Just needs love, 

needs personal connection with people, you know.  And how he goes about it, obviously, 

pretty reprehensible, but the man still – that’s what’s at the core of it.  You know what I 

mean?  And that’s what, that’s what was at the core of John Wilkes Booth, and I think any 

character in the gamut, I hope, uh, along there – nobody’s purely evil.  They’re, they’re, they 

have needs.  They have desires that are good and righteous, but they, they go down a path.  

They start making decisions, little by little that lead them down a darker path and a darker 

way of trying to get that.  But that’s always at the root of it.  And so that’s what I try to find, 

you know, that’s what I want to try to find. That – hopefully, you know – in finding, tapping 

into that, that’s, you know, as an actor, then I can at least have – understand where they’re 

coming from, and how they could potentially go down that path because of that need.   

And so I have to look at it that way.  You know, and uh, and still, hopefully, those 

are things worth sharing.  You know, that those are things that hopefully will still inspire and 

help people, I don’t know, I guess just look at people differently and realize that, uh, we’re 

much more complex than what we like to label each other.  You know, it’s not so black and 

white.  That uh, that people – there’s a lot more underneath and a lot more behind them.  

And I think that’s important for us to know, understand. Um, yeah. I don’t know if I would 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

144 

ever do Assassins again. I had to do it because it was our, our MFA production, and I still had 

to make some, uh, I had to say I wouldn’t say certain things.  (35:56) Not really concessions, 

thankfully, I was able to say, “I’m not going to say this.” Any, any – you know that’s one of 

my, one of my standards that I  just won’t break, is that I will not say the Lord’s name in 

vain.  Or uh, and because I make a specific covenant about that.  I’m like, “Uh, I’m not doin’ 

that.”  It doesn’t matter who the character is.  So if I feel like it does that, and it does that a 

few times in there, I just said, “I’m not doin’ that.” You know, and they were great about 

doing that.  Um, yeah, and still I’m not a big Sondheim fan for that reason, because he has a 

very pessimistic view of life.  And there’s a very, kind of a dark way of looking at things.  

And uh, he – a little amoral.  You know, for the most part.  Just like, throwing it out there.  

And so I don’t, necessarily, funny enough the man is brilliant, obviously, but a lot of his stuff 

is hard for me to really get into and believe in.  Into the Woods maybe excepting.  It’s a little 

bit, but even then, you know, he likes to, he likes to throw all these (clears throat) “nobody’s 

really good, and everybody’s got, you know, some problem with them” – and everybody’s a 

little selfish, and, uh, that there is no happy endings.  And, but there’s still a little bit of truth 

in there, that I like to tap into as much as I can, but, in fact, I’ll be directing Into the Woods 

this Fall. 

K: Yes. 

D:  At BYU.  And so – (laughs) so I’m, I’m currently looking at that myself, but, anyway, so. 

So, yeah, it’s, it’s uh, it’s challenging spiritually and emotionally, um, to be able to tap into 

those kind of characters, the more challenging ones – obviously, when I can do like a role, a 

spiritual role, like, like that, uh, it’s uh, very easy for me to tap into when I can just be myself 

as much as possible. For these others, yeah you ju- for everybody, it doesn’t matter who they 

are, um, because obviously they’ll do things in their life, or on stage, that aren’t according to 
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my moral code, and other things.  Uh, the only thing I have to worry about, does it cross a 

line for me as far as what I portray on stage.  Does it cross those lines that um, that I will not 

portray, and I will not do.  And does the show itself still teach something that is, uh, that is 

important and that is good at the end?  You know.   

And so long as it meets that line, I’m fine with playing whatever character.  You 

know, that I can do.  Even those that are far from who I am.  And again, the way I do that is 

that I  just kind of look at, “Well, what’s kind of their basic truth?”  What are they coming 

from?  What’s, what is their need that has led them to that point, and to make the decisions 

that they’re doing? Um, yeah.  See hopefully, hopefully you find a little more sympathy, 

empathy, I guess, and that I guess maybe that’s dangerous.  I don’t know, but I think as 

actors we have to be a little, we have to be that way, you know.  We have to be that, we have 

to just look at people.  But it does help me to think about the fact that, you know, you just 

can’t judge.  You just can’t – and I think those are good things.  That we can believe there is 

good in everybody, and, uh, um, and the only reason that perhaps they’re making the choices 

they are is because, uh, because of where they’re coming from – family, you know, wherever, 

whatever the background is.  And, uh, and they just never had that, you know.  But they’re 

trying to do the best they can with what they know and what they’re trying to accomplish.  

Uh, but uh, anyway, so.  I could go on forever about that. 

K:  When you’re, when you’re trying to tap into that, whether it’s like a spiritual role 

that you’re doing or, or one of these challenging – is there something specific that 

you do in order to tap into that?  Is there – in order – when you analyze your 

character, or, you know, is there - ? 

D: Yeah. There’s um, again this is kind of like going back to all the different methods or 

methodologies or stuff, I mean, uh, Uda Hagen has her, has her questions, you know that 
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you go through and you, and you, and you do that.  Uh, I also do, uh – and those are very, 

those are helpful – you know, creating a character biography, and a very, that’s very, that’s 

detailed about the background, and about what they’re doing to kind of help you try to walk 

in their shoes a little bit, you know, just try to help you deepen that. (40:17) Um, I think is 

really important.  It really is, no matter what character you take, you need to be able to walk 

in their shoes a little bit.  Give ‘em some background, give ‘em, uh, some, uh, fill in the 

blanks of where you’re at historically with your character.  And really think about all those 

wonderful questions.  Who are you?  Where are you coming from?  You know.  What’s your 

experience with this, that, or the other?  Um, so yeah, so answering the Uda Hagen-type 

questions, doing a character biography, uh, is important.  Sometimes even doing a more of 

um, what would you call it, more of an abstract sort of an analysis of your character, I think, 

is, is good too.  Where, where perhaps you just look at using your art or, um, photos or 

something like that, that, that helps for you captures the essence of what you feel like this 

character is and why is that, you know.  Anything you can do to kind of analyze a character, 

analyze the show, understand what the show is trying to get out – kind of tap into the 

director’s concept of the show, and then how, how can I help with that with my character, 

you know.  What does my character need to, need to be, need to convey in order to help tell 

that story?  In order to help, you know, support that concept.  And so, uh, I think being able 

to, uh, and the more homework you do the better.   

The – going back to Declan Donnellan, An Actor and the Target – one of the things I 

really latched onto was hi- this idea that, uh, because, because he says, you know, when 

you’re, when you’re, when you’re in the moment on stage you can’t be thinking about you’re 

background and you’re family history, and you know, and everything that has happened to 

you.  Now, again, i- th- that’s where it bogs down, that’s where Stanislavsky kind of starts 
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veering off this direction for a lot of people, is that’s where it gets really bogged down.  And 

get really heady.  Um, for him, he says, you know, you can’t be doing that.  You’ve got to be 

out, you gotta be out here, you can’t be internal, you know and doing all that stuff.  Um, but, 

he says, obviously the homework is still extremely important.   

So the rehearsal process, the character analysis, the, the research, you know, all those 

things that you do, is still extremely important, but what he, he calls that though “the 

invisible work.”  And so, as an actor you do your homework, you rehearse, you research, 

you, you think about these things, uh, you rehearse with them, but then the moment when 

you start getting on stage and you start performing, all of that needs to be out of your mind.  

And you just need to go.  But, he says, that invisible work is still there.  That, that, that work 

that you have right there, despite the fact that it’s not on your consciousness, you know, or 

right in front of you at that, at that moment, that work is still part of where you are at right 

now as a, as a character; that work is not, not lost.  It’s still a part of you.  And it will 

manifest itself.  So he calls that “the invisible work.” And I really like that, that idea.  And so 

that’s, that’s kind of how – what I believe, you know, you do all this work, and, and I’ve, you 

know, and I’ve reaped the benefits of it myself, you know.  So I’ve experienced this in some 

fairly complex roles and such where I do that sort of homework, uh, have all of that, and 

then I find that I feel so much more grounded and more, I feel more depth in- on stage.  I’m 

more comfortable in this role.  I understand it better.  And so I feel like I’ve, you know, you 

live that.  And then you’re able to then, uh, you know, continue to, to uh, rehearse and 

perform with that sort of confidence, I guess.  It’s really is what it is.  It’s sort of this 

confidence.  It’s this clarity of character, and this confidence that you have on stage.  Um, in 

your character because you know them better and you feel like you can, you know, 

understand them, and you know where you’re coming from and where you’re going.   
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And so that, that really helps a lot, I mean, I think it, it- it’s that, it’s that sort of 

invisible thing where an audience can come and just, like, watch that, it’s like, you’re really 

drawn to that person, you know, or those characters. I think it’s that, that this invisible, or 

this research and such helps to bring, because, because they’re so confident, they’re so- know 

who they are, they’re so able to make choices based on that, they’re able to receive impulses 

based on that, you know, on that, uh, on that background work that you do.  There’s just 

something about it that you will just – that breathes life into that character – that breathes 

life therefore into the show itself, and uh, uh, yeah.  And that, that is very compelling, you 

know, for an audience member to be able to watch, and be able to witness that.  Uh, and so, 

uh, so I think it’s very important as an actor to be able to do that, uh ‘cause it just helps you.  

But, -uh coming back to that, when you do that, you’re able to open yourself up to so many 

more possibilities of receiving impulses and, and new ideas, as you’re in the moment, and the 

way that you communicate with you’re partner on stage or in, or in you know, various, 

various things. (45:20)  Uh, and so I think that’s really vital, that you do that, because it helps 

to lay a better groundwork and a foundation and a, and a framework for you to, to live 

within and explore as your character.  And be able to receive impulses based on that because 

it’s, it’s, it’s better to find.  It’s better understood.  And so.  So yeah.  So that’s how I, I like 

to approach characters and, and other things, and it’s just research.  But I’m kind of a har- I 

have a- I believe strongly in work ethic.  You know.  And I think that, and I think that the 

more that you do, the more you put into it the better.  Yeah.   

K:  So, shifting just slighting, but you’ve, you’ve worked, uh professionally, you’ve 

worked I think a couple of times with BYU, right, or this isn’t your first time in the 

Fall, right? 
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D: No.  Yeah, I’ve, I’ve worked with them several, over the course of several different years, 

I would like come in and, always as adjunct, but I would teach voice, you know, periodically 

here and there. Uh, over the years as I, as I needed to, but, yeah. 

K:  And you’ve also, uh, been in, uh, several Church Pageants, right? Where a lot of 

the cast was volunteer.  Right? Members of the Church come in, Nauvoo Pageant for 

example, um, how – without comparing, right – but how do those experiences differ, 

or how would you categorize those experiences working on, on those types of shows. 

As far as your method, or the things you do differently, if you do anything differently, 

and how, how you, uh, approach it.   

D:  That’s, that’s a really good question.  I, and uh, hmm – I think a lot it needs to kind of 

come back to – one of my, one of my greatest mentors was a man by the name of David 

Warner.  And uh, after my mission I came back to BYU, and he was uh, there at BYU, and 

so I had him as a teacher.  And uh, quickly became to realize that this guy looked at things 

very differently.  Um, and it was no surprise to me that, uh, soon after that semester he was 

hired by the Church to head the Music and Cultural Arts Division.  And that’s when I 

auditioned for – my first Church production was Savior of the World.  And uh – put on at the 

Conference Center Theatre – and I played the role of “Joseph” in that.  And he was – he 

directed that.  And so I was able to kind of work under his tutelage there, but uh, he has a 

very fascinating view of uh, of acting and, but particularly doing spiritual acting, I guess we’ll 

call it, you know.  Just, just “Church-acting.”  And I guess as kind of summed up in a story 

that he likes to tell about this one gentleman who was uh, I me- I don’t know who he was – 

but he may have been like the Artistic Director of some theatre, local theatre, something like 

that, and he kept approaching the Brethren about, uh, “Why don’t we publicize these really 

great shows?  Why can’t we put up, you know, publicity things in chapels and such?”  And 
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they kept turning him down.  And uh, and anyway, but he kept, he kept going at it, and just 

saying, you know, I really think this is important, that we need to, you know, that we can do 

that. That these are fine, uplifting productions or whatever, uh, and we should be able to 

publicize it in chapels.  But uh, anyway, finally, this General Authority, whoever it was said, 

“Brother, uh, we are not in the Theatre Business, we’re in the Salvation Business.”  That, and 

that really is the difference.  That there is a theatre business, and it’s wonderful, and it has its 

way of approaching, and a lot of what I’ve just talked to you about is really about the 

Theatre Business.  Right?  For him, the Salvation Business, you have to approach it a little 

bit differently, I think.  Where it needs to become much more.  And, and I’ll say that there’s, 

obviously, there’s still parallels here, so don’t get me wrong.   

But I think, more to a stronger degree, you have to be yourself when you are doing 

spiritual work.  And, uh, the reason being is because we have to – when you’re up there – 

you know, sharing these words, even though they’re not yours, Joseph’s or Joseph Smith’s 

or, or whatever, they have to become your words.  I mean, you have to just be – you can’t 

put anything on.  If there’s any sort of artifice or any sort of like, putting on a character it’s 

not gonna work.  We need to know that person up there is really a missionary.  It’s really – 

it’s just them, and they are, they are sharing truths that they know are true.  That the words 

that they are speaking, even though they are someone else’s, they’re still a truth that they 

believe.  And would just as easily say.  And uh, and what’s beautiful about doing, doing this 

kind of work with the Church, is because it’s so easy to get into, that, because – well, I 

shouldn’t say that, because it’s actually really hard.  It’s hard as an actor not to put stuff on.  

And David was really good at trying to teach and to help people learn to tear that stuff off, 

the things we get into that are actor-y, you know what I mean?  (50:41) Or that we, that we 

need to do this, you know with our character and that sort of thing.  It’s like n-n-n-no.  
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That’s not what we’re doing.  We’re not trying to create something, I guess, that is – 

theatrically engaging.  We’re in the Salvation Business.  This is more about, it’s more about 

testimony; it’s more about sharing the truths of the Gospel with others.  Yes, using stories, 

and characters that are not ours, our own, but we understand.  We know.  Everybody can 

tap into those truths.  Everybody can tap into that understanding, and, and that you have to, 

you have to be able to share it – no artifice, nothing, you know, put on.  And it needs to be 

that.  And, you know, how do you get to that? It’s one of th- David Warner he, he’s been 

my, again, just a major mentor of mine.  But he, um, when I, when I did Les Mis, well excuse 

me, when I got the role in Les Mis, he kind of took my wife and I out to dinner and he and 

his wife were there and we, and uh, for about two hours we just kind of talked about this 

very thing.  Mostly about how do you survive spiritually in this, in this world.  But a lot of 

these principles that he taught me I think applied very directly to this, to a, to doing Church 

Theatre and Church Productions.  But he talked about how your talents, your, your physical 

talents of acting and singing and that sort of thing are only a manifestation of your real 

talent, which is your spirit and who you are.  That everything has to come from there.  And 

that if you don’t have that, if you don’t have that core of who you are, the, the spirit, the, 

the, uh your spirituality and such, then all you are is a person who can act and sing, but 

there’s no core to that.  That he feels like that a lot of the talents that we have manifest out, 

has to come from something deeper, but he says, you know, usually you’ll find too many 

people who can outwardly sing and act and dance, but when they’re, when they’re off the 

stage they’re a completely different person.  You know what I mean?  They’re not that same 

being.  He says that can’t ever happen.  You have to develop this (gesturing to his chest) 

inside, you have to develop who you are.  And for him, and I believe this very strongly, that 

means you’ve got to be immersing yourself in things that build your spirit all the time.  Um, 
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he used to tell me, uh, and this is one thing that has always stuck with me, he used to say, uh, 

“You need to be able to preach a sermon as well as you can act and sing.”  And I love that, 

because – everything that that implied – that I have to be working myself spiritually, I have 

to be, you know, praying, I have to be reading my daily scriptures, I have to be as, I have to 

be as concerned about developing myself spiritually as I do as an actor.  And if I do that I’m 

gonna actually find that both of them complement each other, and you know, kind of as we 

discussed, I feel like the Spirit is, is a major part of a, can be a major part of an actor’s life.  

And can help people connect.  But, but because you develop that spiritual part of who you 

are, that confidence in who you are, that understanding of life and it’s purposes, of the 

purposes of family, and relationships, and those things and all of that stuff.   

And the more I believe in that and understand that the stronger my acting becomes.  

The stronger I’m able to be a vessel to be able to communicate that truth.  I mean, that’s 

what theatre really is about; it’s about communication of this truth that we’re trying to 

understand as, as spiritual beings, as uh, as members of the Church, I think.  And if I can 

strengthen and deepen my, my testimony, my understanding of that and become that kind of 

person, I think the stronger I’m going to be able to act or to be able to portray.   

Uh oh did we… 

(Interruption by Librarian.) 

K: Are we done? What time is it?   

D: It’s 10 o’clock? 

Librarian:  Your time is up. 

K:  I’m supposed to have it until eleven. 

Librarian:  We have someone scheduled at 10, so let me go and figure it out. 

K:  Yeah, please do.   
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Librarian:  Sorry, you’re doing an interview. 

K: It’s okay. 

D:  Um, (55:04) so…anyway, but uh…let me uh…see if there’s something else here – you 

know I’ve been thinking about this, thinking of quotes and such tuh, um – because to David, 

he thought, his thinking was: You know what?  There are things the Lord needs you to be 

able to do, but if you get caught up in this world, and most people do, you know, because 

it’s a very consuming world.  You know, as an actor you’re always copying your craft, and 

you’re trying to become better.  You’re making connections and such, this always seems to 

be almost overwhelming for, including our LDS actors, uh, we focus so much on the artistic 

side of things, that we forget about who we are and forget about developing that portion of 

us.  And uh, and that’s usually why I think that most – that a lot of our LDS actors, when, 

when they go into the professional world, many of them um, just kind of leave spirituality 

behind.  And eventually just find themselves outside the Church.  But uh, he says, “You 

know what, the Lord can only use you if you are pure.  And not only pure, but you have to 

be growing and progressing spiritually.”  In other words: where I’m at right now spiritually 

the Lord isn’t going to be able to use me later on for other projects.  And that always kind of 

caught – made me think about that, it’s like, Okay.  I need to be – I need to make sure I’m at 

this level later on, because the Lord’s probably going to need me at that level.  And because I 

had devoted myself to that idea that I was going to do whatever the Lord wanted me to do, 

and there’s nothing that’s more fulfilling to me than being able to participate in Church 

projects, because I feel like that’s where my talents are being used to – (whispers) “what?” – 

their most – I don’t know quite how to phrase this, I’ve been trying to, but it’s the most 

important work I could do.  As an actor.  Because if my, my job as an actor, theatre 

practitioner, whatever is to help change lives for the better, help to inspire them then there’s 
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nothing I could do better than to teach the Gospel.  And to teach Eternal Truths that are 

going to help people draw closer to God and help them to, on their way back home to 

Eternal Life, you know?  We’re not just talking about the, the general stuff, you know, that, 

that theatre just can’t, can’t – there’s a bar there, you know.  We can teach these wonderful, 

kind of general human truths of kindness, and treating others well, and love and all that 

good stuff here, but you can’t, unless you can break through, and you can teach the Gospel 

with great power and directness, it, it, it just, it never gets beyond just slightly inspirational, 

and “Oh that’s wonderful.”  You know what I mean?  Now, there’s little blips here and 

there, that, there’s some really powerful things that people have some really wonderful 

experiences.  And I think that’s because it’s founded in a truth that, perhaps, they don’t even 

know.  That’s beyond that.  But to be able to be part of those kind of theatrical experiences 

with the Church and, and, and film, and such, it just – it thrills me, because I feel like I’m 

able to use the talents He’s given me for a, for a Higher purpose and a better way.  And not 

just say that everything has to be that way, obviously, but anyway, but that, but it helps me to 

remember, uh, really what, what these talents really should be, ultimately, used for.  You 

know?  Um, yeah.  Uh –  

K: Can I – real quick –  

D: Oh, okay.  Please. 

K:  And you may have already touched on this, but if I can get you to expound on it 

just a little bit, expand it.  Um, you have, you have used the phrase “communicate 

truth” – and I have heard other actors, and of course other people I’ve worked with 

say that same thing.  But when you as an LDS actor says, “My job is to communicate 

truth.”  What is the difference when you say it, versus when they say it or is there a 

difference? 
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D:  I think so.  Because mine is more based on a, uh, on the principles of doctrines of Ch- of 

the Gospel of Jesus Christ.  That is where I am basing all of my truth in.  And um, for 

others, I think, when they say “communicate truth” I think they’re more talking about, again, 

that sort of basic human understanding of good and descent lives, and treating others well, 

and you know, not judging and believing in yours- you know those kind of things.  But we 

take those truths all of those truths, and I think we put ‘em into a eternal, spiritual context of 

the Gospel of Jesus Christ.  And expand on them.  All those beautiful truths.  And so for me 

it, it’s coming from, from a very deeply spiritual place.  And they will say, you know, it’s 

spiritual too.  And again, yes! Yes!  They’re having a very real experience, and I think, but, 

from my point of view, as an LDS actor, I believe that all that truth is really here.  (Within 

the LDS Church.) They don’t quite know it, and understand that yet, but they have that light 

of Christ, and, and those experiences with the Spirit themselves when they experience those 

truths, and uh, and that’s what they’re conveying.  And, they, they have a very strong 

connection with that.  And that’s wonderful.  But yeah.  But we, we understand it, I believe, 

from an eternal perspective.  The Gospel of Jesus Christ, that that is the source of all truth.  

And, and for me the truths that need to be taught are based in that.  Must be based in that.  

For me as an LDS actor.  And that if I am not doing that, then I’m not gonna be true to who 

I am.  And I’m not gonna be able to give a very truthful performance, because if I have to 

convey anything other than that, you know – (1:00:50)   

K:  Um hmm.   

D:  So, so yeah.  But, but, but that’s really what it is.  It’s, well, basically it’s sharing your 

testimony.  If I want to put it in that, in a spiritual context, conveying truth is just testifying. I 

testify that this principle is true.  I testify that what – even though I don’t say it as the 

character, I’m basically saying: I testify that what Jesus said about, you know, loving one 
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another as I have loved you in that sort of death, the things that the prophets have taught 

me about family, and about their eternal importance, um, the things that I’ve, you know, 

Joseph Smith or whatever.  All those truths, I’m testifying of, hopefully, no matter what the 

character is, no matter what the show is, that, that’s, that’s really what’s at the root of it.  

That’s really, for me, you know, that’s really, what I’m basing that on.  And, and so I’m 

testifying of that, hopefully, and that’s what I hope the audience will understand and see.  

Through me – that there’s something deeper there.  My hope is.  And uh, that there’s 

something, uh, yeah.  That, and again, hopefully because of the depth of feeling that I feel 

through the Spirit and through the testimony that I’ve received of these principles and of 

Christ and of His Gospel, will hopefully add a greater power to what I can bring to a role, or 

to a line, or to whatever, to a story, then perhaps others, you know.  If not, then I think I’m 

living under my privileges as, as President Packer used to say, right?  That we’re living under 

our privileges, uh, with, with the, with the power of the Spirit.  And honestly, I think, we do.  

All the time.   

Because again, I think it’s this, you know, that LDS actors, doesn’t matter who you 

are, you know, we become so immersed in this world.  And so immersed in just making it, 

and becoming better actors and such that we forget that if we don’t progress this (gesturing 

to his chest) that unique something that we could bring the world, the power that we could 

bring to theatre, you know, I think, through, through developing this side of us, this spiritual 

side of us, uhm, will be lost.  And well, they’ll never know.  They’ll just be another actor out 

there, you know.  But we’ll be living under our privileges a great deal if we, if we don’t, you 

know, develop that.  Because we do have a, we can tap into something that’s greater, 

something more important, something deeper, through the Spirit, I think, than, than what 

others are privileged to be able to do.  To experience.  Just because we have that, that 
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privilege, that, we have that blessing.  But I fear that we don’t take advantage of it.  But, and, 

uh, yeah.  It’s something that I think about a lot, and I don’t know exactly.  I’m still trying to 

figure out, you know, how, how do you, how can we do that, but I believe that there is 

something that we can do.  That we can have great power.  We need people –  

President Packer – speaking of Elder Packer – I, his, uh, his talk, uh, uh “The Arts 

and the Spirit of the Lord,” you know from ’77-’76, uhm, has provided a real important 

foundation for me.  I mean, when I first read that, I read that I think as a Freshman in, at 

BYU, and I just really connected with that.  But uh, they (clears throat) – again, he kinda 

talks about this.  And I’m just gonna kinda quote some things, let’s see, he says, “…it is a 

mistake to assume that one can follow the ways of the world and then somehow in a 

moment of intruded inspiration compose a great anthem of the Restoration or in a moment 

of singular inspiration pain the great painting.  When it is done, it will be done by one who 

has yearned and tried and long fervently to do it, not by one who has condescended to do it.  

It will take quite as much preparation and work as any masterpiece and a different kind of 

inspiration.”  Again, I, in a way, I kind of think it’s this that he’s talking about.  The person 

who wants to do this, is gonna be developing themselves spiritually, and I think part of that 

is going to be wha- what his main focus, I think, is, is like “contribute to the rolling on of the 

Kingdom of God.”  Really contribute to it.  Develop great spiritual works, as well as great 

artistic works, you know.  But the only way that that’s gonna happen is if we have people 

who are developing both at the same time.  Ideally we need people – oh! And this goes to 

President Kimball’s, uh, one, right?  “The Gospel Vision of the Arts,” where’s he’s talkin’ 

about, you take a Michelangelo and you put in him the Spirit of the Lord – and Whoooo! 

(Exclamation.) What could you make? You know? And uh, and I, I, and I, and I, I think 

that’s, that’s what we need, we need Latter-day Saints who are developing themselves 
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spiritually and this – and that have a desire therefore .  (1:05:23)  Because of their conversion 

to the Gospel to make a cont- a contribution to that work.  That they can use the spiritual 

talents that they have and the physical talents the, the, the artistic talents that they’ve learned 

and understood and, and developed, uh, that when you combine those things – Oh! The 

power.  The power we could create!  On stage, and not only in a, uh, in a temporal sense, but 

in a spiritual sense.  And uh, I like this.  I mean (clears throat), actually I think he – oh, ya, ya 

he do- in fact Pres. Packer touches on this too, he says, “Inspiration can come to those 

who’s talents are barely adequate and their contribution will be felt for generations, and the 

Church and Kingdom of God will move forward just a little more easily because they have 

been here.”  Now, and then he says this, “The ideal, of course, is for one with a gift to train 

and develop it to the highest possibility including a sense of spiritual propriety.  No artist in 

the Church with a desire to extend our heritage need sacrifice his career or an avocation, nor 

need he neglect his gift as only a hobby.  He can meet the world and best it, and not be the 

loser.  In the end what appears to be such a sacrifice.  Such sacrifice will have been but a 

test.”  And I love that.  Because I believe, I really, believe in that.  That ideally we can have 

LDS actors who devoted as much to the Church and to themselves spiritually, as they are to 

their artwork.  And to, to becoming the best actor they can be.   

And he says, and I believe too, that we can still meet the world and best it.  It’ll be 

harder.  I, I have no doubt.  You know, having my family, and choosing to live by the morals 

and standards I have, (laughs) it’s killed my career. There’s no question.  There’s no question 

it killed it.  But there’s something more important.  Something far more important to me.  

Uhm, and that is my family, my beliefs, my spirit, my eternal life.  Uhm, and, and so it 

doesn’t matter to me.  But I still feel like I have world-class talents. I still feel like I’ve 

developed myself this way, that I could meet the world and best it.  And have, in some 
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respects.  But I feel like I’ve been able to hopefully work on this (gestures to himself) so 

much so that I can be available to, uhm, to make a contribution to the on-rolling of the 

Kingdom of God.  And that’s been a major desire of mine.  An- and so, you know, I wanna 

do that, but I wanna be the best I can be to be able to help convey that, you know.  To help 

develop this tool.  Make myself a little better instrument.  To be able to help convey that.  

And uh, in a more powerful way.  And not just, necessarily, be a person who, who’s just 

really inspired, and develops this, but never really develop their talents, you know, and he 

(Pres. Boyd K. Packer) uses the, the example of CCA Christensen and his paintings and 

such.  You know, that they’re not masterful, but boy! He poured his heart and soul and his 

spirit and his testimony into that.  So, what he could do – but why not be a Michelangelo?  

And have that sort of spirit.  Uhm, there’s a, there’s a guy recently who quoted – he says it 

comes from Michelangelo, I haven’t been able to find the quote, so I can’t verify this, but it’s 

a beautiful truth.  And he says, “You can’t get from the artist what’s not in the man.”  And 

uh, and I love that.  And I’ve seen Michelangelo as a man who, who with what spirit he had, 

you know, was able to create some really great works, beautiful works.  Uhm, so, why not, if 

we have in the man this sort of spiritual depth and understanding, and a person who has that 

sort of talent, uhm, that we can cr- have our Shakespeares, our Miltons, our whatever, as 

President Kimball talked about.  Uhm, but I think too many, too, too much of the time – 

one of my favorite scriptures is Matthew 16:24-26.  And uh, and I, just this slide right here, it 

says, “For what is a man profited if he shall gain the whole world and lose his own soul?  Or 

what shall a man give in exchange for his own soul?”  And, and again, this is where, where 

this balance kind of comes into effect.  Where – do I want to gain the whole world? Or do I 

want to keep my soul?  Or can I do what President Packer talked about and that is “best the 
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world.”  But still stay spiritually in tune enough and, and, and uh, committed, and uh, to be 

able to help contribute to on work – going – the, the work of God.  Uhm, yeah.   

So, anyway, it, it’s a balancing act.  And it’s um, and it’s never easy.  And it’s never 

going to be easy.  But they’ll be many tests along the way, and I’ve faced a lot of tests.  And 

it’s been really hard.  And here again, the best thing I ever did for myself was, was get 

married to an amazing person.  Because, uh, not only was she very committed to this crazy 

life, but she is also a very committed Latter-day Saint.  And a very converted one.  And has 

been able to help me in making these decisions – help me to be able to guide this, so that I 

can do what I feel like I wanna do spiritually and stay, stay, you know, in tune and such.  

She’s been a re- almost essential for that.  Uhm, and so, uh, anyway, I don’t know where I’m 

going with this, but uh, yeah.  But it’s been uh, yeah.   

K:  Uhm, that about covers – two last questions.  If after reviewing the transcripts 

and recording and whatever, if I have any follow up questions, can I email you?   

D: Uhm hm, absolutely.   

K:  And…this might be a big “if” and I don’t know if – feel free to say “no.”  

Absolutely.  Ca- do you, are you still in contact with David Warner, and can I have 

his email address, or contact information?   

D:  Yeah!  Yeah, I, I think that’d be fine.  I’m sure he wouldn’t mind.  Uhm, he, he’s always a 

very busy man.  He’s a, he’s a, he’s a Area Authority Seventy now. 

K:  Ooohhh… 

D:  But he also has left Church employment and he’s like doing his own, uh, kind of like 

business consulting development- thing, now. Uh, and so he’s always gone, and uh, I have a 

hard time getting a hold of him most of the time.  But I’m happy to give it to you, I know 
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that he wouldn’t, I don’t think he’d be – yeah, I think he’d be, be fine with that.  I’m sure he 

wouldn’t – I think he’d be great with that.  Yeah.   

K:  We’ll give it a shot and see what –  

D:  So I’ll get that to you.  Yeah, sure.   

K:  I think – unless you can think of anything else – I think…(shuffling of papers)…I 

think that about covers it.  Which, I appreciate it again.  Thank you! 

D:  You’re welcome. 

K:  This has been great! 

D: I feel very passionately about this very subject.  And so, uhm, you know on the more 

spiritual side of things than just the methodology.  But, but still.  Yeah, so I’m grateful to 

share it.  It’s fine.  I – yeah.  Passionate about it.  So.   

K:  Well, thank you. 

D:  Glad to talk about it, so…You’re welcome.  And thank you for doing this.  I think it’s 

fascinating.  I’d be glad to read your – yeah (Laughter.) What you come out with.   

K:  Well, I’ll let you know.  

END OF TRANSCRIPT 
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RONALD DALLEY ORAL HISTORY 

Date:  8 October 2017 
Place: Logandale, Nevada 
Attendance:   Ronald Dalley 
  Kenna Higgins 
  Connie Dalley (in the other room) 
 

BEGIN TRANSCRIPT 

K:  Okay.  So, uh, what is the date, today is the seventh? 

RD:  Eighth. 

K:  Is it really? I think I’ve been writing the seventh all day. Okay, we’re in 

Logandale.  You are my Dad.  Right? 

RD:  Yup.  Last time I checked.  (laughing)   

K:  Ron Dalley, right?  Uhm, mostly the purpose of this interview is for my 

dissertation, uhm, to find out – talk, talking about, like the acting methods of LDS 

actors.  But, uhm, if we talk about other things, that’s okay too.   

RD:  Alright. 

K:  So, uhm, but just to start off with, if you want to, uhm, just tell us, uh, talk a little 

bit about how you got into theatre – and you’re retired now, but, uh, talk a little bit 

about how you got into theatre and, uhm, how you got doing what you were doing. 

RD:  Well, in my undergraduate work I, I enrolled at BYU in 1954, in the fall of 1954.  And I 

majored in Communications and English.  And when I was hired after I graduated, I was 

hired in 1958 by the Clark County School District to teach at Moapa Valley High School, 

and I taught English and Speech, it was called then.  Which included theatre.  Uh, my, my 

theatrical experience at that time was, I had taken a beginning acting class, and uh, that was 

about it.  Uh, I had, ‘cause I hadn’t really thought about theatre as a, as a major discipline. 

Uh, I was more into public speaking and the forensics end of communications.  And so, 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

163 

when I was given a class in communications, the principal told me he also wanted me to do 

the plays, theatre.  So, okay, I, I obliged.  Uhm, and I taught for two years, and I decided I 

wanted to go back and get my masters degree.  And so I did.   

I went back to BYU, and enrolled in the graduate program and was accepted.  And I 

decided that my, my major would be English, because that was the thing that I was teaching 

most, and I wanted to get into the discipline that primarily helped me in my profession.  And 

I started in the program, and then they instituted the program where you had to have French 

in order to get a Masters – masters of fine arts.  And uhm, so I enrolled in a French class, 

but I was getting my masters degree in increments of my summer time off.  And it was very 

difficult for me to try to study French during the school year, because I was so busy, and so 

when I would get back to try to take French in the advanced stages, I would – I had 

forgotten so much, it became really an exercise in futility for me.  And then I learned I could 

get a master of fine arts degree if I majored in theatre and minored in English, and I 

wouldn’t have to, I wouldn’t have to, uh, worry about the French-thing.  I appreciated taking 

French for two summers, but it just didn’t work out for me in terms of what my plans were.   

So, I switched over to Theatre, and went to the Theatre Department and told them 

that I’d like to get my graduate degree in theatre and minor in English, and they accepted 

me.  And so, then I started taking tons of theatre classes. (5:28)  I took, I took uh, Theatre 

History, I took uh, Directing, I took Writing, I took all kinds of theatre classes, and I found I 

really liked it.  I really enjoyed it.  And it went right along with what I was doing at school.  

And I had enough hours in English because of the two summers prior, and so, uh, I had an 

easy minor, so I could concentrate on taking all the classes in theatre, and I didn’t have to 

worry about the English Department.  ‘Cause I had the minor already, ‘cause I’d taken all 

those classes already when I was going to major in English.  So I concentrated in theatre. 
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Well, when I went up there, uh, it was the second to the last summer I would be 

going there, I was hoping that on the fourth summer I was going to be getting my masters 

degree – because of the change, it put me back on summer, and that was okay.  And uhm, 

and I auditioned for a play The Male Animal and got the lead.  My only theatrical experience 

up ‘till then had been what I had done in high school. And I was in musicals and plays in 

high school.  And I was really surprised I got the lead, probably I mighta had a little bit of 

“in” because Charles Metten was the director, and he happened to be my major chairman on 

my masters committee.  So I think there was a little pull there.  And uh, but he gave me the 

lead, and as far as I know I did really well. Critics were really kind to me, the play went off 

quite successful.  I think the school itself was a little bit, a little bit leery or nervous about the 

one drinking scene that was in The Male Animal.   

Then, the next summer, uh, oh, let’s back up.  It was – uh, let’s see, it was the first 

summer I was in Antigone.  On the change, when I made the change.  So it took me an extra 

summer than what I was thinking.  So I started in 1960, that’s right, and I graduated with my 

masters degree in 1965.  That’s right, so it took me an extra two summers.  In order to make 

the switch.  So the first summer I was in the play Antigone and played the part “Tiresias” the 

Prophet.  The guy who caused all the problems with – with uh, agh, what’s the name… 

K:  Oedipus? 

RD:  No.  In Antigone, the, the head of the town of Thebes.  The… 

K:  Oh, I thought you were talking about the play prior Oedipus… 

RD:  No Antigone. 

K:  Oh, I know, but Antigone’s  part of a trilogy right?   

RD:  Yeah, yeah.  But I didn’t… 

K:  Part of the Oedipus trilogy. 
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RD:  …but we didn’t do the whole trilogy.  We just did the play Antigone.   

K:  I know.  But…(laughter)  …but yeah, Tiresias is the – yeah. 

RD:  (laughter)  …But I can’t remember – who is the name – what’s the name of the guy 

that was the, was the, uh, antagonist.   

K:  Oh, the prince-guy? 

RD:  Yeah. 

K:  I don’t remember. 

RD:  Ugh, it starts with an ‘O’.   

K:  Orestes?  

RD:  Huh?   

K:  Is it Orestes?   

RD:  No.  Orestes… 

K:  That’s uh, that’s another play. 

RD:  Yeah.   

K:  I don’t know, Greek Literature. 

RD:  Oberon. 

K:  No, that’s Shakespeare. 

RD:  Ugh, Oberon.  I can’t remember.  Anyway, and that was, that was a nice experience, 

and then the next summer, uh, I uh, tried out for Male Animal, got the lead.  And then the 

next summer I tried out for, for a play and, and it was You Can’t Take it With You, and I got 

the lead in that.  (10:34)  And then uh, the final summer – so I was, I was – I tried out every 

time I was up there, I guess.  And the final summer I tried out for Night Must Fall, and 

(Harold I.) Hansen was the director then, and I got, uh, the role of the Police Officer, or the 

Inspector in Night Must Fall.  That was a good role.  Anyway, uh, all of these were really great 
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experiences for me, I learned all about directing and acting, and, you know, had some real 

educational experiences with, with these good men that were directors.  Dr. Metten and Dr. 

Hansen.  Uhm, and that got me going in theatre. 

And then I decided, uh, for my masters thesis that I would like to write a play.  I’d 

taken a playwriting class and did well in it.  So, I did.  I wrote a play about the local history of  

Moapa Valley, the early settlements.  And I remember in my, in my oral exams Dr. Hansen 

telling me, and my committee, telling me that he though this play was good and it would, it 

would be worthy of a production.  And so I was really flattered over that.  And that’s all that 

– I dismissed it.  Then pretty soon, uh, I got a, uh, call from Dr. Metten, saying he wanted to 

do my play.  And they wanted to do it – oh, and by the way when I did You Can’t Take It 

With You Metten wanted to open the fall semester with that, ‘cause we did it in the summer, 

and by the time summer semester ended a couple of weeks the fall semester began, and he 

wanted to open with that show.  And so, my – and I was due to come back to Moapa Valley 

High School and begin teaching.  So he called Grant Bowler and asked him if, Grant Bowler 

the principal, if he would be willing to let me come up and run this play for two weeks.  And 

Grant Bowler says, “No, I can’t let him go two weeks, I’ll let him go a week.”   

So we did the opening of the fall, the fall uh, of BYU, in the fall of ’65, uh, and they 

ran it for a week instead of two weeks because of the limitations.  All the other members of 

the cast were students that were enrolled at BYU, and so it, it was an easy thing.  But it was 

quite an experience for me.   

K:  Was that for You Can’t  Take It  With You? Or was that for Arsenic  and Old Lace?   

RD:  Oh, not You Can’t Take It With You, it was Arsenic and Old Lace. 

K:  I thought you told me… 

RD:  It was Arsenic and Old Lace.   
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K:  That’s okay.  Yeah. 

RD:  That’s right.  Okay.  I played the part of Mortimer.  That was a lot of fun, because it’s a 

funny play. 

K:  Yeah.   

RD:  I remember the movie, I was totally disappointed in the movie because they didn’t 

make it nearly as humorous as the play itself, it just isn’t – I was really disappointed in the 

movie.  Anyway, so, and then I took all the necessary requisites for the theatre major in the, 

in the masters program, wrote my play, and uh, Dr. Metten put it on in the Margett’s Arena 

Theatre in 1965.  Uhm, and it was, it ran for, I don’t know, two weeks.  And they invited me 

up.  And I took a couple days off and went up and watched it.  They had a little tea for me 

afterwards, the author.  (laugh)  That was kind of nice.  And then, uh, that spring, I took my 

orals, passed.  And earned my masters degree in 1965, I think it was.  So, I, I was actually 

five summers in the process, but the last summer I was only working on my play and uh, 

getting it ready, and being in the play Arsenic and Old Lace.   

Uhm, came back to Moapa Valley High School, taught for forty years, produced, I 

don’t know, and directed, how many plays and musicals.  At least two every year, so you 

could add that up.  I think there might have been a couple of years where I did only one, 

because it was so exhausting.  So I think I did at least seventy plays and musicals, or more.  

Plus one acts.  We entered, we entered the drama festival and forensics tournament at the 

University Nevada Reno.  And uh, every year we were there, I think we were there for about, 

the tournament ran for about twelve years – every year but one we won superior in the one 

act play department.  And uh, and then uh, of course in the debate and forensics we did very 

well in that too.  We won state championship every year for the whole time that we were 

there.  And in some instances I had, uh, uh, four teams go undefeated.  And, and they were, 
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the, the committee wanted to know if I wanted those teams to debate each other?  And I 

says, “Nope, just declare ‘em all champions.”  So they did.  They did that rather than have a 

semi-final and final round.  I didn’t wanna – those poor kids to, anyway – that happened 

about two or three years in a row.  It got to the point where, uh, Moapa Valley – when a 

school came up against Moapa Valley it struck fear in their hearts.  (laughter)  Yup.  And we 

won.  We won oratory.  We won extemp.  We won dramatic reading.  We took the 

sweepstakes trophy home so many times they finally just says, “You guys keep it.”  (laughter)  

So we did.   

And uhm, anyway, that’s how I got into theatre, and, and I really enjoyed it.  And I 

took – I learned to build sets and learned to design sets.  And I really enjoyed that part, 

because of, uh, I liked working with wood as a, you know, as a carpenter sort of thing.  So 

that really worked well for me.  So I was really able to – I built a scene shop there at the 

school from nothing. We had nothing, and I got table saws, and radial arm saws, and power 

tools, and sabre saws, and power hand saws, and I don’t know how- what else is in there, 

drills, power drills of all kinds.  And built that up.  Then, and then uh, we were very 

successful in our plays.  Particularly the musicals because audiences seemed to really like the 

musicals.  And so we really did well there.  And they liked, uh, they liked comedy.  I think I 

only did one or two serious plays the whole time.  You were in one of them, The Crucible.   

K:  Yeah.  Mm hmm.   

RD:  But it was very successful.  It uh, taught a, taught a lot of people a lot of history about 

what went on in the Salem witchcraft days.  And uhm, I did one other serious one, which 

was it? 

K:  I remember Kristie (Dalley Heaton) being in Night o f  January 16th.   



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

169 

RD:  Oh yeah, that was it, I think.  Well, but I did three serious, then.  There was another 

one. 

K:  Well, and you did Night Must Fal l . 

RD:  Oh yeah, Night Must Fall.  That was it.  That was it.  Yeah, Night Must Fall.  January 16th, 

Night Must Fall, and The Crucible were the three serious, everything else I think I did was 

always comedy. (20:46)  Some of the comedies I did were stupid.  (laughter)  They were 

junior high level.  But that was back when I was starting and didn’t know what I was doing.  

(laughter)  

K:  It happens to the best of us I think.   

RD:  But uh, I think probably one of the most successful comedy plays I did were See How 

They Run, uh, Noises Off, and The Foreigner.  Those were really successful comedies.  But so 

was Arsenic and Old Lace, and You Can’t Take It With You, and uh, uh, geeze what’s the one 

with – that was a really good one too, where I used the Storey Girl as the lead in it? 

K:  Miranda (Storey)? 

RD:  Miranda, I think so.   

K:  I don’t… 

RD:  It was written by uhm – you know there’s just so much time, I’ve forgotten so much – 

he’s, he’s a famous Broadway playwright.  A, a great play.  Had a great message, and the kids 

did really well.  Glenn…uh… 

K:  Glenn…Moses 

RD:  Glenn Moses and Miranda Storey and Tim Mitchell I think.   

K:  James Mitchell, Tim was his Dad.   

RD:  James Mitchell.  Yeah, James.  Yeah.  Those are some good ones.  Uh, your Mother, we 

did Riders to the Sea, a one act. 
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K:  Oh really? 

RD:  And uh, yeah.  She was in You Can’t Take It With You.   

CD:  And The Man Who Came to Dinner.  

RD:  The what? 

CD:  The Man Who Came to Dinner. 

RD:  The Man Who Came to Dinner.  She was in those two.  Those are Kauffman and Hart 

comedies.  She would never say “damn” and “hell” for me.  (laughter)  “Damn those flies.”  

She just said, “darn.”  (laughter) 

CD:  I said, “Lawsy! Those flies!”   

RD:  Lawsy, that’s it.  (laughter)  That’s right.  That was to her credit, too.  Anyway, Riders to 

the Sea, I think we won a superior on that play.   

K:  You took that to competition? 

RD:  Mm hmm (yes).  

CD:  Naw, we got third place. 

RD:  Did we get third?  Still, we still got a superior though.  I don’t know.  You might 

remember more’n I do.  But she- your mother did very well.  She was good.  And… 

K:  So, in all of your experience then, because you taught theatre for, for about or 

almost more than fifty years, you also did some things for the stake and for the 

church, maybe not for the church at large, but at least for the stake and on the ward 

level.  What are some of those… 

RD:  Well, I did my own play for uh, was that a stake or ward thing – I wrote a one act that I 

did for the the ward, but I think my play was for the stake, and we went, we did it here and 

then we went to Virgin Valley (Mesquite, Nevada) and did it.  But I think that was a stake 

thing.  And that was the time that I had my first kidney stone.   
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K:  Oh! 

RD:  And your Mother was hauling me over to Mesquite, and I was in the back seat rolling 

around groaning and moaning ‘cause the kidney stone was moving and it was hurting, and I 

had a part in the play.   

K:  Oh man. 

RD:  As well as uh, I had a, I didn’t direct it, I had uh, Leavitt, what was her name?  Becky 

Leavitt’s mom, anyway, directed it.  (25:17) I helped her.  But it, it went well.  Yeah.  And 

uhm,  I did it  twice.  One time I, we did it for part of the anniversary of the – the first time 

was for the anniversary of the beginning settlement of Moapa Valley in 1968, and the second 

time was, I had Jeff Jensen take the lead role, and uh, Willie Waite’s wife, what’s her name? 

K:  Terri. 

RD:  Terri took the role – did you see that? 

K:  I don’t – I might have seen it.  I think I, I don’t remember where I was, I might 

have been at BYU.  I was, I was graduated.  But I don’t remember where I was, if I 

was in New York or if I was at BYU.  I don’t remember. 

RD:  But anyway, when I got to uh, when I got to uh, Mesquite the stone quit, and I was 

able to do the role.   

K:  But that wasn’t for – that was in 1968? Right? 

RD:  Yeah, yeah.  It was uh, for the anniversary for the settlement.  Was it ’68?  ’68’s when 

they left.   

K:  Mm hm (yes).  Mm hm.   

RD:  Yeah, I think that’s probably what it was.  I don’t remember now for sure, but anyway.  

Then we did community theatre, we did Man of LaMancha.  Community Theatre.  That was 

really successful, and we did it in the round.  
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K:  Oh, uh huh. 

RD:  We had people come out from Las Vegas that saw that.  I remember this one lady that 

said she saw the Broadway show, she thought ours was every bit as good. 

K:  Oh, that’s quite a complement. 

RD: I mean, she was probably lying.  (laughter)  But that made me feel good. 

K:  Yeah, yeah. 

RD:  You know.  We didn’t have all of the big trappings, but, but in the round it really 

worked well. Yeah, we had some good actors.  Lynn Bowler played, played Sancho Panz- 

Panz- Panza.  He did a great job.  Albert Robison played uh, uh Quixote.  James Robison 

played the Barber.   

K:  Oh yeah? 

RD:  Yeah.  Alene- Alene Bowler played Aldonza, and then – it was, it was – I just really 

enjoyed that.  And then I did that in the high school too.  And Brent Lewis played the lead.   

K:  Oh yeah.   

RD:  As Don Quixote.  And uh, who played Sancho?  

K:  You just said that it was Lynn. 

RD:  No, no when I did it at the high school. 

K:  Oh, I see.  So you did it once at the community theatre, and then you – once at 

the high school… 

RD:  …several years later.  Yeah.  Agh, I’ll have to get out the yearbooks to remember the 

people who played in that.  Dena, Dena Adams played Aldonza.  She had a nice singing 

voice. 

K:  Is that Denna? 

RD:  Dena.   
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K:  Dena.  I don’t know her.   

RD:  You do too, she’s Don and Dottie Adams’ daughter.   

K:  Oh! Dena!  Okay.   

RD:  (laughter)  Oh Dena.  

K:  Got it.  Yeah. 

RD:  She married this Zundel kid.   

K:  Yeah, yeah.  

RD:  And uh, anyway that was, that was nice.  Uh, and the only time that I remember having 

an audition in which I was surprised by the audition and, you know, generally when you have 

an audition, especially at the high school level, you know who you’re gonna cast, even before 

you have the auditions.  But when I did 1776, uhm, Darrell Hollenbeck just surprised the 

daylights outta me. His skill.  He couldn’t sing a note.  So all the songs that Johnny – he took 

John Adams – so the songs that he sang, he kinda talked his way – it’s like Rex Harrison did 

in My Fair Lady.  

K:  Yeah.  (30:31) 

RD:  You know, kinda talk your way in the song.  And that’s the way we did it, and it’s a, 

Larry Vincent, I think was the music guy, and he’s the one that suggested that’s what we do.  

So we did.  I took a role, Lynn took a role, Larry Vincent took a role, Val Smith took a role.   

K:  This is 1776?  More community theatre? 

RD:  Mmm hmm (yes).  Yeah, no, it was high school theatre.  But I had so many males in 

that thing and the roles were so hard, I had to imposed upon some of the male faculty 

members, and they, and they, they did.  And uh, I remember Larry Vincent did the role of 

the South Carolina delegate, talked about slavery, and he cracked the whip, and the ole’ – we 

ran the, we ran the red lights and the blackout lights and it was effective, it was really good.  
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And uh, and Lynn played Benjamin Franklin.  I’ll tell you when we got through with the 

makeup, he looked just like Benjamin Franklin.  I mean Yvonne Lyon, she just couldn’t 

believe it.  When she, when we, when she saw that she thought – and uh, anyway.  That’s uh, 

and that’s about… 

K:  Well, uhm, so I don’t – so in all of your training at BYU and in all of your classes 

that you took did they ever talk about like, a method or Stanislavski or like all of that 

sort of… 

RD:  The text book I had for my, for my acting class was An Actor Prepares by Stanislavski.  

Translated by some guy I can’t remember his name.  And uhm, when I first read it and – I 

thought, “Man this is really cool! You know you gotta get yourself in, you gotta actually 

almost become the character, become the person.”  And then when I got into acting myself 

on a larger scale, I’ve decided it’s all a bunch of bull!  (laughter) 

K:  (laughter)  Okay.  Why is that? 

RD:  Acting is – method acting is all well and good, and I really don’t think that, I just don’t 

think – in spite of all of Stanislavski’s efforts I just don’t think it’s possible to do what he 

thinks you should do.  And I discovered in my own experience, that you use everything 

external that you can to transform and make your character.  Your voice, how you walk, uh, 

you know, whether you’re an old man, or whatever it is, uh, all of those external things you 

bring in to make the character.  And it doesn’t matter whether you feel like you’re that 

person or not, if the external stuff that you bring in, uh, makes the audience believe that’s 

who you are, then that’s all that matters. And I, so that was, you know, that’s what my theory 

is.  And this is more like, uh, Lawrence Olivier.  The way he does it.  He says, “I draw on the 

external.”  He says, “I draw on that first, and then maybe in, in the process of acting on the 

stage I might be able to get really into it.”  But, but uh, you think of, of all the external things 
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that an actor has to rely on: his voice, and his body, his facial expressions, his walk, his – 

however he doe- however, whether it’s a dialogue or, or not a dialogue, or whether it’s a 

Southern accent or not, or whether it’s British, or whatever it is.   

I remember in Night Must Fall I had to do a British, a British accent.  A high British, 

it was difficult, but I worked on it and did pretty well.  And uh, it kinda just comes to you as 

you rehearse it and practice it, you get skilled, it’s like anything when you rehearse and 

practice you get skilled at it.  But this idea of, you know, this method, you know, where you, 

where you just have to assume the character, or feel like the character.  I mean, ugh, it just 

doesn’t, it just isn’t realistic to me.  It didn’t work for me, and uh, I don’t know if it, how it, 

if it works for most actors, you know.  The brooding, somber kinds like Marlon Brando, 

those, those types, I guess.  That’s what they claim they, they- how they do it.  And, I don’t 

know. 

The problem is, Marlon Brando, that’s all the kind, all the kinds of characters he did 

were those kind.  I don’t know, he did some comedy, he was versatile.  He was good.  He 

was good. I agree, but I just didn’t agree with the approach he took.  I don’t know how 

many, like Henry Fonda, I don’t know which kinds they used, they relied on.  Lawrence 

Olivier, one of the great stage actors of all time, he never, he never swallowed the, the uh, 

Stanislavski method.   

Now John Gielgud, another great British actor, he, he kind of, kinda went along.  

But, I don’t know whether he went entirely along with Stanislavski, but uh, he tended to be 

in that school, I think. 

K:  So, so part of like Stanislavski, and whatever is, is uhm, what I guess, what some 

call “doing your homework” or whatever.  You get into the character and you figure 

out the objectives and you answer your background questions about the characters 
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and you, you decide, you know, if my character is “this way” then, if my character 

has “this motivation” then my character will walk like this.  Or if my character had 

this happen to them then my character might act or walk or think or talk like this.  So 

this internal thing will influence this external thing, but you answer all these 

questions based on text work.  So what kind of, uhm, homework or background or, 

or text, text work, you know, would you like to see or recommend.  How does that 

figure into – because what I hear from you is that, you know, is that it takes a lot of, 

you have to, you have to fine tune the physical, you have to work on your voice, you 

have to work on your body, you have to work on – you know, so what kind of 

homework does an actor need to do with a character in order to get there? 

RD:  Well, you have to decide, you know, what the character is.  You know, is it an old man, 

is it a, is it a young man, is it a sane individual in an insane family like in Arsenic and Old Lace 

or in The Male Animal.  Is it a character who has a set of beliefs this way, and, and he seems 

to be at odds with, uh, those around him, especially those in positions of political power.  

You know, you, you set and establish the character in terms of what the character is – 

represents.  But you don’t become the character, you have to – like an Act- like in 

Stanislavski An Actor Prepares.  You had to be – maybe I’m, maybe I’m misinterpreting 

Stanislavski and the method, but I always – it seemed like to me they, the ultimate goal of 

the actor was that once he begins the dialogue and starts into character he is the character.  

(40:21)  And I, and I you know, not – when I’m on the stage I could be going through, uh, 

all kinds of actions and business and whatnot, and you’ve rehearsed it so much your mind 

could be thinking about something else.  You know.  Somebody does something stupid on 

the stage, a mistake or something, and you’re crackin’ up inside.   
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A good example would be in, in uh, The Male Animal. I come, my, my first entrance 

on stage I came on and uh, the lady that played opposite me was supposed to uh, take – part 

of her stage business was to take a little bowl of these candy mints that have the green 

centers? And she was supposed to be bringing them over and setting them on the table 

when I walk in the door.  And I walk in the door and she’s bringing those in and she trips 

and falls on the carp- on the, the rug and scatters that candy all over the stage.  So here we 

are on our hands and knees picking up that candy as we’re giving our dialogue.  Now you tell 

me, and we’re acting, we’re, we’re the same character, we assume and did the same – we had 

all the external kinds of things that we used to make the character come alive, but in, in my 

mind I was saying, “Holy moly, Metten’s gonna kill us!”  (laughter)  Or kill her, ‘cause she’s 

the one that did it.  And, and certainly, you know, you could just ignore it, but if you ignored 

it, you’d just be walking around on the stage – “Crunch! Crunch!”  And then that doesn’t 

work, that destroys the whole believability of what you’re trying to do.  As far as the 

audience knew that was part of the blocking, but we just…  

CD:  …(inaudible) 

RD:  (laughter)  But we just got on our hands and knees and picked it all up, and put it in the 

bowl and just went on.  So, I, you know, and there always is something that goes wrong, no 

matter how many times rehearsed, some little ticky thing can go wrong, if that happens, it 

totally upsets this whole, this whole concept of you becoming the character.  Doesn’t it?   

K:  I – I’m here to ask you the questions.  (laughter) 

RD:  (laughter) I know it.  I, I know it.  But those are the kinds of things that make me 

skeptical, see about it.  Uh huh.   
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K:  Though I think that some people would argue that if you have become that 

character then you would simply react to picking up the candy in the way the 

character would pick up the candy. (laughter) 

RD:  (laughter)  Good luck with that.   

K:  Okay.   

RD:  I guess, I guess you could, you could say that.  But I would challenge anybody to say, to 

tell me that inside they’re still feeling this great, you know – they’re not.  You know, at least I 

wasn’t. And I know that she wasn’t.  And I know that she was dying a thousand deaths 

because she’s the one that stumbled and she thought she was going to get killed by Metten.  

But he, he was pretty gracious about it.  He told us we did the right thing, we didn’t ignore it.  

And pretend like it was not there, like the guy who gets on stage with the big mustache and 

has to do some stomping and whatever around and the mustache falls off.  After he, after he 

leaves the stage he goes off stage and he tells the people off stage, “My mustache fell off, but 

I don’t think anybody noticed.”  (laughter)  I mean, what, what does that do to this whole 

method thing?  You just have all those extenuating conditions that you have to be prepared 

for. (45:05) And sometimes, you know, nothing- everything goes perfect, but I don’t think 

I’ve ever been in a play, or directed a play where there wasn’t some little tiny thing that didn’t 

occur that wasn’t supposed to.  And uh, and to me it’s, it’s external.  An actor draws on 

everything he needs from the outside and brings it into part of his character through his 

voice, through his actions, through his blocking, through his business.  But I – in the final 

analysis, it’s still Ron Dalley up there going through the motions and doing it.  He’s acting.  

And that’s, and that’s my philosophy.   

K:  So, then, uhm, I don’t know if you’ve heard this, you probably have, uhm, then 

when, you know President Kimball in 1976, uhm, gave this, this speech at BYU and 
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talked about, uhm, you know, talked about artists and talked about, uh, the Church, 

talked about, uhm, artists in the Church, and one of the things that he said was there 

have been great artists throughout history, you know, Michelangelo and Shakespeare 

and, and great musicians and whatever, but a lot of them have been you know, they, 

they were degenerates or lived lives of immorality, and yet they still were great artists.  

And, and he made the comparison that you, what could you get if you took a, you 

know, the spirit of Michelangelo and infused in him, you know, uh, a testimony of 

the Gospel of Jesus Christ, or you took a great actor or a great composer or a great, 

you know, artist and they had an understanding of the Gospel.  How does, in your 

opinion, how does a testimony of the Gospel enhance acting and theatre, or, or does 

it? 

RD:  Well that’s a great question.  Because sometimes the standards of art, whether it’s 

theatre or painting or performing – arts – uhm, often require a person to go outside his 

personal beliefs.  And that’s hard.  That’s hard to do.  I suppose that there’s a line, that if 

you’re really a, a dedicated, testimony bearing member of the Church that you will not cross.  

And there are those in theatre and in, in music who, in order to gain popularity and 

prominence, money, will abandon those principles. And that’s their prerogative.  They have 

their agency.  But my opinion is that, the whole purpose of our being here is to, is to live a 

life that makes us worthy to return to our Heavenly Father’s presence.  Just like you said one 

time when they were considering making you do things that were against your personal 

standards, there’s a line.  Now you might say a “damn” and “hell” or something and, and 

that’s not gonna be – probably condemn you forever.  But if you take off your clothes, that’s 

not the character anymore.  That’s you as a person up there.  Or if you are required to 

smoke, or if you are required to say filthy language.  They’ll say, “Oh that’s the character.”  
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That’s a, to me that’s a cop-out.  ‘Cause that’s why this whole idea that you assume the 

character like in Stanislavski, uh, it just doesn’t work if you wanna adhere to your standards.  

It can’t work, ‘cause that’s an external thing that you do, that you draw the line on.  And uh, 

and you know, and you don’t do it – you wanna please some crazy-eyed director, you wanna 

please some crazy critic, I don’t know what it is.  Or they adopt these philosophies, “Well, 

this is the real world, this is reality, this is the way it is, and we’re just trying to present reality, 

the way it actually is.”  Well, it’s nonsense.  As far as I’m concerned.  Well, people go to the 

bathroom, but that doesn’t mean you show it on stage.  It’s the same principle.  Or in a 

movie or whatever, though they do it in movies – now.  And they do it on the basis of, of 

it’s realistic.  But there are just certain things that are, in my opinion, that are to be, are to be 

– they’re, they’re in – the untouchable.  You don’t, you don’t mess with it.   

And I know that there are LDS actors who have, who have abandoned their 

principles for, for their quote “art.”  But that, that to me is a cop-out.  You know.  And if 

you believe in what you believe, and you know what you know, then you abide by that.  

That’s your guide.  That’s your standard.  And if somebody wants you to cross that line in 

the name of art, I’m sorry.  I don’t do it.  Now, I remem- I know in some of the plays I did, 

sometimes I would have to, I would allow a person to say “damn” or “hell” but that was it.  

Mainly because it made the scene humorous or funny, and that might be abandoning my 

own principles, I don’t know.  But I always, I always scratched out and changed the lines if 

there was profanity, or if a scene, if a scene was leading towards, towards some kind of 

suggestive moral… 

K:  …innuendo… 

RD:  …innuendo.   
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K:  So, uhm, and you felt okay about that, even though it maybe violated some 

copyright…? 

RD:  Well, this is my, this was my thinking, and I, I suppose, like you say, it’s not, like you 

say, it’s not, not being honest with the copyright.  But my position was we’re just, we’re just 

a little Podunk high school and who cares?  They got their royalty fee.  Now, on some 

musicals that we did, the royalties were really humongous, and we wrote the publisher and 

said we have a sm- we’re a small school, we have a theatre size of 300 people, we perform 

four nights, could you give us a break on the royalty?  And most of them did.  They 

understood.  And so as a result, we were able to not have to pay – rather than pay a $500 a 

night royalty fee for every performance, we might pay $500, and they’d allow us, then, to do 

the other ones without paying anything.  Or they would charge us, maybe, a hundred dollar 

fee or something, extra, it just depends on the, on the musical and it’s popularity.  If you got 

the musical when it’s drifting out of popularity phase then usually they were willing to go 

along with it.  Now if you got it when it was really a popular rave, they generally wouldn’t 

really give it.  ‘Cause we just couldn’t afford, you know, especially when you’ve got costumes, 

sets, and royalties.  So we’d just have to choose something else.  But we always called the 

publisher, or wrote ‘em, and asked for some kind of help, and they generally gave it to us.  

But I never ever, you know, worried about changing some profanity in a line.  I just 

scratched it out and said, “Don’t say it.”  And we got by with it.  You can call me dishonest, 

I guess, if you want. How, you might define it.  I was honest.  I was honest in the standards 

of the community, and I was honest with my own standards.  I don’t know.  (chuckle) 

K:  Fair enough.  (chuckle)  So then, uhm, then in your mind what becomes the 

purpose of theatre? 
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RD:  Well, I definitely don’t want theatre become a tool of propaganda.  When theatre 

becomes a tool for propaganda it totally destroys, in my opinion, what it’s supposed to do.  

That’s a question that’s been debated by critics for years.  Critic George Jean Nathan’s 

probably dead now.  He always maintained that the purpose of theatre was to entertain 

people in a, in a particular place where they gathered.  Others would claim that theatre had 

to have some kind of message or theme or something that is, that is uh, that goes beyond 

just what is the normal activity and actions of the characters and the plot.  There had to be 

something more uplifting and inviting and enticing about it.   

And so you got all these, all these units of thought. I was asked that same question in 

my masters thesis.  I remember Robert Thomas, I mentioned George Jean Nathan, he says, 

“Don’t talk about George Jean Nathan!” He says, “The guy was a boob!”  (laughter)  Course 

I didn’t know that much about ‘im except that he was a Broadway critic, wrote for one of 

the newspapers or whatever.  But he wasn’t very highly thought of by Robert Thomas.  And 

I respect Robert Thomas a lot more than I would him.  But it was difficult, you know, to, to 

ascertain exactly what the purpose of theatre is.  And I think the bottom line is theatre is 

entertainment.  Relief from the drudgery, the normal workaday drudgery of the world.  But 

theatre can also be enlightening, and can bring themes to the surface and can make us think 

and ponder and go beyond just the drudge of the world.  So the truth lies somewhere in 

between there.  But I don’t want it to be a tool for propaganda to champion some group’s 

rights or some political position, you know, to make – like a – and we’re getting that more 

and more.  And in my opinion they’re ruining – movies are doing, theatre is doing it, ruining 

it.  And when you start using it as a tool for propaganda, you destroy it’s whole meaning and 

purpose, in my opinion.  I mean, gays rights are fine, but I don’t, I don’t have to be 

bludgeoned over the head in watching a play or a, or a cinema that is trying to convince me 
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of an opinion that I’ll never change.  But I might see a play or a cinema where of a person 

who is gay is really mistreated, unjustly persecuted, and that might have a, an impact on me, 

but to use it as a propaganda tool to tell me that I am way out of line if I don’t adhere to 

believing this particular principle or this particular idea or this thought or this message or 

whatever – it’s the same thing as if you went to a movie and it just preached some religious 

doctrine.  Whether it’s Catholicism or Mormonism or whatever it may be.  Now, you, you 

could get characters… 

(Interruption) 

K:  Sorry.   

RD:  You could, you could get like a movie that came out about Michelangelo, uh, the 

Sistine Chapel, and the Catholic – it was Catholic Centered, but the theme of it was the 

sacrifice and suffering that he went through to do that Sistine Chapel.  And you can 

appreciate that.  No matter who it is or what it is.  It wasn’t trying to bludgeon me over the 

head with Catholic dogma, that sort of thing.  So, anytime a movie or a theatre tries to make 

it’s dogma it’s primary purpose, I’m not gonna – it, it turns me off.   

K:  So, then is, is theatre – does it have purpose for the audience?  And I’m thinking I 

guess, specifically, then for things like community theatre, theatre in education, and, 

and uh, amateur theatre, right?  Is its purpose mainly for the audience or do you feel 

like it has purpose for the participants and the actors and performers? 

RD:  Well sure. It’s, it’s really does both.   

(Interruption) 

 RD:  It’s really both.  It helps the performers and participants and the audience.  But in the 

final analysis, if there is no audience, then it dies.  If you, if you create this beautiful 

composition on music on paper, but it is never put to an instrument, then where, so, so what 
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happens? It doesn’t have any purpose.  It has got to have an instrument.  And it generally 

wants somebody to listen to what it says.  I don’t know of any musician who has ever 

written a piece of music, that he has written it just to let it remain there in the abstract.  And 

it just it’s the way it works – I don’t think it is intended to be that way.  It just – arts are part 

of the, the creative world of the human mind, the arts are part of that.  But if there’s no, if it 

doesn’t get out of the abstract it is of no value.  It doesn’t help the musician, it doesn’t help 

the guy that has the instrument to play it, it doesn’t help the person who listens and enjoys it.  

And, and that’s the way with theatre, it’s the same thing.  The playwright can write the play, 

but if it never gets off the pages of the script, then it’s of no value.  And it doesn’t help the 

actors who don’t act it.  

K: So then are there, are there any specific times when you can think of, and it 

doesn’t have to be of your writing, or whatever, but when theatre has helped the 

actors or theatre has helped the audiences that you… 

RD:  Well, if you wanna use it as a, as a main, main of psychology… 

K:  Yeah, and I’m not talking about therapy… 

RD: …therapy… 

K: …yeah, yeah that’s a little too on the nose or too deep.  I’m not, I’m not talking 

about therapy, just been, you know, cathartic.  We talk about catharsis all the time in 

theatre. 

RD:  Well, Aristotle says that’s the purpose of tragedy, was catharsis. 

K:  So, so in your experience, you know, and I think, if I can go here, I think it can be 

cathartic for the performers, maybe… 

RD:  Yes, it can. 
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K:  Wh – can you think of any experiences, when – ‘cause that’s what I hear you 

saying.  When can it – when has that happened for you?  When have you seen it?  

You know. 

RD:  It’s cathartic when after a performance you know you’ve done well.  And the audience 

claps, and then after it’s over with somebody comes up and says, “What a great 

performance, how, how – you did so well.  Thank you.”  That’s cathartic.  You know, that, 

you know.  You think about all the hours and all the time you put on it and everything, and 

that makes it worthwhile, that’s the thing that, that purges you of, of, you know, “Oh man! 

Go to rehearsal tonight, go to rehearsal tomorrow night, gotta rehearse this night, gotta do 

this, we gotta have that, director wants this, he wants that.  Pretty soon you’re going crazy.  

Why am I in this?  Why am I doing this to myself?”  Then when the performance is over, 

and you have done well, and the audience is really appreciative, and they’ve been moved, 

when they come up and tell you, suddenly you say, “Wow.  It was worthwhile.”   Isn’t that 

catharsis?   

K:  Yeah, I think so.  Are there any moments when you felt that during rehearsal?  

During the rehearsal process? 

RD:  Yeah.  A little, if, if you did something and the director said, “I really like that.  Keep 

that in.”  That makes you feel good, because you’ve, you’ve added to the art of, of the whole.  

And uh, and so, yeah, you could say, it’s not a, not nearly as earth shaking as the end of a 

performance, you know – why do you think these actors do all that they do?  Money, of 

course, is a, is certainly a big motivator, but if money were the sole motivator, I don’t think 

much would get done.  In terms of, of its representation – it’s art, yeah, you go through the 

motions, make a motion picture, put it out and get paid, ‘cause a job.  And then some actors, 

uh, spe- particularly movie actors, may said that, Glenn Ford.  He says, “It was a job. I was 
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the same, whether in this movie or that movie, I was Glenn Ford in there performing.”  

That’s what he said.  To him it was a job. I don’t think he ever got any Oscars, I don’t know 

if he’s ever acclaimed to be one of the great actors, but he made a lot of money.  On the 

other hand, those who were really interested in the art of what they were really doing, there’s 

something special there for them.  And it becomes, it becomes a uplifting, edifying, 

gratifying – not just a job.   

I did this.  You know, and this is what I – and it becomes a – that’s the way most 

things that we do are.  We, we liked to be appreciated.  That’s part of the human psyche.  I 

think that’s why the Savior said, “Love your neighbor as yourself.”   

K:  Can that appreciation go too far? 

RD: Well, yeah.  It can translate into arrogance.   

K:  Yeah. 

RD:  For some, that’s true.  They get paid a lot of money, they get very popular.  And uh, 

they do something that, maybe some critic says isn’t very good, and man! The battle’s on.  

He doesn’t know what he’s talking about, etc.  The critic says he’s a bad actor, in a bad role, 

whatever.  And it, it happens.  Uh, and, but primarily people do it, those who are interested 

in it as an art form do it, because there’s something special about, when you get through, 

what you’ve done.   

It’s kind of like, uh, when you serve somebody.  When you help somebody.  You feel 

good about it.  You feel good about the work.  You might, you might find some poor person 

on the road broken, broken down, and you help ‘em, and when you get through you feel 

really good about it.  And they feel good and they’re grateful.  The same, it’s the same kind 

of process.  The, the audience is uplifted and feels good about what you’ve done, and you 

feel good because you were able to do it for ‘em.  It’s a service almost.  But when it ceases to 
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be that, then it’s, it’s just a goin’ through the motions.  And uh, and then as far as I’m 

concerned it has no, it doesn’t have any real intrinsic value.  Does that make sense? 

K:  So then at what point does it cease to be a service?  At what point does it stop 

having that…? 

RD:  When you, when you let stardom go to your head.  When you begin demanding this 

and demanding that, and you look down upon those who are subservient to you.  And that’s 

when it becomes, you know, uh, and it’s easy for actors to get that way, especially if they’re 

popular and they make a lot of money.  Uh, who was it that, that was a popular actor, and 

yet was so humble and kind to those around that, that he/she were working with – I can’t 

remember.  The experience, the people just loved the humility and the niceness.  And it’s, it’s 

the arrogance and the “get out of my way” and they’re a big whatever, and they’re not, 

they’re a nothing-whatever.  When they act that way.  And of course, that’s true of anything 

in life.  You can be a businessman, you can be a person and if you’re, if you’re, if you’re 

haughty and prideful and arrogant and – then your purpose for what you’re doing is lost.  

That’s my, my feeling in it. 

K:  So, so then that doesn’t seem very, it doesn’t seem very that special to LDS, like it 

would be special to LDS actors.  Uhm, so then, uh, how would, how would LDS 

actors – how would that translate for LDS actors?  How has that been different, uhm, 

as you’ve taught LDS kids versus non-LDS kids in high school, how has that been 

different or has it been different, uh, teaching them, or, or… 

RD:  Well, the level that I’ve taught, I don’t think it’s made a difference.  They, they – I, I 

run into the same conflicts – is that they really, when they commit to do a play and then it 

starts to become work and drudgery, that, and then they start to regret that they were in it, so 

they flight out or that they did this or they did that.  And then when the product, and the 
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audiences clap and praise and they receive some of that praise for a job well done, they 

forget some of that.   

And uh, you know, and LDS actors, I mean, it’s like anything that we have in the, in 

uh, that we, that we, any special talent that we’ve been given.  It’s incumbent upon us to use 

it in service.  To help.  And if you’ve been, been given the gift of a good actor, or a good 

writer, or whatever, then you try to use that to, to help others.  The problem is, of course, in 

this modern day and age, it’s become, it’s become so, uh, controlled and money-oriented and 

agent-oriented and – it’s, I think it really has lost a lot of it’s luster.  You know, I don’t know.  

We have to make money.  If you do it for a living, you have to make money, and that’s 

understandable.  And uh, but also, you know, you do it ‘cause you’re helping serve others, as 

well as yourself.  You know.   

As a teacher you spend way hours beyond what your normal teaching hours are 

required trying to help others.  You serve – that’s, that’s part of the service part of being a 

teacher.  And, you know, and sometimes that’s tough.  If you, it doesn’t matter what you are, 

at some point in your life, you might be required to help somebody – I don’t care if you’re a 

plumber, or an electrician, or a carpenter, or an engineer, you might be required to help 

somebody, and you may utilize the talents you’ve been given to help ‘em, or it may be 

something totally irrelevant.  Like you help somebody on the road that’s broken down, or 

you, you serve somebody who, who uh – and I think that’s what the Lord intended for us to 

do. Is to, is to uh, support and sustain one another, to help the needy and the poor.  And we 

use our talents to do it.  And, and when you think that the talent you’ve been given makes 

you something special beyond who you are, I think they do nothing.  I don’t know.  It’s a, 

it’s a pretty – I mean there’s so many variables and so many ins and outs on this situation.  

But the basic thing is, we, we earn a livelihood, we subsist, but we also help, serve.  That’s 
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one of the great, great things about a good teacher in education.  Is you have an opportunity 

to make a difference, to help somebody.  No other profession, I, that I can think of right off 

– unless it’s a physician – has that open ended opportunity like a teacher does.  And, you 

know, you get teachers who, unless there’s money involved they say, “Heck with it.  I’m not 

gonna do it, I’m not gonna help ya.”  And, why, why does a theatre director spend hours and 

hours and hours preparing and getting a play ready to help the students to let them have a 

wonderful experience?  At the same time, let the audience have an experience.  Be 

entertained from the drudgery of the day-to-day work, and I’m sure there are lots of people 

that just dread going to work.  And that’s one of the things I really liked – I loved teaching. I 

enjoyed it.  Sometimes I dreaded it.  No question about it, but that, that goes without saying.  

But for the most part, it was, it was something I really enjoyed.  And even to this day, I have 

former students who come up to me, and express gratitude for what I taught ‘em and what 

they learned.  Some of ‘em say, “I’d never gotten through, I’d never gotten through College 

English if it hadn’t been for your class.”  Or, “I, of all the things I did in high school the 

things I remember the most was the play I was in.”  You know, and that’s, that’s – there’s 

some degree of satisfaction in that, in that type of thing.  I don’t know if that’s helping you 

in your… 

K:  Yeah! 

RD:  (laughter)  …in what you’re trying to do or not.   

K:  So, so in talking about teaching, then, I guess, how, uhm – mmm, how do I ask 

this question – how, and this might be a really vague question, so, I don’t know, take 

it how you want, but how much do you feel like you were a teacher and how much do 

you feel like you were a director?  And you were both, I realize you were both, but, 

you know, what?  Does that make sense, what… 
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RD:  When we were in rehearsal, I was a director.  And sometimes I had kids who thought 

they were directors.  And you have to establish, “This is the line, right here.”  I don’t mind 

suggestions, and sometimes I took suggestions when we had a quandary and trying to figure 

out a situation and “Oh yeah, that’s a good idea, that’s good, we’ll do that.”  On the other 

hand, if a kid wants to institute some little blocking scheme to get a cheap laugh, call 

attention to himself, you know.  That’s why I always used to say, like Ahab used to say to his 

crew, “There’s one God in heaven, and one captain of this ship!”  There’s one God in 

heaven and one director of this show! (laughter)  And that generally did it.  Yeah, but I don’t 

ever recall very much, once in a while I might have had some kick back on some student 

who’ll say, “Well this is stupid!  Why should I do – this is stupid!”  You know, I, I had that 

once in a while.  My thing was I got in their face and I said, “I don’t care how stupid it is, 

you do it!”  And then when they did it and it worked out really well, they were happy.   

Now I don’t think I would ever make someone do something that was really stupid. 

I remember, uhm, when I did, uh, the musical – oh what’s it called – Bye, Bye Birdie!  There 

was this gal that was from BYU and she was a dance major.  And I thought, “Man, I oughta 

call on her.”  So I called on her to choreograph some movements to the song that, uh, Terry, 

Angela Terry sang.  And uh, so she took her aside and worked with her and things, and 

when she came back and did the song, I thought, “I don’t like those, I don’t like that at all.”  

And uh, so I changed it.  And I guess Renae Terry (Angela Terry’s mother) had watched her 

block Angela on, on that thing, and, and she came to me and she says, “I don’t like what 

she’s having Angela do, and I says, “I’ve already changed it.”  And it made a lot of 

difference.  And after that she quit.  And I don’t blame her, I guess. 

K:  The BYU girl? 
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RD:  Yes.  But it was, it was suggestive and dumb, and there was no reason for it.  So, stupid 

me, I don’t know, what do I know, I choreographed it.  (laughter)  It worked out really good.   

K:  Yeah? 

RD:  Yeah.  I did that quite a bit.  Yeah, you know, I didn’t know anything about the music, 

but I knew about what the movements and stuff, so I told the music director “This is what I 

want.”  And uh, “You make it so it fits the music. This is what the motions I want.”  And 

man, they did.  It worked.  And so, if you have a good music person it makes a big 

difference.  Anyway. 

K:  How, how did you pick the plays that you did? 

RD:  You know, that’s a good question.  I don’t know what it is, but I had this sense when I 

read a play, I would – there was this innate sense that said to me, “This is a good play, it will 

play well.  I wanna do it.”  I would read other plays that were terrible – and I can’t tell you 

exactly what it was, other than the fact that, when I finished, something told me it was good, 

it would work, or it wouldn’t.  It was intuitive.  Uhm, I, I, you know, I looked for comedies, 

mainly. It had to be – that couldn’t be stupid.  They could be borderline stupid, like uh, the 

one comedy I did called uh, Spooks and Spasms.  I did it because it really, it really was a 

spooky, scary show.  Especially little kids – just made them bawl. 

K:  Oh no! (laughter) 

RD:  (laughter)  Elementary teachers when we’d do a matinee would come up to me and say, 

“Oh, this play, is making these little kids just cry.”  Oh I thought that was really good, then.  

Back in my more immature days.  But, but it, it borderlined on maybe a stupid play, but it 

worked.  It was funny.  And audiences loved it. But I don’t know, there was just something. 

I didn’t necessarily go by author.  I would read plays by really reputable authors, and I would 

say, “This just won’t work at a high school level.”  And I saw, I saw plays done in Las Vegas 
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by high school teachers, where they would try to put on these big sophisticated – and it was 

a total failure.  And they thought that they were so wonderful, and it was, they were just 

dumb.  They were not entertaining, and they were – ugh!  I, Virgin Valley (Mesquite, NV) 

they did that.  This guy, Lynn Dunn, the theatre director at Virgin Valley for while, and he 

did uh, the play, uh, The Importance of Being Ernest.  And I read that play, and it’s funny, and it’s 

hilarious, but I says, “I just don’t think high school kids can pull this off.”  Now maybe some 

high schools could, it just depends.  But I didn’t think ours could.  And I never did it; and 

they brought, did it and brought it over, and Seymore Fishe thought it was so wonderful, 

and I took a look at it – it was terrible!  It was poorly directed.  It was poorly acted.  Nobody 

understood what was going on, because of it.  Of course, that may have been the reason, 

because it was poorly directed, poorly acted.   

K:  Well, those are two major reasons for… 

RD:  Huh? 

K:  …Those are two major reasons for a play to… 

RD:  …to fail!  I agree!  But uh, I don’t know, all I can tell you is it was intuitive.  Uh, I tried 

lots of good, popular Broadway authors, and some I loved and did – Kauffman and Hart for 

example.  This guy I did, this play I did – geeze I wish I could remember – it worked real 

well.  Others, you know, like, like uh, an Edward Albee play, for example, high school kids 

couldn’t – not only that, but audiences would hate ‘em.  You have to consider your audience.  

I think, doing a play you have to consider your audience, just like a speaker has to consider 

his audience giving a speech.  Same thing.  And so, I found that… 

(To someone else) You been cold. 

I found that Moapa Valley audiences, by and large, liked comedies.  They liked to 

laugh, and the kids liked comedies.  And an audience response to laughter just does wonders 
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to a kid when he’s performing, whereas in a serious play, you don’t always get that, it’s just 

quiet.  But when it’s over, if they’ve really liked it they’ll tell ya.  And I liked to do plays that 

had, that allowed me to do something with the set.  That’s why I loved the Noises Off.  That 

set was a nightmare to, to engineer. 

K:  I remember.  That was my freshman year.   

RD: Yeah.  You weren’t in it, were ya.  

K:  No, Kristie (Dalley Heaton) was in it. It was her senior year. 

RD:  Yeah, Kristie (Dalley Heaton) was in it.  Yeah, and uh, James Mitchell.  The only thing 

I regret on that, that I didn’t do, and I should have, was, when I had the set backstage, I 

shoulda had the lights on as if the play was going on, and I shoulda had intermittent sound 

tracks of laughter.  But I didn’t have the soundtrack, and it would have cost me some money 

to do it.  I did have the stage lit, but the laughter would have, would have indicated that 

there was action going on on the acting side, while the Noises Off part scenes were going 

on.  That was, that was good though.  I remember when we turned that set around, the 

audience would clap.  (laughter) 

K:  I remember. 

RD:  They thought it was really somethin’.  Yeah.  Anyway.  I don’t know if that answers 

your question or not. 

END TRANSCRIPT  
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ADAM DAVELINE ORAL HISTORY INTERVIEW 

Phone Interview 
Adam Daveline at New York City, New York 
Kenna Higgins at Logandale, Nevada 
Date:  19 September 2017 
 

BEGIN TRANSCRIPT 

Kenna:  Okay, so it’s nice to talk to you.  Thank you again for doing this interview.  I 

appreciate it.   

Adam:  Yeah, no problem, my pleasure.  I hope I have something useful to say. 

K:  Yeah, I’m sure you will.  Uhm, real quick just for record purposes, and because 

this is for my dissertation.  You understand that this is being recorded?  And you 

understand… 

A:  Yes. 

K:  And you understand that I’m using this for my dissertation, so, uhm, I will, quite 

possibly, most likely be quoting you, and you’re okay with that.   

A:  Yes, I’m okay with that.   

K:  And I sent you the agreement form.  Uhm, it – you can sign it and send it back to 

me if you like?  Or you can just verbally right now say, “I’m okay with everything on 

that form.”  Or if there’s anything you have a problem with, you can say if there are 

any restrictions you would like to attach to the recording or the transcription or 

anything.  If that makes sense.  

A:  Yeah, I’m okay with it.  Everything’s – we’re, we’re good.   

K:  ‘Kay. 

A:  You can, you can use, you can use this per for all purposes for your dissertation.   
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K:  Great!  And I will certainly send you a copy of this recording and, and the 

transcription and that sort of thing.  So, uhm, yeah.  So thank you.  Again, thank you.   

A:  Yeah. 

K:  So, I’m in Logandale, by the way.  Logandale, Nevada which is near Las Vegas.  

And just to start off with.  Can you, give, give us, give me a background of, uhm, how 

did you get into theatre, briefly, and, and how did you get to BYU, and how did you 

get to doing what you’re doing now? 

A:  Okay.  Uh, let’s see.  That’s uh, how did I get into theatre, that’s uh – let’s start there.  

That’s a way back, long ago, sort of a story.  Uh, so I always like sang, I sang in choirs, I 

liked singing, but uhm, but I never anticipated that I really would end up, uh, doing theatre.  

It came about, kind of a round about way, where I uh, I was actually playing a, uh, baseball.  

I was a kid, uh, that’s what I was gonna do.  I, uh, uh, I was in the Little League World 

Series, uhm, I went to, uh, a high school called the Bowl School in Jacksonville, Florida that, 

uh, had one of the best baseball teams in the country, and I was going there to play baseball.  

Uhm, in the off, in the off-season I was playing football and I dislocated my shoulder really 

badly, and uh, the doctors said, “No more baseball.  Your, uh, you can’t throw with that arm 

anymore, it won’t work.”  

K:  Oh wow. 

A:  Uhm, so uhm.  So, I was kind of at this point, I guess that would have been, yeah, I was 

stupid and young, so I would have been fifteen.  I wasn’t, I wasn’t old, but uh, and who 

knows what trajectory your life ends up being when you’re a fifteen year old.  But, but uhm, 

at that point, that’s, that’s what I was gonna do, you know.  I was gonna play baseball, and I 

was gonna do something.  Who knows.  I mean, obviously when you’re fifteen, you’re, 

you’re gonna go Pro – and that’s all you’re gonna do.  But uh, but who knows.   
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K:  Yeah. 

A:  So there was a – so in my town, so I was super depressed – it was just a really bad time.  

Uh, uhm, and uh, and there was a, uh, Art School, uh, in my town in Jacksonville called, uh, 

Douglas Anderson School of the Arts.  And uh, and my Dad said, “Let’s go see a play 

there.”  Uhm, just ‘cause he, I obviously always enjoyed theatre, and always enjoyed singing, 

and they were doing Man of LaMancha.   

K:  Nice. 

A:  And I remember sitting there, and I remember watching it, I was just mesmerized by it.  

Completely mesmerized by what was happening.  And so inspired.  I get emotional even 

thinking about it now.  Uhm, and I remember the uh, the lights went up, the actors after the 

production, and I looked at my Dad and I said, “I have to go to that school.”  And I have to, 

I have to do that. And so I auditioned for the Arts School, I got in. I started off doing music, 

by, by the end of the, uhm, by the end of my senior year you had to choose a major at my 

school.  And my senior year I kind of started gravitating more towards, uh, theatre and 

acting, kind of was a little bit more interesting to me, uh, more challenging. And so I 

transferred over to the theatre department my senior year.  Uhm, and, uh, so, so that takes 

me about to how I got to BYU, I guess.  Uh, so I, I should say quickly I, uhm, after being 

involved in, and, and I should say, I had done plays, sorry, previous to that, uh, but never 

had had any real, uhm, never thought that I would do it, uh, professionally.  And uhm, 

anyway, and so I got to my, my senior year of high school, uh, and I decided I was going to 

be going to musical theatre programs. (6:00)  Uh, so I looked into, uh, Boston Conservatory, 

Carnegie Mellon, uhm, where else did I go, Shenandoah, Cincinnati, just kind of the, uh, 

some of the, uh, some of the other ones.  And also, uh, BYU.  Kind of as a, uh, I don’t 

know, at that point in my life I also did not consider myself, uhm, consider that I ever would 
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go to BYU.  It just wasn’t something that was on my radar, but, uhm, I think it was on my, 

uh, my Dad’s prodding that had me, uh, audition there.   

K:  Yeah. 

A:  Uh, so had a, in my senior year I had done a bunch of a, uhm, like scholarship 

competitions and stuff.  And uhm, I did like, uhm, ArtsSearch, which is associated with the 

National Merits Scholarship Program, and uhm, and all that business, and so I went down to 

that in Miami, and so I was, I was kind of, kind of being, uhm, introduced to a lot of people 

from a lot of these different schools who were, uhm kind of, out of recruiting.  Uhm, which 

was great, and exciting for an 18 year old, uhm, and all of that, and all that.  And so I went 

on college campus tours, and I assumed that I was going to go to – like I got into Boston 

Conservatory, and uh, a couple of other larger universities, and I assumed that that’s where I 

was going to go to school.  Uhm, and I had this big, you know, uhm, what am I looking – 

this, this big criteria list, and I had this point scale, and I had this – everything from like, uh, 

faculty to facilities, to uhm, and my, and my Dad I, I think wisely, uhm, said, “You should 

also just put down there, you know, in the end, how you feel about it.  Just your general 

feeling.”  Uhm, and I remember, uhm, start with all the schools, and I got accepted to a few 

of ‘em, and I went to BYU, and I remember, uh, sitting in a, uh, class, uh, taught by a, uh, 

David Warner, who is a, who was teaching there at the time.  Uh, then he went on to be 

head of Music and Cultural Arts for the Church for a while after that.  And now he’s uhm, 

yeah, I mean, obviously you know, he’s uhm, in the Priesthood Department, uh, working 

there.  Uhm, and he was uh, working there, teaching a class specifically about, uhm, 

testimonies, and uh, the, uh, essentially the reality of being ourselves on stage.  And how, 

when we have the opportunity to be who we are, to be this person, walking in this person’s 

shoes, then, then we uh, the power of our performance, and the power of what we’re doing 
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is strengthened because we’re telling truth, which is magnified by the Spirit.  Uhm, and I 

remember being so, uh, just blown away with that idea.  And later on I did, uhm, Savior of the 

World, uh, with him at the Conference Center, and I got to talk with him quite a bit more 

about it.  He wrote his dissertation actually about, uhm, that very subject.  It was very, it’s 

just fascinating stuff. 

K:  He did!?! 

A:  Uhm, but, uhm, yes.  And uh, I remember just sitting, like, and having a very distinct 

impression that, like, much to my chagrin, I should say at that point, that, uhm, I was 

supposed to go to BYU.  Uhm, and this, this led me to a whole bunch of different things. I, 

I wasn’t really sure that I wanted to go on a mission, at that point in my life.  I wasn’t really 

sure, I was on a really interesting trajectory where I was like interested in doing theatre, and 

I, you know, I went to church, and that kind of stuff, but I wasn’t uh, I wasn’t, I wouldn’t 

say super converted to the Gospel at that point in my life.  Uhm, but, uh yeah.  So largely 

even, I went back and did all my number tallies from the different universities and, uh, BYU 

didn’t, didn’t win the number tallies, but it’s where I went to school.  Because it’s where I 

knew I was supposed to go to school.   

K:  Uh huh.   

A:  Uhm, and which was kind of a newer experience I think for me as an 18 year old, to, to 

have a confirmation like that.  That, uh, “Yup, this is where you’re supposed to go.”  And so 

I did.  (10:29)  Uhm, so that takes me to where, I guess, how I got into BYU.  Am I taking 

too long with this stuff? 

K:  No, it’s fine. 

A:  If I am, you can let me know.  You can let me know if I’m, if I’m over-talking.  

K:  No, it’s fine.  You’re good. 
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A:  Yeah, so that’s how I got into BYU.  Uhm, ah, from BYU to where I got to where I am 

now.  Is that the, is that the next step, I suppose? 

K:  Yeah, yeah. 

A:  Okay.  Uhm, so I did uh, a year at BYU before I went on a mission to uhm, Mississippi. I 

went to Mississippi and Louisiana on my mission.  Uh, I, uh at that point, I didn’t think I, uh 

I spent some time toying with the idea with then going into like Marriage and Family 

Therapy or something of that nature.  Like I really enjoyed, uh, that kinda stuff.  Uh, and, 

you know just kinda trying to, uh, smarten up, I think is what we hear, what we hear a lot.  I 

was just gonna “smarten up.”  And uh, you know, so I came home and I think I worked a 

desk job for my brother for a, for a company that he worked for the summer right after I got 

back from my mission.  And uh, I didn’t like – No.  I’m not ever doing anything but theatre, 

like that’s what I do.  Like that’s who I am.  That’s what I do.  Uhm, so I came back from 

my mission, uh, three more years at BYU, I got married, uh, I moved up to New York for 

uh, uh for a year.  Uhm, I’ve had a, this another long story, but uh, I’ll make it concise here.  

But we uhm, so when I came up to, to New York the first time, I had no idea what the 

business was about and what it was like, and how it worked.  Uhm and I was quite la- I 

weighed like 320, uh, pounds, and I was singing almost, like being at a lot of auditions and 

no one would cast me.  I hadn’t learned that it had a lot to do with, uh, it had more to do 

with, uh, uh how your type coincides with, uh, how you present yourself.  And the kind of 

stuff you do.  Uhm, so I ended up, uh, getting a job down at Florida, and we left, uh, down 

to Florida to work on our, uh, Equity Points, uh, I lost about 120 pounds, uh, in the course 

of that time and started getting, uh, started getting roles that were more, you know, A- 

started cast.  Then started getting roles that were more interesting to me.   
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Uhm, so my wife and I went down to, we got, uh, contracts at Disney for a while, we 

did Finding Nemo, the Musical.  Uh, for a couple of years, I was Bruce, uh, and, uh, she played 

Dori.  Uh, and then I, uhm, actually went out to San Diego and went to grad school at the 

Old Globe for, uhm, Shakespeare, classical theatre.  I, I, progressively as I went along with 

my career, I, I still sing, and I still do musicals, now.  Uhm, but, just the, the more I went on, 

the more I realized, uhm, it was the acting side of things that was specifically interesting, uh, 

to me.  And uhm, you know, not that there’s not, uh, great musical theatre, and I do a lot of 

it, because I can sing, and I like to, you know, I like to make money as well, but uh, but yeah, 

it uh, so anyways, went to San Diego, got my graduate degree there.  Uh, moved back to 

New York City, uh, I’ve done, you know, got back, ended up, ended up doing a lot more TV 

and film right now actually.  I was on an episode of, uh, Blindspot a little bit ago, and Girls, 

and Shades of Blue, and I’m doing a (unintelligible) right now.  And uh, I did uh, Into the Woods 

at Roundabout uh, last year, uh, and uh basically, you know, and uh, my wife and I actually 

started our own theatre company, MOD Theatre Company about, uh, two years ago.  And 

we’ve done a couple of Off-Broadway shows. We did uh, our version, or adaptation of A 

Christmas Carol, we put together at uhm, Theatre Row.  And we did uh, Much Ado About 

Nothing at uh, Secret Theatre.  So that’s kind of where I am at this point career-wise.  How I 

got to where I am.  (Laughing.)  That’s like, that’s like twenty minutes of… 

K:  Nice!  No, that sounds awesome.  I love it!  And so, tell me a little bit about, uhm, 

what it was like to train at the Old Globe versus what it was like to train at BYU?  Or, 

or train at other places. How, how, you know, how did you find that difference?  

(15:10) 

A:  You know, interestingly enough, uhm, so – at the time I was going to the Globe, uh, 

Rick Sear, uh, was the uhm, the head of the program.  And he uh, they, uh, his older brother 
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is a member of the Church.  Uh, so he actually has quite a, uh, uhm, quite a decent 

understanding about, kind of how those things work.  But, and, and has a little more insight, 

I think, than other programs might.  Uh, as to, uhm, maybe some of the, the challenges that, 

uh, or potential challenges that, uhm, LDS artists might, uh, might face, er, things like that 

uhm, as they’re approaching the professional world.  Obviously it wasn’t like at BYU where 

everything is done under a, uhm, you know, supposedly the, a spiritual umbrella, or, but uh, 

but I found it to be, uhm, uh, very uplifting, if I may be very positive.  The key with the Old 

Globe, uh, is you’re dealing with, uhm, uh, most of our work is done in classical, uh, theatre.  

Be it Shakespeare or, uhm, you know, Restoration, or even like American Classics, you 

know.  Uhm, you know, O’Neills, you know, and things like that.  Uh, so, uh – I, I find 

when you’re working with like, the greatest works of all time, that, uhm, they carry their own 

truth and inspiration with them.  I, I find it’s very compatible with, uh, uhm, with Gospel, 

uhm, Gospel Principles and Gospel truths. So, I found it to be, uhm, different in that it 

wasn’t specifically saying, “Hey, now we’re talking about spiritual things.”  Like you may, you 

may get off at BYU.  But uhm, a very truthful and very inspired in that, uh, we’re dealing 

with a lot of universal truth, and a lot of universal, uhm, keys.  Uh, which are in themselves, 

uh, uh, spiritual.  Right? I mean truth is truth and truth helps you to be inspired.  And that’s 

uh, that’s – so, I thought it to be kinda great.   

K:  So, uhm, when you, when you say “Truth is truth.”  Uhm, talk, talk a little bit 

about, if you can, how you dig a- that truth out of a character.  Even, even, uhm, 

challenging characters.  Characters that are not like you, or characters that, you 

know, have, have a different idea of what that truth might be.  How, how do 

reconcile that a little bit? 
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A:  Yeah.  Yeah that’s great.  Yeah, so for me, uh, this, uh, a lot of the way I approach this 

stuff really did start, uh, with that class that I sat in with David Warner.  Uh, a lot of his, uh, 

again when you look at his dissertation, a lot of his, uh, his ideas are very Brechtian.  Right?  

They have a lot to do with the idea of actors, needing not just to be actors, but to be agents 

of social change.  And uh, needing uh, essentially to have a full picture of what they’re trying 

to, uh, teach or change in their audience.  Uhm, which is a little bit, uhm, a little bit different, 

I think sometimes than, uh, than we think about in kind of a modern, uhm, a more method 

approach.  Uh, it, it requires you to be, uh, a little more directorial, I think, in your approach 

to creating a role.  Uhm, and we, we do this- this is exactly how we approach, uh, shows with 

my theatre company.  Uh, but the first thing we do – when we did, uhm, Christmas Carol, 

right? So we went through and we spent a month, uh, uh, reading through the text, and, and 

specifically trying to figure out what it was in each moment of the show that, not just that, 

what we were trying to get from this character, but what, but what we wanted the audience 

to understand and learn from this specific, this uh, this specific moment of the show.  And, 

and what we, in order to do that what we do is, uh, I do this with everything I do, from, my 

theatre company to TV spots I do, uhm, that I’m specifically trying to figure out, “What is 

the universal truth in this moment?”  Uhm, that we can, that I as the actor, as the person, 

actor can understand, that the audience can understand.  And that my character, uhm, and 

then it’s what is my character’s objective?  (20:10)   

Right?  Because if I understand what the universal truth is that we need to 

understand here, that actually will help us grow and learn and become better as artists as 

people and as audience members alike, then it completely influences, it influences the 

objective that I choose for my character.  Uhm, so I, so with that said, uhm, when, when 

we’re talking about, uh, uhm, again universal truths are the things that are true, no matter 
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what uhm, things that are true no matter what.  The characters that I’ve played that certainly 

don’t hold my, uh, my personal values, or uhm, my personal beliefs or things like that, uhm, 

but fundamentally like, nobody, I mean, there, I shouldn’t say nobody – there are very few 

characters that believe they’re bad.  Right?  That believe that what they’re doing is bad.  And 

even if we’re pursuing, uhm, even if our character is pursuing a, uhm, an objective that is 

somehow evil, uh, as the way we would describe as evil, uhm, that doesn’t mean that there’s 

not a universal truth that we can learn from that.  We, we see, we see evil portrayed and we 

learn good from that.  We learn how to be better from seeing those things.  Uhm, so, uh, 

yeah.  Does that – did that get you the direction of what you’re trying to say?  I feel like I 

rambled for a few minutes… 

K:  It, it does.  It really does.  So, I’m gonna, I guess pushing a little bit farther, 

getting down to the, uhm, the nitty gritty, I guess, uhm, maybe, maybe not even nitty 

gritty, I don’t know, maybe that’s too cliché and, and stupid.  But uhm, if, if, if you 

were to categorize, if, maybe not, ‘cause this sounds very – this, this doesn’t sound 

like Stanislavsky or Meisner or, you know, but if you were to categorize it as a 

method, what me- you know, if somebody said, “What is your method?”  Where 

would say that you fall?  Like how would you… 

A:  Yeah, I can, yeah I can speak to that.  So first of all I can say, uhm, my advice to actors 

when I teach workshops to do quite a bit, or another member of my theatre company, is, uh, 

my advice is always, uhm, “If it works, do it.”  I’m not a proponent of saying, “We have, you 

have to do this Stanislavsky, or Meisner, or Strasberg, or all these things.”  I think what 

works for you, works for you.  And to be honest, uhm, I use all of it.  I would say 

specifically, that if I had to categorize what I would do, I would say that my approach to 

preparing roles, and preparing, uhm, and like thinking and stuff, as like, as like an actor, uh, 
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is like primarily a hybrid between kind of, uh, Brecht, and Stanislavsky.  Uh, and with a little 

bit of Uta Hagen thrown in there.   

K:  Huh.  Okay.  Okay. 

A:  So, a- a- and, so again, it’s very Brechtian in the idea so that when I approach roles, I’m 

thinking about the social implications of – I’m thinking outside of, as a director.  I’m 

thinking about, I’m thinking about things that they tell you not to think about when you, uh, 

when you’re acting.  Under our current method acting and stuff.  When I go to play a role, 

uhm, when I’m in it, after I’ve done all of that work on the outside to help me choose, uh, 

characterizations and, uh, and objectives, all I’m thinking about on stage is getting what I 

want.  From my acting partner.  Which is very, which is very Stanislavsky… 

K:  Stanislavsky.  Sure. 

A:  …and, and that kind of stuff.  Uhm, I, I should say that, so having a part of my brain 

still, still in the Brechtian world though, uh, if- I have friends who, uh, my buddy Jack who 

went to the New School for his MFA and they do a lot of Meisner and Strasberg, uhm, 

when he’s on stage his, his, uh, character brain to actor brain, in a way, is like, uh, how much 

he’s invested and like just how much he’s plain subjective, versus, you know, how much he’s 

actually, uhm, paying attention to what he’s doing.  Uh, maybe he’s like, 95 percent like right 

in it.  And 5 percent just to remember where he’s supposed to stand.  Uhm, I think I tend to 

be maybe more about 80/20.  Uh, I, I tend to keep about 20 percent of myself available, uh, 

to remember that it doesn’t matter how, how well I’m pursuing my objective here.  Like if I 

cry and sob to the point where people can’t understand what I’m saying, then, then I’m 

losing the whole point why I’m doing this, which is to create social change and to help 

people understand, uhm, some specific truth.  Uhm, so, uh, so that’s not to say that every 

moment I’m on stage, uh, - that I haven’t had wonderful moments on stage where those – 
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what – those, uh, those moments that, that we look after, like “Wow! What just happened?  

That felt amazing.  I don’t know what happened.”  (25:42)  But, of course, like I have, I 

have those moments.  But I, I, I tend to think that, uhm, it’s important that we keep a piece 

of ourselves available even in the playing of, uhm, even in the pursuit of objective.  Uh, 

because the, the larger purpose of theatre is to, is to help people learn.  Uh, and to become 

better people.   

K:  So, so give me, uh, like an instance, an example of, of uhm, you talked about 

Christmas Carol  when you sat down with the cast, uhm, when has this worked for 

you?  And how, how have you done this? And used this, uhm, recently in your own 

acting, and how, how would you, how have you utilized – is that, is my question 

clear? How… 

A:  Yeah, I think so.  So, how have utilized, uh, that, so how – yeah.  Uh, you mentioned 

Christmas Carol, so we’ll go back – uh specifically something about that, uh… 

K:  Okay. 

A:  …it’s on my brain actually, because, uh, we’re uh, we’re actually funding again.  We’re 

trying to produce it again.  So we’re right in the middle, we’re right in the middle of 

producing that show.  Uhm, so when we first did, like I said we spent a full, uhm, a full 

month where we spent, uh, about, I’d say, what three – about six hours a week just, uh, 

sitting at the table and, uhm, dissecting the text piece by piece.  And what we were looking 

for, uh, was uh, a couple of things.  So the way we did, uhm, our Christmas Carol there were 

seven actors, and we played 52 different roles.  Uhm, collectively, right.  So, uhm, and I, I 

didn’t.  I played Scrooge.  So but, we, we really presented it as, uhm, story-tellers, that were 

presenting this story.  Uh, that, that had, uhm, importance.  So, and we went kind of in and 

out of being these characters to being story-tellers, uhm, to being this character and that 
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character, to back to being story-tellers again.  Uhm, and we chose that format specifically, 

because I love that there’s times, I love that there times when audiences remember that 

someone is telling them a story.  I, I love to create the work where – I want people to be – 

I’m not completely Brechtian, I want people to be, uhm, to be swept up in the event, and the 

emotion, and the, and the action of the play at some points.  But then I want to hit the 

breaks, and I want them to be able to say, “Oh I’m watching a play.  And this person is, this 

is an actor speaking to me.”  Because that helps us to, that helps us to turn our little feelers 

and to learn and, uhm, and not get to swept away, not to get so swept away that we can’t 

recognize that there’s things, uhm, there’s things to learn.  Here.   

Uh, so – so how we did it specifically in the tablework, uhm, we went, uh – I 

breakdown all of my scenes at a French breakdown.  Anytime there’s, anytime a character 

enters or exits it’s a new scene.  Uhm, is the way I play it.  So new scenes.  New objective, 

which means new, uhm, uh which means whole new set of, uh, things for the actor to know, 

things for the director to know, and uhm, and specifically a whole new set of things for us to 

– for the audience to know, feel, and understand.  And a whole new set of things for the 

actor to know, feel, and understand.  Uhm, so, we did that meticulously for, uhm, for each 

entrance and exit for every character during Charles Dickens Christmas Carol.  And uhm, and 

so, and it made it so, specifically that when we actually got to rehearsal – we, we’d even – so 

we went through and talked about it as a, as a cast, and what is it that we can learn here? 

What is it the audience needs to learn here? Okay, what are we trying to get to help people 

understand that?  And then we name each of the, the scenes.  Uh, this is the one where 

Scrooge, uh, learns about his, uh, learns that he misses family, this the one he learns he needs 

someone else.  This is the scene where Scrooge learns that his neglect of the poor, uhm, has 

real impact on people.  This is where Scrooge le– you know, uh, and, and we specifically 
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said, “Okay, this is what the character is learning,” and then we would say, “Okay, what does 

the audience need to learn from this?” Specifically the scene that comes to mind is the scene 

with uhm, uhm, Ignorance and Want.  Uhm, right, the, the two children.  So we didn’t make 

them ghouls, we made them, uhm, two of, uh, the girls, uh, the ladies in our company.  

Uhm, very lovely ladies, and we had them dressed in, just to look like children.  And we had 

them working, kind of catatonic in the, like a sweatshop.  (30:54)  Is how we did it.  Uhm, 

and we chose that over ghouls and ghastly things that they had, specifically in the book.  

Uhm, because I want – because what we had decided collectively is that we wanted people to 

understand in this moment, that these are real children.  Right.  That there are real children 

with real problems that need help.  That need people to be generous.  That need people to 

be, uhm, uh, compassionate.  And so, and so we specifically, we did a little bit of a deviation 

from the text because we had decided collectively that was a moment they needed to see and 

know and feel.  Uhm, a little more, uh, specifically to, uh, uh, to how, how we can relate as 

uhm, as a society today.  Uhm, and we highlighted that, and how that helped inform the 

scene, like the acting of the scene, uhm, we had, uh, a live cello on stage too, that we 

changed the music at that point, and we had a – we just took a moment to let that set in.  As 

an actor, and playing Scrooge, uh we allowed that moment to just take a long time.  Uhm, 

and so the implications of what it means to have, uhm, poor and ignorant children among us 

– uh, it allowed that to really hit and sit in the audience, and to really hit and sit (with) me as 

Adam and as Scrooge.  In that moment.  Uh, so it influenced, uhm, it really influenced the 

trajectory of the rest of the, uhm, the rest of the stay of there.   

Uhm, yeah.  Is that enough talking?  (Laughter.) 
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K:  (Laughter.)  Yeah, no.  That, that’s great.  So, tell me, did I hear you, understand 

you correctly, that your theatre, it’s called MOD, M-O-D, right? MOD Theatre. 

A:  Yes. 

K:  It is an Off-Broadway Theatre?   

A:  Yeah.  So… 

K:  And, and how….go ahead… 

A: Yeah, so we produce primarily Off-Broadway.  And, in New York, uh, only giant Off-

Broadway companies like Roundabout have, own their space.  We rent space in Off-

Broadway Houses.   

K:  Okay. 

A:  To do our productions.  Yeah.   

K:  So, uhm, how did you uhm, come up with this idea to do this and, and were you 

influenced by – wha- were you influenced by anything that, that uh, well, I guess I’ll, 

I’m not trying to – I’m, I’m trying to say this without being, uh, like, like sneaky.  

You know, I’m not trying to – I’m trying to ask a question, but I’m not trying to be 

leading.  So, was there anything like at BYU, or was there anything that influenced 

you – like where did this, where did, where did all of this, including like how, 

including the method that you work in, and the theatre – where did it all come from? 

A:  Yeah.  So I can tell you specifically why I, and there were, kind of, specific experiences, I 

think, that kind of, led to me creating, uh, my wife and I, founding MOD Theatre Company.  

But I can tell you kind of the principle behind it.   

K:  Yeah. 

A:  I, I think that – so, I feel like, uh, uhm, what I – the perception I got at BYU, uhm, 

about, uh, theatre and acting and, uh, and that kind of stuff, and uh, I hope this doesn’t 
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sound, uh, critical, because I, I am very grateful for my professors there and very grateful for 

uhm, their guidance, I think specifically uhm, uhm, I, I don’t know if you know Tim 

Threlfall, uh, he was a real, he was a real mentor of mine.  Uh, somebody who worked 

professionally, and somebody who was able to really offer, uhm, practical advice to what it, 

uhm, as to how to be an actor and a father, and uh, you know, and how to make these things 

work.  (35:38)  And, and I am so grateful for the direction that I, uhm, that I got from all my 

professors there.  Uhm, I should say, there’s a little bit of a, uhm, I, I think a, an attitude of 

saying, that, uh, “We take, we should train and get ready for, for the theatre world, and we 

should uh, essentially go and uhm, and be involved, and, but don’t get too involved, because 

you don’t want to lose your testimony.  And uh, and you should, you know, and you should 

then, you know, do these shows, but don’t to those shows, but do these shows, but don’t do 

this show.  ‘Cause you might leave the Church.” And uh, ugh, you know, so, it’s a strange, 

like uhm, uh, attitude of like, uhm, this strange culture of saying like, “We want you to go to 

Babylon and only do some of the things they’re doing. But don’t stay there, only stay 

outside.”  And I kind of took it, I had a very, kind of, long developing, uhm, feeling, or uhm, 

inspiration that I felt like the, the way that, I shouldn’t say better for everyone, but a better 

way for me, was not to like, “Set up camp outside of Babylon.”  If that makes sense.  But 

you actually come in there, and to create things that were good.  And to create something 

that was meaningful.  But the – but what’s interesting about, uhm, trying to, what – do 

meaningful things, or uh, or even, dare we say, spiritual things, uhm, I’m not- uh, the 

interesting thing about doing that in a, in a community that is, uh, that maybe bristles at that 

is, that- that when you try to, when you try to be overtly, uh, spiritual, or when you try to be 

overtly uhm – I shouldn’t say spiritual, when you try to be overtly religious or moralistic, in 

uhm, in what you present, it, it doesn’t help to change people.  It really, it really – I think it 
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works in a very specific format that you do on your mission.  Right?  When you’re an official 

representative of the Church, and you knock on the door, and you say, “Here, I’m here to 

teach you, uhm, share this message about Christ and the Restoration.  May I come in?”  

Right. That’s a very specific, uh, way that that, uh, works.  What helps, what I have found, 

and what I feel very strongly helps to change people, and actually make, actually make a 

difference, uhm, uhm, in outside of, of Mormonville, uh, is, is presenting the, again these 

universal truths, and these universal ideas that the Spirit can bear witness of.  That when I 

present something, if I present something as, just, stripped down, and as simply true as it can 

be, whether as an actor or as a director, the, the simpler and true-er, if that’s possible to say, 

it can be, the more the Spirit can bear witness and testify of that.  And if the Spirit is 

testifying of that to people, in the audience I- that – it, it’s the Spirit that changes people, it’s, 

it’s not me.  Right?  So, so if I can be simple and clear and true in what I present, and the 

themes that I choose, and be very- and methodically, like, understand what it is that we’re 

trying to present, then people will change, and people will be better, and people’s lives will 

improve.  Uhm, because the Spirit will testify to them that, uhm, and help them understand 

the things that they need to change.  In ways that they need to, need to grow.  So, that’s why 

I take this, I think, specific approach as an actor, and very specifically why I started, uh, my 

theatre company.  Uhm, is to, and again not to be like sneaky, and say, “Oh now we’re 

tricking you into, into feeling something.”  But I mean, like why do, why do people come to 

the theatre?  They come to the theatre to be inspired.  Right.  That’s why we come to watch 

theatre.  We want to change.  We want to grow.  You know, we want to learn something.  

Uhm, you know, if we, if we didn’t want that we would go and see Avengers. (40:35)  Right? 

We would go and do – and not that – you know Avengers is great. Like I like Avengers too.  

You, you know, and there’s wonderful cinema and all that kind of stuff.  But we go 
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specifically to theatre because we want an event.  We want something that will change us.  

We want something different.  We want something visceral that we can, uh, grab onto and 

be, uh, be inspired by.  So I don’t feel, I don’t feel like I’m being like a, like stealthy 

Mormon, I just feel like I, like I am – I feel like we’re presenting things that are true and 

allowing, uhm, the Spirit which is the Ultimate Communicator to help people to, uhm, learn 

and be inspired to what they could do in their lives too.  To be better. 

K:  Yeah.  So then, uh, so let me ask you this, and uh, and I don’t know, again, I’m 

not looking for any specific answer, I’m just, uhm, you mentioned that you had 

participated in Savior o f  the World , and, so, so, and this might not be, uh, I may not 

be using the right words, and this might not be a fair question, compare then, for me, 

something like Savior o f  the World  and some of the other performances the Church 

does to, to, uh, what you’re doing.  And like I said, “compare” might not be the right 

word, because that might not be fair.  But how, how is it different, and what, uhm, 

what, what are some of the benefits, or what do you see as, uhm, as the differences 

and similarities, or the benefits and the setbacks?  How, how does that, where does 

all of that mesh and fit and flow?  Does that make sense?   

A:  Yeah.  It does.  So uhm, so I did, uhm, yeah, uhm, I did two seasons of Savior of the World.  

One time I was Eli and John, and another time I played, uh, Thomas in, uh, in a different 

year.  And uh, I had just a marvelous experience, uhm, doing both of them.  And again, like I 

said, one time, uhm, David Warner directed one of them, and uh, uhm, Merril Dodge 

directed, uh, another time.  And they were both, uh, both wonderful men, and very spiritual 

men, and uhm, uh, I, I would say the difference between what the Church produces, uhm, 

specifically the Church, uhm, and something like what we might do, MOD Theatre 

Company, is the Church, uhm, has a lot of, there’s a lot of, a lot of review that goes into 
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what they’re able to actually put on stage.  I remember specifically, uh, a scene that we were 

working on for Savior of the World, I don’t know if you’ve seen it or not, but the year I was 

playing Eli, the scene where the shepherds, uh, find uhm, you know, find, uh, the Savior in 

the manger, and I was, we were in rehearsal and I was doing it one way, and I was in the 

original cast, uhm and, and the director took me aside and said, “Actually we can’t do it that 

way.”  And I, “Well, what do you mean?” “Well, what, you know, what you’re doing, there’s 

nothing wrong with what you’re doing, but this is what, you know, what we’ve done, and 

this is what’s been approved.  And this is kind of what, what we have, have to do that.”   

Now, that’s not, not necessarily different than any large producer.  Right.  I ran into 

the same issues in, uhm, when I was working for Disney.  Right?  There were times when we 

were doing, like Finding Nemo, and I would do something and they were like, “Uh, no, this is 

the way the show has been approved.”  Right?  The, the difference is the, Savior of the World 

specifically, right is done by, uhm, the approval comes under the, uh, the Quorum of the 

Twelve. So when they say, “This is how you should do it.” Then you say, “Okay, well this is 

how we do it.”  Uhm, right, so, so there’s a lot, there’s a lot more, uhm, there’s a lot more 

review and a lot more attention to: Are we doing something that would, uh, uh – and this is 

so not a – and this is specifically my own opinion, and I wouldn’t want this to be thought of 

as anything but my own opinion.  But uhm, I remember how they presented, for instance, 

the, uhm, the Savior, in Savior of the World.  Uhm, uh, I always found it very, uhm, interesting 

that they, they chose very much to make him an icon.  Right.  (45:23) And not to infuse the 

character of Jesus with any real passion, or any real, uhm, personality.  Uhm, and, and when 

I spoke with different people about that who were part of the original production, and 

things like that, uh, they would say, that the Brethren didn’t want, uhm – or I shouldn’t say 

the Brethren, I don’t know that for sure.  Whoever the Powers that Be, uhm, in the original 
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production, didn’t want to insinuate doctrine, uhm, by the way the character of Jesus was 

being portrayed.  So they chose to track, uh, the voice of Jesus, which is the only character in 

the show that’s tracked.  Uhm, and, David Warner would tell the story about the Feed My 

Sheep story.  Where he went and uhm, went into the studio to record the, uh, “Simon, son 

of Jonas lovest thou me? Feed my sheep.” And I believe it was Elder (Richard G.) Scott who 

was overseeing, uhm, that, uhm, that recording.  I could be mistaking, but I think it was 

Elder Scott, uhm, and uh, and so David was very much like, “Feed my sheep.”  He was 

trying to make it very loving, very – and he said, “No, I want it to be, “Feed my sheep.”  

And it comes out when you he- and, and he tried things, and he was like, “No, no, no. I 

want you to be like more ‘Feed my sheep.’” And it comes out often, almost robotic, and as 

you listen to it in the Conference Center, and almost, uh, to me, it, it, it’s a little bit, uhm, 

off-putting, because it’s so – things feel so separate from what’s, uh, the kind of the reality, 

uhm, when we’re talking about testimony, and actors, you know, real members of the 

Church, which many of them are not actors.  But are bearing their testimonies through these 

characters.  And there’s real truth that’s happening there.  It almost feels robotic as you see, 

uh, as you listen to this, uh, this canned recording of Christ say, “Feed my sheep.”  Uh, but it 

was specifically, uhm, directed, uh, that it needed to be that way.  And, and again, it was 

because they don’t want to insinuate any doctrinal interpretation based on the way a 

character would portray it.   

Uhm, so, er an actor would portray it.  So, uh, you know, when I’m in uh, I don’t 

worry about those things out here.  You know.  I want to make choices. I want, you know, 

and that, that’s half the fun of what we’re doing, right? Is that I also don’t have to be, I don’t 

have to- there’s a level of uhm, accountability that I feel, uhm, as, uhm, a member of the 

Church, who’s also an artist, who’s also producing things.  Like I feel a level of 
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accountability.  Like there’s things, like you know what, I don’t wanna do that, just because 

people know that I’m a member of the Church, and people know that I’ll – because people 

know – most of the members of our Company are Mormon, there’s certain things that I’ll, I 

don’t wanna do.  You know whatever, whatever that thing is.  I don’t have a list of do’s or 

don’ts, they tend to be more circumstantial.  But uhm, so I do feel a level of accountability, 

but uhm, I don’t feel like I have to report to, uhm, I don’t feel responsible for the doctrine 

of, of the Church, being, uhm, being clearly defined when I’m doing Christmas Carol.  What I 

feel responsible to do, is to tell the truth, and let the Spirit testify to people.  Uhm, so, so I 

think that would be the largest difference.  Uhm, is just a lot of levels of review that I don’t 

have to worry about, uhm, being a detached- being a member of the Church who has a 

Theatre Company, many of the members are Mormon, as opposed to doing a Church-

sanctioned, Church-sponsored, Church-approved production.   

K:  Yeah.  Yeah.  Wow, no that’s, that’s really great.  Uhm, so do you think, do you 

think then though, that you would ever, uhm, do something that is overtly religious?  

That you would ever take something on like that? 

A:  Uhm, yes. Uh, I would love to do something like that.  I don’t, uhm, our company, 

MOD, MOD Theatre Company, would not do that.  Uhm, I don’t, I say don’t – I don’t, I 

don’t know.  You’re here to quote me, but don’t quote me.  (Laughter.) (50:01) Uhm, I, I 

don’t know. I mean, I mean, I don’t see that, because that’s not really part of our mission.  I 

mean what’s specific to our mission as MOD Theatre Company is trying to create something 

that’s universally applicable and universally, uhm, I don’t – I want to appeal to people, I, I 

want to create stuff that appeals to people who maybe are off-put by things that are overtly 

religious.  You know, but can find spiritual truth and inspiration in what we do.  Uhm, so 

for, as far as my company doing something specifically religious?  Uh, I don’t, I don’t 
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necessarily see that happening.  It would have to be a very unique situation.  Uh, uhm, but I 

certainly, I’m happy to do things that are overtly religious.  I’m kind of an overtly religious 

person. I don’t hide that I’m a member of the Church.  Uhm, you know, to this point in my 

career, aside, apart from Savior of the World, uhm, uh, you know, my wife and I auditioned for 

stuff quite a bit, but uhm, uh, Church, uh, the Church Casting Department has not been, 

really hired us to do much, you know.  And I think largely that’s because, you know, I’m not 

in Utah.  You know there’s lots of things.  But uhm, yeah, I, I certainly don’t uhm, shy away 

from, from doing things that are overtly religious.  I just don’t really see that as my, maybe 

my personal artistic mission. If that makes sense.   

K:  Sure.  So then, uhm, and you may have answered this sort of already, a little bit.  

Then how do you feel being an actor, uh, how do you feel that has impacted your 

spirituality or your testimony or your beliefs? 

A:  Yeah, that’s great.  Uhm, I should say, uh, I wanna be as transparent as I possibly can 

with this answer, because I think, uh, I think that will be useful.  Uhm, I think that actors, 

uhm, not just actors, but I think, uh, artists, uhm, maybe not generally, but uh, I think that 

being an actor – let’s put it this way.  Being an actor uh, I think causes you to, when you 

walk in other people’s shoes, when you allow yourself to really like, uhm, experience what 

it’s like to be someone else who has a different set of values, and a different set of, uhm, 

experiences that are, you know, that are, uhm, unique to them, and not necessarily unique to 

you, uhm, I think, I think it causes people, uhm, I think it causes – I think, I think a lot of 

what you see, when people say, “Oh, uh, it’s this common misconception that anyone who 

goes into acting is gonna, is gonna leave the Church.”  I mean, that’s not been my 

experience, but uhm, but that happens to some people.  But largely, I think, it’s because we 

learn to empathize so, uhm, so deeply with people who aren’t, aren’t like us.  And we come 
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to realize that there are people who aren’t members of the Church who are very wonderful, 

very happy people.  Uhm, and I find, I think that that, uhm, is more difficult, and more 

challenging, I think, to people’s beliefs than, “Oh, I’m in New York, and I’m in Theatre. 

And everyone, you know, and, and everyone lives this sinful lifestyle.”  That’s not been my 

experience.  At all.  First of all.  Uhm, being inside of it.  I think what’s challenging to a 

belief-system is, is to learn, uhm, and to feel that there’s wonderful people, who live 

wonderful lives, and are wonderfully happy, and believe very different than you.   

Uhm, so uh, as far as how acting has affected my spirituality and my testimony.  

Uhm, I think that it’s, it’s caused me to need to dig much deeper, uh, in my, in my personal 

beliefs.  And uhm, and what I believe in my testimony of the Church, and uh, because it 

does, it does cause you to, uh has cause me in, uhm, throughout my life, to uhm, not to 

doubt the uh, the veracity of the Church and it’s, and the claims of the Restoration and 

things like that necessarily; but more specifically to, uhm, uh to, to maybe wonder how 

broad God’s reach is.  Uh to maybe wonder how broad, uh, the Atonement of Christ is, 

how, and how, and how– and, and if His power to save is larger than I think it is.  Uhm, and 

so uh, but I should say, that uh, that as far as where I’ve come to now in my life, that it, it’s 

caused me to dig much deeper with testimony.  And, and has really, I think, grounded me 

more, uh, in my, in my faith and belief in the Church, in a more real way than it would have, 

had I not, uhm, you know, had I been a – I don’t know, a Family Therapist, like I thought I 

might have been for three seconds.  (55:59)  Uhm, uh, because it’s ch- because the reality of 

knowing wonderful people with wonderful beliefs, and, and training myself to empathize 

with those people, uhm, through years of study, uhm, causes you to ha- you know, causes 

some friction.  Causes some – it, it challenges this cultural concept that if you’re not in the 

Church, you’re not happy.  That being in the Church and being a member of the Church is 
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what makes you happy.  Uhm, you know, that’s – it, it challenges that.  And so, it’s caused 

me over the course of, you know, however many years I’ve been doing this, to dig deeper, 

and to – but the end result has been, I think, to get more, a more real, and a more honest, 

and more stable testimony and faith.   

K:  Uhm, you’re just kind of amazing.  We’ve kind of blown through all of my 

questions.  What, what are you doing next in your theatre?  Let me ask you that, 

because I really would like to know? It sounds really interesting. 

A:  Yeah.  So, so we are, uhm, we are funding right now, like I said, uhm, we’re trying to 

remount our Christmas Carol.  Uhm, again, this uh, this Season.  So that’s, uh, that’s the next 

thing on the horizon.  We’re also, uh, we also do, uh, a bit of filmwork.  So uh, we’ve been 

writing, uh, my wife and I have been writing, a uh, a TV s- a, a uh, a TV show.  It’s a comedy 

pilot called Molly Moe, and it’s a, “Moe” being, uh, “Molly Mormon.”  And it’s about, uh, 

American Fork, Utah comes to, uh, New York City, and essentially, uh, faces these, uh, kind 

of faces some of the, uh, cultural shifts that she, uh, that he had learned.  And coming face 

to face with people who are great and wonderful and good people.  Uh, that don’t hold her 

beliefs.  And don’t – and some of the, and some of the hilarity and comedy and poignancy 

that comes from that.  So, again very much, uh, coming right off of that, what I was just 

talking about, I’m sure you can see there’s a lot of my personal, uhm, my personal, uh, and 

my wife as well, our personal uh, story baked into that. Yeah, so we’re working on that as 

well.  We’re trying to find time to film that in the next little bit.  And we’re also doing a 

reading series, coming up here in the next little while. Primarily we’re in giant fund raising 

mode now.  Trying to… 

K:  That sounds awesome! 

A:  …trying to, the art of making art.   
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K:  Yes.  No, I love it.  That sounds great!  Uhm, and, and your wife does theatre as 

well, yeah? 

A:  Yes.  She’s a, she’s an actress.  She does uh, uh, she does a lot of uh, a lot of TV film 

work, a lot of uh, other things, we worked at Disney together as well.  And uhm, she’s quite 

uh, quite wonderful, and quite, brilliant, and quite uh, uh, we always co-direct. We always 

direct together.  I tend to be a little more, uh, little, well, uh, I tend to be a lot more 

conceptual, and, and uh, “Let’s kind of feel how these things work.  And let’s make sure 

we’re, we’re hitting all the correct social implications.”  You know, I tend to be a little more 

global, and she tends to be a little more, uhm, “Yeah, but Adam, we can’t see him.  He needs 

to stand up.”  Uhm, so, I think we complement each other very well that way. (1:00:13)   

K:  Nice! 

A:  Yeah, so we always, we always co-direct.  Uh, when I don’t uh – and we’re always in the 

shows as well.  I believe fundamentally that the best ideas always come from on stage.  Uhm, 

because the actors – when you’re in it, and you’re feeling it and something feels weird, it’s 

because it’s wrong.  Because a human wouldn’t do that.  Like a person wouldn’t, a person 

wouldn’t do that.  That’s why it feels weird. And so while we always have outside eyes on 

our rehearsal, things like that, be it myself, or Andrea, or uh, members of the company, uhm, 

I always believed that the best ideas were, come from on stage.  

K:  Cool.  Yeah, I love it.  I appreciate, I appreciate you taking the time to talk to me.  

This has really been great, and I love… 

A:  Yeah! 

K:  …these ideas.  I love what you said, and it’s been really, uhm, helpful.  Thank 

you.   
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A:  Oh good.  Good.  No, you’re welcome. And I enjoyed talking about it, and hopefully it’ll 

be, it’ll be, uh, useful for your, uh, dissertation.  I’m excited to, uh, read it. 

K:  Yeah, I think it will.  One, one last question:  If, as I go back through the 

recording, and I, uhm, uh, do the transcription, if I have questions, can I email you 

or text you? 

A:  Yeah, sure.  Of course! 

K:  Is that okay?  Alright.  Yeah, I think, I think that’s it. Unless you have any final, 

awesome words for – uh, I don’t know, that’s all that I have. 

A:  Great.  Yeah, I think that I’ve uh, I think I’m worded out.  I don’t know that I have 

anything else, but – anything else to say.  It’s always enjoyable to – it’s enjoyable to say these 

things to you, to think about this.  You know, ‘cause I, I think maybe I think, I think about 

my process and, and the implications of what I do as an actor maybe more than some people 

do.  And just because I’m a little, I don’t know, possessed, er uh, I feel a little more driven 

that way.  I feel a little bit more that’s why I do, why I’m supposed to do this.  Uhm, where 

some people I think, they just, they just act, and that’s what they’re supposed to do, and 

that’s great. I, I think I, I’ve spent a lot more time, personally just thinking about why I do it.  

Uh, so uhm, but it’s nice.  So I enjoy, I enjoy talking about it.  Every time it brings, every 

time I discuss it, it brings a little more clarity.  Uh, to me as well.   

K:  No, I appreciate it.  Thank you.  Thank you so much. 

A:  No worries. 

K:  So, I’m, I’m gonna let you have your evening back, since it’s a lot later there in 

New York, than it is here in Nevada.  So… 

A:  No worries.  Well have a good night, and good luck to you, and uh, let me know if you 

need anything more. 
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K:  Okay.  Thank you so much!  Alright.  ‘Bye. 

A:  Bye.   

END OF TRANSCRIPT 
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JOY GARDNER ORAL HISTORY INTERVIEW 

Place:   Venetian Hotel, Las Vegas, Nevada 
Date:  16 September 2017 
In Attendance:   Joy Gardner 
Kenna Higgins 
Craig Higgins 
 

BEGIN TRANSCRIPT 

Kenna: Okay.  Cool.  Again, thank you.  Appreciate you coming.  Or letting us come 

to you, and interrupt your vacation. 

Joy:  No, it’s fine, it worked perfect.  I could not believe it.  I was like, “Yes, I will be in Las 

Vegas this weekend.”   

K:  Yes, yes.  I was stunned.  Actually, I was like, “This is amazing.”   

J: Good. 

K:  Okay.  So, just to start off, will you give us a little bit of background, briefly, how 

did you get into theatre, uhm, how, what are you doing now, how did you get into 

what you’re doing, and just kind of a little bit of background about you. 

J:  ‘Kay.  So, uhm, how did I get into theatre?  I just always loved theatre.  And so as a child I 

did theatre.  And then at about 14 I knew that I wanted to do a specific type of work in the 

arts, and that was, I really wanted to, uhm, I really wanted to promote, build the Kingdom of 

God through the arts.  So I knew specifically, that was my greatest joy.  Uhm, and so I 

wanted to, uhm, I wanted to be an inspirational singer, so I wanted to sing music that was of 

a spiritual nature.  And then, uhm, I had opportunities to go to certain colleges, but I chose 

BYU specifically because I wanted to learn that type of trade in that type of environment.  

So when I was a senior I auditioned for a scholarship at Brigham Young University in Music 

Dance Theatre, and was awarded a scholarship, and I auditioned for Young Ambassadors, 

and I decided to go to BYU.   
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K:  Cool. 

J:  Uhm, and so that was what my degree was in.  A ba- a BFA, a Bachelor of Fine Arts in 

Music Dance and Theatre from BYU, but then along the way, I kinda took these little 

adventures, uhm, where just opportunities came, even while I was a student.  So, uhm, I did 

Young Ambassadors, and then I took some time off, and I was a singer for Holland America 

Cruise Lines, I had a contract out of L.A., and that was a great opportunity for me.  I was 

only 19, but it was good, because I was kind of on this travel-tour environment, you know, 

where I was traveling the world, and, and the material was actually quite, uhm, good.  Like, I 

was doing like mu- like West Side Story, and Music Man, like kind of a musical theatre review, 

so it wasn’t just – trash.  You know.  But as I traveled and I did that contract, I couldn’t go 

to church every Sunday, and I didn’t have any support. I didn’t have any friends or family, 

and I thought, “Uh, I do not want to do this for the rest of my life.  I don’t want to be on a 

tour; I don’t want to be on location.”  And so I really decided I want to redirect my focus.  

Well, it was when I was, uhm, overseas, I was in South America and Barta Heiner contacted 

me, and she said, “Joy, are you coming back to BYU?”  This was like 1998.  So, “Are you 

coming back to BYU, because they’re doing this film called The Testaments of One Fold and One 

Shepherd, and they’re looking for an ingénue, and we’d like you to audition for it.”  So, they 

sent me stuff like, I don’t even know if like Internet, like email was invented in 1998, but 

somehow, like the Post Office or something, they sent me all the stuff, and I sent headshots 

and resumes to the LDS casting.  And then upon returning back to Provo in January of 

1999, I auditioned for The Testaments of One Fold and One Shepherd, and I decided to go back 

continue my scholarship.  Anyway, so when I was cast for that film, I was on set, and, uhm, 

it was night and day completely different from the L.A. experience.  Where I was on set.  

And we started each day with a prayer.  And all of the principle actors were required to be 
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temple-worthy members of the Church.  Uhm, it was very magnifying, and there wasn’t 

profanity, and just it, it was a wonderful environment.  And I thought, “Here I could have 

this one experience, and compare it to The Testaments.” And I thought, “Oh, I want to go this 

direction with my life.”  I found a lot more joy in that type of material and work rather than 

the cruise-line, it was all gratification of “let me promote myself.”  It was let me impress and 

entertain this audience.  Anyway, so I kinda went that direction, and then, I just had other 

opportunities. I did Eve in Children of Eden, at BYU Mainstage.  And then… 

K:  I remember that show. 

J:  Oh.  

K:  I was there, yeah. 

J:  Oh.  And then I was asked to, uhm, what else was I asked to do?  Then I did Mary in 

Saveior of the World in the Conference Center, and I originated and work-shopped that role for 

about four years. (5:06)  And did the sound track, and did some filming for it, and then I did 

like Liken the Scriptures, and Joseph Smith, Prophet of the Restoration.  I played Sophronia, his 

sister.  And just stuff.  I just- a lot of stuff with Rob Gardner, uhm, so k- anyways, but in 

that time, you know, around 2000 I got an agent in Salt Lake, and I was auditioning for film.  

And I just hated it.  Like I would go, and, ugh, you know go to all these auditions and it 

would be like a commercial about something that wasn’t worthy of my time, I felt.  You 

know, I was just like, “I don’t want to do a commercial for this newspaper or this product, 

you know, ‘cause you go to like ten auditions and you get called back to like two.”  (Sigh)  

And I just thought, “That’s not the type of work…” I just didn’t want to be an actress for 

the sake of getting a paycheck.   

So, I stopped working with my agent.  And then, just decided that really, I would go 

into teaching, and just be really particular about the roles I did.  That really brought me joy.  
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Where I could serve.  And, uhm, anyways, so once I was married, and I had children that 

was definitely a time and season for me.  Where I focused on that, and uhm, anyways, but 

most recently, I did Emma Smith in the “Nauvoo Pageant,” I just did that this summer.  

Uhm, and I loved it.  So that’s kinda some of the stuff.  So, like a lot of talking, but, it’s 

kinda my history where I’ve been, uhm, yeah just, there’s other stuff I’ve done, but just kind 

of the main things that have brought me the most joy.  And really kind of shaped and carved 

my energy in the arts.   

K:  Yeah.  So, uh, so your time at BYU, versus, maybe, like, your time on the cruise 

line, or other, other, uhm, instructors or other things, how did the time, how did your 

time at BYU, how did that prepare you for the roles that you’ve had, or the things 

that you did?  How do you feel like, uhm, and the things that you’re doing currently, 

those challenging roles? 

J:  So, how did my time at BYU prepare me?   

K:  Yeah.  Yeah. 

J:  Uhm, so some of my mentors are Randy Boothe, uhm, he directed me in Young 

Ambassadors.  And he really taught me how to interact with an audience.  So he took the 

time to instruct me, “Joy, when the audience member comes up to you after a show, I would 

like to invite you to, rather than inhaling all the compliments they give you, to turn it and to 

ask some questions, and to redirect, and to ask some questions about themselves.  So, that 

your energy can go out.  And serve.”  And so he taught me a lot about the craft of, when an 

audience member comes up to an actor after a production, oftentimes they’ve had an 

experience, and if the material is worthy and uplifting they might have even had a spiritual 

experience where they feel the Holy Spirit related to that performance.  And so, sometimes 

they’ll come up, and Randy explained, you know when they’re talking to you, it’s just because 
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they want to express this experience they just had, which really you’re just an instrument, but 

you’re not necessarily the force of good that they felt.  It was the Spirit working through you.  

And so, rather than taking all that energy and attention, redirect it outward so that they can 

know that you care about them, that you’re interested in them, that it’s about them, and not 

you sucking all the praise up.  And, and that’s hard to do as a performer – to redirect 

outward.  So Randy taught me a lot about, just how to talk to people, and how to serve, and 

how to use the arts to serve, and how that – you know, by going to orphanages, and how 

people find joy in the arts, you know.   

Uhm, and then, Tim Threlfall.  Barta Heiner.  They are just excellent teachers.  Tim 

really taught me a lot of technique about, “Look you do your homework, and you 

understand your craft, and then in the moment of delivery, you can let all that go and let the 

Spirit direct you.”  He took the time to teach me, “You know, it’s almost like a science.”  

Acting.  You know, you almost get your road map of: what is your objective? What is your 

tactics?  What is your relationship?  What is your conflicts?  All these things that you do the 

technique and the history, and your backstory, and all those things, in character 

development, and then you go and you perform and, and uhm, you know the whole idea of 

being mindful, and being present and active listening. Then you can abandon your technique 

and just trust that, if you’re present, it’ll, it’ll be honest.  (10:19) 

Uhm, and then, uh, Barta, yeah so, Barta was a great force for helping me really, 

uhm, she’s really great at emotional memory. You know, connecting who you are as a 

person, uhm, being emotionally connected, you know, what is happening in your life that 

you can relate to this experience, and really bring in a lot of self to, to your work. 
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David Warner is a huge mentor. I would encourage you to track him down and interview 

him.   

K:  You’re the second person that’s told me that.   

J:  Uhm, he is a mastermind, brilliant director and teacher.  Uhm, he really taught me a lot 

about mindfulness in performing, and, the importance of creating a very safe environment 

for actors.  So he’s very uplifting, encouraging, you know, I go out into – away from BYU, 

and I worked with some directors who were just, their negative energy was just suffocating.  

You know, and I don’t feel safe, and I don’t want to take risk.  And I don’t want to share 

who I really am, because what if they attack that.  You know, just not nice.  I don’t, I don’t 

work with directors like that.  I work with them once, and then I walk away, and I’ve never 

come back, type of a thing.  But David Warner creates this wonderful safe environment, 

uhm, where I just, you feel so validated as an actor to take risk and to, and to share 

vulnerable experiences, and really he’s the one that taught me, you know, in that quote about 

Brigham Young (in an email – see below), taught me that, in terms of doing worthy work, 

that one has to be living in such a way that the actors have to be honoring their covenants.  

Because, if we want to, if I want to really do God’s will, because God knows the audience, 

He knows exactly the people that are coming, and the message they need to hear.  And 

therefore the delivery might be different to accommodate those people, uhm, then I have to 

be worthy of the Spirit to receive revelation to take the performance in a different direction.  

So, David Warner taught me a lot about the importance of being worthy, living my 

covenants, you know, when I played Mary in Savior of the World, he said, “We cast you 

because you were like Mary.”  Which is an incredible compliment, but he said, “You just 

already had those qualities, and you were already living a faithful life, and, and when you can 

cast people like that, it’s really easy to direct you.”  And so I thought, “Well, I want to 
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continue to live in such a way that I can be worthy to receive the Spirit, and to just be 

present.”  And so, for instance, when I played Emma this last summer, uhm, Cynthia Collier 

was the director, and Cynthia is – she’s also, uhm, one of the collaborators in writing Savior of 

the World, and writing, uhm, well the Nauvoo and British Pageants.  Uhm, she’s a great and 

wonderful writer.  But uhm, we talked a lot about, “You know, you were cast…” Oftentimes 

to- well it has to be really honest for the audience to believe it.  You know, it can’t be, I can’t 

put on a mask, because they’ll see I’m putting on a mask.  And so, she said, you know, when 

you were cast, I didn’t endure any of the abuse that Emma went through, but I have been 

married for 18 years.  I do have three children, one of which is fifteen, you know, the oldest.  

I have had experience as a mother, as a spouse, where that is enough for me to relate to her 

– in such a way.  And so, therefore I didn’t have to put anything on, I could just bring Joy, 

myself, to the character, and, and try to, uhm, to relate to her, and try to be myself.  So I 

don’t usually play characters, uhm, I mean I’m really particular, but I don’t really play 

characters that are contrary to my belief system, or to who I am, because I just get way too 

engrossed and involved with the characters.  I just, uhm, kind of bring them to who I am, 

and I don’t want to live in a negative environment, or a belief system that doesn’t resonate 

with my belief system.  And so, those are some of the things that I learned specifically at 

BYU with directors who tried to work by the Spirit and really do uplifting, worthy material 

that builds the Kingdom.  (15:19) 

K:  No, yeah.  So it sounds like, if I, if I hear what you’re saying, it sounds like it’s 

very spirit-based, the method that I, that I hear, uhm, coming out.  It sounds very 

Spirit-based, but it can be qualified, and please correct me, or, or go, it also sounds, 

uhm, kind of psychological, kind of Stanislavsky-based, but there’s a whole lot of, of 

Church element going on.  So how would you qualify that?  How would you qualify 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

228 

the method that you use, or uhm, and uhm, what are those challenging roles that 

you’ve had to play, and what methods have you used in order to access those? Is 

that… 

J:  Yeah.  So, I sent you an email – and in the emails, I can’t remember all the names, so 

please reference to them, if I mess up here. 

K:  Yes. Yes, and I will.  And I appreciate that.  I just haven’t had a chance to really 

thoroughly go through them. 

J:   So, I think definitely I’m a big believer in, uhm, gathering all the technique and education 

one can to really perfect their craft.  And so, I’m grateful for, uhm, Stanislavsky, for An Actor 

Prepares, for Uta Hagen, for Respect for Acting, for Michael Shurtleff: Auditions, uhm, I really 

like Eric Morris.  He wrote a book called No Acting Please.   

K:  I don’t know that I know that one. 

J:  And I like that a lot.  And that reminds me a lot of David Warner, although David Warner 

– Eric Morris really uses a lot of profanity, which David Warner never would.  But Eric 

Morris, No Acting Please.  He talks a lot about mindfulness, and being present in acting.  

Uhm, so I think, you know, Stanislavsky, Uta Hagen, Michael Shurtleff, those are a lot of the 

kind of foundation of the technique that I would use.  You know, so I would, I would take 

the time when I’m preparing a role to really think, “Okay, what is my purpose?”  What are 

the colors, tactics, emotions? Like emotional memory?  I refer to emotional memory a lot 

when I do work.  A lot.  And so, I very much, uhm, bring my past emotional experiences to 

relate.  Like, uhm, I did a film a couple years ago that was shelved, so it wasn’t – it hasn’t 

been released.  But I played Martha, in that film.  The Biblical story of Mary and Martha.  

Anyway, so I did, uhm, the whole scene of Lazarus passing away, and all of that.  And when 

I was 20 years old, my own brother, who was two years younger than me, when he was 18, 
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he passed away.  And so, for me to do that role, I talked to the director, I said, “You know, 

how do you want this to go?  Because this really happened to me.  You know, and so, do 

you want it to be like, this real and raw, and do you want me to be that vulnerable?”  And he 

said, “Yeah, let’s see how it goes.”  And so that, you know, in terms of that’s what emotional 

memory is, is just pulling into – and Barta did that a lot with The Testaments.  Like, “I need 

you to find a place that is this painful in your real life, because I need you to relate to this.”   

K:  Mm hm.  Mm hm. 

J:  So that technique, uhm, I think all of – like the, the heart of, all the great acting te- the, 

the acting technique is great.  But I think that Eric Morris, the No Acting Please, and I think I 

told you about Jerzy Grotowski.  I, I really love him, I don’t know if I said that right. Did I 

say that right?   

K:  Jerzy Grotowski?  Yeah, yeah. 

J:  Okay. Okay.   

K: I, I think that’s one of the ones that I got to skim.  But I haven’t uh… 

J:  Okay, but I really appreciate how he talks a lot about the actor-audience relationship.  

And he did a lot of work and, you know, actors performing with the audience.  And, not so 

much for film, but when, for instance, I did the Nauvoo Pageant, we do, I don’t know if 

you’ve been there, but we do vignettes.  Where we are there at historical landmarks.  And, 

and I did one vignette, called the Trail of Hope, where I play, uhm, Sarah Lovett.  And, and 

that – and those things, audiences come, like three feet away.  Like as how close we are.  

And that vi- that performance I would sometimes ten times in a row, as people would walk 

the Trail of Hope.  And every time a new audience or group would come, there was a 

different energy.  And sometimes it was teenagers on some Church History Trip, and I could 

tell they did not want to be there.  Someone dragged them there.  They would look at me, 
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and, and I could feel that energy.  And then other times people would come, and we would 

start, and they would just start to weep.  You know, and we would never really exchange 

words, and yet there was a definite energy that for me as the actress I could, I could see them 

and feel them, and connect to them, and share according to where that audience member 

was.  And it would very much shape my delivery.  It was never the same, as long as I was 

intuitive to my audience.  (20:42) 

And so I think with live theatre, I love that.  You know, it takes a lot of courage to 

see an audience, like to look at them, to use the fourth wall, and to look beyond that, and to 

care about them.  And, and my whole thought about really serving.  Like, “Why am I up 

here?”  I think it’s a challenge of most actors of like why do you do this work?  Yes, like, is it 

challenging?  That’s wonderful, but do you do it because you really want to serve?  Others?  

I, I think there’s a conflicting objecting there for actors.  And I think some actors don’t do it 

to serve, and they don’t care about their audience.  And that’s really sad for me, because I 

think there’s a whole level, that, that could be accessed that actors don’t quite get to when 

there really is this exchange, this relationship that can happen between actors and their 

audience, if they’re vulnerable enough to care and see.  So, for me, uhm, I think that’s just 

come through experience, and through David Warner.  And through Eric Morris.  And 

through Jerzy Grotowski.  What – that name. But, to kind of try to understand the actor-

audience relationship.  So, did that answer your question, about technique? 

K:  Oh yeah.  Yeah. So then, so then what do you do, uhm, whether it’s on a daily 

basis, or per show, or maybe, regularly?  What do you do to keep yourself sharp as an 

actor, or spiritually, or what do you do to keep yourself ready?  In tune for those 

moments, for, you know, to be ready for that? 

 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

231 

J:  Okay, so there’s like a huge thing I do, which I – I’m an educator – so I teach.  So I teach 

at a school.  Drama.  And that’s one thing you do, is you just continue to learn about your 

craft.  And I mean, and I love it. I mean, I can sit and read and study articles for hours and it 

feels like five minutes.  And so, I’m very passionate.  And I’ve definitely chose the right field.  

Uhm, and so then, then learning how to put my theories out there, and test it on students, is 

really exciting to be like, “Oh, this doesn’t work.” Or, “This is how you explain it.”  And so I 

think that’s one thing that’s helpful, is that I try to recreate through teaching.  I like to see, 

does this theory work?  Can it be, uhm, can I recreate it over and over and over again?  

Uhm, and then, also I think just finding opportunities to perform.  Uhm, it’s interesting, 

‘cause I’ve gone years without performing.  As a mother, you know, I take years off.  That’s 

always a challenge for me, ‘cause I, I, uhm, I really appreciate being stimulated, and I get 

quite, quite bored being at home.  But that is like a whole ‘nother thesis about mothers and 

women and actors and careers and all this.  (Laughter.) 

But, so I’ve taken years off, and yet when I go back to, to working I’m amazed at 

like, “Oh, it’s all still there.”  And so I think, uhm, finding opportunities to continue, like 

never retiring.   

K:  Sure. 

J:  So, like for me, like finding the Nauvoo Pageant, that was a great opportunity, because I 

could bring my whole family.  We were all involved, even my four year old.  And we were – 

and for me, I won’t do anything that I don’t feel supports my family.  And so, uhm, it’s very 

rare though.  There’s not many theatres that will say, “Yes bring your child to work, today.”   

K:  Yeah, yeah. 

J:  And so, that’s where I’m kind of particular.  But, yeah, so I think just keep working and 

teaching, and reading, but I’m just kind of a dork.  ‘Cause I, ‘cause I love doing that.   
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K:  Uh huh.  Yeah.  Uhm, so, so you talked a little bit in the beginning about your 

experience on Holland America, the cruise ship.  Can you talk a little bit more about 

how acting, whether it was negatively or positively, how being a performer has 

influenced you spiritually?  And impacted, or, and/or impacted your testimony?  

Your beliefs. 

J:  Yeah.  So it’s always, uh, wonderful, it’s always wonderful to, I think do the homework of 

an ac- that an actor needs to do going into a part.  I mean, for me, you know, when I played 

Emma, I read as many books as time would permit, to understand just the chronological 

events of her life. (25:47) And then, uhm, but then, so to do my homework and then to, 

upon a performance, to really have a prayer where I give it back to God, and I say, “This is 

your work, and I’m doing this to build your Kingdom.”  And I know that God sees more 

than I do.  And so, I turn it over to Him, and then I just listen to the Spirit.  And I’ve tried 

to articulate this before, and tried to explain it, but I really am just very present and mindful 

and I watch and I listen to what the actors say, and I am aware of random new thoughts that 

come to my mind.  I think that’s how the Spirit works for me.  Is and idea or image or a 

memory will come to my recollection, that I know wasn’t planted there by me, and that will 

trigger an emotion or a stimulus.  That I’ll take the performance in a different direction.  

And so, I think the way that it’s built my, my faith in God is that I’ve, you know, felt His 

presence in Hand, and direction through the Holy Ghost dictate performances where I 

know “Wow, I’m, I’m really not alone. And this isn’t my work.”  Uhm, and I’ve had really 

spiritual experiences where just, where really just this Spirit dictates, like I said, through 

random thoughts or words or images that allow me to take the scene in a different direction.  

And so that’s been extremely faith promoting.  Uhm, yeah.  Where, it just shows me that, if 

I’m truly an instrument, if I’m really willing to be a vessel, and Heavenly Father can use me, 
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He can do great things through me.  But I have to be humble enough to kind of yield to His 

will.   

K:  So when you get those challenging roles, well, what challenging roles have you 

had, and when you get them, what do you do about them?  How, how does, how do 

you work through them, and what do you do? 

J:  Well, oftentimes if I get a challenging role, and it’s a role associated with the Church 

there’s wonderful directors and acting coaches and even Apostles that oversee it.  So, when I 

played Mary in Savior of the World, I had the great scene where, I don’t know if you’ve seen 

that show.   

K:  Mm hm.  I have. 

J:  Where Mary tells Joseph, “I’m pregnant.  And you’re going to be this child’s father.”  And 

I remember when I first did that scene, with Dallyn Bayles, I thought, “Oh she’d be so 

scared.  Right? Here she is telling him, and if he chooses he could have her stoned to death.”  

And so there was this, all this fear and anxiety, and I performed it, and one of the Twelve 

saw it, and they said, “That is not how that scene is.  And that’s not how Mary would have 

done it.”   

K:  Huh. 

J:  And so, I think it’s been helpful when I’ve done challenging roles to know that there is 

authority, on that work, where someone has the final say, where I trust my directors and the 

authority to come back and say, “Actually, Mary was quite faithful.”  Kind of like Joseph 

Smith, Mary was quite faithful, and she wasn’t scared one bit.  And so, shoulders back, chin 

high, present the information, and then trust that if Joseph doesn’t accept it, God will 

provide a way that, that someone else will take care of her.  And she wasn’t fearful at all.  So, 

uhm, so to answer your question, sometimes when I get really challenging roles, I don’t feel 
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intimidated.  I really don’t.  And I think, maybe that’s just a gift of my energy or just natural 

confidence.  But uhm, I, I really trust my directors.  So, when I played Eve, and Tim 

Threlfall was my director, or if I played, uhm, you know, in The Testaments and Barta was my 

dir- my acting coach for that, or Emma, and I think the directors are choice, and I trust them 

completely.  And uhm, and I know that they’ve cast me, because there’s some element of 

who I already am, that I don’t need to apologize or change, that they will shape into how 

they want it to be.  So, uhm, yeah.  I know some people get intimidated by roles, but I just 

don’t.  Not at this point in my career, I think because I’ve had enough ‘that I just know that 

I, I think I’m enough.  And if I trust and rely on God he’ll magnify me, which I’ve seen over 

and over again.  (30:42) 

That, uhm, I have to be willing to learn and to grow, and to be uncomfortable, and 

to receive direction.  But I know that coming into it, I’ve brought enough training, and who 

I am, that I don’t need to be scared.  That’s a good question.  I hope I answered it.   

K:  Well, there is no right or wrong answer, right. So, uhm, well, again so going back 

to the talk you sent me, uhm, by President Uchtdorf, and it talked a lot about service, 

and walking over here, I had never thought of that talk in the light that you sent, that 

you had mentioned about acting being sort of a service, and you talked a lot about 

audience and actor interaction.  So then, how is, talk a little bit more about how 

acting is a service, how acting becomes a service, particularly in light of President 

Uchtdorf’s talk and, uhm, and maybe talking a little bit about “inhaling the praise of 

the world” and then also “building God’s Kingdom through the arts.”  Because you 

mentioned that in your email to me that that’s what you felt like your objective was 

as an actor, that that your objective was to build the Kingdom of God. 

J:  Right.   
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K:  Okay. 

J:  Is that rare? (pause) Have you not heard that from other actors? 

K:  No, I have.  Uhm, but I just, it comes in individual forms I guess. It comes in 

different ways as people start to qualify it.  And so I just would like to hear what… 

J:  Well, I think uhm, so I think any craft where people, where it’s projected, so where people 

see what we do, has the temptation of, uhm, becoming very selfish quickly.  Where we do 

what we do to get praise and recognition and strokes. Which I think, uhm, most people 

going into acting, uhm, go in it, because they, they, you know, they go into it to get the next 

job, too.  And they go in it because they want people to admire them, and uhm, and they 

forget, I feel like people forget that all of these abilities of our body that God gave us can 

quickly be taken away.  And, and so therefore, I need to be careful how I use it, because God 

can give and God can take.  And I really feel like the abilities that I have, I was born with a 

natural talent to do emotional, where I, I’ve been born in a way that I can communicate 

emotion easily.  Uhm, so I know it comes from God.  Uhm, and so it makes me sad when 

people use their craft to simply take energy and to inhale praise and to magnify who they are.  

And, and I think as an audience member, I can tell the difference of when an actor really 

cares about me or not.  And so I think as an actress, uhm, I have to think, like, what is the 

purpose of me doing this.  Yes, I love the challenge, and I love, I love creating art.  And I 

love using my voice, and my body, and my movement to, to represent emotion.  But, uhm, 

but I have to think, “Why am I doing this?  What is, what is my objective?  What is my 

theme?  So why am I doing this?”  And so I think, when it comes down to it, is for me to 

love.  (35:05)  Because I care, because somebody has come to this performance or seen this 

film or listened to the music because they are seeking something.  Because they’re seeking 
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wholeness.  Because they’re seeking a connection with their spirit. Or because they’re 

seeking a connection with their God.  Or purpose.   

I mean, people, I think people seek light and truth.  And the arts is a beautiful, uhm, 

vessel to connect our spirits to each other.  You know, people are lonely, and, and they want 

intimacy.  And so as an actress when I can really be vulnerable and intimate with another 

person (gasp), that is like an experience and an energy! It’s remarkable! And it’s just such a 

gift.  Uhm, yeah!  And when people can see a vulnerability in me as an actress, and they feel 

like I have permission to be myself, I can be vulnerable, uhm, it’s really beautiful.  But it 

takes a lot of courage as an actress to, like, take away that mask that you see so many actors 

wear.  Where they are presenting and to just be vulnerable and intimate, and willing to share.  

And I think it takes years for someone to, to, to know who they are, and to share that, and it 

takes a lot of courage.  Because what if someone rejects the, the like, the real you.  ‘Cause if 

you’re wearing a mask and your presentation will then, you know, you’re kind of hiding 

behind it.   

Anyways, so in saying that and answering your question, which I can’t remember… 

K:  It was a long question. 

J:  It’s okay.  Remind me what it is.  ‘Cause I know that was going on there.   

K:  It had to do with President Uchtdorf’s talk.   

J:  Okay. Okay. 

K:  …and service. 

J:  So, so I feel like, uhm, for me, that I, I just decided that, uhm, yeah, I just decided that I 

wanted to, I found more joy in being an instrument for God.  Like I found more joy in my 

work.  That I found when I was auditioning for really stupid products and commercials I just 

didn’t have, I just have a lot of meaning for that.  And so therefore my paycheck comes 
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from teaching, a nice consistent job.  And then I get to choose all these wonderful, delicious 

roles.  You know.  Uhm, (sigh) and so for me, it’s just a personal choice, but, uhm, I’ve really 

chosen to serve, to love, you know, when people come up and they talk to me, or they bring 

attention about, “Oh I’ve seen you in this work.”  I, I’m very uncomfortable with the 

attention, and I really try to turn it around, and, and re- deflect it, and have it be more about 

the person.  And again whatever experience they’ve felt through the Spirit, “Well, tell me 

about your experience?”  You know, “What was your favorite part?  What did you learn?  

Why was that meaningful to you?”  To like, kinda help them articulate what they’re feeling 

and why it’s connected to me, but really it wasn’t me, it was just the Spirit working through 

me.  And that’s the truth, that they can feel.  Uhm, so and it’s just really exciting, and really 

rewarding to, to feel like I’m an instrument for God.  To feel that Spirit and the inspiration 

on stage, in film, in the studio, (gasp!) this divine manifestation that didn’t come from me!  

To perform it a certain way.  It’s, it really does connect me to God.  And, yeah, so I get a lot 

of joy out of, uhm, just serving, and loving, and seeing my audience as people, and not 

objects.    

K:  So, so then, uhm, in your mind, differentiate for me, uhm, entertainment for 

entertainment’s sake, and then, because the Church doesn’t ever really just produce 

“entertainment.”  The Church, the Church does, uh, films and shows for a reason.  

So then, so then where is, where is that for you?  Where does, where did those sorts 

of – does that make sense?  This is a very befuddled question, but I hope you 

understand where I’m trying to go.   

J:  It’s okay, take your time.  So I understand. 

 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

238 

K:  So, so there, you know, uhm, because I feel like you’re saying, talking about 

serving and the depth that people feel, but then, uhm, there’s escapism and there’s 

entertainment, where does that, where does that fit for you?  Where does that go for 

you? (40:03) 

J:  Yeah.  So I’ve done that work.  Like I have a big band.  And uhm, and it’s like a fifteen 

piece; it’s great.  And we do, like, Ella Fitzgerald, and Michael Buble, and Frank Sinatra, and 

we do all that stuff.  And it’s wholesome, and my costumes are modest, and I actually sing 

with my husband.  He is a vocalist.  We met through Young Ambassadors, and he has a 

great voice.  And so for me, that really is entertainment.  And it’s wholesome, uplifting, you 

know, great morals, entertainment.  It’s very fun, and I love that, too.  And so I think that 

there’s a balance, and there’s lots of different, uhm, things we can do that are worthy of our 

time in sharing the arts.  I think people find joy in music and good music and all of that.  

And so I don’t, uhm, you know, I mean, I welcome that, I think it’s great, uhm, but I mean, 

but why I’ve been given these talents, I feel, is to really build God’s Kingdom.  But I think 

also I bring people joy in different ways.   

Uhm, I really think, I really think God loves theatre.  I mean, and I really think that 

theatre has been a part of the Church for a long time.  You know, you think about the 

temple.  And, and how theatre and the performing arts is used in lots of ways to teach.  And 

so I think that’s why it was created, and why, uhm, certain people have those talents, in 

being able to share emotion and communicate through emotion.  I really think it is to build 

the Kingdom and to teach and instruct.  But then I think there is also other wonderful 

elements of the arts that are just fun.  I feel really passionate about women not exploiting 

themselves in the arts.  I feel like, that’s probably a whole ‘nother discussion, but I’m, I get 

really disappointed with the way that women use their sexuality to get attention through the 
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arts.  And uh, and it’s sad to me how women don’t respect themselves.  And, and things like 

that.  But uhm, anyways, so I think, and I think, you know, as w- I mean, we just, we have to 

be specific as actors as to what – why we are doing what we’re doing.  But, uhm, anyways, so 

yeah. I think all of that is great.   

There’s a fine balance between, like for me, like, once I got married, like I don’t, I 

don’t kiss anyone, anymore.  Even if it’s theatre.  Because I made covenants with my 

husband that I would keep the law of chastity, and so therefore, I don’t kiss anyone 

anymore.  Even if I’m just pretending.  You know, and I really try to be modest.  And, and it 

takes a lot of courage to have those standards of, of doing entertaining things that are really 

fun, but also remembering “Who am I?” in this work.  I think it’s just a matter of evaluation, 

a lot. If I want to do a show that I love, and is super fun.  I think it’s great.  As long as I do it 

with integrity, and uhm, but I don’t, I don’t just like, I don’t just do every single job offered 

or, “Hey, I’m gonna go audition for this just ‘cause I can.”  I just don’t.  It’s like, not worthy 

of my time.   

K:  Yeah. 

J:  Oh boy.  I am passionate. 

K:  No, it’s okay.  It’s good.  You’re not the only one.  Uhm, so tell me then, what – in 

talking about service, and talking about President Uchtdorf, uhm, what does service 

and ministry mean in this capacity as an actor?  You’ve talked a little bit about that, 

you’ve talked about interacting with actors, and maybe, and maybe you’ve already 

talked about this, but if there’s a, if there’s a ministering, and there’s serving, what 

exactly, how do we, how exactly do we do that?  As actors, er, how do actors 

specifically what… 

J:  How do you minister?  Uhm, well I mean… 
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K:  And maybe that’s not a fair question. 

J:  No, it’s okay.  I’ve probably, I feel like I’m repeating myself.  So if I… 

K:  Yeah, and see, like I said, and maybe you’ve already answered it.  And that’s 

okay, if you have.  I’m just trying to… 

J:  I feel like in terms of ministering, uhm, that through the arts people can heal in a beautiful 

way.  People can observe and see human behavior or conflict and vulnerability and, uhm, 

and it’s a great teacher, too, for our spirits.  And so, I think, uhm, yeah.  So I think, I mean 

th- I mean you think about all the different shows or films that you’ve seen where you just 

walk away and you’re just like, “Ah, I really needed that.” Or, “Identified with that.” Or, you 

know, “I was going through this abusive situation” or whatever, I mean, people who are 

hurting and struggling, and to be able to see beautiful art where, where they can identify and, 

uhm, see an actre- actor replicate what they’re going through is a very, I think, comforting 

and inclusive, uhm – and that’s where, I think, you know, when an audience comes or 

people say, “Joy,” you know, “I saw this film and this is how it touched me.”  Or they’ll be 

in tears, you know, after a performance, it’s like, “Oh, my gosh! I had no idea you felt this 

way.”  And yet, they bring whatever hard ache they’re going through to the performance, 

and people have a different experience based on where they are. (46:17)  When they come.  I 

don’t know if that makes sense. 

K:  Mm hm.  In life.  Where they are in life. 

J:  So, yeah.  Uhm, yeah.  And so I think that’s where it’s really beautiful to be led by the 

Spirit.  Just like if we were missionaries.  I think, you know, actors in a way are missionaries 

in which we teach just by a different, uhm, instrument, a different venue, a different – we’re 

still teachers, we’re still missionaries, we’re still bringing, uhm, the word of Christ – and just 

a different format.  Where people really learn by music, or they learn by poetry, or they learn 
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by facial expression.  You know, I mean people just identify in different ways with art.  And 

so, honestly, like I never served a mission, just ‘cause I thought, “Well, this is my mission! 

God just wants me to do it in a diff – well there’s not many people that can deliver this 

message in a way that I can deliver it.”  Uhm, and so in terms of ministery, yeah! I think it’s 

incredible.  It’s a wonderful opportunity we have as artists to really minster, to have people 

feel things they would not normally feel in an intimate discussion, that they could feel things 

just by observing – in a way.   

K:  So what – so is there a favorite moment, or a favorite show, or favorite role you 

have that you think of when you think about that service that comes to your mind? 

J:  Oh yeah.  Like all of them. (Laughter.)  Which is why I love this type of work, different 

than just, I mean, why it’ just so wonderful because, uhm, yeah.  I mean, when I think about 

doing The Testaments, and I have this wonderful opportunity to do this scene where I walk 

out and see the Savior, and I remember preparing for that and thinking, “Well, this is how 

I’m gonna do this scene.”  Right?  This is how this character would do this scene.  She 

would react in this way.  And then I go on set and I thought, “I’m just gonna be open to 

whatever the Spirit whispers to me.”  And I went on set and, and I turned the corner, and 

there, at the ending scene of The Testaments, and I see, you know, quote “the Savior.”  And, 

and what I felt was just peace and joy, which wasn’t planned at all, but the Spirit said, “No, 

this is what I need you to represent.”  ‘Cause if you watch it, all the actors kinda have this 

different reaction, and they all represent something different, as they, as they, uhm, interact 

with the Savior at the end.  And so for me, it was just joy and peace and (gasp!) (sigh).  And 

uhm, and it was just wonderful to recreate that, and feel.  I mean, you know, ‘cause when 

you’re on set everything is like, super real.  It’s like “Ah! I’m with Jesus!” I mean it’s just it’s 

awesome! (Laughter.)  You know. 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

242 

Uhm, but also to just get a sense of, uhm, yeah, just to feel those impressions that 

come.  And then, you know, uhm, gosh with every, every, uh, you know – all these women.  

You know, sacred roles.  I mean I’ve been able to represent just wonderful women.  And 

uhm, I think with all of them, I think the underlying theme is, that when I’m on stage or 

when I’m in film, or whenever I’m doing those impressions that come from the Spirit, just a 

wonderful Companion.  I mean, it’s just really sweet to feel the Spirit.  I think that I am a 

Holy Ghost addict.  (Laughter.)   

K:  Nice!  

J:  And you can quote me.  (Laughter.) 

K:  Okay, I will. 

J:  I mean, I love, I love feeling the Spirit.  And so whenever that’s going to Sacrament 

Meeting, or doing this sacred work, it is, it is like God’s gift to me.  Like, I, “Heavenly 

Father, I will be an instrument, I’ll be a vessel, and in return will you let me feel your love 

through the Spirit?  Will you let me feel the Companionship of the Holy Ghost?”  ‘Cause I 

know it’ll come.  And it’s sweet.  And I love it.  And uhm, and I love the women that I 

represent.  I fall in love with all of them.   

K:  So then how much do you think that these moments or these shows, these roles – 

how much are they for the audience, and how much are they for the actors?  (50:43) 

J:  Mmm, that’s good.  I think it can be both.  So I think as I try to serve the audience, 

people come away magnified, and hopefully they feel the Spirit.  And then for me, uhm, it’s 

extremely rewarding.  I love it.  Which is why doing, uhm, kind of worldly roles, that aren’t 

spiritual, come across so bland and boring for me.  ‘Cause then I’m just like, “Well this is like 

going to work.”  (Laughter.) Uh, I don’t, uh, why would I do this if I’m not edified?  So 

yeah, it is very rewarding in that sense, because, uhm, because I think that when I do 
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understand the women that I’m representing, Eve, or Mary, or Emma, or whatever these, 

these women are, that they teach me.  I mean, obviously they’re incredible iconic figures.  

And so I am changed because of what I learn from them.  And I do.  You know, like when I 

played Emma, she’s like, she’s a Rock Star.  You know.  I mean, she’s pretty – she went 

through a lot of stuff.  And, and, and I learned a lot about just marriage through her.  You 

know to, to – to uhm, represent a woman who was constantly, she and her husband had to 

work out challenges and, “Oh! And here we have another huge problem. And we have to 

talk about this. And we have to recommit ourselves again, and, and I’m not gonna walk 

away.”  You know, and, I mean, so those examples, I mean they’re rich.  And, I think, I 

think, uhm, I take a little bit away, where I try to be a little more like them.  Yeah, so that’s 

where, like I would never play, like a murderer.  Like I would never play certain roles that, I 

would walk away with the heart of that character.  I don’t want that, that negativity in my 

life.   

K:  So what kind of process do you go through, then, to get to know these women, 

and to get to know these roles in order to play them, and what do you do? 

J:  So I can, you know, I can read books on them.  But, uhm, the truth is, a l- there’s just too 

much, there’s just too much material.  And so, a lot of what I do is just kind of facts and 

inference.  Where I’ll look at the script, if it’s a well-written script, and I’ll see what the 

playwright has already presented in the material.  So oftentimes, you know, I can look 

through and say, “Oh, this person stated this about her in their dialogue.”  That’s a fact.  Or 

this person has inferred this about her.  In the dia – or, and you know, I mean, and so a lot 

of it is already in the script, if I take the time to just see what is already presented in the 

script.  And that’s really, you know, what I need to focus on.  Because that’s kind of, the 

delivery, or the direction that the script is going anyways.   
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Uhm, you know, so when I played Emma, like there’s, there’s a lot of history there 

that’s, that’s pretty complicated and messy and confusing, and I, you know, I’m, uhm, 

understand a lot of history, but I didn’t really have to, uhm, present it.  Because it wasn’t in 

the script.  It wouldn’t have been in context.  So I just use what the script says, and present 

that.  Even though it’s- doesn’t encompass everything about her.   

K:  Do you feel like any- some of those complications, like, different characters have 

different – all characters, maybe, have different sides to them.  Do you feel like, uhm, 

some of those character complications add, add, added to your knowledge, er, your 

informed, I guess or informed your portrayal of the character? Or… 

J: Yes.  I think though – so for instance with Emma, you know, whenever I had a scene 

where she was concerned for Joseph I thought, “Uh!” You know, I wanted to show her 

intensity, that she was a very strong woman, and yet, uhm, I had to think, “What is the 

theme?” or “What’s the story?” that I’m telling about her.  And, and often it was, uhm, for, 

for the purpose of this show, “I need to represent the love she had for her husband.”  And 

so I kind of can’t, and this is just kind of just going more into just choices as an actor…  

K:  Sure. 

J:  Uhm, you know, again, the material – if I had a dialogue about, specifically about Emma 

and Joseph and her – well, I mean, there was a scene where he’s sick, and, and, and he gets 

up the next day to take care of other people.  And she’s like, “Why are you doing that?  Like 

you’re so sick.  Like, go back to bed.  I’m gonna take care of you.”  And he’s like, “The Lord 

has commanded me to bless these people.”  And, anyways, so it was a choice.  I could either 

make her really strong, and bully him back to go back to bed.  Or realize, I think what this 

scene is saying, is this scene is teaching about a husband and wife, having a difference, their 

differences, talking it out and ultimately showing her supporting her husband. (55:50) 
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Showing the love she had to say, “Okay.  I support you.  We’ve agreed on this, and we can 

go forward, being of one heart.”  Uhm, so kind of figuring out, what is this story I’m telling?   

K:  Sure.  Yeah, yeah. 

J:  Uhm, and that’s really helpful with directors and things, to kind of see, like there’s all 

these little directions we can go… 

K:  Yeah… 

J: …but this is the story we’re telling about her. Or about this work.  You know, this is the 

lesson we’re teaching to understand, what is the lesson I’m teaching, what is the story I’m 

telling.  Uhm, and I think ultimately a lot with sacred material, it, it’s a lesson and a principle, 

rather than “Just let me present information.”   

So when we did Joseph Smith, Prophet of the Restoration, the first script, it was very much 

information.  Like, this is the information about the life of Joseph Smith. These are the facts, 

events that happened in his life.  And then it was re-edited.  I don’t know if you know this.  

And so, so the film was, uhm, we had this one version that came out, and it was The Life of 

Joseph Smith, and then I th- I assume that the leaders of the Church involved said, “You know 

what? We actually want to focus more on the teachings of Joseph Smith.”  And so the whole 

film was taken, footage that we’d already done, years ago, and re-edited, to show the 

teachings of Joseph Smith, rather than the events.  Anyway, so it’s just kind of important as 

an actor to know like, what– what’s your super objective in a way.  What is the whole theme 

you’re trying to show, that, that kind of helps us really, helps me focus on what do I do to 

get there.   

K:  Yeah.  Yeah.  Uhm, oh how we doin’ on time?  Are we good?   

J:  Good.  We have an hour.  

K: Whoa… 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

246 

J:  I don’t know if you have an hour, but I have an hour. 

K:  Okay.   

J:  I don’t think you want to listen to me for an hour, though.   

K:  Oh, well, uhm, we like busted through all of this. I don’t know if there’s anything 

else that you – you have answered all of my questions.  I don’t know if there’s 

anything else you… 

J:  So, I’m curious as to what, what you’re doing? 

K:  Oh, I didn’t even tell you.  I’m so sorry.  I always forget.  I get all excited. 

J:  It’s okay. 

K:  So, my dissertation is on the acting methods of LDS actors.  And I’m interested to 

know, uhm, so I, I’m interviewing, I have interviewed Dallyn Bayles.  I’ve 

interviewed Barta.  I’m trying to get an interview with Stephanie Brienholt, uhm, 

several other people are on my list, but I haven’t contacted them – uh, I have an 

interview time set up with Adam Daveline.  I don’t know if you know him. 

J:  I don’t. 

K:  He’s a little younger.  I got his contact from Barta, but – I didn’t know him until 

Barta said, “You should try him.”  “Okay.”  Uhm, but I’m, I’m trying to line up 

several interviews, and it’s, it’s not going to be like a scientific, uh, study by any 

means, it’ll mostly be anecdotal, but I’m trying to, uh, figure out some of the 

similarities, maybe some differences as far as methods and, and like theological 

similarities that LDS actors use.  Uhm, and, and some of the same language that 

they use, and, and what kind of, uhm, and how, how they are influenced, whether, 

whether they say, “Well, I love, I love, you know, I love Meisner, Meisner all the way. 

But, but whether even if they’re, you know, one particular method, whether that’s 
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influenced by their beliefs still, you know, how they’re influenced by the Church.  

And then also, how, if they went to BYU, how BYU influenced, if there are any 

similarities there.  So that’s, that’s just kind of, and, and there’s nothing, nobody’s 

ever done anything like this, so it’s, so it’s going to be very, it’s kind of sloppy.  

Right?  Because it’s just like, “Well here’s this!  Okay.”  Somebody else, another 

scholar go look at it.  You know.  That’s just, so it’s just kind of a – uhm, but that’s 

kind of where I’m headed, and what I’m trying to do.  I can’t believe they let me do 

it, first of all, because… 

J:  At Texas? 

K:  At Texas Tech, yeah.   

J:  Well, it’s very unique. (1:00:44)  

K:  Yeah.  So, uhm, but I’m excited, and I’m grateful that you agreed to an interview, 

uhm, and it’s been very fun.  Right?  It’s been very fun to talk to people, and to hear, 

uhm, some of the similar things that are coming through.  And then some of the 

similar things that are coming through that have a different take, you know, on 

things.  So, I don’t know, I don’t know what it will end up like, yet.  But I certainly 

will let you know.  If you would like.  

J:  I would love to.  Well, and I’m finding that I’m definitely choosing a path, like I can see 

like, “Oh, this is the direction I’m choosing to go with my work.”  You know, I uhm, I really 

thought that I was going to professionally move to New York, or move to L.A. and then 

once I was on the cruise line, I just saw how empty that lifestyle was without – when I, when 

I saw that like, “Ah!” it was just self-glorification, I thought, it’s just not fun, and meaningful, 

and it became very black and white, like I don’t like that type of work.  And uhm, but I can’t 
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support myself financially, on just doing sacred material.  I mean fin- I mean there’s not 

enough work to be done.  And uhm, but I’m okay with that.  I mean, I’m okay with that. 

K:  Well, why do you think that is?  Why… 

J:  Well, f- I live in Phoenix.  So I think if I lived in Salt Lake that might be different.  I think 

there’s probably a lot of really morally uplifting productions, films, you know Savior of the 

World is every Christmas, and, uhm, you can’t really live off of those wages though.  But uhm 

– you know, but, you know, there are, yeah, and so – it’s challenging, because, I mean, I 

don’t have to support a family.  And so I have the liberty of saying, “You know I’m just 

going to pick and choose what projects I do.”   

K:  Sure.  Do, do you differentiate between like, what you call “sacred material” like 

Savior o f  the World and the Nauvoo Pageant and other LDS, not, not Church 

produced, but LDS, uh, films or material like Once I Was a Beehive ,  or, you know, 

Saratov Approach… 

J:  Yeah. You know, I mean, I think those are all considered kind of sacred material or 

inspirational material.  Like anything where the objective is to really build God’s Kingdom 

through the arts.  To share an edifying message about the Gospel in some regard.  Yeah, so I 

mean, like Liken the Scriptures, those children’s films, I don’t know if you’ve seen them.  

They’re very simple, and yet, that, it’s teaching children like, you know, this is how the 

scriptures work. And so, I mean, I would consider that too.  But, you know, for me to go do 

Thoroughly Modern Millie or for me to go do some health insurance commercial, you know to 

get a paycheck, and lots of people do that, I just, I just don’t think it’s worthy of my time.  I, 

I am a snob.  (Laughter.) 

I mean it sho- I just, yeah, it just, I mean I can do it, to get a paycheck, but, yeah.  

And so I think it’s just a choice that actors make. And for me, uhm, because, because I did 
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not need to be the bread winner, I have the luxury of being selective.  Whereas Dallyn, or 

other, or Barta, or people that need that income, uhm, yeah.  So, uhm, yeah, but I think, I 

think it’s really challenging for LDS actors.  Because, you know, so much material in the 

world is just, so corrupt, and doesn’t support our covenants, and it’s really – you know, even 

with my agent it was like, I had to, I had to just constantly say, “I’m not going to audition for 

that.”  And, “I’m not gonna do this commercial where I have to kiss someone.”  And, “I’m 

not gonna wear that.”  So you have to have a lot of support, I think to do that.   

K:  How long did you have an agent? 

J:  I can’t remember.  It was like, I want to say a couple years?  It was maybe only two or 

three years.  And then I was quickly like, “Ugh.”  Just… 

K:  And that was after the cruise line, right? 

J:  It was.  So it was during The Testaments.  It was probably after The Testaments. (1:05:39)  I 

want to say it was kind of all of that, so.  Uhm, I would, there are some people though that I 

would encour- I don’t know how many people you want to interview, but I think, I think it’s 

fascinating to see how people feel about this, uhm, and to, to, to see how people do the 

craft, or the, the work of, uhm, like this type of theatre.  You know.  That, that Brigham 

Young quote? 

K:  Yes. 

J:  It’s fascinating, because he says one thing in there, where he talks about, “In order to be 

worthy of the Spirit, in order to let the Spirit work through you.”  You know that’s why 

when, oftentimes we see, uhm, like the temple film, or some of these major productions 

they, the main principles are required to be temple-worthy members of the Church.  Andn I 

think that is because the directors know that these people have to be living in such a way, 

that Heavenly Father can be the ultimate director of this production.  And they can be 
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sensitive to feeling the Holy Ghost, and being impressed upon and acting upon those 

promptings of the Spirit.  Just like in missionary work, or in any way that we would be a 

missionary.  Uhm, and so, uh, it’s, I think there are, I don’t know how many people, and I 

say this not to glorify myself, but I think people have to be qualified to do this work 

properly.  So that it is, so that the audience feels their spirit and feels the honesty and 

authenticity of the work.  And, and, and that might come off very confident, that I have 

been entrusted with certain roles, but I think it has motivated me to be living such a life that 

I am worthy to be called upon to do those roles.  It’s, it’s more important to me to be 

worthy to play that role than any other big huge well-paying production, I find a lot of joy in, 

in doing that type of stuff.  Anyways, so I would like to hear what other people say, and as 

an educator I hope to teach my students how to do it.  And I don’t work at a c- at a religious 

school, but to teach, just to teach students how to serve their audience.  You know, even to 

say, “Will you please project so that you can serve your au- Will you please project so that 

your audience can hear you?”  You know, “Can you please position to a full-front, fourth 

wall body position so your audience can see the movement on stage?”  I think when actors 

all of the sudden start thinking about serving their audience, it completely dictates how 

they’re going to perform.  Instead of, “I am having this experience, Oh! And you’re lucky 

enough to observe it.”  Other than, “I am,” Like, “sharing, the whole purpose is to magnify, 

and to lift you up, so that when you leave this theatre (gasp) you have felt something.”  So, 

even just teaching actors how to serve.  How to serve and do it.   

But, uhm, so some, some people I would really encourage you to talk to David 

Warner. I feel like your work would not be complete without interviewing him.  Because he 

is, uhm, he is so gifted at directing.  He’s so gifted.  

BREAK IN TRANSCRIPT 
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J:  Uhm, for whatever reason he’s just not very good (at responding to emails); he’s not on 

social media, he’s just not very good at emailing, or at staying connected, for – I don’t know 

why.  But if you can, if you can get an interview with him, he will be – ‘cause he’s also an 

actor himself, I mean even though he, he’s gone much more into directing, I mean he was 

over the Music and Cultural Arts for the Church.  So, I mean he was over…everything. 

K:  Everything. 

J:  So I mean he would kind of be, like, the main person who’s like, he’s not in the film 

department, so much.  But I mean, I know his department has done films, I mean I did a 

film, I’ve done two for his department.  But he’s kind of like the Guru of everything you’re 

talking about.   

K:  Okay. 

J:  And so he would know very much, like, like the Brethren’s take on things… 

K:  Oh, I see.  ‘Kay. 

J:  Like that Brigham Young quote is one that he gave me.  Like he would very much know, 

“This is how, this is the Church’s stance on the performing arts.”  He would probably be the 

heart of the source of what you would.  And he has trained all of the actors I’m talking 

about.   

K:  Oh! Interesting. 

J:  So, Casey Elliot, I don’t think worked, well, he worked on a film – but Aurora, Emily, 

Dallyn, and I, he kind of Fathered a lot of us, in terms of teaching a lot of us how to do this, 

this type of authentic work.  Pretty much.   

K:  Cool.   

J:  Yeah. ‘Cause even Tim Threlfall, as brilliant as he is, like, we did, we did our work, and he, 

in Children of Eden he’d say, “You know what we need to do the road map, we need to talk 
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about your objectives, tactics, all of this stuff, and then once we get on stage, Joy, just be 

present.  And let all of that work serve you.”  Which was also really helpful too.  But David 

just kind of took it a lot- to a different level of learning how to be vulnerable, I don’t know.  

So Tim would be a great person too.  And you know Tim Threlfall. 

K:  I don’t know him personally, but I know who he is. 

J:  So did, did you work with Barta then? 

K:  I did.  So, in 2002, I graduated in December of 2003, that – and I was, that fall I 

was doing my student teaching.  So in 2003 when she was, I’m sorry, in 2002 that fall 

when she was King Lear, I was an assistant stage manager, and then the next 

semester when she was directing Trojan Women, I was her stage manager.  So that’s 

how I know Barta, right?  We had that, and then I was doing my student teaching, 

and I was off, teaching.  You know, ‘cause that’s how it is your first year teaching, 

you have no idea what you’re doing.  At least that’s how I felt.  So, but yes, that’s how 

I know Barta. 

J:  So you didn’t have classes with Tim? 

K:  I never had a class with Tim.  Uhm, ‘cause I was mostly, ‘cause I di- I was mostly 

in like the Theatre Ed, then I went on a mission, and then I came back, and I was 

like, “Mm, acting.”  Some stuff happened while I was on my mission, and so I did 

more the stage management/technical theatre/directing route, so I had classes with 

Roger and, uhm, Loraine.  I don’t know if you know Loraine.   

J: I don’t know Loraine. 

K:  She was the Stage Manager, and anyway, all of that.  I knew Barta because I stage 

managed for her.  And that’s how I got to work with Barta.   
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J:  Okay.  Tim will be great.  I mean, Tim’s done, he himself, I mean he did a film – he will 

be great.  He did that whole film about being a Bishop.  I can’t remember what it’s called.  

But he’s been in like, Joseph Smith, Prophet of the Restoration, he was in that film.  So like Tim 

will be a great male… 

K: Okay. 

J:  Uhm, yeah.  He’d be great.  I mean just as an actor.  Because he’s done a lot, he has an 

agent, and he’s done a lot of work, but he’s worked on both sides too.  So, Tim would be, 

Tim Threlfall would be wonderful.  ‘Cause he’s done a lot of Church-based stuff, as well as 

secular, and he directs Tuacahn every summer, so he’s worked in a lot of different.   

K:  Oh, I didn’t know that. 

J:  Yeah.  Uhm, yeah. I mean he’s in very, uhm, yeah, he’s really good.  So Tim Threlfall 

would be a really good actor too though.  You’ll have to, you’ll have to find out what the 

films are that he’s done, which I’m sure you can look up.  But I know the Bishop one he did, 

and some other ones.  So, so I will get these people’s email addresses.   

K:  I appreciate that. (1:18:59) 

BREAK IN TRANSCRIPT 

J:  (1:21:55)  Do you hope to teach other young, upcoming generations of actors how to do 

this type of work?  Or you just want to educate the world that it exists. 

K:  You know, if, if there is like a particular method that happens to come out of it, 

that would be wonderful.  I’m not sure that I’m the person that has the skills to do 

that, because I don’t have the kind of training that somebody like you or Stephanie 

or Barta or I don’t have that kind of training.  Uhm, but I think somebody, somebody 

could.  I think there’s enough information that somebody could.   
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J:  David Warner has a method.  It’s called the David Warner Method.  And I would love for 

him to put it on paper, because he’s no longer in charge of Music and Cultural Arts.  Uhm, 

because he took the technique and craft that’s I’ve been taught, and said, “And this is how to 

use it to build the Kingdom, and this is how to really be an instrument.”  So he kind of took 

it to another level.  Uhm, but my concern is that some of these original pioneers, like in the 

Conference Center Theatre, in starting this theatre, there’s some original pioneers people 

that started it, or they’re starting to -  nd they have started to leave.   

K: …veer off? 

J:  They’re starting to leave.  Or they’re starting to retire.  

K:  Oh, I see. 

J:  You know, where, you know, David doesn’t work anymore for the Church.  Where 

Cynthia Collier, who was one of the original, or Raymond Robinson, I don’t know if you 

know these people.  So these are some of the people that originally, you know said, said, a 

long time ago, Brigham Young, there was a theatre.  And Brigham said, said, “Let’s have a 

theatre.  And this is how it works.”  And then it was destroyed.  And then they built the 

Conference Center, and they were like, “This Conference Center Theatre, is a theatre to do 

works to build the Kingdom.”  And then they wrote Savior of the World, and then they wrote 

the British Pageant, and then they wrote the Nauvoo Pageant, and those pageants are live, 

musical.  Spoken.  It’s not like the Manti, or the, uh, other pageants, where it’s like all pre-

recorded.  So those three musicals are kind of a new, the new material where the Church has 

said, “This is official for our, our theatre.”  That they’ve written. Anyways, so those are 

original collaborators like David Warner, they are starting to, not be here anymore.   

K: Right.  Right. 
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J:  And they definitely have this amazing way of directing this type of work.  And so, if 

anyone just, please interview him.  Because I would just love to see his thoughts on paper.  

And I mean, I’ve asked often.  I say, “Can you please write this down?”  You like, they’ll tell 

a story, “Will you write this down?”  So I hope so, but, I think it’s great. 

K:  Yeah, I would love to, but – yes. 

J: You’re awesome.  And I’m so proud of you. And I’m so honored to be a part of it.   

K:  Thank you.  Thank you!   I appreciate your time.  I do.   

J:  I love it. I’m passionate about it.   

END TRANSCRIPT 
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BARTA HEINER ORAL HISTORY INTERVIEW 

6 September 2017 
Provo, Utah – in her Home 
Present: Barta Heiner 
  Kenna Higgins 
  Craig Higgins 
 

BEGIN TRANSCRIPT 

Kenna:  So, just to start off with, uhm, you are Barta Heiner… 

Barta:  My name is Barta Heiner. 

K:  And I’m Kenna Higgins. 

B:  Okay. 

K:  And, I’m just going to take notes a little bit.  I’m not writing any insidious notes 

or – I don’t know 

B:  You’re not describing my hairdo or… 

K:  No.  Okay, but just to start off with can you tell us a little bit about how you got 

into Theatre, how you got into performance, how you got into doing what you do, 

and BYU, and that sort of thing. 

B:  Do you want the short story?   

K:  I want whatever you want to tell us.   

B:  That could go on forever.  (Laughter.)  No.  Uh, let’s see.  Well, I started out by 

memorizing little poems when I was a kid.  Uh, my Mother had me do that, and I would 

perform in Relief Society meetings or conferences or something like that.  I don’t know.  

And then my Dad had her stop, ‘cause he was afraid I was gonna get a big head.  So, that 

was the end of my performance for a while.  And then, and then I think the next kind of 

performances – oh no! I was a, I was a townsperson in “St. George and the Dragon,” and 

that was in Canada, and uhm, I was, I was a Greenland man in Ponce DeLeon Finds the Fountain 
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of Youth on the Moon in, uhm, a Roadshow.  Church Roadshow, and then I was a ghost in a 

stake play, and I was – huh, and I think that’s all, but I was pretty good with accents.  So 

they were doing the play version of Heaven Can Wait.  Uh, which, yeah.  Uh, and uhm, and 

they, there was a role of a Swedish Nurse in it, and my friends told me about it, but I, by this 

time I, unbelievably so, I was an introvert.  And I was like – so, I was very shy, and uhm, and 

so I waited ‘til everybody had left, and then went up to the Drama Teacher and told her I 

wanted to audition for the Swedish Nurse, which was just one line.  And I auditioned for it, 

and she asked me if I wanted to audition for anything else, and I said “No.”  And so, and so 

I got the role of the Swedish Nurse.  So that’s how I kind of started, and that was in High 

School.   

And uhm, and then I did a couple of school plays, and then I had another Drama 

Teacher; it was in my Senior year that wanted me to, uhm, they were doing – do you know 

The Sandbox? 

K:  Hm mh. (No.) 

B:  It’s by Edward Albee.  It’s a one-act.   

K:  Oh.  Oh, oh, yes. 

B:  And uhm, and so she was doing that for a regional competition for the state of Utah.  

And uhm, she wanted me to play “Grandma” in it.  And she kept me after school so I could 

learn how to cry like a baby.  ‘Cause that was one of the requirements for the role.  And so, 

and you know, so it was really difficult for me, because I was so shy that, that was like, you 

know really weird.  So, but anyway, she, she had faith in me.  Her name was Irene Parker.  

And she had faith in what I could do.  And, so uhm, we did the show, and uhm, we were, we 

were performing at BYU for the regional competition for high school and uhm, and we 

thought we got word that we were supposed to perform, so we opened up the curtain and 
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performed the one-act, and closed the curtain after it was over and, stuff like that.  And then, 

uh, this big huge guy came back stage and said, “I don’t know what gave you the idea that 

you were supposed to start this show, but half the judges were missing.  So, you have two 

choices:  you can either do this again, or you can disqualify yourselves.”  So we were like, 

well, I guess we’ll do it again. (Laughter.)  And so, well anyway, so we did it again, and uhm, 

and that’s – I won Best Actress.  For, uh, the State on that one.  And, and the big guy turned 

out to be Charles Whitman.  Did you know Charles Whitman?   

K:  No.  (4:54) 

B:  He might not have been there when you were there, so.  Anyway, so uhm, but it was the 

ti- so I got a scholarship to BYU ‘cause that was my Senior year.  Oh, and then I did, I did 

uh, Trojan Women, ‘cause they- I got invited after that- uh, Charles Whitman invited me to the 

first, very first Theatre workshop of BYU Summer Theatre Workshop for High School 

Students that there ever was.  And uhm, and we did the Greek Tragedy Trojen Women for 

that, you know kind of thing.  And it was right around the time when my sister was getting 

married, and she was- had me dressed in this dress that I really didn’t like, and I had to wear 

spike heels.  So I wasn’t too happy about being in the, in the bridal line or whatever it’s 

called.  The wedding line.  But, uhm, and not only that, but her wedding was right in the 

middle of when the auditions were.  So, I had to audition for the show, and then I had to 

leave, so I was missing Call-Backs completely.  So I didn’t know if I was going to get 

anything.  So, so anyway, while I was auditioning, uh, I wanted the role of “Andromache.”  

Because one of my friends had done the monologue in high school, so that’s the only, the 

only role I knew. And so, uhm, so anyway that’s what I went to audition for, but he had me 

audition for “Hecuba,” which is the old lady again.  (Laughter.)  So, it’s like, so I go, so I- it’s 

when Hecuba’s uhm, uh she’s doing the funeral oration over the dead child.  Kind of thing.  
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And so, while I was doing it, while I was reading it, I just start crying.  I start crying.  And I, 

inside my head I’m going, “What’s the matter with me, ‘cause I’m crying.” And I’m so 

embarrassed.  You know, kind of thing.  But, but anyways, so then I left and went to, you 

know to the wedding.  And there’s photos of my, me in the wedding line with one shoe off 

and one shoe on.  (Laugher.)  I, I wasn’t a very good, anyway.  

Uhm, so, so when I came back I looked at the list, the cast list, and I hadn’t gotten 

the role I wanted, I got the role of Hecuba, which was the old lady again, which I wasn’t too 

excited about, then I realized: she was the lead.  You know, she was through the whole play.   

K:  Yeah. 

B:  So, uh, so that’s what I did for that.  And then I got a scholarship to go to BYU, but 

that’s when David O. McKay, who was Prophet at the time kinda sent a letter out to all the 

wards and said, “keep your kids at home.”  You know the first couple of years of school.  Of 

college.  Just ‘cause’ we’ve kinda got an overload.  And so, you know, keep ‘em home.  So, 

instead of going to BYU I went to Weber State.   

K:  Huh. 

B:  For two years.  So I did a number of plays there, and you know I did, mmm, I did 

“Rosalie” in Children’s Hour and that’s when my zipper broke and it was in an Arena Stage 

and my back was completely exposed to the audience.  So I had to work my way around so 

that my back was in one of the tunnels, so I didn’t shock everybody in the audience.  

And uhm, and then I did, uh, Mrs. Banks in Barefoot in the Park.  And I did, uh, a 

couple of musicals where, I was like in the chorus or understudy for things.  But anyway, 

uhm, and then after the two years I, uh, I was on scholarship at Weber State, but then they 

had a habit of taking the scholarship away from you and putting you on work study so that 
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they could, you, you know, they get you to work, then, and then they pay you, and that kind 

of ticked me off.  ‘Cause I was like (laughter). 

K: Well sure. 

B:  So I was like, “Wait a minute.”  So I thought, “Well, I’ll just not go to school. I’ll just 

work for a year. Then go back to school.”  You know, that kind of thing.  I don’t know, I 

just was a weirdo.  But anyway – uhm, so I, so I came home one day and my Dad, ‘cause he 

was a religion teacher he – every so many years they had to go back to BYU and get some 

classes, you know, just for training at – for being a religion teacher.  So, that’s where he was, 

was that summer, he was at BYU, and he came home that summer and said, “You’re going 

to BYU.”  And I said, “I don’t wanna go to BYU.”  And he said, “I think you better go to 

BYU.”  And I was like, “Agh.”  (Eye roll. Laughter.)  So, anyway, I, uhm, I went to BYU, 

and actually, uhm, moved in with a, uhm, a – one girl who had been one of my friends down 

in Arizona, when we lived in Arizona, where I performed The Green (inaudible) Man and 

Ponce de Leon – anyway, and so we were roommates, uh, you know I had three other 

roommates in there, and, and the first thing I auditioned for was Richard III, and I was 

disqualified because I had hayfever.  (Laughter.)  I guess.  But he also had four seniors that 

he also wanted to give the roles to, so.  And then the next one I did I, it was a show that was 

directed by Dr. Whitman who had been uh, you know, the guy who had been, kinda 

discovered me in the first place.  (Telephone ring.) He uhm – hello? Uh huh… (10:32) 

BREAK TRANSCRIPT 

B: Yeah, so we did an original script called And They Shall Be Gathered.   

K:  Oh, yeah. Okay. 

B:  And uh, so an I, and I was the mother.  (Laughter.)  And uhm, and it, and back then it 

wasn’t just October and April Conference, there was a June Conference (General 
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Conference of LDS Church).  And it was a Performance Conference, it was kind of an Arts 

Conference.  They had Art and Dance.  There was a big Dance Festival.  When I lived in 

Arizona we had a big huge Dance Festival that it, you know.  Uhm, they had, uhm and then 

they had Theatre.  You know, just different theatre pieces that came and performed.  So we 

came and performed for that, for June Conference with And They Shall Be Gathered.  And I 

did a number of other shows at BYU, and uhm, and that’s kind of where I, you know, came 

on my theory of acting.  And I even went and talked to Dr. Whitman about it, uhm, and told 

him what I thought about it, and he was like, “Wow.  I’ve never thought about that.”  And I 

was like, “Really?”  ‘Cause, ‘cause to me it was so natural.  ‘cause for me acting is a mental, 

physical, spiritual communication with an audience.  And uhm, and it’s, it’s like I always pray 

before I perform, uhm, because I’m just try- you know, trying to get – it’s, you know, other 

people like, do yoga, other people do, you know, meditation, but, you know, and so I pray.  

Before I perform.  Uhm, because I, you know, no matter how many times I’ve rehearsed, I 

will be back stage and the first thought that comes to me Opening Night is, “Well, I could 

just as easily go the other way.”  You know, kind of thing, you know.  Why the other way?  

So, I always need to get myself calmed and centered, and stuff.  Uhm, and get into my 

things.  Uhm, so that’s kind of what I did, and then uhm, I went – we kind of made a pact.  I 

went to school with Orson Scott Card.  You know who he is? 

K:  Mm hmm.  Yes. 

B:  And uhm, Robert Stoddard who’s teaching at the Southern Virginia University now.  

And uhm, and a couple of other people, and we all kind of made a pact that when the guys 

came back from there mission we were going to start a theatre.   

K:  Oh. 
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B:  And so, I went to, I went – Oh! We started a, I went uh, uhm, let’s see – hold on a 

second.  I went down to LA for two years.  And worked there and worked at the Hale 

Center Theatre down in Glendale in LA.   

K:  Okay. 

B:  And then lived with the Hales for, for a while.  So that’s how I got kind of in with the 

Hales.  And uh, they were really, really lovely people.  And uhm, I uhm – so I stayed there 

for about two and a half years, and Gordon Jump who was an actor, he was in WKRP? 

K: Yes.   

B:  And he was, uhm, he was really discouraging me from leaving ‘cause the guys had come 

back off their missions and were saying, “We’re going to start the theatre.  Are you coming 

back?”  You know.  And uhm, and Gordon Jump said, “You can’t leave, you know, you 

need to stay.  You need to stay at least five years.”  You know, ‘cause if you don’t have 

anything by five years, then you can go.  But, you’ve only been here half that time.  So it was 

kind of a big dilemma, because I promised, you know, everybody, I was coming back.  And, 

so they were doing the role of The Rainmaker, uh the show The Rainmaker, and uhm, I, you 

know, I don’t get, I mean I have some friends that just like pray and they get answers just 

like that! Voices will come from heaven.  And they will, you know.  (laughter).  And I just 

never get that.  You know, I always have to struggle, struggle.  I’ve got better hindsight that 

God was with me, and helping me, than I do right at the moment.  You know, it’s kind of, 

so, anyway.  I uhm, so I was praying, praying – not getting an answer, and uhm, I finally said, 

“Okay.  This is the deal.  I’m gonna audition for this show.  If I get in, I’m staying in LA.  If 

I don’t get in, then I’m going back to Utah.”  I said, so that’s the deal. (Laughter.)  And so I 

auditioned for the show, and I didn’t get the role.  A woman who was a porno queen got the 
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role, because the director had the hots for her.  And I said to myself, “This is a sign from 

God!”  (15:16)  (Laughter.) 

K:  That’s hilarious! 

B:  So, so anyway.  So then we came back, and we started the theatre for the summer.  We 

did six shows that summer.  And we actually kind of broke even by the end of the summer, 

but then Scott (Orson Scott Card), he wanted to go into the winter.  You know, but we were 

up at the Castle.  You know, and it was an outdoor theatre.  So he wanted to do winter 

shows in a barn that had no heat.  And, you know, we were like, “Uh, I don’t, you know, 

not, not a good idea.  Let’s just wait ‘til next summer.”  But he want, you know, he wanted 

to continue.  And I think he still had to pay off the piano – or something like that.  ‘Cause 

we had done three musicals that year up in the Castle.  And uhm, you know what the Castle 

is, right?   

K:  Yes. 

B:  Okay. So, uhm – so anyway, there was a guy by the name of Craig Cassidy that was going 

down to San Francisco to audition for ACT.  And he, he needed a ride; he didn’t have a car.  

So he coerced me into driving down with him to go audition for ACT.  You know, and for 

me, I was just like, “Oh, okay, yeah. I’ll go.”  You know, and so we finished, we finished the 

show, and struck everything that night. And just started driving.  And we kept throwing ice 

water on each other through the night to keep awake.  And uhm, we finally got to San 

Francisco and stayed at a friend’s house, and only got a couple hours sleep, and then went to 

ACT and auditioned.  This was in August, you know, which – mostly auditions normally 

happened in March, April, May.  You know, so August, you know, it’s like the chances of us 

getting in were few.  And so, we both auditioned for it, and – oh, and one other things that 

happened, when I was in LA I had auditioned for one of the film schools there.  And they 
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had asked me what I wanted to do with my life.  You know, and I said, “What do you 

mean?”  And they said, “Well, do you want to be famous?  Do you want to be a star?  Do 

you want to be- da, da, da, you know.”  And I said, “I want to be respected by my peers.”  

And they were like, “What?”  You know, and you know, of course it’s LA.  And I said, “I 

just, I want to be respected by my peers.”  And so I didn’t get into that film school.   

So anyway, so, so then when I was in San Francisco and auditioned for them, they 

kinda asked me the same thing.  And so I gave ‘em kinda the same answer, “I wanna be 

respected by my peers.”  You know, I don’t need to be the star; I don’t need to be famous.  I 

just wanna be, you know, respected.  And they said, “Okay.”  And I got in.   

K:  Huh. 

B:  I got in the, you know – and so did Craig.  We were both kind of surprised.  And, I 

mean, I can understand why Craig would get in, because he was big and tall and they needed 

guys and stuff, but for a female to get in was a little unusual.  So, you know, I got the letter 

when I was home and I showed it to my Dad, and I was like, uh, “What do we do?”  They 

had given me like a partial scholarship.  Not enough, you know, nothing to cover for 

housing, nothing to cover for, you know, food or anything.  Even most of the tuition.  But 

my Dad, my Dad was my angel, you know, he paid for it.  He helped put me through school, 

and uhm, and he – the second year – each year – they had like, about 45 students.  The first 

year.  And then the second year they only had about 28.  And the third year they cut it down 

to 8.  So each year was a cut.   

K:  Oh wow. 

B:  And so I made it through all three cuts.  Then the third year was the MFA program.  So 

uhm, and so by the second year I had gotten a full scholarship, and by the third year I got a 

full scholarship and a stipend.  So uhm, so it was easier on my Dad kind of thing.  And my 
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Dad was so worried about me.  He, he didn’t really like the idea that I was in acting.  Uhm, 

my Mom was more supportive about it.  But my Mom was also kind of an artist in herself.  

She was a pianist.  You know, and she accompanied my brother who was, I mean, her 

brother who was a violinist, and kind of thing.  So, she was kind of more supportive about 

me being in the arts, but my Dad was really worried about me.  And uhm, and he uh, well 

then I, I did uh, but he still supported me in it.  And he, for, for our masters program, for 

the last year we had to write a one person show that uhm… 

K:  Okay. 

B:  Yeah. (20:15) And I, you know, I thought about doing Maud Adams who was the 

original Peter Pan.  And uh, ‘cause she had Mormon background, you know, she’d been 

LDS, you know, she had been Mormon back then.  But uhm, when she was first performing 

as a child, and then uhm – but she was – nothing against Maud, ‘cause she was really quite 

lovely, and she did some wonderful roles.  But her life was relatively boring.  No! (Laughter.)  

There wasn’t any extremely huge, you know, usually dramatic – except that her agent died on 

the Lusitania.  (coughs)  Or something like that.  You know, kind of thing.   

(Talking to dog.) Do you need to go outside Charlie? Do you need to go outside?  

What do you think?  No?   

Okay, anyway, uhm, so my Dad right around then sent me a big book that was about 

my great grandfather.  My Uncle was Loren Farr who was the first mayor of Ogden.  And 

also was one of the, one of the bodyguards for Brigham Young when he was 18.  He slept 

outside his, his bedroom sometimes.  And uhm, so anyway, he uh – so he sent me this book, 

and I started reading it, and Loren had, uhm, two brothers, and two sisters.  And one of the 

sisters, her name was Diantha, and she – nothing was really said about her, except that she 

didn’t like the smell of soap and she married William Clayton.  There was maybe a birthday, 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

266 

but nothing about a death date.  Nothing.  You know, kind of thing.  So, I asked Dad about 

it.  You know, asked if he could find anything out about her, and that’s who I started, started 

– so Diantha became, kinda ended – so I, I got a bunch of books, he sent me a bunch of 

books.  He sent me information from the Church Library, there was a letter, you know, that 

she’d written to William, uh when she was pregnant, and uh, and uh, but she died like in her 

early 20s.  You know, from – she had three kids, but died in her early 20s from child birth.  

And uhm, she made it all the way to the pl- all the way across to the Salt Lake.  But, so I just 

started reading these books, so she became kind of a compilation of, uhm, a lot of different 

women – ‘cause I knew where she had been ‘cause of her brothers journals, ‘cause of her, 

‘cause William Clayton’s journal.  So I knew where she’d been at all times, so I just kind of 

compiled other women’s thought’s and things that happened to them.  And some of them I 

made up myself, uhm, but I, you know, in my, in my thesis I had it all documented, is where- 

where I got all the information, you know and stuff.  But uhm, and I went, uhm, I would- 

there’d be times, I would keep a pad of paper and pencil by my bed, because things would 

come to me in the night, and I’d have to get up and write ‘em down.  And uhm, and so I 

performed it, at, uh at, uh inside, you know at ACT, uh in one of the, you know, one of our 

classrooms there.  But I got really, really paranoid, and it was really interesting, I, I was so 

scared.  You know.  And, and I mean, Mormons were weird, they thought they were weird 

back then, you know.  But, but they pretty much respected me, didn’t give me that bad of a 

time, you know, kind of a thing.  Uhm, but I still was starting to get really paranoid.  Ant 

there was one of my fellow students, her name was Linda Conner, and she, uhm, she was 

very much kind of a flower child, and she said, uh, she said, “You know, I think you’re 

picking up the energy of your ancestors.”  She says, “I think, I think you’re picking up their 

energy.”  You know, ‘cause they’d all been, you know, been persecuted, they’d all gone 
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through Nauvoo and, all, you know, been- everything.  And I was like, “Wow.  I wonder if 

that’s true.”  You know, kind of thing.  So that kind of calmed me down.  But I still, I had, 

you know, I still was nervous doing it.  ‘Cause it’s just one-person show; it’s just a little bit 

scary.  And uhm, so I had little cue sheets every once in a while, you know, uh, on different 

pieces of furniture.  In case I forgot something. (Laughter.)  And uhm, and so I did the 

show, and it was really interesting the reactions to it, because, uhm, the Jewish people really 

connected with the show.  ‘Cause that’s what, you know, what had happened to them.  

(25:01) 

And uhm, and I had another person come up, “Thank you so much I really enjoyed 

your show, now I know why you guys are so weird.”  (Laughter.)  I mean, things like that, 

you know.  But, but it still, you know, it was a good thing.  And it, uhm, you know, and my 

Dad came and saw it.  My Mom didn’t get to see it that time.  She didn’t come, but my Dad 

did.  (Cough.)  And that’s the fir-– that’s when he felt like – that’s when I felt like he really 

knew I’d done the right thing.  You know, kind of thing.  Was when he saw the show.  So 

then I’d got an offer to do, uhm, you know to perform at- back in Utah, so I came back to 

Utah, uhm, in the meantime I’d done summer theatre at PCPA every summer.  And I’d done 

about three shows each summer.  Uhm, with that group in Santa Maria, and uhm, but then I 

came home and uh, then the guy who said he wanted to produce it said he changed his 

mind, and he wanted me to write another script about Lucy Mack Smith.  And I was kinda 

ticked off, ‘cause I’d moved there, you know, home, and I said, I said, “Well,” I said, “Do 

you really want me to wr- ‘Cause if I’m gonna write something about Lucy Mack Smith, I’m 

really gonna write it the way it, it is.”  ‘Cause she used to smoke a corn cob pipe!  You know?  

And he was like, “Well, wait a minute.”  You know, and I was like, “Hey! I’m not gonna 
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gloss her over.”  You know?  She was for real.  You know?  I’m sorry.  And uh, and so he 

didn’t like that.  So the whole thing fell through.   

So then I kinda (cough) went back to alma maters, like we were Satan BYU, and 

kinda performed it there a couple times.  That’s when Chuck Metten saw me, he was Chair 

of the Department then, and so he gave me a part-time job at BYU.   

K:  Okay.  

B:  And so I taught there, ooo, let’s see, maybe a semester, I don’t know if it was longer than 

that.  Maybe it was longer than that.  Maybe it was a year.  I can’t remember now.  I’d have 

to check my curriculum vitae.  (Laughter.)  But anyway, uhm, uhm, I just on a fluke, ‘cause 

Donovan Marley, who’d been head of PCPA, had moved over to Denver Center, and he 

pretty much moved all of the crew over to Denver Center.  So a lot of the people were there 

that I knew.  And I, I called up and just said, “Hey when are the auditions for things?” Uhm, 

and uh, while I was on the phone they said, “Hey, we’re just putting up a show it’s gonna be 

a touring company, we’re doing Quilters.  Are you interested?”  And I was like, “Yeah! When 

are they gonna audition?”  And they said, “You’re hired.”  (Laughter.)  So I didn’t have to, 

you know, I was just like, “Okay.”  So I gave them notice, you know, and left like mid-year.  

I mean, well, left, you know, in between semesters.  But then, I went to Denver Center and 

performed, like three and half, well, rehearsed for a month, and then performed three and a 

half months of Quilters.  We toured all the way, you know down into Texas, Montana, just, 

you know, Ohio, all the way to California, you know, and so that’s what I did, uhm, one 

summer.  And we, and we’d taken such special care to make sure that we had a swimming 

pool every so often, and every time we went to the hotel or motel that had a swimming pool 

it was empty.  Like it was, they had emptied it because they were cleaning it, or a filter had 

gone wrong, so we never got, we never got to swim in a swimming pool.  And we spent 
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Easter in the bottom of one of the pools; we had a big brunch down in the bottom of one of 

the pools.  ‘Cause it had these murals of mermaids and fish and things, and so we spent 

Easter down, Easter breakfast down in the bottom of the pool.  (Laughter.)  That, that was 

dry.  Anyway.   

So I did that.  So I was at Denver Center for about three and a half years, and I was 

teaching at the school, in the Conservatory.  And then performing, and- which was pretty 

much the ideal of what I wanted to do – and uhm, I was there for about two and a half 

years, and I, uh, and you know, I was also just – a little bit, mmm, clueless.  Donovan was 

directing one of the shows, it was an original script called A Woman Without a Name.  And I 

was the understudy for the lead, and then played another role in it, and uhm, and uhm, when 

I was watching how things were getting directed?  I was like, “She’s being directed that the 

only way, the only way she can be free is if she emasculates every male that’s around her.”  

And I went, “There’s more to this role than that.”  You know, but that’s the way it’s getting 

directed.  So me, being obnoxiously stupid went up to Donovan and said, “So, what’s the 

message of this play.  ‘Cause this is what I’m getting.”  You know, and ‘cause I was 

understudy for the role, I felt like I had a purpose in asking, but apparently I just really 

insulted him.  (30:32)   

So, uhm, so anyway, and then the next thing that happened was I, uh, ‘cause I was 

teaching, I was one of the teachers, and I- and a couple of the students were in the show, 

and there was this- his name was Dougled.  Was one of the students. And he had, he had 

this role where he, he was supposed to yell at his mother at the end and call her a murderer, 

you know.  And then leave the stage.  Well, Donovan never was happy with what he was 

doing, and so he was like, “I want it to sound up in the air.  It needs to be up in the air.”  

You know, kind of thing.  And Dougled was like, “I, I don’t know what that means?”  You 
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know.  So he asked me as a teacher, and I said, “Put an upward inflection or a sustained on 

the end of your last- you know, on the end of “murderer” just as you’re leaving and then it’ll 

make it sound like it’s up in the air.  So he did that, and, and when he did it he, just when he 

did it he turned to me and he said did he do it right?  Which was a big mistake.   

K: Oh no. 

B:  Because then Donovan thought I was directing, you know. Kinda thing. 

K:  Yes.  Yes.  Yes. 

B:  And I was just, you know, just trying to be a teacher.  But.  So, so Donovan was like, all 

of the sudden I was on his bad side, and uhm, and then I got a call from BYU that said, 

uhm, you know, it was from Whitman again.  Saying, you know, “We want you to come and 

start an acting program.  Here at BYU.”  And I was like, “Well I don’t want to come.”  And 

he was like, “Well we need you, want you to come.  And I want you to pray about it.  And if 

you don’t come I’m going to break your legs.”  (Laughter.)   

So, so anyway, uh, so I prayed about it.  And it was the same thing, I just vacillate.  

Sometimes I’d think it was this, sometimes I’d think it was that.  Uhm, and finally ‘cause I, 

‘cause I’d go, and finally- oh! Then I quit praying for like a week or so.  ‘Cause I was just 

ticked off.  (Laughter.)  So I was like, I was like, and so then all of the sudden this thought 

came to my head, I mean I was thinking about it all the time.  But I didn’t officially pray, 

because I was just so mad.  So, uhm, so then, uhm, all of the sudden this thought came into 

my head, saying, “You’re teaching all these amoral people how to act.  Who’s teaching the 

ones who are trying to be good?”  So that’s why I came back. 

And uhm, and it was hard at first, ‘cause I’d been teaching at an MFA program.  So 

the students were a lot stronger, and coming back to just a BA program.  It was, it wasn’t, 

you know, it wasn’t the same.  Even though there were some people that were very, very 
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good it wasn’t the same.  You know, kind of thing.  And so, uhm, that was hard.  But then I 

got involved with, uhm, Dr. Metten was directing, they were doing the, the new Hill 

Cumorah Pageant, which was back the, like ’79 or ’78 or something like that.  ’79?  And 

uhm, and so I heard about it, and so I just had the feeling, you know, I’d like to work on 

that, you know.  And so I asked him about it, but all the slots were full.  So, I, I went, “Oh. 

Okay.  Just, just keep me in mind if something else happens.”  You know.  Well, then 

something happened.  And uhm, I, so I got to be one of the assistant directors for the 

Cumorah Pageant.  And uhm, I went back and was like, in the very first three years that were 

there, and I uhm, the first year was really, really hard.  Uhm, because everything wrong 

happened.  And uhm, the, they- it’s like everything in the Church is done by Committee?  So 

everything never gets done on time.  (Sigh.)  Anyway, so uhm, so they were late, uh, getting 

the, approving the designs of the set, and when they finally approved the designs of the set 

everybody had, everybody, like any big company that usually builds sets already had other 

commissions, already had other things they were doing.  Do they finally had to ask (cough), I 

think it was FICO (VISCO? VICO?), the big, the rocket place?  Because, like, I think the, 

the space program had kind of been, you know, slowed down.  And so, they asked VICO.  

So they were building the whole set in Ogden, I mean in Utah, and shipping it back East.  

And, but there was one platform, Stage One was the biggest platform and it had a 

cantilevered, uhm, elevator in it.  So it had the rocking of the boat.  And so they couldn’t 

ship that in pieces, so it was on this big flatbed truck, traveling from Utah to New York, and 

it got to where all the toll booths were, and it was too big.  And they wouldn’t let it through.  

And so they had to take all the side roads, to try to get there.  And so it didn’t get there until 

like, a day or so before we opened.  (35:57) 
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And there were other things that happened, I mean, it never rained at Cumorah until 

then – No.  (Laughter.)  You know, at least that’s what they always would say.  Except it 

poured, it poured, it poured.  And all, it, it, it rained so badly that it shorted out all of the 

electrical.  All the electrical.  So they had to get all the electrical, new electrical in.  They had, 

I mean, it was- and the grating they had – Eric Fielding designed the set and it was a 

beautiful set, but he was using flooring on oil rigging.  Which is grated so that the water 

would go through, and water the lawn underneath, so when the set was, you know, taken 

away the lawn was still good.  But, it was grated, and it had rough grids on it and stuff like 

that.  So people were getting cuts and scrapes and bruises, they had to turn the stuff upside-

down so it had a smoother surface.  They had, uhm, everybody had to wear shoes, and uhm, 

I mean it just, and the other thing was they had – you know, because everything was – back 

then at Cumorah everybo- all the women had to wear dresses. You know, ‘cause it was a 

Church mission-thing.  And uhm, and so they all had to wear dresses, and I though 

surreptitiously had taken a pair of bib overalls.  So – and dresses – but we got on the stage 

with all the grids, and the pre-missionary guys who were running tech were down below.  So 

when, I mean, it was just like – and I was like, uhm, I was just like, “Guys, you have got to 

let these women wear pants.  Slacks. Something.  Because…”  And so they let them, it was 

the first year you could wear shorts underneath your dresses or something like that.  You 

know.  So I was like, “Okay.”  So uhm, so then, uhm, you know, the stage, Stage One finally 

came and they were trying to put it together and, and they, uh, uhm, so I put on my bib 

overalls – well I asked, first I asked the Technical Director, I said, “Do you need help?”  You 

know, “ ‘Cause I’d be happy to come and help.”  And he said, “Yes.  We’re desperate for 

help.”  So I put on my bib overalls, went underneath the stage and started ratcheting things.  

And Roger Sorensen, do you know him? 
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K:  Yes. 

B:  He saw me.  Was so upset.  Because the technical crew was only pre-missionary men, you 

know, young men.  So he literally dragged me out from under the stage, took me into the 

office and said that I couldn’t do that.  And I was so ticked off at him.  And I called him a 

male chauvinist pig, and I told him that he was like (laughter), I said, well I didn’t say, I said, 

“MCP” for…I said, “You are an MCP.”  He said, “What is that?”  I said, “It’s a male 

chauvinist pig!”  And then he goes – And then I said, “The ox is in the mire, Roger.  What 

are you gonna do?”  You know, type of thing.  And so he finally acquiesced, and, uhm, he 

made me be the gopher.  So I was the runner for going to get supplies, and they put the 

runner on, you know, underneath the set, who was also a pre-missionary guy.  So I went and 

got all the supplies, and I wore my bib overalls.  (laughter)   

K:  Of course you did. 

B:  But anyway.  Uhm, So that’s, yeah, and we got it opened, amazingly, you know, you 

know it was really miraculous.  And I got to fly!  I got to fly.  They let me test out the fly 

system for Christ.  So that was pretty cool.  And uhm, So that’s uh, and I did that for about 

three years.  And then, uhm, and then I was, you know, just directing and acting occasionally 

at BYU, and uhm, Ivan Crossland and Kathy Beesinger and I started up the Castle again.  

And we started doing shows at the Castle again.  And uhm, and that went off and on for 

about twenty years changing different hands, uhm, you know, when I was available or when 

Kathy was available or Loraine kind of got into it.  And, and then, and then I graduated – 

from B – no then I retired.  (Laughter.) No!  (40:24) 

I can’t think of anything else.  Well, I mean I worked on Testaments.  They asked me 

to work on Testaments; they asked me to be the acting coach for that.  And uhm, and Keith 

Merrill was the director, and uh, didn’t really want me there at first, uhm, you know, ‘cause 
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the producers had kind of put me in there to kind of help things along, so Keith could put a 

focus on all the design and technical aspects.  And I could, you know, if- he let me know 

what he wanted, then I could go do what – the stuff with the actors.  So, but Keith wasn’t 

sure that was such a good idea.  So at first he was like, “Don’t do anything unless I tell you.”  

And every once in a while I’d go up to him and say, “Hey did you notice…?”  You know, 

kind of thing, or whatever.  And finally he was like, uh, “Don’t do anything unless you ask 

me first.”  And then finally, uhm, it was this one scene, Joy Rogers was playing the young 

girl, and, and it was the scene where she’s supposed to read the scrolls, you know, where – it 

was a scripture about Christ.  And he wanted her to cry.  He wanted her to tear up.  And 

Keith is so funny, because he, he would say things like, “Your face is gonna be six feet wide 

so we’ve gotta see some tears.”  You know, kind of thing.  (Laughter.)  So, which for like an 

actor you  just go, “Okay!  Okay!”  You know, so anyway, he went, uhm, so with Joy she just 

was having a hard time connecting with the scripture.  Uh, you know, ‘cause it was, it was 

foreshadowing Christ, you know, it was, it was Isaiah, and she just couldn’t tear up.  And so 

uhm, he said, you know, “Go up there and work with her and get her to cry.”  Kinda thing.  

So, so I went up and I said, I said, “What, what are you thinkin’ about?”  You know, “What 

are you thinkin’ about when you’re reading this scripture?”  She says, “Well, I’m reading 

about the scripture.  I’m thinking about what the scripture says.”  And I said, “Uhm, okay.  

Don’t think about the scripture.  Think about Christ being crucified.  Think about him being 

on the cross.”  And she just started to cry.  Cry!  Cry, cry, cry.  And Keith was like, “Stop! I 

mean, do the cameras!  Start the cameras!  Start ‘em rolling right now!”  You know, kind of 

thing.  So, so anyway.  So they caught it, and then after that he would just turn to me and 

say, “Just go do your magic.”  So, so anyway.  So that’s what happened with Testaments.  And, 

and I played the “Diseased Woman” in Testaments too.  And uhm, yeah, and that’s all – I 
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mean, I, what else?  Oh, I worked on, I worked on, uh, The Joseph Smith Story.  And I helped 

with that.  And then I worked on Emma for a little while, but I couldn’t put the time in on 

that one as much, ‘cause I – with Testaments I got the whole semester off.  You know, kind of 

thing. So I could work on the, on the film.  And uhm, and Joseph Smith was kind of through 

the summer, but Emma was kind of in the Fall, if I remember right.  So, I was, I was 

working.  So I could only come on occasion.  And that kind of thing, so; so, I would- I 

shouldn’t really claim that one.  But.  So that’s kind of it.   

K:  So, so you – it seems like you’ve been affiliated with BYU off and on until you came and 

you taught, right, at BYU.  How have you seen BYU change from when you were a student 

to when you came and began to really establish the BFA program?   

B:  Oh, wow.  Well, I don’t know if I can really say there was a change from when I was a 

student to when I came and established the program.  Uhm, I mean things had happened, 

like, they had more of a musical theatre section, than that they didn’t have when I was a 

student.  Uhm, they still had, you know, their original script program, which I thought was 

really good.  Uhm, they had, uh, I- so I, I mean, I- in trying to put- ‘cause I did the acting 

program first, which was just a BA program.  And then Eric asked me, Eric Fielding asked 

me to put in, make it a BFA.  And I was like, “It’s never gonna work.”  You know, kind of 

thing, because they just want people to have generals and get outta here.  You know.  And so 

he was like, “No, I want you to try and put it together.”  And so I based it on ACT, you 

know, where I’d gone for my MFA.  (45:09)  Because I felt, you know, ‘cause if you’re 

Mormon, and in Theatre and there’s certain things you won’t do, uh, you’re not going to get 

hired as easily.  You know, I mean, even trying to get into some of the MFA programs is 

difficult for Mormon kids.  You know.  If they’re not willing to do certain things.  So uhm, 

so I want, I tried to make it as intensive as possible – I had to keep all the general 
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requirements of the school – but had to make all the acting requirements as intensive as 

possible, so that once they got out of there that they would, uhm, that they’d have enough 

training that they could survive on their own.  If they weren’t accepted into a Masters 

program.   

K:  Mm hmm. 

B:  Kay.  And so, uhm, so that’s what I tried to do.  And uh, pretty much, you know, 

defended it, well and it, also too, the Church at that time was trying to do more films, you 

know, Testaments was coming up.  Things like that.  So I was just saying if you don’t train 

these kids then there’s no people, there’s no temple worthy people to do the films.  You 

know.  ‘Cause more and more they were wanting, you know, ‘cause of Legacy they’d had 

problems with Legacy with the guy playing Joseph Smith.  So they wanted to make sure 

people were, you know, uhm, going to be good examples if they were in the film.  So, uhm, 

so that’s – so that kind of won them over, I mean, I kind of had to go and defend it in front 

of all the University, you know, all the University Guys.  And uh, and they finally approved 

it.  So, but then I still, I pretty much had to defend it about every three to five years after 

that.  Uhm, and at five six – every time they had a University Review.  I always had to defend 

it, because there were some, uhm, theorists in the Department that didn’t feel like the acting 

program was, uhm, worth it.  You know, kind of thing.  They felt it should be disbanded.  

That, that it wasn’t that important.  So I pretty much had to defend it about every five or six 

years.  And uhm, that was kind of tiring.  So that was one of the things I was glad about 

when I was retiring, because they were starting to go through that process again.  (Laughter.)  

I was like, “Hooray!”   

K:  Not you.  Not your turn. 

B:  Yeah, yeah.  So.   
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K:  So, so can you talk a little bit about, then, uhm, I guess on, on that note, uhm, 

some of the struggles that maybe you’ve seen, some of the students who’ve wanted to 

go to MFA programs who are LDS – ‘cause you said, you said that, uh, if you’re 

Mormon and in Theatre there are some things that you just won’t do, uhm, how have 

you seen students struggle in that… 

B:  You know, it depends on the student.  ‘Cause I’ve told the students, “Everybody’s 

different.”  You know.  I mean I had one student, that he wouldn’t take his shirt off on 

stage.  And I was like, “You’re a guy!  What’s the big deal!”  You know, kind of thing.  But I 

had to go, “Hey, for all I know, that is really something he needs to be careful with. And I 

need to respect that.”  You know. 

K:  Okay. 

B:  Uhm, so everybody’s different.  Where some might go, “Hey, it’s a character.  I don’t 

mind swearing, you know, it’s not me.  I don’t do it in real life, so it’s, you know.”  And 

that’s what I tried to teach them, is it’s like, you need to, you know, you need to really 

consider what you, how you feel about things.  And, you know, and make decisions, and 

then, you know, then uhm, go from there.  But, I mean, even you know, Gordon Jump, you 

know, he was, he was in some of the temple films and he had one guy, I can’t even 

remember what role he, he was one of the Apostles in the temple film.  And there was a guy 

that was walking behind him one day in the temple, and he said, “I’m walking in the 

footsteps of the Apostle…” Whoever it was.  I can’t remember who it was.  And, you know, 

and, and Gordon turn, you know, turned to him, you know, I can’t even remember what he 

said, but the point he was trying to say is, “That was a role. I’m somebody different.  That’s 

not me.”  You know.  Uhm, and so, yeah.  So everybody’s different and they have to find 

their own way.  But, I uh, I, oh I can’t remember what I was trying to think of.  I mean like, 
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Old Globe used to take a lot of our students; they loved our students.  (50:08)  But then, all 

of the sudden, the artistic director wanted to do a season that had a lot of nudity in it.  And 

he wanted a bunch of young women being nude on stage, you know.  And all of the sudden, 

the guy who was in charge of the acting program there said, “I can’t take anybody this year.  

I can’t take anybody this year, ‘cause I know…”  You know.   

K:  Yeah.  They won’t. 

B:  Yeah, they’re not going to do that.  So, “I can’t, I can’t even consider any of your 

students.”  So, or just even with Prop 8, when Prop 8 happened.  There were a lot of schools 

that wouldn’t even look at our students for a while.  Uhm, and part of it is just how you 

audition, too.  It’s like, when I was at Denver Center one of my students from BYU came, 

excellent actress, really excellent actress, and, you know character actress, and she came and 

she did two monologues – but they were very similar.  And, and so, you know, I was on the 

judging committee, and the other guys on the judging committee, they said, “Is that all she 

does?”  You know, and I went, “I’m telling you, this, this woman is really good.  If I can go 

find her, and have her do this monologue I’ve seen her do, will you let her try one more 

time?”  And they were like, “Well, ‘kay.  Fine.”  You know.  So, I ran blocks.  All the way 

down to a deli to find her.  Pulled her back, and I said, “Do you remember this?”  You 

know, “I want you to do this monologue.  Will you come back and do it?”  She came back 

and did it.  And she got in just like that.  And she’s worked for them ever since.  So, it, it 

kind of, you know, it’s not just the religion.  It has to do with how you present yourself, and, 

and what monologues – what package you put together when you present yourself.  You 

know, kind of thing.  But uhm, uhm, I mean, even me when I was down in L.A., you know, 

I got an agent but, then the agent would send me out and I’d find out they were like porno 

films, and I was like, “I’m not gonna do…” And she was like, “Well, you’re just gonna be a 
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secretary.”  (Laughter.)  You know, “You’re not taking your clothes off.  You’re just the 

secretary.”  You know, I was like, “Well, you know, I don’t really wanna be in this movie.” 

You know kind of thing.  And so.  (Laughter.)   

But uhm, but, and, and you know there’s been movies I’ve been in that after, after 

I’ve done them, I found out they gave it an ‘R’ rating.  So it’s like, or even, like what was it? 

Executioner’s Song.  It got like, an ‘R’ rating here, ‘cause it was the Gary Gilmore story.  I don’t 

know if you ever knew, but he was a serial killer in Utah.  And uhm, and he uh – and I think 

it went over to Europe and I think it was an ‘X’.  You know, kind of thing.  So I’ve been in 

an ‘X’ rated film!  (Laughter.)  ‘Cause sometimes you get the ratings after you’ve done them.  

You know.  Uhm, I, I mean there was one role I, there was one that was about, you know, it 

was about a, a body guard of Brigham Young, and he was having an affair with Brigham 

Young’s daughter.  And I was like, you know, I read the script, ‘cause one of my friends had 

said, “You really need to read this script before you…”  You know, “Before you say 

anything about it.”  You know.  ‘Cause it was, it was, you know the part I was auditioning 

for was a good part.  But then I read the script.  And I was like, I, you know, found the 

casting director, and I said, “I, I can’t do this script.”  I said, “There’s plenty of skeletons in 

our closet, you know, uh, you don’t have to make ‘em up.”  You know, uhm, “And this is, 

this did not happen.  You know, so I don’t feel comfortable doing it.”  And she was like 

really kind of upset.  She was Catholic, and she was like, “I don’t get this.”  You know, “I 

don’t like Agnes of God, but I still…” You know, “Still cast it!’  And I was like, “Okay.”  

(Laughter.)  But anyway, I said, “Sorry.”  And even at, uhm, even at ACT when I was there 

they were doing, uh, it was uh, an original script, but it was, uh, one of the actresses got sick 

and it was in, it was in, you know, in the, black box.  So it wasn’t on the big main stage.  It 

was in the black box.  And they wanted me to take over a role.  You know, and I was like, 
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“Love to do it!”  Doesn’t mean learning lessons, “Love to do it!”  And then I read the script, 

and I went, “Okay. Uhm, this isn’t good.”  You know, kind of thing.  So I had to call the 

director up and I said, “I really don’t feel comfortable with this.”  ‘Cause it was like, it was 

like, uh, uh, not – what should I say – it was like implying a sexual act.  Or something like 

that, on stage.  And, and I was like, “I don’t feel comfortable doing this.”  And she says – 

and she was lovely, you know, she was one of my teachers, and she says, “Barta, I know 

you’re Mormon, and I know,” she says, “But maybe this is something you really should do.  

Because maybe you have, like, kinda this, you know, uh, inhibition, and this would be a good 

role for you to do.  To, you know, show that you’re more versatile.”  Or something like that, 

you know.  And I was like, “You know, Joy, I really appreciate that, I really appreciate what 

you’re saying, and it may be true, but I really cannot do this in good conscience right now.”  

You know, kind of thing.  And so, for all I know, that mo- ‘cause when I graduated, of 

course I was female too, you know when I graduated there were a couple of the guys got 

into the company that were in my class, but I didn’t get in.   

Would you guys like a drink of water, ‘cause I’m probably needing a drink of water.  

K:  Yeah, uhm, yeah.  We can pause, let’s pause. 

B:  Would you like a drink of water? 

Craig:  That’d be great, thanks.  (55:57) 

BREAK IN TRANSCRIPT 

B:  Hi Rosie (dog).  Hi, yeah.  Okay. 

K:  So you were telling us a story… 

B:  …about… 

K:  …about Joy, and director, and… 

B:  I did that already. 
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K:  …and she was, and you told her…  

B:  There was something else I was telling.  Oh no, oh no it was Joy the director!  Not Joy 

Rogers.   

K:  Right, right.   

B:  Yeah.  So, yeah.  So I wondered, I wondered when I was graduating if that had had an 

effect on me not getting into the Theatre, but then also I was female, so, you know, it’s – 

there’s more men’s roles than women’s roles.  So, I was never sure.  And uhm, and, but I 

know, you know, I got, uhm – oh, I just scratched myself when I did that – uhm, I, I was 

loaned out to an opera company ‘cause they wanted a, a narrator for the first part of the 

opera.  And, and uh, I found out from the director of the opera, he said, “Do you know that 

Alan Fletcher,” who is head of the program, “he said, do you know that he told me you’re 

one of the finest character actresses that ever have come through the program?”  And I was 

like, “No, that’s really nice to know, ‘cause I, I didn’t know he liked me.”  (Laughter.) You 

know, kinda thing, so.   

K:  So, so then how do you feel like, uh, that influences, uhm, method, and your 

teaching of method, and also how you… 

B:  Well, my acting is a combination of method and technique.  So, if you’re having a bad 

day, the technique helps you.  But, uhm, if you, uhm, what am I saying.  If – ‘cause there’s a, 

that’s one of the things I learned while I was in my Masters program, ‘cause I, you know, I, I 

figured out, I was really good at connecting emotionally.  You know, I could make that 

emotional connection.  But, that’s what I relied on, was just that emotional state.  So, uhm, 

and, and what I learned from the teachers was, uhm, was having objective and trying 

different ways to get your objective.  And, so there was really purpose to what, you know, 

that, I mean it’s, and – what I tell my students, ‘cause there will be some people that say, 
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“Oh, objectives aren’t important.”  You know, to acting.  And I was like, “But we use ‘em all 

the time in real life.”  You know.  I said, “Even Christ had an objective.”  You know.  Uhm, 

otherwise He wouldn’t have gone through everything He did.   

So, uhm, and so that to me made a more active performer.  And uhm, there was a 

line – even Nephi, when I was working, ‘cause they had me – ‘cause I wasn’t able to go to 

Oregon – I was, I worked with Nephi for about four hours, uhm, just trying to, he’s, you 

know, ‘cause he doesn’t – I mean, he has high school training, he’s seventeen.  But he 

doesn’t have any formal training, really.  And so, uhm, I was trying to get him to understand 

how to make the scriptures come alive, and, you know, saying them like a real conversation, 

rather than monotone scripture.  ‘Cause that’s kind of what was happening; is, I- if I’m, if 

I’m really quiet and all one tone, then that’s spiritual.  You know, kind of thing.  And I’m 

kind of exaggerating, that’s not what he was really thinking.  But, that’s what was kind of 

coming off, sometimes.  And so I had to, break things down and go – the other thing that 

happened was I, uhm, you know I asked him what his objective was, you know, his super 

objective, and he said, “It’s to know the will of God.”  And I, I used the example of, I said, 

“You know when I was a kid the song I Am a Child of God, the wording was a little bit 

different at the end.”  You know, it used to be “teach me all that I must know,” uh, you 

know, “to live with Him one day.”  And I said, “Now it’s ‘teach me all that I must do.’”  And 

I said, “So, if you say you know, I want to know the will of God, that’s not as active, as if 

you want to do the will of God.”  And if you’re trying to – ‘cause the scene they’re doing in 

Oregon is the ship building scene, so – I said, “If you need your brothers to help you do the 

will of God, then you’re more actively pursuing that rather than just knowing the will of 

God.”  You know.  Anybody can know the will of God, and not do a thing.  You know.  

But, uhm, so that’s what I tried to help him do, is break it down into what tactics he, you 
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know.  Was he reasoning?  Was he pleading?  Was he d- you know, what was he doing?  And 

then, and then, and then trying to help him with vocal inflection to help him enhance the 

scriptures so it didn’t sound just one level.  (1:01:10)   

And so, that to me, so that to me is, it’s a combination of both method and 

technique.  Uhm, and that’s what I tried to teach when I was at BYU.  And that’s what I use 

as an actor.  Uhm, so.   

K:  Do you ever feel like that’s, that’s influenced by, or that that gets, that gets 

influenced by, uhm, by your beliefs as, as a member of the Church?  Uh, your… 

B:  Yeah.  I mean, I had to play, well, I had to play “Medea.”  You know, and I’ve also 

played Whats-her-face.  In Sweeny Todd.   

K:  Oh. 

B:  “Mrs. Lovett.”  Which is so delightful!  But anyway, uhm, and for me I had – because 

every person has good in them, every person has bad in them.  And part of it is, you know, 

choices they make, you know, what journey they decide to take, or what, what things are 

inflicted on them that creates who they are, you know, kind of thing.  And so, for me one of 

the keys when I was doing Medea was, uh, the fact that culturally – so – for me research, you 

know, into the historical background, the social background of the characters and things like 

the time period are really important, uhm, because, like for Medea, for her to have no home, 

for her children to not have a homeland, to be exiled, it is, is pretty much death, you know, 

kind of thing.  Which, as an adult she may can survive, but with the kids, you know, with 

them not having a homeland, uhm, an inheritance, everything, then they’re going to be 

beggars, they’re going to be paupers.  So a lot of people would look at Medea as “Oh she’s 

such a wicked person.”  You know, that she did it all for revenge, for me, when I did it, I did 

it because I loved them.  And it was like, that was, that was what was necessary so that they 
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wouldn’t have to suffer.  And my anger was at Jason for allowing, for making me have to 

make that kind of decision.  Does that make sense?  So sometimes I would, I would look at 

it in tho- in those ways, uhm, culturally, to be able to play some of the roles I have played.  

You know, uhm, ‘cause I fe- ‘cause I feel like there’s good and bad in everybody.  You know, 

everybody has weaknesses and strengths.   

Uhm, but, but yeah, I mean I look at (sigh) oh, what – how should I explain it?  

Uhm, we – in the pre-existence we are in this – we have this amazing love.  We, we have this 

amazing love surrounding us.  You know, kind of thing.  Uhm, when we come here we don’t 

have that knowledge anymore, but in some ways I feel that we have, that we realize there’s 

something missing, you know, that there’s a vacuum.  That there’s something missing, and 

in, in your life in some way.  And some people find it through power, through sex, through 

money, through, you know, some people find it through good works, some people, uhm, 

that’s how I look – that’s how I look at the characters to begin with is what – that they are a 

child of God, and what is it about their life that is created them the way they are.  Uhm, and 

if I know that progression, then I can find a reason for, you know, doing, or performing who 

I perform.  (1:05:01)  I mean, there was one time when I was at the Denver Center it was the 

same, uh, Woman With No Name, I was playing this woman who was being abused, and the 

way I had been directed, I was supposed to be, uhm, a really mousey, kind of, quiet, shy, you 

know, introverted person, and that’s what I was kind of doing.  And then the author came 

was like, “Oh, that’s all wrong.  She should be this way.”  You know.  And Dougled, my 

student, he turned to me and he said, “So before you were a mouse and now you’re a 

football player.”  You know kind of thing.  (Laughter.)  So, so I had to, overnight – ‘cause 

we were opening like the next night, or something like that, overnight I had to find a reason 

for why I would, all of the sudden become so assertive.  Because before I was being hesitant 
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and shy and all that kind of stuff and, and uhm, so I, I went home and really thought about it 

and I went, “Okay, f I don’t get what I need from this woman, I am going to go home 

tonight and my husband is going to kill me.”  I mean I would, I would put things on, you 

know, I would put things what sh- what this character might fear, if she doesn’t get what she 

wants from this other woman.  Then she would go home tonight and she would get killed.  

So I would- so that is what would give me the impetus to be assertive and to be a football 

player.  You know, kind of thing as far as really, you know, going at that woman, trying to 

get what I want.  Uhm, so, I, you know, it was- even when I, you know, when I played Irena 

in Three Sisters it was all – it was when I was in school – uhm, Irena didn’t, you know the 

show, right?  Three Sisters? 

K:  Oh, yes. Yes. 

B:  Okay, anyway, uhm, she has all of these soldiers all around her, but she’s always looking 

for the guy on the white knight.  Did you know that the original Snow White story, well not 

the original, but the Snow White version, the Russian Snow White version is Snow White 

and the Seven Knights?  It’s not Snow White and the Dwarfs.  It’s seven knights.  Which I 

thought was really interesting, and so that’s kind of the analogy I used – is that the right 

word I want? For Irena, is that she kept looking for this white knight to come.  When in 

actuality she had all these beautiful young men around her all the time.  You know.  And 

Tuzenbach is in love with her and he holds out for what four to six years, trying to get her to 

marrying him.  And, and for me, Wayne was playing the role, and he was a really good friend 

of mine and a really nice guy, so I was having a really hard time going, “What in the… Why 

doesn’t she like him?  What is the…what in the heck is the matter with her?”  You know?  

And I, so for me, as I was playing that character I had to find some reason why I was fearful 

of marriage.  Why I was always waiting for somebody else, you know.  And I chose that it 
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was like the father was, and you know, at least emotionally abusive or physically abusive to 

the mo- I mean I would, even though that’s not in the script, you know, I would, I would 

find something that would help me, like some secret.  You know, ‘cause that’s one of the 

techniques you use, you know when you’re working on characters.  Do they have a secret.  

Or, you know, what’s the room conflict, what’s the physical obstacle they have, or you 

know, whatever.  So, sometimes I would, I have to find a secret that would help.   

Even, even like Amanda in Glass Menagerie a lot of times she gets played as, uhm, this 

mean just shrewish woman.  But it was during the Depression.  It was during the 

Depression, and if she can’t get her children to earn money and to make a living, then, then 

they’re going to be paupers.  They’re going to be, you know, they- if she can’t get her 

daughter married off, then what’s going to happen to her?  You know, this- so, for, for her, 

in my mind, she’s, uh, she’s very much trying to be helpful, it’s just sometimes the way she 

chooses to be helpful, are not the best for her children.  You know, kind of thing.  So, uhm, 

and in doing that – I had a really good director, too, at that time, uh, he actually – ‘cause I 

was really having trouble with my lines, this was in Minnesota, I was doing a show out there.  

And he all of the sudden, you know when we were trying to do lines, he all of the sudden 

said, “I want to try something different.”  He said, “I want you to find anything funny in this 

show.  And do it all over again.”  I was like, “There ain’t anything funny in this – !  I’m just 

trying to learn my lines!”  (Laughter.)  I mean, you know.  But it was like the best thing he 

could have done.  ‘Cause all of the sudden I started finding levels to things that I hadn’t 

thought about before.  Uh, and even when I did Glass Menagerie again, you know, when 

David (Morgan?) was directing it, you know, I, I took some of the stuff that I’d done from 

there and put it into, you know, this Amanda, and, uhm, and when it started performing, you 

know, people were laughing, and David was like, “Why are they laughing? This is a serious 
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play.”  You know, kind of a thing. (1:10:23) But, it’s like, you know ev- there’s - and 

Tennessee Williams has that, he has funny things in his shows, and a lot of people just think, 

“Oh he’s so somber, oh he’s so…” 

K:  Right. 

B:  It’s just the same with Chekov.  They always go, “Oh,” you know, “Heavy, heavy.  

Trauma.”  But there’s- you know, he – Chekov saw his shows as comedies.  It was 

Stanislavsky that saw them as dramas, you know.  So, so for me there – they, they ride such a 

fine line of real life, it’s like the edge, it’s like the blade, the edge of a sword.  The edge of a 

blade.  That one side is dramatic, and one side is comedic.  And you have to ride the edge of 

the blade.  You know kind of thing.  So, so I use both.  When I’m performing.  But I do try 

to find, I try to find the humanity in the person, you know and what they – one of the 

hardest roles I had to play was when I was in school in my MFA program was, it wa- her 

name was Mora, and she had to – she was this girl struggling with what’s truth and, and, you 

know, the aw- the sexual awakening that everybody was going through and should she or 

should she not.  And all that kind of stuff.  And it was really hard for me to find it, ‘til I 

realized it was me.  You know.  That sometimes the hardest role to play is the one that’s 

closest to who you are.  And uhm, and once I realized that, it was a real big break through 

for me as far as, that just being me was interesting.  You know, where before I, you know, I 

start with me, but then I add this idiosyncrasy and that, you know, character trait, or 

whatever.  But with her, I was just me, kind of thing. And s- and that was a really interesting 

discovery for me.   

K:  Did that make it, did that make it difficult on stage to – sometimes on stage 

people, actors, other actors, or people, they say that it, it’s easier to play another 
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person, not that acting is easy, but it’s easier to play another person because it’s not 

you.  Did that make it difficult because… 

B:  No.  Because I realized that the audience didn’t know it was me.   

K:  Oh.  ‘kay.  Okay.  Yeah.   

B:  Yeah.  They don’t know.  They don’t know. Because there’s, there’s some roles that I tap 

into, like when I was doing, oh what’s-her-name, Veta Louise, is that the mother in Harvey?  I 

can’t remember if it’s “Veta Louise.”  Or if that’s the… 

K:  Oh, I don’t remember… 

B:  …or the daughter. 

K:  …but I know the show. 

B:  Anyways, I was doing the mother. And, uhm, and uhm, you know, and she’s trying to get 

Elwood committed, because he keeps seeing this white rabbit.  That, and so, that talks to 

him.  So he, uh, so she goes to the mental hospital to try and get him to understand, and, 

and she’s so uptight and, but they think she’s the one that’s crazy.  So they start giving her all 

the, you know, the electro-shock and all the water treatments and all the, you know, so she 

comes home just in, in, disheveled and, and – totally traumatized.  Well, when I was doing it, 

it was in Denver, it was after I had, no- it was after I had – well I had worked in Denver, and 

then I had gone back to BYU, and then I was asked to come and guest in Denver again.  So, 

so that’s what I was doing, and I started, you know, finally got the lines down, and was 

during the mon- just started crying, when I started describing what was happening to me, I 

just started crying.  And Peter Hackett, who was directing it, he was like, “Barta, are you 

okay?” and I was like, (sobbing) “Yes.” You know, and he was like, “Uhm, this is a comedy.” 

You know. (Laughter.)  I was like, “I know, I know it is.  I don’t know what is the matter.  

You know, I, I know it is.”  You know, kind of thing.  So, when I was driving home that 
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night it was in a blizzard, you know, just snow, just blizzard on the freeway.  And when I 

was driving home, I was trying to figure out, why I had gotten so upset, you know.  And, 

uhm, and I realized that I was, uhm, what’s the word I want? Projecting?  Or whatever, uhm, 

what had happened to my cousin, my cousin had been raped and murdered when I’d been in 

my Masters program.  And uh, you know they never found the, the – never found the killers, 

and, but things that had happened to her were things that had happened to Veta Louise.  

You know, as far as the violation of her body, as far as, you know, the, you know, 

manhandling and things happening to her.  And I realized that I was connecting to Valaine, 

was her name.  And uhm, and so, I- once I figured that out, I mean I still came back, and I 

still cried, like another – and Peter was still saying, you know, “This is a comedy.” I was like, 

“I know, I’m working on it. I, I know.”  Kind of thing.  And I fin- I finally got it, so it was a 

funny, funny scene, but I had to go through this process of recognizing where that emotion 

was coming from, and then learning how to control it.  (1:15:51) 

K:  Yeah. 

B:  You know.  So, so you do use things from your own life, it’s just people don’t know it.  

People just think, you know, “Wow, that was cool.”  You know, where in actuality, you 

know, there’s things that happen in your life that you kind of tap into sometimes that help 

you find the emotion or whatever you have for the role.  So… 

K:  Yeah.  Yeah.  Oh, you’re just doing great, just answering all these questions, and 

I don’t even have to ask them.  It’s wonderful.   

B:  Well, well hooray!  (Laughter.) I feel like I’m rambling. 

K:  No.  Uhm, let’s see, so, you mentioned, and this, you might- may have already 

talked about this a little bit, but just to clarify maybe, you talked about how you were 

an instructor at, at Denver Center Theatre, and you, you instructed graduate 
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students, and how it was a little bit harder to go back and instruct, uh, BA students 

at BYU.  Uhm… 

B:  But then when the BFA program came in…? 

K:  Yes… 

B:  When I was finally able to get the BFA program in, you know, it was by audition, so we 

were only taking about eight to ten a year.  So we still, you know, people who were just 

doing Theatre Studies could still take the beginning acting class, but if they wanted to take 

higher acting classes they had to audition to get in.   

K:  Hm mm. 

B:  And so, that is when the quality of the students started going up.  ‘Cause the thing I 

realized is they are students, you might have a really, really good student, but if you pair them 

up with somebody that is not as good, a lot of times you think, theoretically, that good 

student is going to pull them up, but most of the time the weaker student pulls them down.   

K:  Interesting. 

B:  And I think that’s just because the, the stronger student is still a student and they do not 

know how to – you know the thing I’ve found like, if somebody wasn’t communicating with 

me on stage, or if I was having trouble with somebody on stage, the best thing I could do is 

really look them in the eye and really make sure I’m really making contact with them.  Where 

a lot of times, younger actors, they’ll go, “Well, they’re not talking to me, so I’m just gonna 

say my lines, and I’m just gonna get outta here!”  You know, kinda thing.  Does that make 

sense?  So, I – so what you need to do is work harder to communicate with them, and they’ll 

all of the sudden go, “Oh!”  You know, kinda thing.  And they’ll communicate.  So, uhm, oh 

there was something I was gonna tell you, but I’ve forgotten what it was.  What did you, tell 

me the question. 
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K: Denver – the difference between the students at Denver Center Theatre and BYU 

students. 

B: Oh! Yeah.  Then I went, and after I got the BFA program in, some of my, you know, 

some of my students were going down to Old Globe.  And uhm, and so, uh, Rick Sear, who 

was the head of Old Globe in the acting, all of the sudden there was an opening, you know, 

and they asked me to come down and teach for a semester.  So I went down there to teach 

for a semester and there were, uhm, three of my former students in the program.  There 

were seven altogether in that program, and three of them were BYU students.  And those 

three and one other guy, from Ohio?  I think it was.  Were the best actors in the group.  The 

other three I would not have let in to my BFA program. 

K:  Hmm. 

B:  You know, kind of thing.  And uhm, so it was really interesting for me to realize that the 

quality of the BFA had really strengthened, that it was really comparable to an MFA when I 

went down there.  So, yeah.  So that was interesting.   

K:  So in that sort of scenario, h- did you, did you see uhm, with those students, did 

you see their standards come through?  Did they- how was, how was their acting 

different, as far as, uh, uhm, and I don’t know if you’re able to tell this, I don’t know 

if you’re able to understand this or know this at all and that’s okay, if not, but how is, 

how is their acting different in a, in a faith-based sense, if it was at all… 

B:  And sometimes it wasn’t.  Sometimes it wasn’t.  But sometimes there would be students 

that would be very good technically, and I was trying to get them connected more internally 

– and I remember one time I was talking to one of them who was a very good technical 

actor. (1:20:39)  But – he wasn’t connecting deeply, at all.  You know, and they were doing a 
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scene of Uncle Vanya, and just wasn’t getting there at all.  And I finally said, “You need to 

feel this deep in your soul.  Deep in your soul.”  And he goes, “What’s a soul?”  You know.   

K:  Okay. 

B:  And I was like, “Okay, heart.  Deep in your heart.  You need to feel this deep in your 

heart.”  You know, kind of thing.  But he never would make the connection.  And I don’t 

know if it was just pride, fear, I don’t know, but he would never, totally make the 

connection.  Deep.  So uhm, I think sometimes with the BYU students that had really been 

trained, they, they connected more easily.  But then the kid from Ohio was terrific.   

K:  Okay, so sometimes it doesn’t matter. 

B:  He was terrific.  It doesn’t always make a difference, but sometimes I think it makes a 

difference in particular roles.  And, you know.  So, yeah.  Uhm, I mean, you can’t tell me that 

Meryl Streep isn’t terrific.   

K:  Right, right.  And so – yeah. 

B:  You know.  Yeah.  I think – but, I think with a lot of the LDS actors there’s something 

about them if, you know, uhm, that makes a connection with people.  A lot of times.  Uhm, 

uhm, but then, you know, Kenna, so many, there’s so many life things that happen, I mean 

those three kids that were there, not any of them are in the Church anymore.  You know. 

K:  Okay. 

B:  Uhm, and they left for different reasons.  You know, kind of thing.  So that’s the one 

thing that’s difficult too, is, is uhm, (phone ring) you know, what, and they, you know, I, and 

in leaving the Church depends on how they leave.  Like all of them, pretty much are, uhm, 

they’re not negative with the Church, but they’re not, it just wasn’t the lifestyle they wanted 

to have.  You know, kind of thing.  I mean one of them had a wife that left, and therefore he 

became inactive.  You know, kind of thing.  Uh, another one, you know, she was married to 
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somebody, but then he went off the deep end and then she went off the deep end, and now 

she’s actually got a terrific marriage, but definitely not in the Church.  You know.  Uhm, and 

the other one, she, uhm, she actually is a daughter of one of the Seventies, but she just 

always had trouble with the Church, even when she was at BYU.  She was a little bit of a 

renegade, so.  So, it just, uhm, you know, it just depends.  I mean there’s some that are still 

out there working, and that are still really strong in the Church, but then, there’s some that 

have, you know, not necessarily lost their way, but are taking a sabbatical.   

K:  Hm mm.  Sure. 

B:  You know.  Yeah.  Even sometimes, I go through periods where I take a sabbatical off of 

Church.  I don’t do anything bad, I just don’t wanna go to Church.  (Laughter.)  So, you 

know, but.  And it’s funny, because when I was in L.A. everybody thought I was massively 

conservatively, and then I came to Utah and everybody thought I was terribly liberal.  

(Laughter.)  So, I can’t win.   

K:  So, do you feel like there’s any difference between when you coach, because 

you’ve been a dialect coach for the Church, right?  Obviously, and in the University 

setting at BYU, and you’ve been a dialect, and an acting coach both, in a 

professional setting… 

B:  Dialogue Coach.  There’s a difference between dialect, dialogue, and acting.   

K: Oh. 

B:  Okay.  Dialect is for accent, usually.  Dialogue is for helping them learn their lines, and 

making sure… 

K: So, have you – so, you’ve never been a dialect… 

B:  No, for Testaments I was dialogue and acting, for the Book of Mormon Video Series I was 

dialect, but they kept saying to me, “Go tell ‘em to act all their notes.”  Okay, what am I 
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supposed to be really?  And there were sometimes on it, I, I just couldn’t help myself, I’d 

say, you know, right ‘cause the director was concentrating in this place, but I’d say, “Have 

you noticed the guy in the background where Nephi is getting beat up, but she’s not doing 

anything?  She’s kinda standing there.”  And he’s like, “Oh.”  You know, and he’d kinda- 

and then he’d move her over some place.  But uhm, but yeah, so it’s like, yeah, sometimes I 

couldn’t help myself.  But I was trying very hard to, you know, to only do what I’d been 

hired to do.  (1:25:47) 

K:  Right.  So, so is there any different in your methods when you’re doing something 

for the Church or doing something professionally?  Is there anything that you do 

differently? 

B:  Uh, well, I mean it’s kinda the same thing with BYU.  When, when you’re working for 

the Church or when you’re working with BYU you can talk about Christ, you can talk about 

the Gospel, you can talk about, you know, you can find ways of getting them to understand 

through spiritual means.  When you’re working professionally, you know, with, with non-

LDS people, you have- you know, like what I said, you have to talk about hearts instead of 

souls.  You have to talk – you have to find ways of communicating with them on a level that 

they’re going to understand.  But it’s like, still, some of those people are still excellent actors.  

You know, and they’re able to – they just have a gift of just tapping into emotion or 

understanding characterization, and things like that.  Uhm, so, I, I mean, I, uhm, when I 

performed Diantha I had one person come, this was like later, when I was performing it at 

BYU, I had one girl come up and say, “Do you know that when you’re performing there’s an 

aura around you and it gets bigger.”  And, and, you know, she would just, that was her gift, is 

she saw auras.  You know, and I’m – for me, it was the first time I had ever heard about it.  

So, it’s like, “Well – well, yeah, okay.  That’s interesting.”  You know, kinda thing.  But, but 
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uh, so I’m not, I’m not saying that – I mean, it’s just even – I think the Gospel makes a 

difference, like when I was doing King Lear.  Uhm, uh, at the end, you know, when Cordelia’s 

dying, or dead, and, and – man, now I can’t remember his lines, ‘cause this is when I, I was, 

had been in that car accident, so it’s like I can’t remember anything.  But, but it – there’s 

lines at the end where he talks about, you know, seeing her and whatever, except she’s not 

there.  For me, as an LDS artist, to me he does see her.  And you know, he sees her.  And 

she’s beckoning to him.  To come.  You know.  And, and it’s her spirit, and so, uh, that, as 

an LDS artist, I probably gave a different interpretation of that than a lot of, a lot of artists 

would, ‘cause they see him as hallucinating, or something like that, where for me, he – you 

know.  She was actually seeing her daughter, you know, kind of thing.  So, uhm, and I 

actually made it rain when I was doing Prospero once.  No.  It’s like. (Laughter.) 

K:  Yes! 

B:  But uhm, but yeah, I just think, well its – well like, well even in Prospero, you know at 

the end, when he’s talking, you know, about giving up his magic and stuff like that.  If you 

really look at the line, he’s – what he’s saying, it – I mean, I think the whole reason he creates 

the storm, the whole reason he does all that, is because he knows he’s dying.  You know, 

he’s not going to be around much longer, and he’s got to find somebody for his daughter.  

You know, and so, uhm, so that’s – I look at things like that sometimes.  That’s as far as –  

K:  Was it ever difficult for you to stick to your guns, or stick to your standards, was it 

ever really challenging?  Were there ever really moments when you were like, “Uh, if 

I just don’t do this then I can be amazing, I can be this wonderful actor, I could go”?   

B:  No, because to me the Gospel is really important.  And I don’t know – that’s just, you 

know, my parents taught me well, or – but I think part of it had to do with Diantha, too.  

And I, and also just – my, my years at BYU, I was dating guys that weren’t strong in the 
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Church, you know.  Uh, and so it really made me question, ‘cause they asked me questions.  

They’d say, “Why do you believe this?”  You know, “What’s the point?”  You know.  And 

they were, you know, one of them, his name was Mark, he was quite the philosopher, you 

know, and very well read; and so I would really start to question things, and go, “How do I 

feel about this?”  You know.  “What is this?”  You know. What about polygamy?  What 

about, you know, all the – all the kind of stuff, you know, uhm, and, and when I was 

researching Diantha I think – ‘cause I read No Man Knows My History, the “bad” book, you 

know, and then I read, you know, a lot of LDS stuff.  Because I wanted to get both sides of 

the story.  You know, to be able to tell the truth, as far as what was going on.  (1:30:43)  And 

uhm, and I think that’s one of the places I really got my testimony, too, was because I really 

had to think through things, and question things.  You know, why, why was the priesthood 

taken away from the blacks?  Why, you know, ‘cause they did have it at first.  You know.   

And why, you know, I mean I, I can still remember where I was exactly, what I was 

doing, when I heard on the radio the blacks got the priesthood.  And I can remember crying. 

‘Cause that was – when I was doing Showboat in, uh, it was at PCPA when I was at PCPA 

one year, we were doing Showboat and they had chosen about three shows that had quite a 

few African Americans in it.  Uh, Showboat, and Pearly, and one other, and I’ve forgotten 

what the name of it was now.  But the thing that was really interesting to me was watching 

the whites and the blacks backstage.  Because they had a lot of children in Showboat.  And, 

and the blacks, the African Americans took both the white and black kids and loved them 

and played with them backstage and kept them quiet, and the white actors had nothing to do 

with those kids.  And I thought, “Wow, that’s really interesting.”  That shows me who those 

people really are.  You know, so uhm, yeah, there’s a lot of things you can learn backstage, 

just by watching.   
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K:  Yes.  Yes.  So then did you, sometimes did you feel like you were caught between 

a rock and a hard place, knowing what you knew when you were at BYU, knowing 

what you knew about the importance of theatre and having a testimony and then 

having to defend the BFA program again and again and again to people who 

couldn’t see or didn’t see or wouldn’t see or however-  

B:  I’m not sure what you’re asking. 

K:  Well, how… 

B:  Did, did I get depressed?  Did I get angry?  Yes.   

K:  Well, how, how was, how was that year after year.  I guess I just, I’m just 

thinking, and this is off the cuff, this is not on my paper and will probably be one of 

the last questions, because I’m just thinking, Wow!  Like how amazing that, that 

must have been, uhm, yeah, that must have been frustrating.  And, and uh… 

B:  Yeah.  I mean, towards the end the younger whipper-snappers, you know the theorists 

that were trying to get rid of the program considered me obsolete, un-collaborative, and 

there was one other word, I’ve forgotten what it was.  I was un-collaborative because I 

wouldn’t, uh, agree with them about what should be eliminated as far as the program.  And 

uhm, and I was obsolete because, it was when the new, uhm – she’s hungry (referring to her 

cat) – it’s when the new uhm, well they were st- coming up with devised theatre and stuff 

like that, that, uhm, they just saw what I was teaching as obsolete.  And I’m going, “You 

know we were doing devised theatre back in the 60s and 70s.  You think this is brand new?  

It ain’t brand new.”  You know, and, and why can’t all the different forms work together?  

And so that everybody knows everything?  You know, and is gifted in everything.  But for 

them it was like they just couldn’t see it.  You know, so uhm, so it was difficult.  And I did 
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get angry, and I probably, I probably should have been more gracious and really tried to 

befriend some people, but I- you know, when I knew they were talking behind – it was like, 

you know the line in a, uhm, (lip smacking sound) Othello about, uhm, someone smiling and 

smiling and still being a villain? 

K:  Yes.  Yes. 

B:  That’s the way I felt sometimes.  Because they would smile and say things to my face, but 

I knew what they were saying behind my back.  So that was hard sometimes.  Uhm, you 

know.  But – and I had, when I retired, everybody was like, “Are you worried what’s going 

to happen?”  And I was like, “Hey, I fought the good fight. (brushing hands off) I’m done.  

You know, I’m done.  And whatever happens, happens.”  You know, kind of thing.  ‘Cause I 

just, uhm, so yeah, and, and, you know, things are cyclical.  And so for all I know, you know, 

in the next few years it’ll roll back again.  I don’t know.  (1:35:29)   

The thing I’ve found interesting was, uhm, ‘cause I was asked to be on the board at 

UVU, which is like, “Oh!” But like the Arts Board kind of for UVU (Utah Valley 

University), and I went to a, it was a introductory talk by Matt Holland, who is the President 

of UVU.  And he talked about the history of UVU, which used to be just a technical college, 

and it was put in there because of World War II, which I didn’t know.   

K: Oh I didn’t know that either. 

B: I didn’t either.  And uhm, and, but anyways, so and you know, how it evolved into a 

university, how important it was for them to keep both the practical and the technical side of 

things.  Plus all of the theorist and all the other stuff that’s happening.  And I thought, “Oh 

my golly!  That’s, that’s what I’m talking about.”  It’s:  Why can’t we know all those, excuse 

me, those theoretical things, and at the same time have the practical application and the, and 
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the kids – I mean, it’s like David and I were talking once, David Morgan, and we both went, 

“You know, if we tried to get in BYU now, we wouldn’t get in.”   

K:  You mean as a student, or as a… 

B:  Mm hmm.  As a student. 

K:  Yeah, I don’t think I would, I don’t think they would accept me now.   

B:  Yeah.  And that, I mean, that’s what we had to do sometimes with some of the really 

gifted students that wanted to get in, we had to guarantee ‘em a, half scholarship for a full 

year, and – No! We’d have to give ‘em a full scholarship for the whole year, uhm, and it just 

kinda depended.  You know, on what was happening.  It’s like, uhm, it’s like, just the GPA 

and what people can spill out of their mouth is more important than what’s in their heart.  

And that’s, I mean, they’ve gotten better, you know, they get letters from Bishops, they get, 

you know, kids have to write a letter of intent now, and stuff like that, but I, but I go, I just 

go, “You know, you’re looking so much for the kids who are so cerebrally intense, that 

you’re missing those people who really are the heart and soul. Of things.”  You know.  And 

some of the kids, it’s hard, you know, I noticed the progression of things.  Also just the 

progression of cell phones and texting, and things like that. 

K:  Interesting. 

B:  People don’t look at each other anymore.  I mean, and I – you know, kids that have 

acting training are better at looking at each other, but, uhm, the ones that are just coming in, 

like for a beginning acting class?  Like one summer I had, I had a group that was really 

interesting.  I had one girl who couldn’t stand people to touch her, or had- was very- had 

things about cleanliness, I had one guy that was, uhm, OCD, I had another guy who had 

Asperger’s, who was Japanese and was bi-lingual and had consciously taken the acting class 

‘cause he wanted to learn how to talk to people.   
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K:  Interesting. 

B:  Yeah.  And I had, uhm, another kid that was ADHD, and a number of them couldn’t 

look at each other.  I mean they’d look like here (pointing to shoulder), there (pointing just 

off the ear), but never really look there (meaning in the eye).  You know, kind of thing.  And 

I realized, probably about a week into the semester, it was a summer semester, so it was only 

seven weeks long, that it wasn’t going to be an acting class.  It was just going to be a class 

on… 

K:  …social… 

B:  …on social skills and how to get people to talk to each other.   

K:  Gosh! 

B:  And so I, you know, I pretty much used the same exercises but I really concentrated 

more on just getting them to talk to each other, and really looking at each other.  And I, I 

felt really good, ‘cause I know one of the kids was really trying to get into the Film Program 

and he had to make a presentation, and everything.  And he got in.  And uh, and, you know, 

it was after he had taken the class, so I don’t know how much it influenced him, but – and I 

had another kid that was – I don’t know what it was, if it was, if it was Asperger’s, or what, 

but he was just so honkin’ socially inept, you know, kinda thing.  (1:39:43)  Uhm, but he, uh, 

but, you know, I used him as a minor role in one of my shows, and uh, I met him, like years 

later, he was in the Museum.  He had a wife.  And, and he just thanked me so much for the 

classes he’d had with me.  You know, and I just was like, “Oh my gosh!”  You know, it’s 

just, even just Cumorah, sometimes it’s the little things that are more important, like – when 

I was doing Cumorah – they, you know, President Hinckley – I hadn’t been there to the 

meeting, I missed it ‘cause I came in late, you know, but in the first  initial meeting Metten 

(Charles Metten) told me President Hinckley had said, “You’re not going to Cumorah to 
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gain a testimony,” you know, “to have a spiritual experience.  You’re going to give a spiritual 

experience to other people.”  That’s how he worded it.  And, and so I really took that to 

heart.  And when I got to Cumorah, the mission president was there and he said, “If you 

guys – if each of you doesn’t have a spiritual experience here, you’re doing something 

wrong.”  You know and I thought, 

K:  Interesting. 

B:  “Whoa!” That is so opposite, you know, of what the Prophet had said.  And, and what, 

you know, and – did I have a spiritual experience at Cumorah, well, we got the show up.  

That was amazing! We got the show up!  But you know, I was in the middle of it, so much 

that to say, “Oh gosh, that was my spiritual experience.”  I can’t say that.  You know, ‘cause 

it was such a horrendous experience.  But the things that were spiritual to me were, was a 

little paraplegic kid that, you know, they, they made home made crutches for him, so he’d be 

Nephi’s son, on the ship, you know kind of thing.  Uhm, it was a mentally challenged young 

man who had, uh, collected soda cans so he had enough money to come to Cumorah, that 

was able to play Christ being baptized.  It was an African American convert from Nova 

Scotia (sigh – getting emotional) that, uhm, that got to play Samuel the Lamanite because 

there was no Lamanite, you know, there was a Lamanite family there, but all of there sons 

were too young to play, you know, play Samuel.  And, and this guy, I mean, he was dark.  He 

was this beautiful policeman.  You know, from uh, Nova Scotia.  And, and, and very dark.   

And they were like, “Oh we can’t use him.”  No, we have to use him.  And, and under the 

lights, the bright lights, he looked just like a Lamanite.  He looked, he looked so good.  He 

was great.  But uh, and when, when I was there, the woman who was in charge of publicity, 

you know I was walking through the muddy parking lot one day, because it had rained, and, 

and she was, you know, just really emotionally distraught, and I was like, “What’s the 
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matter?” And she says, “I’ve just been working so hard, and I keep wanting to have a 

spiritual experience, and I didn’t,  and I don’t, I haven’t had one.”  You know.  And I told 

her what President Hinckley had said, and all of the sudden she was, she was okay.  And she 

could go on with her work.  And that the intensity of “Oh gee, there’s something wrong 

with me,” wasn’t there anymore.  You know, sometimes it’s the little things that are more 

important then “Oh my gosh, I have all these people that are stars.”  You know.  And 

students, uhm, all these people, uhm, to me, even students if they’ve left the Church I go, if 

they’re good to their wives, their husbands, if they’re good to their children, if they’re good 

to their fellow men, then that’s okay for now.  You know, they might, they might come back, 

you know.  They might not.  But they’re not off the deep end, like a couple other of my 

students have done.  You know, they’ve gone way off the deep end.  But, uhm, but it just, 

you know, and, and even, and even those, you know, could come back.  You just don’t 

know.  So I, sometimes I measure, uhm, sometimes I measure spiritual gifts in little 

increments rather than big huge things.   

K:  Yeah. 

B:  If that makes sense.   

K:  It absolutely does. 

B:  Yeah.   

K:  It absolutely does. 

B:  So.  But yeah, and I don’t know if that answers anything, but… 

K:  No, I love that.  I love that. 

B:  Okay.   

K: I love that, because it – yeah.  I don’t know what else to say about that.  

B:  Okay.  
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K:  Unless you have anything else you wanna add… 

B:  I don’t.   

K:  I don’t think I told you in the beginning my, my – the, uhm, the thesis of my 

dissertation is on LDS actors and their methods.   

B:  Yeah.   

K:  I think I told you that in my email.  (1:44:47) 

B:  Yeah, yeah.   

TRANSCRIPT BREAK 

K:  Oh, you mentioned, just a couple of last names, so that I can get people. You, 

you created a theatre – the Castle, right?  With Robert Stoddard, and… 

B:  Yeah, that was the first one. It was called Utah Valley Reparatory Theatre Ensemble.   

K: Whoa, whoa, well, I guess I got it on there. (The recording.) 

B:  No, I didn’t say it.  Utah Valley.  UVRTC, oh, no.  Utah Valley Reparatory Theatre 

Company.  That was it.  UVRTC.   

K: UVRTC.  Okay.  And that was with Robert Stoddard… 

B:  …Robert Stoddard, Scott Card, I mean, there was Mary Jo Cunningham, there was 

Kristin, there was Craig Cassidy. There was a bunch.  But Orson, Orson Scott Card was the 

one who really… 

K:  …pushed it… 

B:  …pushed it.  You know, he was the one that was really trying to produce it.  And Robert, 

Robert.  We did, uhm, we did.  What did we do?  We did Arms and the Man. Shaw.  We did 

King Lear, and we did, hold on a second, we did Father, Mother, Mother, and Mom. Which was a, 

you know, a show on polygamy.  We did a play called Giraffe Story, which Robert had written.  
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And it was kind of an interesting fantasy piece.  Uhm, oh heck, now I’ve forgotten the 

others, ‘cause we did six.  Can’t remember all of them now.  But yeah.  So, and that was a 

pretty big feat doing six in a summer.  It was like, but, and then when we started the other 

theatre, that was with Ivan Crossland and Kathy Beesinger.  That one was Actor’s 

Reparatory Theatre Ensemble.  So it was ARTE.   

K:  Oh, okay.  (1:47:24) 

TRANSCRIPT END 
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CHARLES METTEN ORAL HISTORY NOTES 

23 September 2017 

Interview done at his home in Provo, Utah 

NOTE:  Dr. Charles Metten was the only narrator who agreed to an interview, but declined 

to be recorded.  The following is a transcript of my written notes.  Some things are 

paraphrases of his words, other are summaries of what I remember. 

Dr. Metten declined to be recorded.  The following are my notes and impressions 

from the interview. 

It seems your question is whether or not actors are hampered by the LDS faith due 

to sexual, language, nudity, or these types of things that arise in shows. 

But it also seems to me that you are barking up something that is more than just difficult… 

Dr. Metten discussed prayers at the opening of plays at BYU, wondered how long 

that would continue to happen.  Openly meditated that there are still prayers at football 

games, but how long would that continue.   

The History of the Church – Whether it’s a thing of the Spirit, or a thing of talent is 

a good question.   

Actors – some are very, very good.  While some are not.   

The playwright uses language and an actor feels a commitment to that language, or he does 

not.  And actor elects to use it or not to use it.   

“I do not think acting can be taught.” 

You either learn how to act because you’re talented, or not. 

Actors read the script because (they are willing to work hard); and they elect to be a part of 

the show, or not.  Most actors don’t carefully read the play (before auditioning). 
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When I directed Long Day’s Journey Into Night at BYU is was a bomb of a show. 

Neil LaBute was his assistant.  Metten brought LaBute to the Shakespeare Festival when the 

committee got together to figure out how to push forward their Playwright program.  

Metten contacted LaBute for Utah Shakespearean Festival, he felt he was a “contemporary 

Ibsen,” because he knew he could write about the “problems of being human and how to 

handle being human.”  And that “Mormon doesn’t matter.”  LaBute then sent Metten his 

latest play Problems of Lonliness, which deals with assisted suicide, and the committee all agreed 

they needed to do this play.  Brian Vaughn, Shakespeare Festival Director also was one of 

the actors.  Lonliness has a three member cast. 

According to Metten, Vaughn (non-LDS) is one of the “best human being actors” 

he’s ever seen. 

While at BYU, Metten mentored LaBute, as he wrote.  (Possibly when he did In the 

Company of Men.)  The administration took issue with some of the language in LaBute’s play, 

and locked the theatre doors, preventing the play from being performed.  Aaron Eckhart 

was a performer in this show.   

Aaron Eckhart doesn’t really have a method – or any of that kind of training 

(Stanislavsky, Meisner, etc.)  He just knows how much and what kind of language to cut out 

if the playwright agrees.  He knows how to analyze a script. 

Going back to LaBute’s play Lonliness, deals with assisted suicide.  It’s all about the 

human relationship.  Never once is the Savior mentioned.  No Gospel principles, but human 

relationships.   

But Metten heard LDS audiences say, “I heard there was swearing.  I heard they 

drink coffee in this play.  So we can’t go to it.”  Instead Metten wished they would come and 

listen to the play, and see for themselves.  If they were so worried about language and 
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standards, they should hear what their sons and daughters are saying in the locker rooms and 

on the football fields and courts. 

There were certain things Barta could do, but there were certain things Barta could 

not do.  When he didn’t cast Barta, she didn’t speak to him for months. 

When he did Long Day’s Journey Into Night, the Orem High School teacher reported 

him for not including all the language – for cutting some of the bad language – to the 

publisher, and he had to prove that they hadn’t taken any of it out. 

So the Church – in terms of its history is Royal, with Shakespeare, and Brigham 

Young.  (Not exactly sure what he means by this.) 

The language is art of the human story we’re trying to tell – will not cut the language. 

These are some bothersome questions. 

A Girl at the U (University of Utah) who sued the Theatre Department because the 

director made her speak dirty words.  She said no, and her father said no, but they made her 

do it anyway.  They lost the suit because the Department was following copyright laws.  The 

father was Michael Flynn. 

Metten believes that Church philosophy and the Word of Wisdom has hampered 

producing worthwhile drama. 

President Kimball – a book written (an article?).  Asking why haven’t we produced 

great artist.) 

We don’t have literature of that caliber because of the distortion of what is 

acceptable coming from the authorities. 

When wanted to start the film department the response he got was, “Brother Metten 

is it going to make trouble in the Church?”  Dallin Oaks, who was President of BYU at the 
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time said, “Alright Brother Metten, let’s see what you can do.”  And of course, the film 

department of BYU, and the Church film has become very successful.   

When talking about Uta Hagen – it’s a bunch of bull.  Seeing the actors who have 

come with Meisner and Stanislavsky have no idea how to be professional actors.  They try to 

direct other actors, etc. 

Some scandal with the Hale Center Theatre not paying actors. (Need to look this 

up.) 

Again, the success of the film program.  Now leading into the Church.  Pres. 

Monson approving huge multi-dollar Book of Mormon film project.  Where they built a set 

up between Tooele and Salt Lake.   

Aaron Eckhart, his talent comes from the heart and soul. 

Adler was another one who had classes for actors (that didn’t work well). 

A lot of good writing – Learner and Lowe could not touch Rogers and Hammerstein.  We 

don’t have that kind of literature anymore.   

Actors need to learn to sing; if you learn to sing, you can learn to speak clearer.   

Half the time, auditioning actors for the Shakespeare Festival can’t understand actors.   

Can’t understand because they haven’t been trained in speech and diction. 

Learning how to move well.  How to speak well. 

Uta Hagen.  No.  All that does nothing for an actor. 

They should be learning how to move and speak and interpret in the script. 

Speaking of Dad (Ron Dalley) – he was very specific in the literature.  A good student.  

Wasn’t a play I couldn’t refer to that he hadn’t already read, and didn’t have a response 

about.  Remember him as an honest and true actor.  Worked at being true and honest.  He 
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acted like he felt.  Always questioning the playwright, but came back with an answer that 

supported the playwright.   

But the LDS Church supports live theatre. 

CarolLynn Pearson – writing screen plays. 

President Hinckley had a building built on the lot of the LDS Film Studio in Provo that only 

film students could use.  Those in the Studio wouldn’t let students use any of the equipment 

because the students didn’t know how to use it, and it was expensive. So President Hinckley 

had a building built just for them to use.   

Many students from that were hired to work for Spielberg.  That’s how Metten met 

Spielberg during the filming of Schindler’s List. 

Metten taught film at BYU for 17 years. 

Jimmy Stewart visited BYU. 

Frank Capra visited BYU. 

Quorum of the Twelve supported film. 

Neil LaBute, before he left Cedar City he gave Metten his current play Comfort.  

LaBute said to Metten, “You’re the only one who understands my writing.”  Commenting 

on Comfort (one of LaBute’s latest plays): “Not as good a play.  The father and mother, 

because of the playwright’s personal reasons, there’s no hope.  They’re not happy.  It needs 

something that makes the mother happy and important.”  But LaBute knows how to tell 

stories in dialogue.  Language is more pronounced. “I am very proud of Neil LaBute.” 

Lonliness – Two men and one woman 

But when people say, “Well I heard there’s dirty language, and I won’t come and see it.”   

Metten had never experienced what he (Vaughn) goes through in terms of reacting. 
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The real actor – (those who are not real actors) they don’t understand what it is to be 

disciplined, to memorize, listen to the director (and no one else)… 

Encompasses life.  Most earnest in truth – of living. 

Vaughn’s wife is a natural actress.  She searches out the question:  Where do you find 

in a young person the ability to act? 

Knowledge of literature. 

Know and be prepared to talk about plays – good and bad plays. 

Acting cannot be taught.  A teacher can find the life in another human being. 

Joseph Smith and Brigham Young recognizing that. 

What about technique?  Picked up by the work the actor does.  Learn their craft by 

rehearsing in a live performance in front of a live audience. 

ACT – Does not teach “acting” per se.  They teach the tools: diction, movement, 

period costumes, how to speak, how to read dramatic literature, how to analyze a script, etc. 

These are the things actors should be taught. 

Dr. Oscar Brockett was Metten’s Dissertation Chair.  His Dissertation was on the 

Theory of Directing during the 1920s-1930s.  Don’t ever start a directing project without 

knowing the playwright – he learned that during his dissertation.   

Find out the truth.   

So many actors who say they’re actors, but don’t do the research.   

Go to the real source.  Is this autobiographical?  If so, who can tell me? 

Directors don’t do research anymore. 

Real actors… 

Meryl Streep – knows how to play honest human beings. 
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Misfits – living in Reno at the time they filmed Misfits.  Watching (Clark) Gable during the 

horse capturing sequence.  When Houston (the director) called him Clark, and asked him if 

he wanted someone else to step in and do a stunt for him.  Gable said, “No, I’ll do it 

myself.”  After that he suffered a heart attack.   

Marylin Monroe’s reaction in that movie. Diamond Lake 

MY OWN IMPRESSIONS 

I get the impression that he (Metten) doesn’t take much stock in methods such as 

Meisner, Adler, Uta Hagen.  He mostly believes actors and directors should be students of 

the playwright and the script.  They also need to have a talent and a willingness to work and 

research.   

I also got a sense of the importance of Leadership from him.  That support of the arts 

comes from the top.  And there are both negative and positive examples to support this.  

What I didn’t get (really strongly) was a sense of purpose.  Or a sense of purpose that is 

different from any other actor. 

Find and do as much research on Dr. Metten and his ideas as possible. 

I didn’t realize, until I typed this up, that he talked about LaBute three or four times, and 

Eckhart two or three times.  I’m not sure if it’s because he’s very proud of them, or because 

what happened at BYU just really burned him…or both. 
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ALINA MOWER ORAL HISTORY INTERVIEW 

23 Sept 2017 
Interviewed at her home in South Jordan, Utah 
Attendance:  Alina Mower 

  Kenna Higgins 
 

BEGIN TRANSCRIPT 

K:  Okay, just to start off with, why don’t you give a little bit of background on how 

you got into theatre and performing and what you’re doing now.  So… 

AM:  Okay.  So, I grew up in a little suburb of Los Angeles, California.  Called (inaudible) 

and, it’s kinda hard to say when I “quote got into acting” when I was always a charismatic 

ham.  I was just naturally, this happens to a lot of people, you just naturally know how to 

make people laugh, or, uhm, make funny faces, or characters, and I also learned how to read 

with inflection.  You know. I remember in first grade, back in first grade – it might have 

been second grade, no it was first, it was first grade – we were reading this book, called The 

Boat Won’t Go.  And each student can read a different character, and I wanted the little bird 

so badly, ‘cause it was this story of the bear getting in the boat, and he’s trying to row, and it 

won’t go because it’s still tied to the dock.  And the bird is telling him, “the boat won’t go!” 

And then like the alligator comes and gets in the boat, and they try rowing together, and the 

bird tries telling them “the boat won’t go!” They’re trying as hard as they can to row.  And 

then the squirrel gets in the boat – like let’s try rowing too, so all three were trying to row the 

boat, and they’re trying to – it can’t go.  And the bird is trying to, telling them, “the boat 

won’t go!”  And I wanted to be the bird so bad because, I can give it a different tone each 

time.  And just start out the story just, “The boat won’t go.”  Then every time it says it, that’s 

the only thing the bird says, “The boat won’t go.”  And I knew I could just keep it going, 

“The boat won’t go!”  “The BOAT WON’T GO!!”  But whoever was chosen to always read 

the bird always read it like, “The boat won’t go.” “The boat won’t go.” And it drove me 
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crazy, it made me so mad. I could never get to read for the bird.  That was my first clue, way, 

way, way back then.  I could give something more than what was just written.   

Script interpretation is one of my favorite things.  Uhm, seeing what’s written, and 

then saying it not how it’s expected.  Uhm, and then of course I got into choir in middle 

school, I only did one play, no I did two plays in middle school, ‘cause I was in drama class.  

And I think the first play I did was Next Victim Please?   

K:  Oh, I’ve only heard of that one.   

AM:  That’s what it was called, it was Next Victim, Please.  And I got killed off, almost right 

off the bat when I tried to poison someone and it backfired and I got poisoned instead.  

Uhm, but it, that was really fun to do, it was really funny.  Then in eighth grade I got to be 

“Fagin” in our production of Oliver!  ‘Cause, you know, in choir there’s twenty girls and two 

boys, and ya kinda have to have “Bill Sykes” be a boy.  And uh, I got to be “Fagin” and I 

was, that was fun. It was, you know, a little “Oh, let’s do Oliver! It wasn’t a huge production.   

And then in high school, I remember, uhm, well let me just start – I wanna just back 

up and say: I wish profoundly that I had good training.  ‘Cause the truth is I didn’t.  The 

drama programs – there was no program.  Let me just say that.  There really was no 

program.  Because my freshman year in high school, I guess there was a good drama teacher 

before, and suddenly there wasn’t, and they asked an English teacher to fill in, so she didn’t 

really know what she was doing, but I was with her for – she was there for three years.  And 

then my senior year an actual drama teacher came in.  But as far as, like actual skills and 

methods go, I was just flying by the seat of my pants, just doing what came naturally.  And I 

never really got, uhm, a whole lot of experience in high school, like I wanted to.  After 

“Fagin” I have never once, in my entire life played a lead. (5:15)  Uhm, the highlight, though, 

of my high school years was my freshman year.  For the fall, uh, DTASC – it was called 
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detasc – D-T-A-S-C.  Like Dramatic Theatre Arts of Southern California, a huge festival that 

happens twice a year in the fall it’s kind of a free for all, then in the spring they do a 

Shakespeare festival.  Well my group we did a, we were in the Moliere category, where you 

take any Moliere play and put it into three to five minutes.  Or kind of the gist of the show, 

or one scene of Moliere.  And we did, oh, I don’t remember what it’s called now, but I can 

still remember, word for word, the script.  The Miser! That’s what it is.  The Miser.   

K:  Oh, okay. Yeah. 

AM:  We won first place at that festival. And then our group got to go to Paramount Studios 

amongst the other first place…whatevers of the festivals with the different age categories, 

and all the other categories and perform at Paramount.  And that was really exciting.  You 

know that was kind of where an opportunity for agents to come or something, but, you 

know, I just always knew that as a young, LDS girl, way out in the suburbs, my, my parents 

weren’t going to get me an agent.  You know, and try to do “Hollywood Stuff.”  At my age, 

and at my cultural background.  And a part of me really wanted that, and a part of me didn’t.  

Just because I really was, I was Mormon.  You know, and I didn’t want to compromise my 

standards, or, because, because that’s what I was taught.  And also it just scared me, the 

whole thought of an agent-thing – “What?”  So, nothing came of it, but that’s a very special 

memory.   

Uhm, but I was kind of disenchanted by my junior year with the drama program, the 

teacher.  I just felt like it wasn’t going anywhere, so then I went to show choir.  And then my 

senior year I tried doing show choir and drama at the same time, because drama had that 

new teacher – and uhm, but even then, like I was really surprised.  The very beginning – this 

is my life story, the stars are always against me, whenever I’m trying to do, whenever I was 

trying to get a part that I wanted – you know, ‘cause it was tradition that the fall show that 
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year was kinda like the senior show.  I’m a senior now, so that means I can get the part I 

want.  Right?  Because I was denied “Helen Keller” because I wasn’t a senior, two years 

previous, even though I actually looked like a child, and the person who was chosen certainly 

did not look like a child.  But she was a senior.  Well this time around the new teacher, I 

didn’t get picked.  But I also had to remember I had tonsillitis for two weeks.  So I couldn’t 

even audition for it hardly, I did my best, but I didn’t get it.  That was the show Fools by Neil 

Simon.  So actually I found a lot more fulfillment in Show Choir that year.  ‘Cause I 

remember just not even auditioning for the last show, the spring show.  The Curious Savage.  

Now I do remember, we were going to do a one act senior show, just seniors, ‘cause there 

were seven of us.  And it was just chosen by our drama teacher, and cast.  You know just 

already, you’re this kind of, you’re this person, you’re this person, you’re that person.  And 

our cold reading, ‘cause I don’t remember what it was called at all, but whatever character I 

had, uhm, was very crass and, I remember like my first monologue, it was like a whole page 

of like going deeper and deeper to desecrating Mary, the mother of Christ.  And, like just 

religion or Jesus or – and I’m just sitting here in front of my entire class doing this cold read, 

we were just sitting in this circle, reading this script for the first time, and I just, I just felt 

myself getting hot and flushed and just trying to keep my cool like: I’m just going to keep on 

reading these words out loud.  I got through the monologue, and I’m like “Okay, let’s hope 

it doesn’t get any worse than that.”  Well then my next line is like flat out swear.  And it is 

interesting the timing of that, ‘cause I got to my line and everybody busted up laughing, 

‘cause they saw what the line was.  I think it was like a page turn or something, so it was like 

“page turn – there it is on top,” I’m about to say it, and everybody starts, you know, 

laughing, and the bell rang to leave like at the same time.  And I break down crying.  Like it 

all happened in one second.  It was incredible.  It was a very climactic moment.  (11:07)  
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And the drama teacher just came over and was just stunned, like “I had no idea. I am so 

sorry.  That this, you know, that you, that this is hard for you.”  And I kinda had just tell her, 

“I’m not doing this, I cannot do this. I cannot do this show.”  And… 

K:  Would she not modify anything?  Did you ask? 

AM:  She, she agreed with me.  “Okay.  We, we won’t do it.  We’ll do something else.”  

K:  Oh, I see.  So she changed the show? 

AM:  Yeah, she completely changed the show.  Uhm, which she changed it to another sleazy 

one act, but at least my character was stupid.  And had nothing ever, anything in question.  

So, whatever.  Okay.  (Child enters the room. Speaking to child.)  Yes?  I need you to go 

downstairs or in your room, ‘cause I’m in an interview.  Thank you.   

Anyway, so that was kind of my ups and downs in high school.  And uh, I always 

found a lot of fulfillment in the festivals though.  In the Shakespeare festival, I remember 

getting Fourth.  We did The Crucible for my next, sophomore, fall festival, didn’t really get 

anywhere with that.  Didn’t really enjoy that one.  Then I went to college.  I don’t know, I 

was just really starting to question my abilities on stage.  So really the short of it is, I never 

really got to do anything on stage.  I auditioned several times, but I hardly could make a call-

back, and I never did a show.   

K:  And this was at BYU-I. 

AM:  BYU-Idaho.   

K:  My sister said you minored in theatre.   

AM:  I did minor in theatre, so I still was within that circle, a little bit, but then like in my 

acting class, I didn’t really learn much there either.  Like its just weird, when you ask “What 

are your acting methods or where were you trained?”  I didn’t have any.  And not until I had 

graduated, I was married, and had my first kid, we moved to Salt Lake, or Daybreak, South 



Texas Tech University, Kenna Higgins, May 2018 
 

 
 

317 

Jordan, and there in my ward is this lady, her name was Tony Butler.  And she created there 

at Daybreak, this community theatre that is now called Kensington Theatre, but at the very 

beginning it was known as Daybreak Community Theatre, then it was changed to South 

Jordan Community Theatre.  It is now officially Kensington Community Theatre.  But she 

was the only person I really gravitated to in my ward, but then I found out, “Oh, well she’s a 

theatre teacher, guru.”  And, so I did some shows there.  You know I thought I was never 

going to perform again, just ‘cause, well, what do you do out of school, right?  I just di – If 

you’re not doing professional stuff, and if you’re not in school, what is there?  I didn’t know 

about community theatre, ‘cause it didn’t – it doesn’t really exist in California.  Not where I 

grew up anyway. Not at all. And the sports programs are so huge there, you know, our little 

dinky drama program, you know it wasn’t a program.  It’s just classes.  You know, it’s not 

much. (15:13) 

So then in 2008, was it 2008?  Maybe 2009, probably 2009.  Uhm, after doing two or 

three community theatre productions, I did Wizard of Oz, and Peter Pan, then I had my 

second kid, and that, during that time, uh, then she wanted to start an improv troupe.  And 

she asked me and my husband Daniel to be in it.  Because she had – it’s been something she 

had been wanting to do for a long time, and had been keeping her eye out on, you know, 

who, of all the people she’s been working with, could do that.  And so we were invited to 

join this improv troupe, where we rehearsed for six months before actually performing.  And 

that there, and those six months, I got more training and more useful knowledge and 

information and, uh, tangible, uh, theories and methods that I could actually work with and 

grow from.  Uhm, and so I was in that troupe for six years.  ‘Till just barely.  I have now, just 

last month, stepped down.  Boy, that was just priceless, what I learned from doing improv.  

And for a year in there she also started a acting company, Kensington Acting Company.  
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Really to prepare ourselves for The Drowsy Chaperone, that would be performed December 

2015.  So that entire year of 2015 we would do workshops, uhm, I think you paid a fee to be 

in the acting company and that kind of covered workshop fees, guests, actors or performers.  

Learning things there, uhm, but I ended up not doing Drowsy Chaperone.  That was not in the 

cards for me either.   

And then, a whole ‘nother year went by – I’ve had a lot and a lot of hurt in my 

personal life – and I will come back to that later, but I will just finish a little bit, uhm, so 

really the last show I did was 2012, Into the Woods.  And five years later, exact – five years 

later in 2012 in the spring, after just not getting anywhere with Kensington, I decided, “Well, 

I’ve always wanted to learn how to tap dance. Where could I go for that?”  And I saw like on 

Facebook the show Crazy for You at the Empress Theatre in Magna.  And it was like, “here’s 

a tap video that you can learn before call backs.” Sorta thing.  I was like, “Oh, there’s 

tapping in this show!”  I’d actually never heard Crazy for You, which is funny to think about, 

‘cause, uhm, I’m a swing dancer and so you’d think that Gershwin would be in my 

repertoire.  Right?  But uh, so Daniel and I that’s my husband, uhm, we were swing dancers 

all through college, that’s ki- that’s really where I got my creative outlet from through college 

days.  Uhm, we were instructors and got pretty good.  It was really fun, in fact we even 

named our children after swing dances.  There’s Lindy, Charleston – or Charlie – and then 

Taryn Savoy.  Savoy is a ballroom dance.   

Uhm… 

(Voice from the other room – Mom did you call me?) 

No I did not.  So anyway, then, so I just started doing Crazy for You at the Empress 

and found out at this different theatre, ‘cause, you know, it seemed like at Kensington it was 

kind of a, very close knit group, and very “Mormon-y.” You know, everything there was 
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rated-G.  And it, so it, uhm scared me to go into another theatre where I didn’t know it’s 

reputation at all, I’d never been there, I don’t know a soul, uhm, “I’m gonna give that one a 

try.” (20:13) 

So I really enjoyed that experience.  And it opened my eyes a lot more to just the 

type of people to work with, and also to just how many more opportunities this valley (Salt 

Lake Valley) holds.  But also that I was competent enough in my skill and experience to 

belong somewhere, still.  And then I was asked, “Hey will you join our improv performance 

during- after the second Friday performance of Crazy for You?”  Their improv troupe, you 

know.  I was like, “Okay, I will try that.” ‘Cause I didn’t know how it would be performing 

with other people, but this is when I realized how valuable my training was with Toni Butler.  

Uhm, I had, for the first time, seen bad improv.  And I, and I knew it.  And I was able to see 

it, and think, “That’s the stupidest game I’ve ever seen, but wait, it’s not a game if it couldn’t 

be done successful.  How can this be successful?”  And I can, I can figure that out.  Uhm, so 

I’ve actually done two more shows with them as a guest performer, and then I just finished a 

second performance this year, Sister Act.  So I’ve done two shows there, this year.  And I 

guess I just kinda feel like I’m on a roll, and finally feel like I have something to give that I 

can serve and decided to try my hand at Centerville- uh, Center Pointe Theatre.  And was 

cast there for Christmas Carol.  And rehearsals start in a couple of weeks. 

K:  Uhm, give me one second.  Uhm, you mentioned, let’s see, so, so you mentioned 

that, uh, you felt like you got training for the first time with this acting troupe at 

Kensington Theatre, uhm, can you talk a little bit more about what you feel like that 

training was, and then how that training has helped you in your scripted acting in 

other roles you’ve gotten? 
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AM:  Alright, uhm, well, there are certain ways – I decided if anyone can learn improv, that 

will make you a super good actor. ‘Cause you have to learn particular skills.  Yes, improv is 

on the fly, but there are methods that every game has to follow to make it successful.  You 

know, number one: pantomiming.  Mean- doing pantomime.  And number two:  status.  

Someone has to have la-  high, someone has to have low status.  In order to create an 

interesting scene.  So in script analysis, if you try to be the same status, it’s, it’s not going to 

work.  Not gonna work.  Uhm, but also you have to be comfortable with silence.  People 

who just go into talking, talk, talk, talk, talk – you, you can’t set up where you are or, you 

know, there’s just gotta be some silence first.  With the pantomime or like on stage, just 

there’s body language that tells stories much more than words, spoken words, and, uhm, it 

helped me just not be afraid to – you never know what’s, what’s going ta ma- you never 

know what’s going to be funny, or what’s going to help someone else carry on the scene, so 

it just helps me loosen up.  Try knew things.   

Uhm, when we did Into the Woods there was some really good actor training before 

rehearsal started there too.  Uhm, you know, background story, what does your character 

think, they’ll like what- where does your character come from, and uh, you know and 

answering those questions, so you have a more developed character on stage.  (25:19)  Uhm, 

one of my- the most profound exercises I remember doing was the “circle of emotions.”  

Have you ever seen that?  The emotion circle?  What- what’s that called.  I’ll call it the 

Emotion Circle, where, you know, you stand on one end and someone has to stand on the 

other end, because it’s all on the floor, we put it all on the floor, this big mo- monogram, or 

this picture, masking tape.  Just drew it.  And in the center are the most extreme emotions 

that you’ve ever experienced, only the farther out you go the less (inaudible) they are.  And 

so there’s pensive, sad, and grieve.  You know, but then the very opposite of that will be 
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ecstasy.  Ecstasy and grieving are almost, they’re so tight and when the breath becomes that 

intense as well, uhm, people can switch easy.  Uhm, ecstasy, happiness, fondness, I think 

that’s kind of where it went – the opposites there.  Uhm, but it just those breathing 

techniques of, ecstasy, it’s a long inhale, (inhales) and then a quick exhale.  Inhale, then 

exhale.  You know fear is the very (series of quick breaths), you know kind of breath, or 

uhm, the, the grieving is a long exhale, quick inhale.  Long exhale, quick inhale.  Which I ‘d 

already known, just, but having it actually put out there for me to see and feel, clicked for 

me.  Turned some light bulbs on.   

And…what was your question again? 

K:  How, how your, uhm, how your improvisation techniques and training that you 

received there helped you in your acting. 

AM:  Uhm, yeah.  So, I don’t know, just, just in that sense, you just grow.  With that kind of 

training you can’t not grow, I think.   

K:  Okay, yeah. No, you answered, you answered.  I just wanted to make sure you 

were done talking before I jumped in again.  Uhm, also I- how successful do you feel 

like your, your uh, improv troupes have been? 

AM:  Uhm, we had some very good years.  Very good years.  You know, packed audiences, 

and just, they’re just, they were just funny, great group to be around.  We’ve taken some 

couple hits though the past year or two.  A lot of people moving out of state.  You know 

and just, losing numbers.  And so, also because I uhm, kind of felt like I was butting heads 

with my director, a little bit, the past year.  Not agreeing a whole lot about how games 

should be played, or run, or… 

K:  This, this was at Kensington? 
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AM:  Yeah.  Uhm, I, and also just after doing stuff at the Empress this year, I decided it was 

time ta, for me to step down.  It needs to be rebooted right now anyway, ‘cause some people 

have left, uhm, so I don’t know the future of my Improvinator Group, but those are 

memories I will cherish forever.  We had a heyday. (30:02)  There were some real good 

golden moments there.  But I just kinda decided, “You know what, I’m at a point now 

where I’ve learned everything I can from them and from my director.”  And I need to, uh, 

go to other workshops and other teachers, see what I can learn from them now, ‘cause after 

six years from there, yeah I got some really great training, those first several years.  But I feel 

like I’m, I’ve plateaued. I plateaued the past two years.  So I just need to see what else I can 

learn, because I can always learn something else from someone.   

K:  So what kind of classes did you take in your minor at BYU-I? 

AM:  I remember taking Acting One.  My most useful class was Tech Theatre. 

K:  Ah hah, interesting. 

AM:  Uh, I took – oh what’s it called – like Voice Something, just a weird class, which was 

just learning how to breathe.  Also learning the IEP or IPA, International Phonetic 

Alphabet.  Yes, IPA.  Which was fascinating to me, I loved that.  As just random stuff.  

Dialetic- I took dialectics as well.  I still have all those cassette tapes.  Too bad I don’t have a 

player anymore.  But I loved the dialects class.  Uhm, and then I had to take Script Analysis 

class. Now both, both the voice/breathing class where I learned IPA plus the, uhm, script 

analysis was by the same teacher and I hated him, so bad.  Just hated him.  The kind of guy 

that told you “I don’t expect you to memorize” like “this whole book.” No, he really did.  

He actually really did mean you had to memorize, word for word, like I learned how to take 

his test just by finding those key sentences, or whatever, like “that’s gonna be test question.”  

And every week I just have to like devour a chapter of these script analysis books for his 
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weekly quiz; they were brutal.  And did I, do I remember anything?  Not much.  I don’t 

remember much at all from that stupid class. Which is too bad.  ‘Cause it could have been 

really useful, but noth- none of it was practical.  There was no practical usage.  Which is a 

better word for it.  You fill in the blank.   

Uhm, I also took Intro to Theatre.  That was my first semester in theatre when I 

decided I didn’t want to be a theatre major, just a minor.  That’s Acting One, Script Analysis, 

Dialects, Voice Thing, Tech Theatre, and then Directing.  That- I think that was it.  That’s 

what I did.  The very, very last was directing.   

K: Okay.  Did any of it, uh, do you feel like anything that you pulled from BYU-I has 

been helpful for you, or… 

AM:  The Tech Theatre class mostly.  Absolutely. Tech Theatre.  And from Directing I 

would like to say I got some useful things out of Directing – oh I took Acting Two, that’s 

right, that’s the Acting.  And uhm, but not much.  Dialects, yes, that certainly helped me in 

Improv.  And uh, that’s about it.  But yeah, definitely Tech Theatre.   

K:  Okay.  What, what in Tech Theatre did you find helpful? 

AM:  Just found – oh I took another one: Scene, Scene Construction-something. Yeah, I 

took another one.  The same teacher as Tech Theatre, and those were really great.  He was a 

really great teacher.  Uhm, I, I just learned how to paint, how to construct things.  It was, it 

was a hands-on class, so of course I learned more stuff there.  Uh, how to sew a zipper in.  

How to use a drill.  And who’s in charge back stage and who do I go to for this, and how do 

I help clean up, like how do become a useful actor.  Not a waffling actor.   

K:  (Laughter) 

AM:  You’ve heard of that term, right? 

K:  No.   
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AM:  No?  Okay, so it’s an improv term.  To waffle means you have no point to being on 

stage, you have no use.  (35:21)  And that happens sometimes if like there’s too many people 

on there, and the banter is just between two and there’s this third person, like a third wheel, 

and it’s just like “I have no purpose anymore.”  The focus is not shared.   

(Child enters:  Mom! What are you doing?) 

I am interviewing.   

K:  Okay.  I need you to say that, well, no we got it recorded.  Okay, I was like “Ahh, 

I gotta write it down!”  No I don’t.   

AM:  And then in the scene construction or Scene Design, I think that’s what it wa- Scenic 

Design.  Both Tech Theatre and Scenic Design were from Gary Benson.   

K:  Oh, okay.  Great. 

AM:  The teacher that was horrible was Hyrum Conrad.  I’ll just say that.  (Yells into the tape 

recorder.) Hyrum Conrad!   

K:  Interesting.  Okay. 

AM:  Now, some people loved him.   

K:  Uh, huh.   

AM:  But because they were in his circle.  He would cast them.  And of course they would 

have to keep him happy.  That’s what I saw, anyway.  That’s what I observed.  Uh, where 

was I going with that, though…Oh, but Gary Benson’s scenic design class, his approach was 

any kind of art, you have to have some kind of emotional connection to.  And the best way 

to become emotionally connected to anything is by figure drawing.  So he actually had 

models come in, the first four days of class, and we had to figure draw them.  Or head draw, 

with charcoal, because charcoal bends better.  A- and it was where I, that’s where I figured 

that I had a bit of, you know, artistic something in me.  Not a whole lot.  But, but I learned 
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there, if I just follow a person’s spine in drawing, that will create everything.  And that was 

just really brilliant how he did that.  You first draw people.  You have to become emotionally 

connected when you’re doing it.   

K:  So, so along with, it sounds like Gary Benson had an impact.  So along with Gary 

Benson, are there any other instructors or directors or people who you would term as 

mentors who had an influence on… 

AM:  I’d say John Bidwell as well.  He was in my Intro to Theatre teacher and directing 

teacher.  So I had him at the beginning and end.  Uhm… 

K:  And, and this can be outside of BYU-I.  You know, anyone. 

AM:  So, I would say the two most influential people in my theatre career are Gary Benson 

and Toni Butler.   

K:  Toni? Butler? 

AM:  Toni Butler.  T-O-N-I. 

K:  Okay.  Why Toni Butler? 

AM:  Well, she’s the one that started Kensington and the improv troupe, she’s my director. 

K:  What did she- what kind of, uh, things, methods and things did she use? 

AM:  So by profession she is a theatre, the drama teacher at a junior high or high school.  So 

she just has a lot of good, uh, training under her belt.  Was mostly like with those improv 

games of…(kids voices in the background)…sorry kind of distracted here.   

K:  It’s okay.   

AM:  I feel like I already kind of told you what I learned from her.   

K:  Yeah, a little bit.  Yeah. 

AM:  With Into the Woods and with improv and… 

K:  Did she direct most of those shows?   
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AM:  A lot of them she did.  Uhm, she, I think the only ones she really directed were the 

ones I was in.  Secret Garden, Peter Pan, and Wizard of Oz.   

K:  And so a lot of it, and how involved was she in the, in the improv group?   

AM:  Very, she was our director.  She, she was just one of those powerhouse people, with 

five kids and teaches at school, plus puts on after school plays for not only her students, but 

then community theatre.  You just looked at the, looked at someone like her and was like, 

“How does she do it?  And how does her family do it?”  Just incredible to see them.   

K:  So I’ve heard you use the term “Mormon-y” and, and you said earlier that when 

you were younger that your parents wouldn’t have, because you were LDS your 

parents wouldn’t have gotten you an agent, or whatever.  Can you talk a little bit 

about, about that perspective and… 

AM:  Well, you know, you just – I feel like where I grew up, the culture of: you make a big 

impact in the community, humbly. (40:43)  ‘Kay.  And that’s always been my perspective, 

anyway of what a Mormon should be like.  Growing up.  That you make, that you become a 

big influence for good, but humbly and not, you know, grabbing a lot of attention.  Which is 

something I struggled with greatly, actually.  Growing up.  ‘Cause I’m also a pianist.  And I 

just thought that the humble way to accept praise is to like, downplay myself, right?  And 

that’s something I struggled with for a long time.  Was, “Nah, it wasn’t that good.”  

Something, but at the same time really craving attention.  You know, so that, that’s also 

really something that I wonder about with theatre, because it can be a lot of pride inducing, 

uhm, emotions.  You know, “I want to be in theatre because I want to be on stage where 

people get to look at me and clap and say ‘You are so good’.”  Right?  That’s what draws a 

lot of people to stage.   
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So in this five year hiatus that I did because my personal life was really hard at home, 

and I went back to theatre for the first time at the Empress, I decided to do it because 

something was telling me, “I still have something to give.”  It’s not about me.  I have, I can 

serve some other people.  I know I have gifts.  It’s not money, it’s not language arts.  You 

know, it’s, it’s the ability to make people laugh.  And enjoy the theatre experience, to 

experience the human story.   

But back to high school… 

K:  I’m just waiting to make sure you are done before I… 

AM: …or when I was young, you asked me about the agent thing, or why they wouldn’t get 

me an agent.  It just, it just never really was that much discussed from what I remember.  I 

kinda wanted one, but I kinda didn’t.  ‘Cause I wanted to- I didn’t wanna, I just had this idea 

that all my standards would be compromised.   

K:  Mm hmm.  Where do you, where do you think that idea came from?  And I’m not, 

I’m not trying to push for any sort of thing, I’m just trying to understand.   

AM:  Uhm, well, you watch TV.  You see what even Disney Channel tweens are wearing.  

Like I just thought I’d be happy to wear weird things.  Show my body, and I was very 

uncomfortable with my body anyway growing up. That’s another issue, I had.  Uhm, I also 

didn’t think, like, the idea of spending so much time away from home.  And, like I said the 

driving.  I couldn’t see how my mom would have said, “Yeah, I’ll drive you there every day 

and night with four kids still at home.”  There’s no way.  I was second of five kids.  There 

was no time, there was no gas money, there was no, you know, resources for that sort of 

thing for me to happen.  I didn’t have a car.  I didn’t have my own car ‘till – ‘till now.  My 

husband just bough me a car! (laughter) 
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K:  So, so do you feel like your perspective on that, uh, sort of idea has changed a 

little bit now that you’ve gotten into community theatre?  You’ve participated in a 

couple of different community theatres?  How has that perspective changed, if it 

has? 

AM:  Yes, it has changed quite a bit.  Because I am no longer that Molly Mormon 

conservative girl anymore, life has happened.  It’s messy.  And it’s not perfect.  And I have a 

husband who’s no longer a member of the Church.  And in that journey, I have had – my 

perspective changed on many a thing.  What are standards, really?  Showing your shoulder. 

Well, that’s just a way to judge people – or rather, more importantly, it’s how Mormons 

judge each other.  That’s my opinion, now.  Uhm, now, I can go on a whole ‘nother topic of 

the Mormon transition, right?  But there are still things that I don’t have to say “yes” to, 

there’s things I don’t have to say “no” to, anymore.  I do what I want.  I’ve allowed myself 

that – freedom.  Without feeling like, “Am I going to hell because of this?”  More than 

anything it’s, “Is my mother going to hate me because of this?”  (Laughs.) 

K:  Interesting.  Mm hmm. 

AM:  Because sometimes that’s still what’s holding me to a particular standard in the 

Mormon faith. Which I hate.  Which is a whole ‘nother topic there.   

K:  Yeah, yeah.  Do, do you feel like if, if you were to come to whatever that moment 

was you would know – how do I word this so that it’s not a messy question – you 

would know instantly what you would and what you wouldn’t.  You would know 

instantly where you would stand, you wouldn’t have to take something home and 

decide, after reading a script, you wouldn’t have to take something home and decide, 

“Ugh, am I gonna say that word, am I not gonna say that word?  Am I gonna do that 
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on stage, am I not gonna do that on stage?” After a director asks you to do 

something.  Do, do you feel like… 

AM:  It’s not black and white for me.  I will, I will consider it.  Until I feel like I have the 

right decision.  So, in Sister Act, uhm, there’s the line, “Oh my God somebody did this.”  

Well, in the cold reading, instead of breaking down and crying like I did as a senior in high 

school, I just changed it.  “Oh good gracious!”  But because I’m also in a community where 

the Mormon faith is so predominant, the directors are very understanding of that sort of 

thing.  “You know, let’s, let’s just change that to Eww!”  You know, so, so it’s not that big a 

deal here.   

Uhm, I think one of the ways that standards have been mostly compromised, like in 

the way of costume design.  ‘Kay.  So in the show Crazy for You I had to decide, “Do I really 

want to accept this part of a New York show girl, where basically my only purpose is to be 

eye candy?”  Do I really want to do that?  I get to learn how to tap.  But do I really wanna do 

that?  And then it just came down to, “If not now, when?”  You know, and I still just love 

the show choir singing and dancing thing.  But also sometimes I still just kind of feel like, 

“Eh, I’ve been wearing these garments for a while, I’m ready for a break.”  So, yeah, I’m just 

not that conservative, “Oh I can’t wear that.”  Sometimes I’m like, “Yay! Hooray! Give me a 

break!”   

K:  Okay.  So how do you, how do you think then that being an actor, especially now, 

has affected your faith, or has affected your beliefs? 

AM:  Uhm, it has not affected my Mormon beliefs.  They are a very separate thing that I 

don’t really have any connection to in the theatre world. (50:01) What has affected any kind 

of belief, is that in humanity – the human experience and the human story.  And just how to 

be more compassionate and more understanding.  That has been my experience at least this 
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year.  Now back in my school days, when I really was, and just, very, very Mormon, 

whenever I tried to bring religion into it, it just kinda made me more nervous.  Like trying to 

pray before a performance or something, it just felt like it was, it was just all on me, still, in a 

way.  It was kinda, “Heavenly Father, please help me perform this good, or do well on this 

test.”  You know, like I hated all the pressure just on myself and Whatever was up there.  

‘Cause does He really care that I’m gonna go dance something on a stage?  Does He really 

care?   

And so now, you know, at these theatres, most of these theatres I’ve been to, most 

will still have like a prayer before each show.  Just voluntary, “Anybody wanna pray, we’re 

gonna just do a prayer, right here after our cast meeting.”  We usually have a cast meeting 

ten, fifteen meetings before curtain opens, and then they say, “Anybody want to stick around 

for prayer.”  And we just say a prayer.  And I enjoy doing that, because it’s with everybody 

else.  I’m not a lone person.  I’m happiest when I’m with other people.  And so I have not 

prayed for my own performances, or abilities, or auditions, or anything like that for myself in 

years.  I stopped doing that.  It just made me nervous.   

K:  So then, let me flip this around, how, how do you feel like, uhm, shoot – I should 

have written it down, that’s why we write notes while we’re listening – how, how do 

you feel like being LDS has affected your, your acting?  How do you feel like it 

affects what you do as an actor? 

AM:  Uhm, how does being LDS affect my acting?   

K:  Or, or just your faith in general.  Or, you know, it doesn’t have to specifically, you 

know, just… 
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AM:  See, there, I just don’t know.  Just in those choice- moments of where I have to make a 

choice of “yes” or “no” do I want to do this, am I comfortable with this, that’s really the 

only way I feel like my faith has affected any acting choice.   

K:  Do you feel like there… 

AM:  Can you give me an example? 

K:  Well, do you feel like there, there are, uh, day to day, like rehearsal moments, 

when I say day to day, I’m talking about the rehearsal process, that it affects where, 

where you’re receiving information either from a director or fellow actors that, that 

maybe you interpret it a certain way, because, either because you’re LDS, or because 

of what you heard in church, or because of, you know, uh, you know? 

AM:  Mmm…I just don’t know. 

K:  …Or reading a script.  You know pick a scenario.  

AM:  The, the only thing I can think of right now is, you know, first – my, my preconceived 

notions of like, say the LGBQ…uh… 

K:  LGBTQ? 

AM:  Thank you, LGBTQ community.  Where now I have worked face to face and hand to 

hand with gay members, and how it doesn’t matter.  That doesn’t matter.  When I first will 

hear of, “Yes, that person is gay.”  Sometimes I’ll try, I have to try and remember if I had a 

moment of nervousness or “How do I, I hope I don’t treat them badly! I want to be that 

influence for good, still.”  And those have all turned out so well, in my experience. 

K:  Those relationships that you’ve had. 

AM:  Yeah, yeah.  How they’re like my best friends, those particular people.   
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K:  Yeah.  But, so what I hear from you is that, when you’re doing a show, you don’t 

think of any moments when either reading a script or, or, uh, acting moments when 

a director says something and you’re thinking, you’re filtering it through your “LDS-

ness” if I can use that as a term. 

AM:  Sure! I like that term. (55:40) 

K: That’s not, you don’t feel like that’s a thing for you. 

AM:  Sometimes, no and it is. It is.  Like I said, like the script-thing and there’s a swear word, 

“Oh, and I’m filtering that right now!”  Just, that’s just on auto pilot, kinda thing.  Uhm, 

yeah, and I will get some snickers or laughs or raised eyebrows from some people.  But I just 

gotta do that.  So there’s hesitation.  Uhm, I remember, mmm, oh yes the week before we 

opened, no four days, four days before we opened Sister Act, I’m in the very beginning – are 

you familiar with the show, the story?  There’s Delores and then her disco backup singers, 

right?  Well, the movie and the show are very different.  Same plot, same characters, but 

different dialogue and music.  Well, I’m in this disco backup, in this sexy disco outfit, and 

there are my parents watching this preview, they’re the only ones in the audience.  And I 

have to turn to them and sing, “So damn fabulous baby!” (Speaking in a normal voice) And I 

just like look at them and I’m like, “so dang fabulous BABY!”  (starting off softly, but then 

crescendos at the end) Like I come out with “Fabulous Baby!” (laughter) And so, there was just 

that, that stark reminder of what I was taught.   

K:  Right.  Right.  Yeah. 

AM:  And I just felt – so there was, there have been times knowing certain members in the 

audience, where I have been uncomfortable.  Either with what I’m saying or with what I’m 

wearing, what I’m wearing.  Because I’m going, “They will look at that and go, ‘Oh, 

obviously she’s not wearing her garments’.” 
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K:  And is that because you’re worried that they will judge you?  Or you believe they 

don’t understand particular theatre standards, because there are several actors who 

don’t wear their garments when they perform.   

AM:  It’s, it’s, it’s the judging.  You know, I, I don’t like to be on bad terms with people, if I 

can help it.  Uhm, relationships are very important to me, and uhm, I, I don’t like that raised 

eyebrow look, “Why aren’t you…?”  Which I have gotten from my family members, which 

hurts, extremely. You know, but part of me is just like, “Back off.  C’mon, really?  You’re 

gonna talk to me about that?”  Uhm, but you know I will also, because sometimes the 

theatre, little hole in the wall community theatre up there, don’t have AC.  And my 

rehearsals are from July to August, and they don’t turn it on unless there’s an audience, so 

you are like, “I’m literally drenched in sweat, this is survival mode, people.”  (laughter)  This 

is a three hour aerobic class every night, every rehearsal.  I’m dressing appropriately.  

(laughter) 

K: Oh, that’s funny. 

AM:  You know it’s just that, the thing that you gotta remember is that not everyone who 

associates themselves as being LDS or Mormon, acts and believes the same way as you do.  

You know, because there were girls in the dressing room that wore their garments.  There 

were other LDS women that didn’t.  But some of them, the ones that did, I couldn’t believe 

what came out of their mouths.  You know, everyone’s on a different level, a different page.  

And can’t we just all say, “Great! Let’s go through this messy life together, no matter what!”  

You know.   

K:  So, so tell me what, what your favorite thing about acting is.   
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AM:  Okay, uhm, to answer that, let me tell you, two years ago, when I was separated from 

my husband, things were not good at home.  (1:00:11)  And tensions were just bad, but yet I 

need- I felt the need to do something for my soul.  And so I did this, uh, children’s theatre, 

also with Kensington’s Theatre, every fall they did an outreach program, which is just a 

fifteen minute children’s theatre roady, where adults put together, uhm, some kind of show 

and to travel to all kinds of elementary schools around this valley (Salt Lake City), and 

perform for them.  And I’d done it twice before, and it’s always been really rewarding.  Uhm, 

and they’re usually really easy things done from children’s books, like, uhm, Go! Dog, Go! Or 

Miss Nelson is Missing, or remember that book Captain Louis.  So, uh, a few years ago I decided 

I wanna be part of this outreach program, and they’re doing Junie Bee Jones.  And I got to play 

an ADD first grade boy.  One of my all time favorite characters I’ve ever done, but we 

started rehearsing and then, you know, several traumas happened within one weekend, like 

three big ones.  Where I was, kind of on my death bed, and I just, mmm – my husband was 

gone.  And I didn’t know what to do.  And I had to, as a friend, call my director, just say, “I 

need to talk to you.  I’m not in a good place right now.  And we’re supposed to perform this 

thing in a week or two.”  ‘Cause it’s only like a three or four week rehearsal schedule.  And, 

“Am I gonna sabotage your show?”  And, talking to her, I realized though, that I still needed 

to do it, because I also – it’s what got me up in the morning, and what helped me go to sleep 

at night.  Knowing that I was still part of a team.  I had a m- the thing I loved most about 

acting is the cast family that is created.  For me, the lights and music and the stage the 

dancing the laughter, that’s, that’s secondary, compared to the family that you create 

backstage.  That is what attracts me.  But not only that, it’s how I made myself go to these 

performances, and I can relieve my body of Alina and put on a mask and serve that way.  

And it was that mask that got me through a month of hell.   
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K:  You have used the word “serve” three times now, how, how do you view, uh, 

acting as a service, and what does that mean for you? 

AM:  It means, like in the ways of acting for children, you are creating a magical experience 

for them.  And for me the gift of laughter is key.  I love to laugh.  I laugh myself all the time. 

I think I’m hilarious.  (laughter)  But, I just think my husband’s hilarious.  But even if he’s 

not that funny, I think it’s funny.  (laughter)  I love to laugh; therefore, something that I love 

doing so much, I want to share with everyone else.  And I guess in the way of, like I know 

I’m a good performer, I know I’m not a professional dancer or singer, but I’m a good 

performer.  And, yeah, I make a great choir member, I make a great chorus member, because 

that’s what people want.  They want that charismatic body language, and I’m very 

comfortable with making ugly characters, very fluid characters, but also very beautiful ones.   

And so in Sister Act, that, that word came to me at call backs.  I was leaving, I was 

told, “Well, yeah, you’d make a great, uhm, we saw on your resume, or your audition form 

you’d want to be disco dance, or backup singer, well, you’d do great. We’ll give that to you.  

But will you be a nun?  As well?”  I’m like, “I dunno.”  I’m like, “’Cause that means, that’s 

my entire summer.  And to be then, just a choir member, no name nun.”  I’m just like, “I 

dunno.”  But, let me show you an old nun!  ‘Cause I re- I recognized, I realized in their cold 

readings, you know, all these older nuns, that the ladies reading them, you know, were just 

reading them.  Again it was that “The boat won’t go!” bird thing.  They, they were just 

reading.  And so, I did.  I got the courage to like go back in and say to the director, “May I 

show you an old nun?”  He said “Sure.  Just say this line.”  The looney, kind of insane, old 

March, Mary Marchant of Tours was her name.  “Say this line.”  “Okay.”  And instead of 

standing there, saying this line, I went to the edge of the stage and I sat down, like I was in a 

wheel chair or something, and I curved my spine, made my arms, you know, that limp, frail, 
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but shakey hand and droopy face, and slurred this speech like this lady’s line. (mimicking 

how she did it) Oh, I can’t remember what the line is now, but – but they howled with 

laughter.  And it was that moment of “I know I can serve this director by showing him what 

I can do for this, this part.” Well, I got both parts, and that was a first for me.  I had never 

gotten two parts. Not just one, two!  That I actually put on my audition form that I wanted.  

It was really quite a fabulous time for me.  So, how do you say no when (laughter).   

K:  Yeah. 

AM:  So, that’s what I mean by serve.  Not only serving the director, but the audience that 

it’s intended for.  And I was hilarious!  Lots of people laughing, that’s what I want, to make 

people laugh.   

K:  I love it.  I love it.  I need to – let me just check my questions here, because this is 

great.  Oh, okay.  So, uhm, tell me real quick of, and I know you talked a little bit 

about several of the roles you had, uhm, can you talk a little bit about some of the 

most challenging roles, or one of the most, one or two of the most challenging roles 

you’ve had.  And you may have mentioned it, and that’s okay.  And what you do to 

try to get through some of those challenging roles.  And this can be whether it’s a 

challenging role morally or ethically speaking, or acting-wise. 

AM:  ‘Kay.  Uh, first thing that comes to mind, the most challenging role was “Rapunzel.”  

Into the Woods.  Because I really wanted to be the “Witch.”  I’m serious.  I do ugly great.  And 

just kind of that, that high status.  Right?  But uhm, I was called to be Rapunzel.  And that 

really, really surprised me, ‘cause I’m not an opera singer, I’m a tenor.  I’m a tenor!  Do you 

know what that means?  And, but, you know they also wanted to cast Daniel as “Rapunzel’s 

Prince,” you know it was a really great thing for us to do together.  But that really made me 

nervous.  That they know – uhm – “Yeah we wanna give you Rapunzel, we need someone 
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who can act the part.” (1:10:31) So that, that was, it was a flattering comment, but also, also 

it kind of opened my eyes like, “I, I can do this.  If I can just get through the singing.”  

Because I don’t want to sound stupid.  I don’t wanna sound bad.  And I don’t want that to 

sound like “Oh, it’s just a bad Rapunzel and that’s funny.”  I wanted to do a good job.  So I 

got a little bit of help from, you know, the community music director.  “Ah, help me out 

here.”  Uhm, and I did okay, and but part of me does wonder, uhm – it was just kind of a 

gag.  You know to cast me as Rapunzel.  For the singing anyway.  ‘Cause Rapunzel has some 

very, very emotive moments, and, uhm, I felt for her.  And I had to find a way to make her 

loveable, but not pitable.  So that, that was my most challenging role.  

K:  So how – what did you do to overcome those moments, both the acting and the 

singing? 

AM:  Just worked on singing.  I had to let go of being judged.  Not, it didn’t always work, 

but it was still hard to just do it, because knowing like, people are gonna wonder, “Why in 

the world was she cast as Rapunzel?  She’s not soprano.”  And I didn’t want them to think 

that.  I didn’t want them to think, “I don’t know what he director was thinking, but there she 

is.”  So I, I just capitalized on the places I knew I could do better, which was the physical 

emotion, and making things funny where I could.  So, you know, there’s, uh, the end of Act 

I, when she has the twins, whatever… 

K:  She cries… 

AM:  Yeah.  You know, there’s not a lot of dialogue there, at all.  But we were able to make, 

make that thing comfortable with silence, you know, technique.  The body language, the 

looking, or whatever.  We made it work so it was a fabulous moment without saying much.  

And that was something I could do really well.   
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K:  Uhm, if given the chance, would you get more training, or do you feel like the 

current path that you’re on, you, you’d just like to continue? 

AM:  Uhm, yes, and yes.  I uh, like I said before, I feel like I’ve gained a lot of momentum 

and new energy and surge, doing two shows in a row now, three now.  ‘Cause now I’ve just 

been cast in Christmas Carol at Center Pointe.  Which was really surprising, because I’d never 

auditioned there before, but I was just cast as one of four feature dancers, which is – I, I was 

blown away.  Uhm, but I promised my husband, after this one, I won’t audition for the rest 

of the winter.  I promise.  He’s been really fabulous.  And realizes that this is what I want to 

do.  It’s - this is just what I want to do.  And I’ve dedicated my New Year to raising little 

kids, but this long term plan is, uhm, there’s a couple online classes called Master Class.  Have 

you heard of this?  That Kevin Spacey does.  And what’s-his-name…(Interrupted by child)  

CHILD: Mom? 

AM: Yes? 

CHILD: I read for an hour. 

AM:  Thank you! It’s been an hour already?  

CHILD:  Yup 

K:  Oh man!  You’re right. 

AM:  Is it 3:30? 

K:  It’s 3:20. So… 

AM: Wow.  Okay.  Have fun! 

CHILD:  Can I play (inaudible) 

AM:  Yes, have fun. 

CHILD:  Yes!  (1:15:02) 
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AM:  Uhm, yeah, so I wann see what I can do.  ‘Cause it’s – acting is just so expensive, and 

it’s always just – how do you know you’re getting someone good?  ‘Cause obviously I’ve had 

all these teachers all through my school years that were crap!  And so, they didn’t know what 

they were doing, or didn’t know how to effectively teach.   

Anyway, so I’m looking into that, just an online course that I could take over and 

over again, and see what I can glean from that.  But I’ve also, talking to one of my cast 

members in Sister Act, she’s done the musical theatre experience at Hale Center Theatre by a 

particular teacher, so I want to sign up for that in winter.  Uhm, and, but you know cost is 

always so, “Ahhhhhh!  No, I don’t wanna spend a fortune on that sort of thing!” But I also 

just realize that’s the only way for me to improve.  Uhm, and part of me’s thinking, “Is there 

anything to improve in my singing voice? ‘Cause at 34 years old, I’m kind of an old dog, you 

know.  Can it, can it really improve at this age?  I don’t know.  I’m not very hopeful, but I 

can probably learn something. 

K:  Everyone can learn something.  

AM:  Yeah, so that’s my plan right now, is just to – I will probably audition in March for 

something else, and maybe one or two a year now.  I just did, I’m doing three in a row now, 

and that’s – whoo!  Going to be a lot.   

K:  Yeah, yeah.  No, that sounds great.  I have one last question for you.  Then I’ll 

give you back your afternoon.  Uhm, I was wondering if you have a resume that I 

could have?   

AM:  I do. 

K:  And you could either email it to me or if you just have one on hand.  But, ah, it’s 

just for – and I don’t know if I’m – I’m just trying to compile – I have a folder on you, 

now that I have an interview.  If that’s okay, if I can have a resume. 
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AM:  Yeah, yeah, I’ll give you one. 

K:  But this has been fantastic. Thank you.  I appreciate it. 

AM:  You’re welcome.  I’m glad.   

K:  Uhm, unless there’s anything else that you want to say, that you feel compelled to 

tell me.   

AM:  I have left out a lot of drama.  No pun intending, so – uhm, something that’s not often 

talked about, because it’s so personal, is the rejection that happens, inevitably.  In theatre.  

You will audition far more than you will get cast.  And that’s a hard, that’s a hard toll. 

K: That is a hard thing.  

AM:  You know, a lot of people give up.  And I did for a while there too, I gave up.  Until I 

just decided that it was – it was that thing I just told you, I decided that I still had something 

to give.  I can still serve.  It wasn’t about me, it was about others.   

K:  When did you decide that? 

AM:  Just before auditioning for Crazy for You.  When I was looking at an opportunity to tap 

dance.  And I decided, “Okay, this is - I can go audition, just to be a chorus girl.”  I totally 

got it, but the cast lists hadn’t been posted yet,” I’m like, “I know I’m cast in there, but do I 

want to do it?  Why? Why? And what is, what is my pull?  Why do I still want to do this 

when it hurts so bad?  When I don’t ever get the part I want.  What does that hurt so bad?  

But why do I – why am I, why am I so addicted to it?”  It’s that gambling thing.  There’s 

always a chance that you think you’re gonna win big.  It’s, it’s just in a different way.  So 

gamblers in Vegas, or you know, Reno, “Why do you do it when it hurts so bad?”  “You 

know, because there’s always a chance.”  And it’s just that chance that people just cling onto.  

Like in the Hunger Games?  When President Snow, he asks, “Why, why do we have a game?  

Why don’t we just take twenty-four people and kill them all?”  Because there’s a chance.   
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K:  Interesting. 

AM:  Sometimes I compare that to, like, “Do I really wanna go kill myself or take that 

chance that I’ll be that one?”   

K:  It’s true though, it’s true.  You have to audition.   

AM:  I am kind of in a pensive mood, though, right now, because I did just audition for 

Annie.  ‘Cause “Hannigan” is one of my dream roles. 

K:  Oh, sure. 

AM:  I wasn’t even asked for call backs.  That was, that was a hard blow.  Even though I 

know I’d already been cast at Christmas Carol, I still had to give that try.  I, that’s something I 

wanna do so bad – yeah, not even asked to call backs.  It’s like, “Aw, that’s painful.”  And 

poor husband always has to deal with the pain, too.   

K:  He always gets the blowback. 

AM: I bounce back pretty fast after that though.  I was gloomy for one day, like, “Oh, so 

sad.”  But just because I already had been chosen, you know, at Center Pointe, and that felt 

really good.  It’s quite a complement to be working there now.  I don’t know, just some 

people have all the luck to be the leads, and I might just – it might just never be my lot to 

actually have a lead. 

K:  Do they, do they pay you at any of these theatres? 

AM:  No.  The only paying theatre that I know of is Hale. 

K:  Hale.  That’s what I thought.   

AM:  I think Salt Lake Acting Company also has some paid stuff. 

K:  ‘Kay.  Yeah, I thought that Hale was a, was paying – but… 

AM:  So have you interviewed people from Salt Lake much?   
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K:  I have interviewed, uhm, several people like from BYU.  I’ve interviewed Barta 

Heiner, I’ve interviewed Dallyn Bayles, I’ve interviewed Charles Metten.  He’s in 

Provo, but he way retired.  I interviewed Joy Gardner, but she’s in Arizona.  I 

interviewed you.  I should have six.  

AM:  Well, I’m really flattered you would interview me, I’m not a big name by any means! 

K:  That’s okay.  There’s another couple of people that work with the Springville 

Theatre, the community theatre in Springville that I’m gonna try to, try to get.  I 

need to call them, and contact them.  So, it’s, it’s, you know it’s a – well, it’s 

interesting to me, because obviously this is what I’m writing on, but, uhm, the more 

I talk to people I get different answers, and I never, I’m never had someone who has 

given me information or, or thoughts about improv, which is very interesting.  And 

had their training come through that route.  And, uhm, that is interesting to me.  And 

the more that I talk to people, I’m finding that, uhm, I’m not, I’m not sure that it 

matters.  And we and we could probably stop this, because this is – uhm, but if this, 

if this helps you at all, the more I talk to people, the more I’m finding that, uhm, it 

doesn’t really matter if you’ve been truly trained.  Right? You can, you can glean 

whatever information you can glean from other people? But some people don’t have 

any training and they’re doing, you know, amazing things, but some people have all 

the training in the world and they’re doing nothing.  Right?  It just, it just – you 

know, is what you’re willing, like you, what you’re willing to do and put into it.  And 

so… 

AM:  Yeah and so again, like chance.  Do you, are you what the director wants?  Are you in 

their vision?   

K:  And you have no idea…Yeah, that’s it. 
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AM:  Or do you remind her of her niece, and she doesn’t like her niece.  (laughter)  Are you 

to tall, are you too dark, are you too thin?   

K:  Yeah, there’s a million things that can go into it.  So, yeah. 

AM:  Uhm, there’s a great book called The Compound Effect.  Uhm, and I was reading that the 

other month, and he said something like “it’s our habits that really define our take in life.”  

So if I really am serious about acting, or, you know, being in the theatre world, what are my 

habits?  And that’s what made me decide, “I need to take some courses.  I need to do more 

research.  I need to learn more.”  That’s why I’m gonna take these classes in the winter.  And 

that’s why I’m auditioning. Because the more I audition, the more it becomes a habit, and 

the less I will be scared and the more I will be comfortable with that.  So that, that was really 

quite a great turn for me.  Another thing also with the improv training, your ability to flow 

with any mistakes on stage – big time – and uh, or just the ad libbing.  Sometimes that’s 

really fun.  I did a lot of that in Sister Act.  I did quite a bit in Crazy for You, too.  You know, 

get the directors laughing.  Sometimes there’s just a hole in some places, and just needs a fill 

with a one-liner or some… 

K:  Something. 

AM:  Yeah, something.  So, in that respect, yeah, it’s great to have an improv artist with you.  

‘Cause you can just fill that space, or fix that hole, or go with whatever.  For the closing 

night of Sister Act – I was in a walker.  And there’s, uhm, this friend that I made in the cast, a 

fellow nun, and her first show ever, and she’s in her fifties.  And it was such a great 

experience for her, and getting to know me and my, my background.  And so, closing night 

she decided to do something so crazy and grabbed my rosary and dragged me across the 

stage as we were moving to our places instead of me just walking.  But I, I just went with it.  

Like, “Someone’s pulling my rosary.  I’m, I’m the senile, old lady, so I’m just gonna go with 
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it.”  And she loved it.  She just loved how she could just do that with me.  Not anybody else, 

anybody else would have just freaked out, but with my training, I just went across the stage 

like that.  It was funny.  It was a great moment.  It brought her a lot of joy. It was fun to do. 

I just hope she puts (inaudible).  

K:  Oh, that’s pretty good, that’s awesome.  Well, I appreciate you letting me come.   

AM:  It’s been healing to talk about it.   

K:  Good.  I’m glad.  I’m glad it hasn’t been totally…I don’t know. 

BREAK IN TRANSCRIPT 

K:  Okay, now speak. 

AM:  Okay, so in the same way as piano and theatre in my life, I did not have good training.  

As a child, you know, I just – eight bucks a lesson, for an hour, way back in 1990, and so 

much of it just came naturally, so that I learned to play the piano, I had good technique, I 

could play the notes that were in front of me, I could read the music, I knew how to play it, 

but foundational theory was gone.  I was not taught theory.  Until I hit – switched teachers 

as a thirteen year old.  Same thing happened with my theatre transplant, you know into my 

adulthood.  I had raw talent.  I knew how to say my lines.  I knew how to create emotion or 

whatever, I had good technique.  But as far as foundational theory?  Goes?  I had to recreate 

that with, you know, this Improv and Kensington Acting that Toni Butler provided.  And I 

often, I’m sad for myself, because I know, I know that if I had competent teachers as a child, 

I’d be a master pianist by now.  And I’m not.  I’m advanced.  I’m good.  But I could be a lot 

better.   

K:  So then let me ask you this question.  How much do you believe acting is talent, 

and – just is pure talent, and how much is not talent and is – and, and has to be, and 

can be trained and taught and is, like you said technique? 
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AM:  Sign of the actor, goes like this.  Boom!  (makes a fist gesture) 

K:  Wait I have to write that down, ‘cause I don’t know what… 

AM:  Let me show ya, let me show ya!  We got the fist of talent.  And this is what you were 

just asking, “How much of it is just talent?”  Raw talent.  I know how to memorize.  I know 

how to give lines interestingly, I can sing, I can show emotion.  Then there’s the three Ws.  

There’s three of them.  How Willing are you?  How Workable are you? And how Witty are 

you?  ‘Cause those three can also be worked at.  I am willing. Yes!  I will say “Yes!”  Yes, 

And? We say in improv.  You accept to – you accept all offers.  That is a term in improv.  I 

accept all offers.  Yes!  “You just gave me a peg leg.”  Yes!  And, uh, watch me hop around.  

Then there’s workability.  How are you easy to work with?  Are you a diva?  Are you, is your, 

is your schedule not gonna be good?  “Oh I have soccer and I’m not gonna take the time 

out to work with this.”  And witty.  That is, that is a kind of a, for me, something that you 

learn in improv.  Or something that can be, uhm, toned.  There’s like smart alecs in the 

world, but they’re not witty.  And there’s a, there’s a way to learn how to be witty, without 

being a jerk.  Or smart alec.  Anyway, so that’s my answer. 

K:  Okay. 

AM:  Sign of the actor.  Just a talent, and the three Ws.   

K:  So why a fist?  What is the fist?  The fist is…? 

AM:  I don’t know.  This was just what I was taught.  (laughter) 

K:  Okay. (laughter) 

AM:  It’s what you do!  Hey kids, it’s the fist of talent!  (more laughter)  It’s ‘cause I taught at 

a theatre school, you know, a couple of times… 

K:  Like the improv stuff? 
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AM:  Yeah.  And I’ve taught children, done workshop things, and that’s a Toni Butler thing 

probably.  So, that’s my answer.   

K:  Okay.  I love that. 

AM:  So, like I said, so many things came naturally to me as a kid.  But they didn’t to my 

other friends.  They were like, “I can’t even touch drama with a ten foot pole.”  For some 

weird reason my senior class schedule got mixed up, and I was put in a Business Class.  And 

I went and I’m like, the first day, “I have never cut a class in my life, but I am not going back 

to this class.”  Like I could not, could not grasp why anybody would want to do business, 

ever.  And when I was trying to tell this to my Mormon friends, they’re just, “Why not? Why 

can’t you just do that?”  “You know what? It would be like you in a drama class!”  And the 

lights went on. “Oh, I’d get out. Okay, I’d get out.”  And so, uh, there’s a lot of natural 

ability.  You gotta have a natural ability, otherwise you just don’t want to.  You know, that, 

that makes sense, right?  To anybody.  You’re not gonna go into architecture if you don’t 

want to.   

K:  Absolutely. 

AM:  Or you’re not gonna be a lawyer if you don’t want to.  Unless your parents force you.  

But that’s another story.  (laughter) 

END OF TRANSCRIPT 
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RAY ROBINSON ORAL HISTORY INTERVIEW 

Date: 2 October 2017 
Place: his office in LDS Church Office Building, Salt Lake City, Utah 
In Attendance: Ray Robinson 
  Kenna Higgins 
  Craig Higgins 
 

BEGIN TRANSCRIPT  

Ray:  Anyway, really glad you’re here.  Were you welcomed downstairs by the security 

missionaries well?   

Kenna:  Yeah. 

Craig:  Very polite.   

R:  They’re volunteers at the desk, so we never know what – sometimes it seems really 

intimidating to get in the building.  

K:  No, it was good.  It was good.  We uh… 

R:  I’m glad you’re here. 

K:  Yeah. 

R:  And I can give you this. 

K:  I appreciate it.  Thank you.  Thank you.  Uhm, so, tell me real quick, how did, 

how did you get here, and where you are? And what is it that you do with the Church 

and with Theatre and with the shows that the Church does? 

R:  Uhm, I was, I was on the faculty at BYU, uh, in the Dance Department.  I have a 

background in musical theatre and dance.  And uhm, and kind of early on in my career was 

invited to participate on the creative team for a production called Savior of the World.  And so, 

uh, did that. And you had asked about David Warner earlier.   

K: Yeah. 
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R: And David Warner’s my predecessor.  And we had met his last year on the faculty at 

BYU, which was my first.  And we taught a class for the senior musical theatre students 

together, and really enjoyed working together.  Had, had some really similar philosophical 

approaches to performance and to development of new, new shows.  And so when he came 

up here and received that assignment, started building that, he asked me to join him.  And 

then, between then and 2010, which was when I started working here full-time, uh, we 

worked on several projects.  I worked on the creative team with him, really under his 

direction.  And in 2010 he called and said, “I think we’re serious about you coming here. 

Would you consider it?” And so I ended up here.   

K:  Nice.   

R:  So my, my role as the Director of Music and Cultural Arts, uh, our division, uh, has been 

responsible for a number of things.  But the, but the things that are most pertinent here are 

that we are a performing arts management group, uh, with about 600 performances a year on 

Temple Square.  Uh, we oversee the, the artistic elements of the Savior of the World 

production that happens in the Conference Center Theatre, and also the Nauvoo and British 

Pageants that happen in Nauvoo, uh, and also in England.  Uh we, we oversaw the, the 

creation and execution of the Mexico City pageant, in 2014, which was done under the 

direction of the Area Presidency there, and also the Boy Scout, uh, 100 Year Celebration of 

the partnership of the Church and the Boy Scouts of America in 2013 – I wanna say.  So 

we’ve been involved in cre- in the creation and then ongoing performances.  (6:07)  As we 

go.  And then we’re responsible for the Hymns and Childrens Song Books around the world, 

and then the choirs that, that are in General Conference, with the exception of the 

Tabernacle Choir.  So the Tabernacle Choir is it’s own entity, that reports directly to the 

First Presidency.  So we coordinate with them, but they have their own show.   
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K:  So, you talked, you talked about David Warner, and have heard a lot about David 

Warner from talking to other people and how he influenced their acting, just their 

acting.  Can you talk a little bit about, uhm, your experience, maybe not a with David 

Warner, because this isn’t about David Warner, but uhm, how you, what you feel 

like, if there is an acting method, or if there is, uhm, uh, like a philosophy?  That, 

that, you know, pervades LDS or the Church’s mindset over performance, and what 

that is? 

R:  Yeah.  It would be a philosophy of practice, rather than of determination.  I would say.   

K: Okay.  

R:  Meaning, uh, the – while all of our projects are under the direction of the Twelve and 

First Presidency, they have – they’ve given no particular directive about the acting itself.  

Other than they want it good.  Uh, I think it’s an, I think it’s an understood expectation that, 

that we develop and produce these things in Christian ways.  Meaning, how we work 

together, how, how we consider these members of the Church who are mostly volunteers 

who do these things.  Uh, with respect to the, to the Church’s teachings about families, 

where their time and priorities ought to be spent, and so, so that’s kind of an umbrella that, 

that whatever we create, whatever we produce, is expected to be done within this, within the, 

the understanding of, of what the Church teaches for people in their personal and family 

lives. So everything else kind of grows out of that.  And so, uh, that’s why I say, it’s more 

one of a philosophy of practice than, than one of - your writing might be the first place to 

have it really articulated. 

K:  Yeah. 

R:  In a publication.  The, uhm, but you might, uh, but you might as part of your, as you 

look into things, check out David’s dissertation.   
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K:  I’ve been reading that. 

R:  That, that’s a pretty good articulation of a lot of the thinking.  Uhm, uh, Grotowski uh, 

and, and David’s particular reading of Grotowski, has had a, has had a really significant 

foundational influence on the acting that we do.  So, so I should say that what I’m 

describing, or what you’re reading about is, shouldn’t be generalized necessarily to things 

that you see on LDS film or, or other things, except as, except as a contagion.  That, that 

some actors might have worked with us, and are also in some films.  Almost all of our work 

has been in live theatre.  And it’s, and it’s with these particular productions.  So, so is there 

an LDS way of acting?  Maybe.  But, I wouldn’t presume to say, “This is it.” Except this is 

the way we’ve tried to work in the Nauvoo and British Pageants, the Mexico City Pageant, 

the Boy Scout Celebration, the Savior of the World, and a few other little productions that, that 

we’ve done here and there.  I think it has value beyond that. I think it’s pretty limited to that.  

Like I say, except now we have, oh, I think ten or twelve people who have had, who have 

had significant experience with us, who are also doing, or have completed graduate work in 

theatre.  So they’re reconciling any differences as they go.  Which is, which I think is pretty 

interesting.  Any perceived differences.  (11:14)  

I think, I think for me, I think for David there aren’t really, at, at the core significant 

differences between really good approaches to acting anywhere.  And good approaches for 

these Church productions, but the – but there’s some really peculiar ways of getting at it, for 

us, uh, and the overall philosophy is we’re doing what needs to be done with the people that 

are here.  And the project that is here.  And so, what, what we might mean by that is that in 

Nauvoo, for example, we have twenty or so people who are going to, who are the lead 

actors, who are on microphones, and they’re there the whole six, six or seven weeks, and for 

them, there needs to be some pre-existing acting skills.  And so we have uh, some intense 
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auditions to identify those people.  After that, there are about a cast of about 130, every, that 

come in every week.  They rehearse for a week, and then they perform for a week.  And 

they’re not just stage dressing, they are critical to the execution of the play, of both plays.  

And, and their performance uh, a strong dramatical performance is critical to the, to the 

whole production.  Most of them are not, most of them come without previous acting 

experience, although there are some who do.  And, and so, we begin by saying, “We are 

going to use their vocabulary.  The vocabulary that we all share.  We’re not going to try to 

turn them into actors.”  We’re, we’re going to begin with what they know, and we’re just 

gonna put this whole thing on in a way that they know.  Meaning, there’s not stage right and 

stage left.  It’s your right and your left.  There’s uphill and down hill.  Which matters, 

because it actually is a raked stage, so it’s easy for them to understand and it matters to them 

in context of what they’re actually doing.  So, so we try to change our vocabulary to match 

them, and then build from there.  Uh, what else do they, what else are they?  They’re 

believers.  Already.  And so, so we say, “Some of you may think that you’re here to pretend 

to be Latter-day Saints.  Well you already are!”  And that’s the most crucial thing.  Is that 

we’re not trying to become somebody we’re not.  We’re trying, through this experience, 

we’re trying to become better than who we are. And so what does that mean?   

That means that we’re going to try to become Saints.  Uh, as we go through this 

process.  In this particular process that means that we’re gonna teach, teach you some places 

to be on the stage.  But the stories you already know.  So, please share them with each other.  

As we go.  And so, so we might uh, we tell uhm, we tell the story of, of the, of how in 

Nauvoo they dug drainage ditches to, to change it from a real swampland to a place where 

they could farm.  “Alright who has ancestors who did this? Tell, tell us about ‘em!”  They 

start telling about ‘em.  “Okay this is the story we’re telling.  Now, some of you are gonna 
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come up these stairs over here, some of you are gonna come from this back ramp, some of 

you are gonna come from these stairs over here, and, and we’re gonna tell this story to our 

audience.”  (15:20) And, so now, stage managers, so when, at that, at that point it becomes 

very much like any other kinda play.  Stage managers are going to quickly tell everybody 

where they go, and, “Alright everybody come on stage. Okay, this is great. Now, you’re all 

up here, telling stories with each other, our audience needs to understand this a little more 

clearly.  Here’s how we’re gonna do it.” When we’re spread out, kind of equidistant from 

each other on the stage, it just looks like a mass of people.  And that might be one of the 

messages that we want, but the, the real message that we’ve got to tell here is that there are 

little families that were part of this story of Nauvoo.  Can you get yourselves into small 

groups?  Might be your family, but if maybe someone’s here without a large family, so adopt 

someone.  And get yourself into groups of five or six.  All over the stage, with ditches, motes 

between you.  Okay, great, that looks wonderful!  That’s…” So this helps us understand 

from the audience perspective that there are, that there’s not just a mass of people telling us 

this story digging ditches, but there, this matters to lots of individual families.  So we 

approach it – so this is what I mean by approaching it from their vocabulary.  And, and then 

we say, “You can have these discussions while the play is happening.  Because, from the, 

from the audience perspective we have got to be able to see it.”   

And, and so, so that’s one example of how we might start crafting the uhm, we, we 

talk to them about, about working on, on, on themselves and their families by saying, “So 

we’re going to learn some movement to music.”  We couldn’t call it dance in the first few 

years, because we would lose the men, particularly.  And, so we just say, “We’re, we’re gonna 

learn a few things, uhm, just follow instructions.  It’ll be easy.”  And, and we start, we start 

learning it.  And then an hour later we’ve got a really fun dance going.  And then say, “Just 
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so you know, we’ve learned the whole evening dance.”  And you see some people feel like 

they’ve been tricked a little bit.  Uh, and so here’s the order of events, here’s how it goes.  

And then, of course, it’s not really good the first time, when, uh, when you put it together.  

So, we’re able to say, “Alright the next time we do this, or the next time we come back to 

this, what’s going to happen?  You’re gonna forget something. Or you’re gonna be joining 

in, in this, this circle, in this real, this Virginia Real Line, and someone’s gonna be in the 

wrong place. And for just a moment you’re gonna have a, just the slightest impulse to elbow 

them or to tell them, ‘Hey you’re in the wrong place!’ Or to even feel like you’re being 

inconvenienced.  This is the opportunity – to do something different.  This is, this is the 

opportunity to respond in Christlike ways and welcome them in.  And some of you who 

have, maybe have had a little experience in the theatre or in dance before might think, ‘It 

does not work that way!’ And what I want to say is, ‘It works that way here.’ And the reason 

why it works that way here, is because what our audience is watching is not about, is not 

primarily about perfect execution.  It’s about perfection in our living together, as Saints.”  

And so when something, when someone steps into the wrong way, and it gets a little 

awkward, and you welcome that person, forgive them instantly, and they can accept that 

forgiveness, we can see it from the audience.  We can see that there, here’s this group of 

people who love each other and who are willing to go to all kinds of lengths to accept who, 

who the other people are.  And so they, so that’s the way the rehearsal process goes.  (20:03) 

And so the performance that they’re learning is the performance of not requiring, 

and so we can flip this back over to real, to real dramaturgy, right?  Where we might say, 

“Part of good acting is not making my performance dependent on yours.  I’ll respond to 

whatever, and whoever you are in this moment.”  If I start demanding a specific kind of 

performance out of you as a, as an acting partner, I’ve already lost it. And so in a very k- in a 
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very theatrically sound kind of way, we’re already teaching that principle.  We’re not 

responding to something that ought to be, we’re responding to what is.  To what’s right here 

with us.  We have, we have an audience, and we’re doing it for them.  We have these people 

that we’re acting with and we’re doing it with them.  In this space, with these clothes, with, 

with these people and all their imperfections.  And so, as we do it that way, the performance 

that starts to come out from very inexperienced actors is very authentic.  And it’s because 

they haven’t had to go through a translation process.  We’ve, we’re working with their 

vocabulary. And what they know.  ‘Cause the principles of good acting, in any school of 

which I’m aware, and the principles of Christian living, work towards what’s essentially the 

same goal, which is a, which is an authentic, complete performance, with integrity.  And 

that’s what we’re after.   

With, with our Core Cast, with our Leads we can weave in some theory along with it.  

And so we do.  Uh, we might say, uh, there are lots of – uh, in the British Pageant script 

there are many opportunities for conflict, which is kind of a foundational, theatrical writing 

piece, but, but it’s counter-productive to what we’re trying to accomplish as a Church.  

Meaning, it’s not that, it’s not that in these theatrical pieces we’re trying to avoid the idea that 

there’s, that there are challenges, or that there is conflict, but rather that the purpose, or at 

least the projects that I’ve been involved in, is not to present the conflict but to present the 

resolution.  And, and to let whatever conflict there is be a trifle, really to, to what the bigger 

message of the Gospel is, uh, the Gospel of Christ.  And so, we’ve often said, there’s - my 

mind’s – let’s see, there’s, there’s this theatrical uh, idea, philosophical idea, uh, of the 

checkerboard, black and white checkerboard.  I don’t remember whose it is.  And so one 

idea is that we’re presenting the full checkerboard on stage.  But our approach has been, 

“What if we, instead, assume that everyone in the audience who was coming, brought 
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enough of the black squares so we don’t have to represent any of them.”  And the balance is 

still there, but let them bring their own conflicts, their own challenges, and we’ll present the 

balance.  So that we assume that the audience and the performers have, have an essential 

partnership in the, in the theatrical experience.   

And so, so what that means, and – is that, is that – so, sometimes I’ve taken the lead 

performers through some, through some experiments in some of these scenes where the 

script itself could suggest, could easily suggest that this is a, this is a scene with significant 

conflict.  But instead say – so say we have a conversation between a father and a son that 

gets, that could get quite heated, frustrated.  One way of, of viewing this is that it, is that 

they’re actually getting angry at each other.  A more compassionate reading might be that the 

father’s really getting frustrated with himself, because he loves his son so much that, that, 

that the – his own incapacity to understand his own life and situation causes him to have an 

emotional response to this conversation that is about, uh, that is primarily driven by his love 

for his son.  And his own inability to work his way through the whole, through the whole 

uhm, challenge.  (25:37)  And when, when the actors start doing that – so this is, this is 

working with experienced actors, right.  And, and so we can start to experiment with what if 

all of these conversations, whatever our- whatever we might interpret as two people going 

against each other, is instead primarily motivated by compassion and love toward each other.  

And any conflict is residing in my own heart, in my own mind.  Uh, what happens then?  

And it’s ver- it becomes very interesting, because – well, and you’ve seen this, especially with 

young actors.  There’s a little conversation that, that is, that can be somewhat of a conflict, 

and it can spiral downward into a place where, as actors, you don’t even know how to pull 

out of it.  We’re just like, “We’re about to kill each other here.” Right? But by, uh, and it’s all 

kind of one-up-manship. “I’m madder! No I’m madder! No I’m madder!”  And, and in this 
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one, it allows what is, I think, more authentic, which is kind of all kinds of emotions and 

motivations and objectives all swirling in every sentence.  And, and then we might go further 

with, with experienced actors and say, and say, “Sometimes as actors we can get into a 

mode.”  And of course statistically speaking a mode is the most frequently occurring event, 

right.  And, and if I get into a mode as an actor – or, or I might also describe it as a state 

that’s stuck – it, it really is, something that, as an audience, I can’t buy, as authentic.  Because 

in conversations, when we’re in conversations with people, we’re almost never in a mode.  

We’re almost always searching and seeking and changing, and even if, no matter what kind 

of conversation it is, it’s always, it’s always exploring, and always changing.  Because 

someone else is always changing.  And so, and so we’re trying to find, uh, trying to find this 

one characteristic that, that I believe is a God-like characteristic, which is that, in my 

understanding of Jesus Christ’s teachings, it’s, it’s that He was willing to do whatever it took 

at the moment of teaching to get the teaching done.  And so in some cases, it was a parable 

taught quietly and simply, in some cases it was vigorous and one might say violent, and in 

some cases it, it was just sitting there, drawing in the sand.  You know, that, that is terribly 

inconsistent!  What’s wrong with Jesus’ methodology!  But the methodology is, is quite, is, is 

always changing based on who’s there, who the audience is, who’s the learner at the time.  

And, and so every, so in my mind all the- everything that we’re trying to do with these actors 

has, has hopefully has this basis.  We treat each other in Christ-like ways; we regard each 

other in Christian ways, and that- and then with that foundation we keep pulling from the 

best, from the best philosophical approaches to acting.  Uh, to, to draw out a performance 

that’s primary function is to, is to help the audience get a true sense of the joy of living the 

Gospel.  And to give the performers a true opportunity of, of the experience of living it 

together.  So that’s, a mouthful.  Sorry. 
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K:  No. (30:31) 

R: I have loved it. I have loved the experience.  Uhm, the struggle and, and it’s- and what’s, 

what’s been interesting to me, personally, is that my own, my own interest is in creating.  Uh, 

and, and not in re-creating, not in re-staging.  And early on in the Nauvoo Pageant process, 

in year two or three, my wife said, “Why are you willing to go back? ‘Cause you don’t like 

doin’ stuff over.”  And, and really even as a teacher, uh, I was always, I always relied on one 

or- the one or two students in any section that, that were really fastidious about keeping 

track of what it was I was teaching.  Uh, because I didn’t, I didn’t really care to keep track of 

it.  I had something in mind that I want to accomplish by the end of the, by the end of the 

class period, and I get a little bit started, and then I start wanting to react to what’s 

happening in the class.  And then I’d have one or two students say, “Remember we did it 

this way yesterday?”  Then I could make – and I am always glad for those people, ‘cause 

maybe something we did yesterday was important.  But the, but I’m really interested in 

creating.  So my wife says, “Why are you willing to do this again? This is gonna kill you.”  

And I realize it’s not, to me – what we’ve been doing Savior of the World for, what seventeen 

years? And, and the, the uh, Nauvoo Pageant now since 2005, twelve, thirteen years or 

something. Wow, this’ll be the thirteenth year next year.  And it’s uh, it’s totally engaging to 

me every time because it’s, because it’s new people, and they come up with new ideas 

themselves, and it’s a new problem to figure out what’s authentic, what’s real here.  What is 

this experience gonna be like? How do we, how do we learn it together? 

K:  So then, along those lines, uhm, because there are new people, and, and so many 

of those people are not actors or have never been, and some have, like you said, and 

some are, a few of those Core Cast members are, have been professional actors, but a 

large majority are not – have you seen some improvement over the years, both with 
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the Savior o f  the World  and the Nauvoo Pageant.  Have you seen it improve in 

performance, or get better, and how has that effected method, or has that changed 

things at all? 

R:  So the short answer is Yes. We’ve, we’ve seen uh, we’ve seen an improvement in, in our 

effectiveness, uh, after – as with any kind of teaching, we get more, more efficient at 

diagnosing what’s happening at, at understanding what’s – “Oh I sort of see what that is!” So 

we can, can sort of see how we can more quickly get to something.  Uh, and so that 

improves, improves performance because then there’s, if you can diagnose some things 

quickly, then you can discover other things you can add to it.  Layers of complexity or, or 

thinking.  And uh, it also som- uh, we find that there are people who return, either in 

consecutive years, or, or after some hiatus.  And, and everybody has these experiences in 

between that, that inform it in one way or the other, and that – or their life experiences 

changes how they think about the things they learned last time, or, or, or they’ve learned 

something about their own family history that changes things.  And they – and so, so just the 

level of com- of complexity that they can intentionally add to it, changes. I think it’s always a 

pretty complex performance, because of, because of the way we try to approach it, uh, 

requires so much of the people that are, that are performing that there, that there’s almost 

always a kind of complexity because, because it’s their own life.  They don’t have any, they 

don’t have enough, uh, set theatrical pieces to rely on to make a flat performance, that we 

can sometimes see with inexperienced actors who, where, where they think they can define 

the whole thing, becomes rather unimaginative because we can’t really conceive of enough 

detail to control the whole thing. (35:47)   

Uh, but as people get more experienced, it takes, their kind of their natural life and, 

add, starts to add intentional pieces of understanding, uh, to a performance and so they can 
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add, they start adding more authentic details.  So, an example might be with the, with the 

Family Cast, uh, they learn something about, uh, uh, something about the construction uh, 

uh, the construction methods in Nauvoo, when they were first building their houses.  And 

so then, they’re coming to do the, the show and they start teaching other people about it, 

and what’s happening on the stage is a, has some additional historic authenticity that may 

not be totally necessary for the production, but is, but adds some layers and some depth for 

the performers, which I think gets reflected for the, for the audience, because the specificity 

becomes more, uh, more historically accurate.  I guess you could say.  Uh, for the, for the 

experienced actors, the- we had one actor come early on for, who was in Nauvoo probably 

for several years, and they had had, se- probably a significant career prior to that, and, and 

then took about, probably about a four year hiatus and came back.  And during that four 

years, he’d done a variety of things, but one was, was go to graduate school in, in theatre.  

And, and the performance, same role, but the performance was dramatically different.  And 

it was wonderful before, uh, but this, this next time with, with a whole bunch – and I, I think 

of it much like the, the tools we have as teachers or directors where we can, the more, the 

more scenarios we encounter, the more readily we have some ways at getting at, uh, getting 

at a performance with some actors, but so do actors gain tools and experience and ways of, 

ways of approaching things. And it was, it was remarkable to hear the same voice, to see the 

same costume, and to experience a dramatically different performance.  That, that had come 

from life, and a few children, a graduate school experience, and, so I think, I think– I 

remember President Hinckley saying, in the, either an interview or a talk, you know, “Bring 

what you have.  Bring all the good you have and let us see if we can add to it.” Right?  And, 

and I like to think and hope that, that our directing approaches invite that kind of, that kind 
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of thinking.  That we assume that what you have is good.  Whatever your experience is, and 

let’s see if we can add to it. 

K:  So, that brings two questions.  And I don’t know if they’re two different 

questions, or wherever they lead, but… One is that I’ve heard, and this could be 

urban legend, or this could be…I’ve heard that in, in various, uh, particularly in 

Savior o f  the World , but in other shows that, uhm, sometimes, uhm, General 

Authorities will come to see the shows and they’ll say, “That’s not how it is.”  And, 

there, there’ll be a, a, a dictation of how something should be performed.  Uhm, and 

then the other thing is, is the type of thing that you’re describing kind of precludes 

that, that, there needs to be almost a training of directors and, and how they need to 

be approaching, uh, the actors.  So how, how do you proceed with those sorts of, 

uhm, ‘cause those, those are different attitudes, I guess, in the theatre world.  Both of 

those things. 

R:  Yeah. 

K:  How do… 

R:  And one is how, how do you approach… 

K:  Yeah, how do you approach that, ‘cause that’s… 

R:  …a creative work when someone’s dictating your creativity?   

K:  Yes.  

R:  Or could be perceived as dictating it. (40:41) And uh, when the Savior of the World was 

created, there was about a six week period, preview period.  Where, uh, senior Church 

Leaders would come each night, and it wasn’t always the same one that was - there was a 

variety.  They would, they would watch, they would give feed back to David, and David 

would come back and give it to us, and then we’d have, overnight, uh, to do some re-writing 
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or re-staging, the actors, uh, would arrive at four o’clock the next afternoon.  We’d give 

them, uh, the revised scripts, give them about a half an hour to memorize the adjusted 

scripts, then come out and stage it, and then do it again that night.  And that went, that went 

for about six weeks, before we had, had a regular audience.  And, and the feedback from the 

leaders was really varied in it’s character.  And, and in some cases it was, it was response to 

overall feelings, of, you know, how they were receiving it as an audience, and in some cases, 

like you say, there were very specific “Joseph can’t be like that.”  And, and I think it’s 

important to recognize that, that as members of the Church we sustain them as prophets, 

seers and revelators.  It doesn’t matter to us – so as we’re putting this production together, it 

is immaterial whether they’re responding as prophets or whether they’re responding as really 

important audience members and giving us focus group feedback.  Uh, to, I think, our 

response was essentially the, the same.  This is, this is a client or this is a focus group. Our 

interest is in making it work for them.  And, uhm, because it’s, it’s for them, in a pretty literal 

way, th-that’s- we’re creating it as an extension of what they’re trying to do. And lead. And 

work – the work they’re trying to do and lead.  So it’s, so uh, it never did feel like censorship, 

or, or over-reaching, uh, in fact, I think David’s example was really spectacular in this to say, 

“Well, here’s what they said, what can we do to accomplish this?”  And a lot of ways, a lot, 

in most cases the feedback didn’t have specific solutions, just raising problems and concerns.  

So we’d have to try to, try to respond to it.  In one case, uh, uhm, we had a production 

number that, that we thought was well placed in the show.  It gave us an energy change that, 

a dynamic change that we really felt like was needed.  Uh, the song lyrics were great.  Uh, I 

can’t speak too much about the choreography, ‘cause I had done it.  But the, but the 

response was that, was that historically these shepherds were the shepherds who raised the 

flocks for the temple.  And that maybe we were treating them too lightly and their historic 
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roles.  And so we cut it.  And, and uh, it, that could be seen as, well, you’re damaging the 

artistic quality.  But the primary goal of the show was not, was not, uhm, Broadway artistry, 

or, or a specific kind of dynamic shape to the show.  And so it, because it wasn’t that, and 

because it was clear that wasn’t our objective in creating it, it was not very painful.  None of 

the changes were really very painful.  The painful part was always trying to explain to our 

colleagues outside of the process, why it was okay with us.  Interestingly, nobody on the 

creative team had their, there were no credits.   

K:  Yes, I have noticed that. 

R:  And, and that was, that was academically and artistically also quite freeing. (45:29) ‘Cause 

no one had to feel like their work was being represented in a way that they didn’t, that they 

wouldn’t have done on their own.  And for me particularly, for example, uh, although I had 

lots of performing experience in musical theatre, at the time particularly my staging and 

choreographing experience and directing experience in musical theatre was very light.  And I 

had extensive experience in choreographing concert dance.  With very high level dancers, 

doing very abstract kind of work.  And, and so it was, and so to do this was not part of my 

aesthetic interests in anyway.  But it was in my philosophical interest and it was in my 

theological interest.  And, and to have, to have the freedom to learn, to learn from the 

Church leaders what it was that they want to accomplish from this production was, was quite 

liberating.  There was a second part to that question. 

K:  Training the directors. 

R:  Training the directors.  So, so to do this kind of work, we’ve learned, mostly by sad 

experience, uh, that, that not everyone who has significant directing experience can 

accomplish this very successfully.  And there’s a variety of reasons.  Uhm, but one of the 

most common reasons is that, is that, uhm, stage managers, directors, uh, producers, come 
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from a, uhm, I don’t want to over-generalize here, because I’ve worked with some, really 

amazing directors and stage managers. 

K:  Sure, sure. 

R:  But the, but if we think of the, kind of stereotypical, we get people who yell at people, 

who, who are, who are demanding in, in usually in verbally kind of violent ways.  Who are, 

who are stringent with rules and demands of all kinds. And, and breaking the conventions of 

the rules comes, comes social and economic penalties.  And that can’t work in this kind of a 

setting.  If all we were working with was professional actors, it would probably work fine, 

actually.  I think it would come at a cost, but I haven’t – that would take some more 

exploration, I think, to really say for sure.  But there’s a lot of amazing acting that comes out 

of really bad experience.  And, and so, so I can’t say too much about that.  But in this 

setting, and in this kind of work we’re doing here, and the purpose for which it’s being 

created, and the, the performers that we’re after, it just can’t work.  And, and what you see, is 

that the more novice the performers are, the more, uhm, shocked and kind of cowed they 

become, by any kind of violence.  Anything that goes against the, the idea that this is good.  

Or that their, that they can do it.  And so for the, for directors what we find is that the most 

successful directors, over this time are people that have had the experience from the inside.  

First.  Once or twice, three times. 

K:  As, as like an actor, or as a… 

R:  Yes.  Yeah.  And it hasn’t always been that way.  I mean, it’s not that way in every 

instance, but it’s, but it’s mostly been that way.  Because there’s a ten- you know, but uh, 

sometimes we’ve seen people come with a lot of outside experience, and they watch for a 

minute.  And they’re, “Oh, I get it. I get what you’re doing here.”  And, and then, they start 

to, to kind of use their own bag of tools, and kind of layer on a vocabulary of- that is 
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borrowed from Christian writing or teaching, and put that on top of their own bag of tricks.  

And it very quickly seems like a very thin layer.  Because it’s, it isn’t really the case that we’re, 

that we’re saying uhm, “If your testimony, if your conviction is clear enough, strong enough 

we’ll get that as an audience.”  That is not true. (50:53) And that, the reason why we know 

it’s not true, is that you can look at the senior leaders in the Church and think to yourself, 

“Alright, would this person survive on stage?”  A few of them would. And many of them 

who are incredible teachers, and incredibly faithful people, would not be caught dead acting.  

And probably couldn’t do it.  And we- you could- I surmise that because their speaking 

techniques are not terribly rangy or passionate or varied in speed, or all of the things that 

make good acting.  And, and it would be inconsistent for them to try to become that.  So, 

but we still accept that they’re faithful people.  So, that makes me come to the conclusion 

that conviction, testimony, faithfulness, does not equal a great performance. 

And so to layer that kind of expectation onto old, onto my tried and true acting 

methodologies, uh, people start to see as, as inauthentic, rather quickly. 

K:  So, so these are the directors – just so that I understand – these are the directors 

who, uhm, that you’re calling inauthentic, right that layer, they’re the ones who, who, 

uh, who don’t experience it for themselves.  And they’re the ones who, uhm, if I can, 

if I can just understand, they perhaps don’t sub- sub- submerge themselves into the 

process enough in order to completely understand what is going on. 

R:  Yes. Yeah. 

K:  Is that fair? 

R:  I think that is a really good description of it. 

K:  ‘Kay. 

R:  And it’s not, uh, and probably to some extent, everybody falls into that trap.   
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K:  Okay. 

R:  And so, so the question is, “Can I get myself out of it, or can I recognize it when it’s 

happening?”  And shift and change.  What we find, and what we have found over time most 

successful, the most successful directors, uh, understand it from the inside, and then they 

start exploring on their own.  And it’s, and it’s often a little awkward in the beginning stages.  

And I start thinking, oh, it’s interesting, because in the awkwardness itself, the desires of the 

performers to get it right, and to work with the directors, really helps bridge that gap.  Uh, it 

was amazing to me when we were creating the Nauvoo Pageant, and we were really 

struggling with them, because we didn’t have – we didn’t really know what was going to be 

successful in that huge venue.  And so we created a workshop version here in Salt Lake. And 

it worked quite well, and then we went out to Nauvoo, and here’s this vast field, and it didn’t 

really work.  The performances, we couldn’t follow them.  Couldn’t, and, and so – and then 

we added, and then we added all these 130 other people, and the staging didn’t really work, 

and we couldn’t – and we didn’t know what was to be done about it.  And so, and so 

everyday I’ve got a stack of 3X5 cards with little schematics on it and notes on what we’re 

gonna try today.  And when you think that you have a week to pull this cast together, and 

then we have to perform for an audience, I- I can’t speak for everyone on the team, but I 

was starting to get panicked.  (55:17)  

And it was really awkward, because I got 130 people here, “Alright here’s what we’re 

gonna try to do.” Tuh-tuh-tuh-tuh tuh-tuh-tuh.  I get- go up on and stand on some 

bleachers and watch, “Okay! Thank you very much! You did just what we asked for. And, 

uh, now we know that that doesn’t work.  It wasn’t that you didn’t do it right, you did just 

what we suggested, it’s just that doesn’t do it.”  And, then, “Okay, what’s our next try.”  And 

the, that’s what I mean by awkward.  And, as that process went on, their own desires to get it 
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right themselves, pulled them together, and together with us as a directing team, so tightly, 

that it was just miraculous. And in some ways you can say that when you were working 

together like that, acting team and actors, or directing team and actors, it can’t fail.  

Something’s gonna work.  Uh, and so it’s, so to watch the- to watch directors get developed 

has been in many ways delightful for me that way. ‘Cause I’ll go, both the Savior of the World 

which has just started rehearsing and Nauvoo each summer, my role at this point, is to give 

the directing teams a little training, a little preview of what things they might think about, 

ways they might approach their work with each other as well as with the actors and then, I, 

I’ll go out and watch them for a few days, and, and they’ll ask questions. I’ll make 

observations.  And, and sometimes they’ll be nervous because their, because they feel 

awkward, because they’re not really skilled enough to do it.  And, and it’s pretty easy enough 

to say, “That very awkwardness is authentic. And everybody can tell. So don’t try to hide it.  

Don’t try to, don’t try to hide your insecurities by pretending you know something you don’t 

know. Work through it. ‘Cause they’ll come with you. Everybody’s gonna come along.  They 

want to do well.”  And in fact what find is that the performers get to the end and the 

directors start saying some things that they see that are quite wonderful, and, and the 

performers will say, “Okay, okay. But we’re not good yet.” And the directing team will say, 

“But you’re good for today. You’re good for this session.  This is quite wonderful. True, 

you’re gonna – some of you felt like you didn’t get the steps quite right. Well, you’re gonna 

practice them on your own. It’s gonna be easy.  You’re gonna come back, it’s gonna be easy 

to learn next time. Some of you didn’t quite get to the space you were supposed to get. Some 

of you forgot that you were coming on the stage during that scene. It’s okay.  You’re gonna 

get it.” Then what, what they find is that there are all these little pockets of people – it’s hard 

to imagine ‘til you see it. That, that these people are acting in the most of professional ways.  
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Working on their stuff, on their own.  And in little groups.  With no prodding, no begging, 

no threatening, no promises of any kind, just the acknowledgement that “We know you want 

to do great, and this is perfect for right now.  We’ll work on it again.”  And they do it.  And 

so the – that’s the way these directors develop, in the same way.  And hopefully in my role, I 

do the same thing with them, as I hope that they’re doing with the actors. 

K:  So do you, do you think that this same kind of, uhm, process could be, uhm, 

applied to, to other shows or to other places… 

R:  …other scenarios… 

K:  …yeah other scenarios, outside of Nauvoo Pageant, the Savior o f  the World .   

R:  Yeah. 

K:  In, you know, in community theatre.  If somebody, you know, were to take it and 

say this is how we’re gonna do it. 

R:  Yeah, I absolutely do.  Uh, I’m totally convinced.  Uh, my own doctoral work is in higher 

education and leadership. (1:00:02) And, and, and in that I was exploring what the rel-, the, 

the relationship of faculty collegial interactions with productivity.  And the same principles, 

the same kinds of behaviors, uh, showed up so regularly, but in unique ways – discipline to 

discipline. I, I – my research was in, I think, eighteen different departments, different kinds 

of departments.  And, and it was very consistent.  These kinds of ideas, I am convinced 

work in every kind of work setting.  And so, so David’s dissertation was focused on 

Grotowski, and with some Sartre, and so, so there’s a, there’s a lot of theatrical philosophy 

kind of built in to it.  Uh, we used C.S. Lewis a lot, uh, in, in the ways of thinking and getting 

at it.   

But, uh, that’s one of the reasons I think you oughta talk to Paul, it’s because he’s 

taught Jr. High for a number of years, and he’s experimenting with it in Jr. High to huge 
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success.  And these are Jr. High populations that, uh, in many cases that, you would expect 

not to succeed.  Uh, just because of where they’re coming from.  But, uh, they’re very 

successful.  And he’s quite charismatic, I think.  But it’s, uh, this goes beyond the charisma 

of, of a director.  And, uh, I think it - when I hear little glimpses of directors – sometimes I’ll 

hear, hear film actors talking about directors and, and I’ll hear just little snippets of, of 

someone describing a director who sounds like, “Oh they’re doing it this, they’re it 

themselves with this same kind of approach.”  And, and uh, I with I could think of an 

example right off the top of my head.  But I can’t, uh, but it makes me think, “These are the 

directors that are, that are, are gonna have actors that are going to want to work with them, 

not just because they’re famous, but because they enjoy the process as much as the product.”  

And uh, and it’s not, and I recognize there are lots, there are also lots of directors who are 

quite famous who are also quite successful, who don’t approach it that way, at all.  And, and 

to whatever extent that brings success, that’s fine.  It, it’s – the answer to the question in my 

mind is “Yes. It can be successful.” And, and I think generally speaking it’s the only 

approach that can be successful in the kind of work that we’re trying to do here, because of 

the – because of the nature of the theatrical projects themselves. Somebody could take these 

same productions and make them good productions out of them and not use these ideas, 

but it would be very difficult to accomplish the work of the Church in any other way.  

Because we’ve got a thousand people a year or so, that are actually in the productions that 

are actually members of the Church.  And so to do it in any other way, than trying 

desperately than to make it a really Christian kind of learning and living experience, would 

totally miss the point of having these thousand people each year be able to have this 

experience and then go and try it themselves in their family dynamic, in their own Chruch 

volunteer service, in their own schools, or whatever.   
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We had a, a woman come uh, about eight years ago to Nauvoo who, who runs a very 

large ballet school in Canada.  And has for years, and she was probably in her mid-fifties that 

first year.  And she, after the first dancing rehearsal, she came up to me very, uh, she didn’t 

want to take over, she didn’t want to appear to take over, I should say.  She said, she told me 

that she had run a, that she ran a very large ballet school and that we could get more done in 

a shorter amount of time if we had a little more control in this rehearsal.  And if I wanted, 

she could help get that control. And, and I thought, I just had her sit down next to me, and I 

said, “Well, why don’t you just sit down next to me, and why don’t you just watch for a 

minute.”  I said, “What’s happening?”   

She said, “This is chaos.  Total, utter chaos.”   

“Well, tell me something more specific.  Describe something specific that’s 

happening out there.”   

“Well, they’re running around and everybody’s talking at once.” 

“No, that’s not specific. That’s general.”    

“Tell me something specific.”  (1:05:33) 

And so she started getting a little specific. “Well, those two people are having a 

conversation.” 

“Alright what are they talking about?”  She watches ‘em for a minute.  “Well they’re 

talking about their, what their assignment is.”   

“Okay.  Some place else.”  She starts describing.  You know, so she gets more 

specific in her description, she starts to come to this realization, “You want this chaos!” I 

say, “Well, it’s not that I want chaos, but it’s only chaos, if I have to be in control of every 

element.  But if I let, if I let all these people do what they’re naturally inclined to do, which is 

to, in their desire to want to do things right, to try to start working things out, they might 
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work things out better than I can if I control every element.  And they’ll be able to replicate 

it.  They’ll be able to do it again, because it won’t be mine, it’ll be theirs.”   

And, “It’s still pretty noisy.”   

“Yes, well give, give us a few days. Let’s, let’s see how this works out.”  And, you 

know, then I kind of lost track of it, ‘cause, you know.  She comes at the end before they left 

and said, “You’ve taught me something this two weeks, is that, I don’t have to be in control 

of everything.”  And it’s an interesting principle of agency.  That, that we get a little 

something to do, and then we can decide how to do it, and what to do with it, what that 

information we have.  And she came back the next year, and she said, “I just want you to 

know, we’ve changed our whole school.  We do it like this.”  And I’m thinking, “Oh you’re 

probably losing all your students!” Because it’s ballet!  You know.  I’ve never, I have never 

ever seen a ballet class that was run in any other way than total and absolute control by the 

teacher.  With implied and real threats of all kinds.  And I said, “What do you mean by 

that?”  She said, “Well, we know what the vocabulary is.  We know what the positions are.  

We know what the, what the rep is that everyone has to learn.  Uhm, but we’ve, we’ve tried 

with our teachers, during this last year to suggest that, that everything in dance is right, and 

that what we’re trying to do has teachers is to add to it.”  I said, “So what’s happening?”  

“It’s wonderful! Everybody’s having the greatest time!”   

“But what’s happening to your dancers?” 

“They’re making every bit as good a progress as they used to.”   

And, and then she said, “But they’re loving it, much, much more.”   

“And, so does that, what effect does that have on your performances?” 

She says, “Well, I think it has everything to do with our performances.”  So, eh, I 

mean that’s just one little anecdote.  But we’ve had other anecdotes of people in consulting 
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fir- you know business consulting firms, like leadership consulting firms, who come and 

participate, and then they go.  I, we get emails fairly regularly, “Okay we stole all your 

leadership ideas.  We’re doing it out here.”  And it’s, and uh, I say that, but then wanna 

repeat, it’s not uh, it’s not my leadership ideas, and it’s not David’s leadership ideas.  It’s, you 

know, I think we’re always still struggling with, what is this and how do we do it.  Uh, and 

what we hope is that what we really, what we’re really striving for is to create, uhm, a 

presentation for audiences that really reflects what it’s like to, to live as a member of the 

Church of Jesus Christ of Latter-day Saints.  And for the people who participate, and 

experience in living and learning about the Gospel of Jesus Christ in a way that makes us 

better as people, makes them better as people. (1:10:11) And, so we fail and we succeed, and 

we, and we work at it.  But that’s the - so there’s no, uhm – every time I’ve seen somebody 

try to kind of codify the, the methodology, it ends up falling a little flat.  And I think the 

reason is that although there are some, kind of, governing principles, and a, and a 

philosophical foundation, the methods only work, if they work for this group of people or 

this individual right now.  And so repeating a methodological approach or a teaching strategy 

of one kind or another, uh, has not, typically, been affective.  In fact in some cases, I’ve gone 

back and I’ve seen the directors do a thing, a performance thing, and, and I watch it, and I’m 

kind of flummoxed.  I was so, “Why did you do that?”   

“Well, you do it.” 

“I do that?” 

“Yeah! Don’t you remember?” 

“When did I do that?” 

“And they start reminding me.”  And I say, “Oh, do you know why I did that? I did 

that because, there were a group of teenagers who were not paying attention, and I was 
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desperate for some way to get them engaged enough so that they would contribute instead 

of drawing away.  So, in a moment of anxiety, and hopefully good luck, I said, ‘Hey, you 

come out here and demonstrate this.’” And, on the spot, in that moment they demonstrated 

it, brilliantly.  And everybody appreciated that.  And then they took it upon themselves to 

make sure they were engaged.  That was it.  That shouldn’t be, that shouldn’t be an activity 

that we do with every cast.  “Oh!”  So that’s what I mean, the, like the teaching strategies 

and methodologies are, are, are so far from consistent in my observation and experience as 

to make it let’s, let’s not put those things in a curriculum as we’re planning.  But let’s be open 

to, to the possibilities of what kinds of things that might happen.  And good directors of any 

kind, working with actors, uh, do the same thing.  They’re not, they’re not saying, “Okay, 

we’re, we’re doing A Midsummer Night’s Dream. So when I’m working, so when I’m working 

on this first scene it always goes like this.”  So, so whether by design or by intuition, I think 

theatrical directors are always changing in some ways in response to what’s there. We’re 

trying, at least while I’m here, we’re trying to do that quite intentionally.  To say, “We want 

the skills, we want the capacity, but we want to be moldable, moment to moment.”   

K:  You said earlier, uhm, that you can see it going farther.  Like the shows or having 

more of an impact. Uhm, Is there, I don’t know what you can say or what you can’t 

say.  Is there a plan for, Savior o f  the World,  I know the script it online, or the PDF.  

Is there a plan for it to be translated into other languages? Or for it to… 

R:  …It’s been translated into Spanish and Portuguese, at least.  Uh, we don’t control it from 

here. 

K:  Oh, I see. 

R:  Uh, we offer support, and some groups and places ask for more or less.  And sometimes 

we find out about a group doing a production because someone sends us note says, “Hey 
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did you see this on YouTube?” It’s not really, uh, it’s not really in the Church’s interests to 

control it.   

K:  Okay. 

R:  But rather just to make it, make it freely accessible.  Uh, we put, uh, we’ve over the years, 

online some production notes and things that we hope to kind of nudge people.  Nudge 

directors who are producing it in their Stakes or their Areas, and, and some of those kinds of 

ways.  But we don’t really have the staff size or the resources to, to do any particular training 

that way.  And so we just try to nudge it a little bit.  And, and we know that in a lot of cases 

it’s people who have participated in Nauvoo or in Savior of the World here, who are then 

directing it other places.  And that has an influence.  And in some cases it’s the ri- it’s 

precisely the right influence, and in some case they, they take artifacts from, from 

productions as they remember it, and kinda blow that up to a place that’s not really terribly 

useful, but it’s – it doesn’t do much more damage than to let- to spread the occasional rumor 

that it’s this way because that’s the way the prophets have said it has to be.  Ah, well, that’s 

not exactly right. 

K:  So, and, and I’m assuming that – well, maybe, maybe assuming is a bad thing, 

but that, that creating new pageants is similar.  Right?  That staff is a, is a 

consideration.  And uhm, time, effort, it’s… 

R:  Yeah.  And that, that’s an area I’m not really totally clear on.  And I think, and I think it 

comes out, as it comes out the, uh – the Nauvoo Pageant was a surprise to everyone 

involved.  There had been a Nauvoo Pageant for 29 years, and it was announced that that 

29th year would be it’s last year.  I have no knowledge of, of what the background of that 

was.  Uh, and then, about six weeks later, David was, was uh, was given an assignment to 

create this new thing.  Uh, and in the case of the British Pageant, one of the early leads, was 
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a graduate student in theatre at BYU, from the UK.  And her experience that summer, she 

just said, “We’ve got to have something like this in the UK.”  And she started thinking about 

it, but at the same time she was starting to think about it, and have conversations with us 

about it, some other leaders in the UK were thinking about some similar things. And a few 

years later they met each other, and started having conversations over there, then asked us 

for help, to develop it, and put it on, and the First Presidency and the Twelve approved it.  

So that’s how that happened.  In Mexico the Area President, the Area Presidency had some, 

had some ambitious goals for, for how to strengthen the members of the Church in the 

Mexico area and the, and the Area President contacted us and said, “We think a pageant that 

tells the story of the Restoration in the lives of the Saints in Mexico would be really helpful 

in strengthening the people here, and helping them understand their story better.”  So can 

you help us put something like that together?  And so that’s how that came about.  And they 

wanted it written and created in such a way that they could do it in a big production or in 

smaller productions, and so, so we worked with writers and composers and with musicians 

there for a very intense eight months or so to create that.  And now they just have the script 

and all the, and a recording of the orchestral tracks that they can use anytime.  There, there’s 

not a - I do know this: there’s not a specific strategy for theatrical events, other than a strong 

encouragement from the First Presidency of the Church that, that cultural events are 

important.  And, uh, so with every temple dedication, I think, for the foreseeable future 

there will be a cultural celebration.  And, and uh, it’s been reaffirmed to me here in the 

Corporation of the Church, that, that uh, the First Presidency and the Quorum of the 

Twelve are committed to the projects, that the theatrical and cultural arts projects that we’re, 

that we’re currently doing, that there’s some opportunity for development of other kinds of 

things, but nothing really specific, other than they’re definitely not going to stop doing them.   
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K:  Okay.  Okay.  I wasn’t looking for anything.  But I just wondered.   

R:  Yeah, well, if I, if I knew more – I feel quite open about it, but haven’t, but you can see, 

each one of these things kind of came a differently.  (1:21:06)  When Savior of the World was 

created the, the Church had built this theatre, with no plans that I’m aware of, to do 

anything with it.  But then, “But, but we ought to have a theatre!”  But closed the Promise 

Valley Playhouse.  And, and at least to those of us who were in the kind of theatre world, 

there was no particular correlation between the two.  And then, the Brethren said, “Well, 

what’s going to be the first thing we put in this theatre that we have now?”  And they looked 

at a lot of plays we have now, and said, “Well we just don’t want to do a play that already 

exists, we need something that’s really ours.  Brother Warner, can you do something?”   

K:  Yeah.   

R:  So. 

K:  Now again, this might be Urban Legend, or rumor, or whatever, but I’ve heard 

that there are some principles or rules that follow along with the, the Conference 

Center Theatre. That, that mirror, uh, Brigham Young’s Salt Lake Theatre.  I don’t 

know if that’s true, I don’t know if that’s – uh, that there are certain guidelines, I 

could be, uh… 

R:  Do you have some specifics? 

K:  Dress code. Or certain ways that you behave, or… 

R:  Well, I, I hope that there’s not a certain set of rules. 

K:  I see. 

R:  I’m responsible for it.  I’m not aware of any.   

K:  Okay.   
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R:  Uh, but we do share, not, and again, not in a codified way, but in a spontaneous way, 

some statements, for example, “there should not be anything produced or presented here,” I 

can’t remember, “which would offend the most chaste and delicate feelings of any man, 

woman, or child.”  Uh, I don’t know how to make a rule out of that.  Uh, the, but – we 

don’t curse.  We don’t - Uh – I’m sure there are a lot of rules that are unspoken, it just, that 

would be nonsensical to do.  Uh, and so, so I guess that way, we wouldn’t do anything on 

stage that would be, that would be inappropriate to do as a member of the Church.  We 

don’t have any productions, the Church doesn’t own any productions, that, any theatrical 

productions that where there’s a romantic story that would require kissing.  So, I wouldn’t 

say that’s a rule, we just haven’t encountered it.  Uh, any scenario where that would seem to 

be required.  We have, uh, we host Stake Productions in the Conference Center Theatre 

periodically, they’re not broadly, uh, promoted, but the Stake gets to promote it how they 

will.  ‘Cause they mostly wants their own Stake members to come, and they might do The 

Music Man, or something over their in the theatre and it gives them a good opportunity to 

have a really nice theatre with some good production values, uh, for a, for a very low cost.  

And those kinds of rules sometimes come up.  Uh, but we don’t own the rules.  Uh, usually 

the Stake President asks me, “Okay, so we have in the Music Man Professor Hill and 

Marianne, they’re married but not to each other, is it alright for them to kiss?”  And I say, 

“President, you hold the keys for directing the work in that Stake.” 

 “I know.  But what are the rules here.” 

 I say, “Well, we don’t really, that’s, that’s not really our function.  As a friend. As a 

brother, and as someone who lives in this stake, I can tell you that if I had to think about the 

next ten years of living with the repercussions of what this production does, I would have a 

very specific way of thinking about this particular problem.”   
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K:  Right. 

R:  He’s like, “Oh, I get it. Thank you.”  So there’s not, there’s not really rules, but I think a 

lot of these things that could be construed as rules, are kind of common sense.  If I’ve got 

two people who are married to other people playing this kind of a role, they’re neighbors! 

And, I mean, for me, it wouldn’t matter to me if I was in the Church or if I was out of the 

Church.  If we were doing a neighborhood production, I’m not letting two people kiss who 

are not married to each other.  ‘Cause I have to live with these people in my neighborhood 

for a long time and that’s gonna cause a lot of conversations, regardless of any improprieties.   

K:  Right, right. (1:26:17) 

R:  But I’m still not willing to tell the Stake President that that’s what he has to do.  I just 

wanna, just give a little, shed a little light on what’s happening.  The, uh, we have safety 

things that we try – that we follow.  Uh, but I don’t think they’re unique to the Church.  You 

know, we don’t want adults with children.  Alone with children.  I mean just things that are 

common sense.  I don’t, I don’t believe there are any particular rules.  But if you find any, 

I’m happy to respond to them.  

K:  Okay. Like I said, I wasn’t looking for anything particular. It’s just urban legends 

flow. 

R:  Yeah, yeah.  And really for this project or for the rest of your life, I’m happy to respond 

to those, those kind of things, because they might be, they might be best practices. 

K:  Yeah.  Yeah. Well, let me look. Because we, we’ve covered a lot of ground.   

R:  Have you been able to get a copy of David’s dissertation through ProQuest or anything?   

K:  Yes.  And I’ve been reading it. 

R:  Okay.   
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K:  I’m about a third, half-way through.  Something like that.  I’m getting through a 

lot of  the Grotowski stuff.  I’m trying to hurry and get towards the end, ‘cause that’s 

where… 

R:  Yeah.  If you just read the last chapter. That might be as useful as anything.  That’s the 

problem with dissertations, is you have three or four chapters that are mostly for your 

committee, and the last chapter or two are interesting.   

K:  Uhm, we talked about that, uhm, so, so, uhm, what are some huge challenges 

you’ve come up against, and how have you overcome some of those challenges, 

we’ve talked a little bit about some of that… 

R:  …and you’re talking about acting specifically? 

K:  …talking about acting specifically, and particularly Nauvoo Pageant and Savior 

o f  the World , some of the performances, and yeah. 

R:  I’d say the most, maybe I can try to answer it for the experienced actors and for the 

inexperienced actors.  For the experienced actors, the most common challenge is a, is a 

perception that, that we think we’re different and better than other kinds of acting 

approaches.  And we usually over- aren’t able to overcome the challenge until we recognize 

that that’s what it is, and say quite explicitly, “Wait a minute. We’re not making any claims 

like that whatsoever. In fact you’re invited to be a part of this cast because of your skills, that 

come from a pretty rich educational and experiential kind of background.”  But it does, it 

has occasionally, for, for one reason or another, we come upon it with the experienced 

actors.  That, that – and we usually see it – by seeing that there’s kind of a resistance of 

something, and, “What’s going on here, what’s going on?” and we’re awkward for a while 

and finally someone says, “Well that’s not the way!”   
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“Well, wait a minute, these, these ideas, these really rich wonderful acting approaches 

are not mutually exclusive.  Our vocabulary is kinda specific because of what we’re trying to 

do. But fundamental acting approaches are totally consistent with, with what we’re trying to 

do.”  So that occasionally becomes a challenge.   

With the inexperienced actors, uh, the, I think the biggest challenges come when, 

when for one reason or another we’ve, have started to approach the production of a play 

first, rather than working with them as who they are first. (1:31:34) A couple of years ago 

the, the director who was out there, uhm, I’d been out there for a few days, and things were 

going very well, and I came back and got a call about a week later. “Okay, we have a little bit 

of a problem. We’re having to teach, we’re having to reteach things that we’ve already done.” 

And there’s just not really time to do a lot of reteaching.  And so they’re getting a little 

nervous that they’re doing a lot of reteaching.  And started talking them through it, and 

started to realize that what they had been doing was feeling pressed for time, and so they had 

started rehearsing from a staging perspective, first.  And, so the challenge in the acting, 

clearly is that these people don’t know what staging is.  And so, to give them the skeleton of 

the blocking or the stage directions without the foundation of what they already are experts 

in, left them having to navigate, the different, the two pieces on two pieces on theiwr own.  

Here’s this play that we don’t know how to do.  And can’t replicate it, in a second pass 

through  Here’s a story we know, and oh they need us to do a few little things to help an 

audience understand it.  And so- really, as, as soon as the directing team shifted, I know it’s 

gonna seem like an investment, to spend five minutes, ten minutes at the beginning talking 

about what it – the story you’re trying to tell, but that’s gonna pay off.  Because if they, if 

they’re telling the story they know, and know how to tell already, then adding a few little 

have to go here, have to go there it’s gonna be something they can hang onto.  And that, I 
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don’t, I also don’t think is a unique, I don’t think any of these things are unique Mormon 

acting things.  I think the vocabulary shifts because of the population, and I think – but I 

really think it’s just fundamentally good teaching.  If people have, if I have a foundation of 

something that I can add hooks into along the way, it becomes easy to learn, if I don’t, if I 

don’t have a context, and if I’m teaching beginning piano students and they’re seven years 

old, they have almost no context to learn notes.  And so, so I’ve got to figure out some way 

to give them some context or I’ve got a long slog.  Adults, when I used to teach adults piano 

lessons, beginning adults, could go through a year’s worth of what children could go through 

in a month.  No problem.  Because we’ve got all kinds of life experience.  Notes go up on 

the page, and I define that as up on the piano, and that’s an easy concept. Up, up.  Down, 

down.  That’s no problem.  For a child.  That makes zero sense.  They can’t get their hooks 

into that for a long time.  And it’s those kind of things, and so, and so, if I can start with a 

foundation of what people know, and just add what it is that people don’t know – then, uh, 

then it’s just fundamental teaching.  I think. 

K:  So then, what is the purpose of, of, of theatre for the Church?  Why does the 

Church do and spend time doing it?  Why not, you know, invest in professional 

actors and professional shows and, and why do it this way? 

R: That’s a question I’m probably not qualified to answer for the Church.  Uh, but I can 

answer for my observation of what it, uh, so, so I can’t answer strategically, but I can answer 

experientially, I suppose.   

K:  Fair enough. 

R:  The, uh, one reason, by observation, is the sociality.  The, opportunity to get together 

and work on something good.  And I th- and I don’t know this for a fact, but it seems to me 

that the temple cultural celebrations, that might be one of the main reasons, because the 
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youth come from all over the place.  And in many places in the world, come from places 

where they don’t really know, in their experience that there are other members, other kids 

who believe like they do.  And so, get them together for a big thing, and that’s something 

neat.  And that’s a big, that a big, uh, that’s a big pay off, I think.  Uh, uh, one, one reason to 

do it, or one result, I could say is really the opportunity to participate in the story-telling 

itself, and what I see is the participating in the story-telling makes the stories more real, uh, 

and makes them more critical in, in, in feeling a need, feeling a need or a desire to share with 

my family and with other people.  And, uh, and there’s of course an opportunity to share 

with other people who are not members of the Church. Uhm, although, based on what I see, 

that’s a secondary reason, ‘cause it’s mostly members of the Church who watch these things.  

Although there, there’s a certain percentage who aren’t.  And for them, they get to, they get 

to see our stories told in a, in a faith-filled way.  And with every one of these stories there are 

lots of layers and lots of aspects that you can’t tell in an hour and fifteen minutes.  Uh, and 

some people would say from a historical perspective that you ought to tell everything, but 

you can’t tell everything.  We tell it from a faith-filled perspective.  And, and so I think that’s 

a, that’s a reason.  All these reasons, I don’t know if there, I wouldn’t necessarily call them 

strategic reasons for the Church, uh, but they are, uh, if I’m deconstructing them, I could 

say, these are reasons for doing it.  Uh, I think the, that this Church, particularly, has from 

it’s inception been committed to the idea that artistic experiences from audience and 

performer perspective are an important part of living as followers of Christ.  And, uh, I can’t 

begin to know, to be able to articulate, why that might be the case.  Overall.  But, but I think 

there are little hints of it hist- throughout history, that the theatre is a way that we both, that 

we teach, learn, and experience really profound things.  Some of which are included in the 

script. But many aren’t.  From the perspective of an artist who’s also a believer.  I, I think 
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that it has not, uh, that it has not, that it is not peculiar to Church theatrical or artistic 

experiences that real, deep philosophical truths are experienced and understood.  I think 

that, at least for me, the unique thing about doing them in the Church, is that they have a 

very specific, uhm, objective in terms of not wanting to violate any Christian principles.  And 

so that creates a certain demand on us as directors, as actors that, that we try to, try to figure 

out and discover along the way. 

K:  Well, I – you answered all of my questions.  Unless, there’s anything else you 

have to say. I – thank you.   

R:  Thank you.  Thanks for the opportunity.  And thanks for considering this kind of thing 

as part of your doctoral work.   

K:  Well, I enjoy it.  I appreciate that you would give me the time.  So. 

R:  Oh, absolutely.  Glad.  To me, in my own doctoral work, I was committed to doing 

something that I felt was connected to, to the teachings of Christ as well.  In fact what I 

wanted to do was study charity.  But it’s a construct that doesn’t work as and academic term 

very well.  So what I studied was collegiality.  And so the charity part was what – I guess 

collegiality is kind of a value neutral term.  Uh, but to see, but to try to, try to see if my, what 

constructions of charity would show up in terms of making things more productive for 

university faculty members.  And, and I think that the work your doing, I would be 

interested to read it, ‘cause it’s certainly going to help me in, in understanding what it is we’re 

trying to do. 

K:  Well I hope it’s going to be good. 

R:  It’s going to be great!  That’s the freedom of doctoral work, I think.  That you have, 

you’re the expert, but these other people who have experience in, in synthesizing this kind of 

thinking are invested enough in you to help get it, help get it clear.  So I help this is helpful.  
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END OF TRANSCRIPT 

 

 

 

 

 

 

 

 

 

 


