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MYLES: On March 19, 2020, eight days after the World Health Organization declared 
COVID-19 a pandemic—as schools, offices, and theaters were shutting down—The 
Show Must Go Online launched its first socially distanced, fully online performance: 
The Two Gentlemen of Verona, featuring a cast assembled across multiple countries. 
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CLIP: TSMGO’S Two Gentlemen of Verona

(“…there it is.”)
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MYLES: Over the next nine months, we performed each of Shakespeare’s 36 First 
Folio plays online, one per week, in the order they are believed to have been written.
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CLIP: TSMGO’S Hamlet

(“…that is the question.”)
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WILSON: Flash forward one year to March 2021, and the first-year college students in 
our Why Shakespeare? class at Harvard University have spent a month watching, 
studying, thinking, talking, and writing about The Show Must Go Online. 
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CARON: “…trying to analyze and have discussions about Shakespeare through Zoom.”
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WILSON: We considered how one grassroots organization scrambled to respond to 
the COVID-19 pandemic, how new technology came into contact with older literature 
and culture, some of their surprisingly low-fi performance solutions, and the role of 
the arts during times of trouble.
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SOPHIA: “…what happened to a lot of people with COVID restrictions.”
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MYLES: TSMGO’s scramble to create a new kind of theatre with only the most 
rudimentary of readily accessible resources was paralleled in the Why Shakespeare?
class’s journey to figure out how to study digital theatre in a fully online class, and 
how the students’ assignments and approaches evolved over time.
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WILSON: Two days before the one-year anniversary of The Show Must Go Online, Rob 
joined us for a marathon three-hour Q&A about how the series came together.
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CLIP: ROB FROM Q&A: "I put out a very casual tweet expecting to get maybe 20 
replies. Went back to check Twitter and there were hundreds…. This idea had to 
transform into a project.” 
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WILSON: Rob described how the actors outmaneuvered Zoom, how their politically 
progressive approach engaged with the bigotry in Shakespeare’s plays, and how they 
created community in an age of isolation. 
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WILSON: We went from A Midsummer Night’s Dream and Bottom’s asshead done 
with an instagram filter of Donkey from Shrek…

14



WILSON:… to an uncanny performance of Cymbeline on November 4, 2020, after the 
US presidential election, but before the results were known.

MYLES: “Win or lose,” actor Kevin V. Smith told a friend the night of the election, "I'll 
be getting into drag tomorrow.”

15



CLIP OF TSMGO’S CYMBELINE

(“Do thou work.”)
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WILSON: Come what may in digital theater, The Show Must Go Online will always be 

a landmark production, the first to take all of Shakespeare’s plays online. What stands 

out even more is that the series transcended the world of Shakespearean theater to 

become a global community for art, conversation, and human connection during a 

time when everyone was isolated, exhausted, and anxious to know how our moment 

fit into the larger course of history. Bridging performance with scholarship, and 

Shakespeare’s time with our own, the series outmaneuvered the polymorphous 

challenges of corona-times to create a space for laughter, reflection, pathos, and 

learning more about ourselves and others. Perhaps most importantly, The Show Must 

Go Online set a standard for future theater that is radically inclusive and committed 

to progress toward more truthful art and a more just society. 
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MYLES: Today we’re going to tell a few stories. We’l tell the story of The Show Must 
Go Online. And we’ll take you behind the screens—to some backstage stories about 
our performances. We’ll explore some of the many ways you can utilize what we set 
out to create: Shakespeare for everyone, for free, forever.

WILSON: We’ll meet some students from the Why Shakespeare? class, and hear their 
stories. And we’ll provide you with some teaching materials gathered from beyond 
our class that can help you and your students create your own stories.

(WILSON: I’ll quickly note that we’re using a lot of video clips. Sometimes the quality 
can get choppy, but be sure to ask Rob how TSMGO created a workaround for this 
during their shows.)
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WILSON: To get ready to study The Show Must Go Online, we went back to our texts, 
photos, & emails from March 2020. We had a great chat on what our “archives” 
recorded vs. what we remember. And returning to our lockdown scrambles made it 
all the more impressive that TSMGO did its first show on March 19, 2020. 
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WILSON: We talked about How to Study a Shakespeare Play in 10 Days—a resource 
we’ll share with you. And our 19 students read 19 different Shakespeare plays. 
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CLIP OF ARBA: “We all got our own space to interact with like our texts and like mean 
we were the only ones who read like that particular text and watch that particular 
play, and so I think that experience is really interesting to us like I was like I was kind 
of like the expert on my topic” (Interview 01:21:20.070)
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WILSON: Students had to create three-minute summaries with two requirements: (1) 
they had to be highly informative and (2) they had to be extremely entertaining. 
Among others, we enjoyed an anime All’s Well that Ends Well, Chris Hemsworth cast 
as Charles the Wrestler in AYLI, flash films of 12th Night (with a dog as Maria) and 
Antony and Cleopatra (with a dog as the snake), and original student poems on King 
Lear and Cymbeline. Students had to get creative to tell these stories—recruiting 
family members, repurposing household objects for props, mixing pre-recorded 
footage with live performance—anticipating some of the moves actors had to make 
for their socially distanced performances in TSMGO. 
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WILSON: Having just studied Hamlet in our course, we considered Kristin Atherton's 
use of makeup to signal madness in light of Hamlet’s line to Ophelia: "God hath given 
you one face, and you make yourselves another.” We considered David Sterling 
Brown’s introduction to Hamlet. 
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CLIP: David Sterling Brown’s intro to Hamlet: “How can we talk about race in Hamlet? 
And how can we use the play's characters to talk about race?”
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WILSON: That opened up questions about race-conscious casting in TSMGO's 
performances. We toured some of the strategies actors in that production used to 
outmaneuvered the limitations of socially distanced performance, like Kristin 
Atherton and Emilio Vieira's handshake. 
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CLIP OF TSMGO’S HAMLET; 

(“…I do forget myself.”)
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WILSON: When a student tried to share his screen, & Zoom made him quit for an 
install, it led to a discussion of how TSMGO handled tech difficulties. Consider the 
choppy signal during Tanvi Virmani’s scene of Ophelia’s madness. Unintended, yet 
powerful.
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CLIP OF TSMGO’S HAMLET; 

(“How now Ophelia?”)
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WILSON: We posed a number of questions as a springboard for studying TSMGO, 
including:

• How did the production navigate the limitations of performing while socially 
distanced? 

• How does the play speak to life today—whether specifically during corona-times, 
or more generally in the twenty-first century? 

• How does the chat room add to the production, and what sorts of conversations 
appear? 

• How does the performance’s casting bring new layers of meaning to the text? 
• And this one especially: Does an audience’s enjoyment come more from seeing 

how the cast and crew tell the story than the actual story that Shakespeare wrote.
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WILSON: It was only after students had written drafts of their essays that Rob joined 
us for a Q&A, so we had very targeted questions for him. 
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CLIP OF LUCAS: “Having Mr. Myles actually come in here and talk to us, one on one” 
(Interview 00:22:16.320)

31



CLIP OF AARYA: “There was a question that I got to ask him. His response, I think, 
really shaped the majority of this paper” (Interview 00:22:31.650).
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CLIP OF LUCAS: “This was really like immersive” (Interview 00:21:53.220)
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CLIP OF ARBA: “It was almost I almost felt like a journalist, because I was like covering 
a topic that no one else that like looked at before.” (Interview 01:23:13.740)
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CLIP OF ALLI: “the tweets we got to ask the.actors, because, like usually … you 
wouldn't be able to ask the ask the actors questions and kind of get feedback like 
that” (Interview 01:50:08.220)
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WILSON: Students started connecting with the cast and crew on Twitter—like Fiona, 
who was writing about The Taming of the Shrew. 
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CLIP OF TSMGO’S TAMING OF THE SHREW

(“She is my goods.”)
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WILSON: Fiona hates that play. 
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CLIP OF FIONA

(“So woopie.”)
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MYLES: Asking if the play has any place in the 21st c, Fiona drew upon the scholarly 
introduction from Debra Ann Byrd, & her understated gloss.
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CLIP OF DEBRA ANN BYRD: “This play provokes much conversation”
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WILSON: At our Q&A, Fiona asked Rob if any in the cast and crew were hesitant to 
participate in The Taming of the Shrew, given its themes of sexism and domestication. 
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CLIP OF ROB FROM Q&A

(“…decided to modulate my approach to the play.”)
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WILSON: On Twitter, Fiona put that question to the cast and crew. 
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MYLES: Sally McLane said she “jumped at the chance to play Kate. She's a complex 
character & the challenge of inhabiting her through performance was fascinating to 
me.” Sally then offered to send Fiona something she’d written about the part—the 
Why Shakespeare students joining the TSMGO community, and vice versa. 
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MYLES: I even heard a story from Emily Ingram, our Master of Props, that I’d never 
heard before. She told Fiona she “was pretty keen to get involved in TSMGO from the 
outset but hesitated partly due to scheduling, partly because I told myself ‘wait & 
check how this group deal with Shrew first’.”
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WILSON: Part of Fiona’s thinking was about how the design for TSMGO–working 
chronologically through Shakespeare’s plays—required Taming of the Shrew very 
early, but that's such a fraught play, and it was really risky to do as the second play in 
the series. She grew more and more interested in the contextualizing apparatus of 
TSMGO—the scholarly introduction, the live chat box, the talkback after the 
performance. 
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CLIP OF FIONA: “Especially after reading some of the comments in live reactions in 
the show must go on line interpretation I didn't feel like it was right to have a strictly 
negative conclusion, where I just completely condemned the play” (Interview 
00:12:36.510).
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WILSON: Ultimately, Fiona wrote an essay about the importance of curating inclusive 
interpretive spaces when dealing with problematic texts. 
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CLIP OF FIONA: “The Show Must Go Online’s format, which promoted both the 
audience’s interpretive freedom and actor and actresses’ performative freedom, 

particularly within the context of The Taming of the Shrew, supports a core 
postulation—interpretive spaces matter. They can contribute to more ethical ways of 

engaging with works centered on difficult themes, in many cases adding more value 
to these works by encouraging novel interpretations.”
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WILSON: Lucas asked about staging Richard III in the year 2020.
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CLIP OF LUCAS: “Well, first of all, the very curious decision of protagonist actor Ashley 

Byam to humanize Richard in the second half, rather than draw the very almost 

obvious and safe analogy, that would have connected Richard the third and Trump.” 

(Interview 00:19:18.510)
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CLIP OF TSMGO’S RICHARD III

(“…There is no creature loves me.”)
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CLIP OF LUCAS: “To make that sort of almost obvious trump analogy would be not at 

all really fun for any of the audience members considering how recent phenomenon 

trump trump ISM is and also it's it's like it's it's like making a making a joke about a 

certain event that might have just a real dangerous connotations for us when it's it's 

too soon after it's happened so. Instead of doing that they chose the opposite route, 

which is to humanize Richard, and I think that it's important because it keeps us on 

the edge of our seats, it keeps us wondering whether to want to punish Richard for 

our sins, or whether to keep on sympathizing with his plate, as he realized the guilt of 

what he's done.” (Interview 00:25:37.440)
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MYLES: Sam took on Love’s Labour’s Lost.

55



CLIP OF SAM: “I compared sort of the teaching styles in the play, and sort of talked 
about how those teaching styles would translate to online learning” (Interview 
00:02:15.420)
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CLIP OF TSMGO’S LOVE’S LABOUR’S LOST: 

(“How deformed dost thou look.”)
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CLIP OF SAM: “I saw that the more likable characters are the ones who are using the 
more helpful tactics for online learning” (Interview 00:04:23.910)
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CLIP OF TSMGO’S LOVE’S LABOUR’S LOST:

(“Sea-water green.” “Green!”)
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WILSON: Patrick became slightly obsessed with Rob’s role as Bottom. It was 
fascinating to see the dapper host of TSMGO transform into an absolutely bonkers 
comedic performance.
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CLIP OF TSMGO’S A MIDSUMMER NIGHT’S DREAM 

(“What is Pyramus?”)
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CLIP OF PATRICK: “I remember he told me about this this email that he received” 
(Interview 00:07:45.630).
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CLIP OF ROB FROM Q&A

(“Whether you decide to, like, send a whole big email about it is a different 
question.”)
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WILSON: Patrick ended up arguing that "Rob Myles's wildly inspired performance 

invites us to make a novel statement of A Midsummer Night's Dream: if the play has a 

protagonist, it must be Bottom." Patrick then used that reading to theorize what a 

protagonist actually is—not necessarily the lead character or the hero.
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CLIP OF PATRICK: “It's a lot about like audience participation, you know, like who's the 
one to remember” (Interview 00:09:21.210) 
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MYLES: Jonathan looked at Romeo and Juliet. 
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CLIP OF JONATHAN: “When I read the text of the play I didn't really feel sympathy 
towards any of the characters I thought they were all kind of bad people, and I was 
just observing instead of rooting for any of the characters But then when you look at, 
when you watch like your performance of it, there are things that they do in order to 
make you feel sympathetic towards some characters. So that I wrote about, 
specifically, how camera work in the context of the show must go online.
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CLIP OF TSMGO’S ROMEO AND JULIET

(“…Juliet wills it so.”)
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WILSON: Bente looked the camerawork for the fight scenes in 1 Henry IV. Some of 
them were pre-recorded with two people on screen.
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CLIP OF TSMGO’S 1 HENRY IV

(Clip ends after kick to face.)
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WILSON: Some of them felt like the actors were coming at us in the audience.
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CLIP OF TSMGO’S 1 HENRY IV
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WILSON: Bente argued that “the camerawork in The Show Must Go Online’s
production of Shakespeare’s Henry IV pt.1 (1H4) resembles television news strategies, 
creating a uniquely 21st century version of this 15th century history.”
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WILSON: Caron argued that in As You Like It, Shakespeare challenged gender norms 
as much as he acceptably could *within the story*, but TSMGO's production reflects 
new understandings of gender and sexuality that emerge *through the 
performance*.
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CLIP OF CARON: “The way that each production dealt with the question of gender 
and gender norms and society was that they each talked about them, but they talked 
about them in different ways, so Shakespeare he kind of had who was going to be 
performing his works already set in stone, I think what really sold it to me was a 
quote that rob miles gave” (Interview 00:48:51.210)
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MYLES: [Adlib quote to Caron. “In Shakespeare’s time, men were actors, and actors 
played all the parts…”]
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CLIP OF CARON: “It was already decided that men were going to be acting so he kind 
of had the plot and his storylines and character developments. To say what he 
wanted to say about gender in his society and for to do they kind of have the 
opposite, where they had all the creative liberty with production and with cast they 
already had their plot and their storyline set in stone, so they had another kind of 
playground to talk about these things.” (Interview 00:49:27.300)
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CLIP OF TSMGO’S AS YOU LIKE IT

(“Wilt thou lay hands on me, villain?”
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MYLES: Sophia looked at gender in Twelfth Night. 
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WILSON: She argued that "In Shakespeare’s Twelfth Night, gender-reversals are used 
to create a plot in which the female characters are unable to maintain their authority. 
By applying 21st century casting practices, TSMGO casts more women and re-genders 
Feste as a woman, providing more authority to the female characters. However, this 
only emphasizes the innate gender norms of the play and accentuates how the 
majority of the female characters are unable to obtain the new ideal that Feste in The 
Show Must Go Online creates."
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CLIP OF TSMGO’S TWELFTH NIGHT

(“…The rain it raineth every day.”)
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MYLES: On Twitter, Sophia connected with our Feste, Carys McQueen, who wrote an 
extensive note about how she “felt Feste was one of the most intelligent characters in 
the play, [so] she could run circles around anyone in a battle of wits and laugh while 
doing so.’
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WILSON:  Joe argued that “The Show Must Go Online has a philosophy of inclusive 
casting that is challenged by Othello, a play about racism and sexism."
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CLIP OF TSMGO’S OTHELLO

(…tyranny to hang clogs on.”)
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CLIP OF JOE: “There were all these layers…. Theatre: historically not very inclusive…. 
Shakespeare how he wrote the play and what he envisioned in terms of race, as a 
theme and within the play…. Racial reckoning in 2020 that we saw sort of on a 
societal level.” (Interview 00:03:44.610)
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MYLES: Joe was able to connect with Alex Andlau, who played Desdemona, on 
Twitter. In a powerful essay, she wrote: “In light of the continued misogyny 
experienced by women throughout the world, I feel it is important to maintain the 
need for gender-specific casting in the instance of Othello and Desdemona.”
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CLIP OF JOE: “The casting in a play like Macbeth or a play like Hamlet where I 
remember, specifically that there was gender blind race blind casting. And then in 
Othello that freedom to do that was sort of taken away by the fact that race is a 
driving force in that play” (Interview 00:06:36.480)
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MYLES: Credit here goes especially to David Sterling Brown for his help as a 
consultant on Race Conscious casting for this play, where we wanted to balance 
Othello's apparent singularity with our aspirations for inclusive casting in a creative 
way that served the text.
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WILSON: Sophia turned to King Lear. 
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CLIP OF TSMGO’S KING LEAR: 

(“…drowned the cot.”)
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CLIP OF SOPHIA: “I wrote an essay that kind of looked at the way that the show must 
online use their sort of unique visual opportunities on zoom to highlight the process 
through which King Lear kind of comes to see himself more clearly and to recognize 
his limitations” (Interview 01:02:47.550)
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CLIP OF TSMGO’S KING LEAR: Cordelia’s death
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CLIP OF SOPHIA: “they had sort of been very minimalistic about trying to portray 
human interaction up to that point, given that it was over zoom and in that scene, 
they kind of went all for it and it full force and had King Lear kind of holding a object, 
with a cloak over it, that looked like Cornelia from the back” (Interview 01:04:54.420)
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WILSON: Arba looked at Macbeth. 

94



CLIP OF ARBA: I argued that both Macbeth in Shakespeare's Macbeth and the show 
must phone lines Macbeth actually tell us that gender does not determine 
personality. (Interview)
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CLIP OF TSMGO’S MACBETH: “Unsex me here”

96



CLIP OF ARBA: "On one hand, Shakespeare suggests to a society that believes that 

gender and personality are intrinsically linked that this is not the case by portraying 

characters such as Macbeth, Lady Macbeth, and the Weïrd Sisters who do not 

conform to gender norms. On the other hand, TSMGO asserts this notion through its 

cast of all women and non-binary people depicting a reality not shaped by the gender 

of the characters."
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CLIP OF TSMGO’S MACBETH

(“…Or else o/er leap.”)
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MYLES: Albert argued that, whereas many of Shakespeare’s more popular plays are 
highly visual, All’s Well that Ends Well is a linguistic text that relies on character 
dialogue and word play more than visuals and actions, and that quality leads itself 
well to the parameters of Zoom performance.
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CLIP OF TSMGO’S ALL’s WELL THAT ENDS WELL

(“How may we baracade it against him?”)
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MYLES: Aarya looked at Antony and Cleopatra.
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CLIP OF AARYA “It's one of the very few Shakespearean plays that centers a non 
European woman” (Interview 00:18:19.500)
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WILSON: What first caught her attention was the timelapse establishing shots and 
snappy editing between scenes. 
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CLIP OF AARYA FROM Q&A: 

(“…than a traditional theatrical style.”)
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CLIP OF TSMGO’S ANTONY AND CLEOPATRA

(“…Gove me some music.”)
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CLIP OF ROB FROM Q&A

(“…and the show was an all global majority cast.”)
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CLIP OF AARYA: “It really surprised me surprised me when he said that as like a white 
Englishman, I knew that I needed to sort of minimize my voice, or like decentralize my 
voice in the storytelling” (Interview 00:23:19.350)
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CLIP OF AARYA: “And I was like wow okay that's that itself is just something I don't 
think William Shakespeare would have said” (Interview 00:23:38.400)
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CLIP OF AARYA: “I'm comparing the show must go on lines rendition of the story with 
so Shakespearean text on by looking at rob miles, as the director versus Shakespeare 
as that means storyteller so it kind of became a comparison through the storyteller” 
(00:18:45.600)
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CLIP OF TSMGO’S ANTONY AND CLEOPATRA

(“…These words have a space to belong to you.”)
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WILSON: With Cymbeline, Sarah thought about the date of the performance, Nov. 4, 
2020—after a historic election in the US, but before the results were known—and 
how the chat feature provided community even as the show brought escapism.
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CLIP FROM TSMGO’S CYMBELINE: 

(“…Much of it fraught and difficult.”)
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WILSON: Sarah argued that "TSMGO’s Nov. 4 staging of Cymbeline contains three 
generations of empires: the Roman Empire, which once contained Britain; the British 
Empire, which once contained America; and the American Empire, at a crucial point 
in its relationship with nationalism.”
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MYLES: Her essay sparked a conversation amongst the cast and crew about our 
performance that night. David Martinez, who played Guiderius, said: “The tension 
and anxiety definitely made for a heightened sensation for me…. It allowed for me to 
feel that moment for Guiderius as a revolution even more. It felt like we were finally 
shouting for change, in warlike fashion.”

114



MYLES: Kevin V. Smith, who played the Queen, said the election and the performance 
were “completely intertwined. There was so much anxiety and fear for me in playing 
this role. I described it as climbing my personal Mt. Everest. The night before I told my 
friend: "Win or lose, I'll be getting into drag tomorrow."”
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MYLES: Smith “wrote the company before we began, expressing anxieties… what 
would happen if Trmup won + then I had to perform on Nov 4.”
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MYLES: Our Pisanio, Misha McCullagh, said “it really was about being sensitive & 
responsive to cast mates in rehearsal through such a stressful time.”
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MYLES: Steph Crugnola, our Arviragus, “had been online checking every outlet 
possible for every minute leading up to and after the show - but all tabs and devices 
besides zoom and word were off and muted and that 'silence' was so powerful.” 

118



MYLES: Our scholar for that show, Sawyer Kemp, said the election “was definitely on 
my mind writing the intro, but votes were still being counted as the production was 
live! When I saw Biden pull ahead, I wrote down Pisanio's line: ‘Fortune brings in 
some boats that are not steered’.”
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WILSON: Alli wrote on The Winter’s Tale.
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CLIP OF ALLI: “kind of important to say was that is reading the first half is a tragedy in 
the second half. And in that pastor on the moto it's more of a comedy to my or 
human ends up being that, in the show must go on production of it. They use like 
different setups of zoom screens in different lighting to portray these two different 
worlds, so the first half they use kind of darker lighting and darker like tragic zoom 
screens temperature that tragic. (Interview 01:48:05.190)
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MYLES: Honey Gabriel, our Paulina, told Alli: “This felt like two plays in one and that 
Sicilia and Bohemia should feel like really different places…. I created the dark Sicilian 
atmosphere in my bedroom so I turned off the lights, pulled the curtains & used the 
brightness of my laptop screen to illuminate my face!.”
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CLIP OF TSMGO’S WINTER’S TALE: Sicilia 

(“…vengeance were not dropped down yet.”)
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MYLES: Elizabeth Dennehy, who played Camillo, said: “Sicilia was intensely close-up, 
cold, only lit from the computer, Bohemia has a vastness, sunlit, clean. I was in the 
same room and felt  2 totally different worlds.” 
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CLIP OF TSMGO’S WINTER’s TALE: Bohemia

(…As you good flock shall prosper.”)
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WILSON: Alli argued that the different genres and lighting practices “allow us to 
theorize different genres of the Zoom setups we use in our daily lives."
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CLIP OF ALLI: “At the end, I was giving I kind of gave examples of different zoom john 

john was talking about how Like a bar tragic wouldn't be like in a dark room at 9am 

for, I suppose, maybe with like just your laptop letting your face, whereas You kind of 

give a very different vibe if you're outside with like all that stuff, so I think it's changed 

me know how I did it President, but how I saw like other students. I think I pay more 

attention to how other students set up their zoom screens and like teachers, for 

example, just how they portray themselves.” (Interview 01:51:39.600)

127



WILSON: Josh argued that, whereas Shakespeare and Fletcher’s Henry VIII: Or All is 
True was about constructing the mythology of this Tudor king, TSMGO's performance 
of that play was about deconstructing that mythology.
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CLIP OF JOSH: “Probably an hour in total of that production was dedicated to that 
historical analysis of how this was treated that time and how we did it differently 
now.”  (02:14:06.090)
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CLIP OF TSMGO’S HENRY VIII: Q&A

(“…so maybe not all is true.”)
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CLIP OF JOSH: “Shakespeare included lab with displays wealth now also carefully 
crafted character dynamics and Henry the eighth. In order to preserve the most 
beaming and sympathetic qualities of Henry sweet the nearly half a millennium later 
in the show must go on line believe we're able to reimagine shakespeare's generally 
favorable portrayal of Henry. And also, they effectively deconstructed it into a more 
informed and objective narrative around the whole to to dynasty and they actually 
expanded upon the stories pointed lessons on greed and legacy through this new, 
modern progressive lens.” (Interview 02:16:08.040)
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WILSON: Justin’s essay about Janet Guest’s BSL performance in Maryams Grace’s 
Pericles launched a conversation about how theater-makers are never done working 
to make art, thought, and conversation more accessible for more people.
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CLIP FROM TSMGO’S PERICLES
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MYLES: Maryam Grace told Justin she “always knew I wanted to have the production 
signed... I think it's a lovely addition to any show and a way that those fluent and non-
fluent in sign language can have a shared experience whilst watching a show.”
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MYLES: I think this last one in particular speaks to the fact that inclusion is a journey 
that is never finished, and that innovation itself is a process without an end. 

WILSON: And yet we saw in a recent announcement that The Show Must Go Online, 
despite being in the nascent stages of exploring all that digital theatre can offer, is to 
go on hiatus after 18 months of constant creativity.

MYLES: That’s right. We did all we could within the constraints we had, for as long as 
we could, with the energy we could give, which has now sadly caught up to us. This is 
not the end – rather, we are going to enter a Chrysalis to consider how TSMGO, 
digital theatre, and inclusive, global Shakespeare might evolve, opening new horizons 
and approaches, while ensuring the work is appropriately resourced and sustainable 
if it is to continue. This is a daunting challenge, and we may not succeed, but TSMGO 
was founded on optimism in the face of adversity, and that will never change.

WILSON: This reminds me that the day of our Q+A was actually the due date for the 
first child of Rob and Sarah, who is TSMGO’s producer. I half-expected Rob to turn 
around and bolt out the door in the middle of a brilliant story about Love’s Labour’s
Lost. Amazingly, TSMGO was the second best thing they created in Lockdown. 
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MYLES: And look at what these students created from it! I’m awe-struck by their 
insights, and it’s even wilder to think these incredible explorations of the material 
come from just one instance of teaching TSMGO, and we are humbled to be in 
receipt of several others. 
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MYLES: Gemma Allred puts TSMGO into the context of other lockdown and digital 
theatre productions.
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MYLES: Stephanie Shirilan has designed an entire course about digital theatre during 
lockdown and has shared three different assignment.
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MYLES: Erin Sullivan has focused Shakespeare in Society, and multimedial adapations
of Romeo & Juliet. 
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MYLES: These demonstrate just some of the many ways in which you can make use of 
this body of material, now available to be explored whenever you and your students 
are ready, courtesy of the brand new Education page on The Show Must Go Online’s
website. It’s available at https://robmyles.co.uk/tsmgoedu/. 
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WILSON: In addition to our talk today and our Q&A with the Why Shakespeare? class, 
you'll find sample syllabi for structuring classes and units on digital theater, sample 
assignments for teachers, sample essays from students, and handouts to help study 
digital theater. We are grateful and honoured to be featuring materials from some of 
the leading scholars who have been studying digital Shakespeare during the 
pandemic. 

MYLES: We are eager to continue building our offerings on this site, and invite you to 
send along any materials you may have developed. 
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WILSON: Our hope is that these resources can help teachers and students join the 
TSMGO community, create their own stories, and continue cultivating interpretive 
spaces.
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