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This production of Haunted is produced with support from the  
National New Play Network and the Rolling World Premiere Program.
About NNPN
Company One Theatre is a proud Core Member Theater of the National New Play Network (NNPN), 
an alliance of professional theaters that collaborate in innovative ways to develop, produce, and extend 
the life of new plays. Since its inception in 1998, the National New Play Network has been driven by 
the belief “...that the next generation of new play development should be decentralized, dynamic, and 
collaborative in scope and practice, and that there should be a pipeline for sharing new work between 
regional theaters.”

With growing initiatives such as the New Play Exchange (NPX) and the Rolling World Premiere 
Program, NNPN is committed to diverse stories, artists, audiences, institutions, and leadership. Viewing 
new plays to be vital to our communities because they reflect, chronicle, and question the ideas, issues, 
and stories of our time.

About the Rolling World Premiere Program
A Rolling World Premiere (RWP) is when three or more theaters partner to mount the same new play 
within a 12-month period, allowing the playwright to develop a new work with multiple creative teams 
in multiple communities. Where the playwright is part of the process, working on the script and making 
adjustments based on what is learned from each production.

Company One is proud to partner with mission-aligned theaters Native Voices at the Autry (Los 
Angeles, LA) and Cleveland Public Theatre (Cleveland, OH) as RWP partners for Haunted.

About Native Voices at the Autry
For the past 30 years, Native Voices has remained the sole 
Actors’ Equity theatre in the country committed to developing 
and producing new works for the stage by Native American, 
First Nations, Alaska Native, and Native Hawaiian playwrights.  
Devoted to training Indigenous artists and championing their 
work nationally through production and professional development 
opportunities, Native Voices provides a supportive setting for new 
play development.

About Cleveland Public Theatre
Cleveland Public Theatre (CPT) was founded in 1981 by James 
Levin, with the mission to raise consciousness and nurture 
compassion through groundbreaking performances and life-
changing education programs. CPT develops new, adventurous 
work; and nurtures Northeastern Ohio artists whose work is 
inventive, intelligent, and socially conscious.CPT’s acclaimed 
education programs engage communities in devising new works 
that speak to contemporary issues, and empowers participants to 
work for positive change in our community.

To learn more about NNPN and the Rolling World Premiere program, visit nnpn.org.

Learn more: cptonline.org

Learn more: 
bit.ly/nativevoiceshome



SMALL TO ALL
AN INTERVIEW WITH TARA MOSES

Over the holidays, production dramaturg Quita Sullivan and playwright/
director Tara Moses met to discuss the process of creating Haunted, 
the importance of decolonizing narratives, and bringing a national 

conversation and movement to a local level.

Quita Sullivan: So it seems like I’ve known 
you forever, but now I’m getting to know you 
differently, as a playwright.

Tara Moses: 10 years.

QS: And this is actually the first theater piece 
that we worked on together.

TM: Yes. Now we’re working on Sugar as well.

QS: It feels like this play has two extra 
[nonhuman] characters. First, music has a large 
role in the play in the show, to the point of being 
almost another character. Do you see it that way, 
and why this particular period of music?

TM: Yeah, I don’t think I’ve thought about the 
music sort of being its own character until the very 
end. No spoilers! I think for me as an artist, I’m 
very design forward. I’m really interested in how 
design can be used to continue the storytelling. 
Because they died 20 years ago and the music 
of that time is so specific and so recognizable, it 
felt really important to include that, especially 
as we move through time. Because we move 
through time in very nebulous kinds of ways, 
having a grounding force to help the audience 
understand when these two Native folks passed 
was important.

QS: The land light is another nonhuman 
character in this play. It’s a spirit light. Much as 
Aaron and Ash are spirits. How much of your 
thoughts around the land light as a character are 
influenced by your work with Groundwater Arts?

TM: Look at you connecting the dots. All of my 
work is connected to Spirit and Creator, and 
doing what I’m supposed to be doing in general. 

For Groundwater, one of our big issues is getting 
folks to have a relationship with the physical land, 
water, and air itself. That it’s not a resource, but a 
source. And the same thing then, when it comes 
to Haunted with the land light, it’s like using light 
as a way to have the land’s voice be present and to 
help further that we have a living connection with 
this physical earth. The physical earth is living and 
breathing; it has opinions — and oh do the land 
light gots opinions! But yeah, it’s all tied down to 
my own pre-colonial, decolonial ways of existing 
as a Native.

QS: The ‘decolonial’ word is getting a lot of 
pushback. And I see this play, in part, as pushback 
against the pushback.

TM: Oh yeah. We love a meta pushback.

QS:  Watching this play develop from your initial 
seed of the play–Actually, would you want to say 
what that was?

TM: My initial seed of the play was very silly. It 
was a 90-minute soaking wet, in and out, just a 
silly little satire horror, haunted house play but 
with some Native spirits. And I knew I wanted to 
have a Quaker that got bullied. That’s all I knew. 

Behind the scenes at the 2024 March workshop 
rehearsal at Tufts. L to R: Adeline Grimmett, Mark 
Soucy, Trevor McChristian, Chingwe Padraig 
Sullivan, JāQuan Malik Jones, and Kimstelle 
Merisma]



QS: So, watching this play, let’s put the decolonial 
and the Quaker together. In my head, after 
seeing this, there are two clashing images, this 
benevolent Quaker and colonialism. People have 
taken that benevolent Quaker image and added it 
to colonialism, without acknowledging that they 
are flip sides of the same coin. I’m wondering 
when you’re thinking about this work and that 
starting nugget, where does it fall within the Tara 
lexicon of fighting colonialism?

TM:  I think it’s pretty up there. I know there is 
a lot of pushback around the word decolonial, 
decolonial work. And that’s because people 
don’t know what decolonial actually means. It is 
a resistance of colonialism and a returning back 
to lifeways that existed before. That is what the 
prefix “de” responds to. I think a lot of people 
have some pushback because not everybody 
can do that. Folks from Settler Legacies can’t 
decolonize anything. They can only “uncolonize” 
by undoing actions that were done. And for those 
of us who predate colonialism here on these lands, 
we also have pre-colonial: a “getting back to” 
these pre-colonial lifeways, some of which were 
lost by no fault of our own. Thinking very literally 
about the English language and what these 
prefixes mean, this play is at the forefront of a 
decolonial work because it examines a strongly 
held colonial notion of what is land. What does 
that entail? Who is it for? What is the legacy of 
people like Quakers, who we think of as pacifists? 
If we’re thinking about hundreds of years within 
US history, the perception is that they’re not the 
bad guys. Instead, let’s see very clearly how this 
is firmly rooted in the settler colonialism of it all. 
What do we do to get out of that; to undo that? 
It’s through Land Back. That happens through a 
very clear discovery about how the Quakers were 
involved in the genocide of Native people, quite 
actively. It’s also seen through the land light being 
present in the way that it is. That light is not just 
a theatrical design, but a fully-fledged character 
that’s firmly rooted in the literal soil of the play, 
which audiences will also see. The literal soil of the 
earth, because that’s also important to have.

And then finally seeing these siblings, Aaron 
and Ash, interact the way that they do as 
contemporary people who love things like Britney 
Spears and the Beastie Boys, it’s also pushing 
back against these strongly held colonized views 
of Native people: that we exist in the past, that 

we are these stoic identities. There isn’t enough 
media in the theater that showcases us in this 
very contemporary kind of light. Even the actions 
of the siblings, singing and dancing and existing, 
being emos, wearing their cargo pants, all the 
things, is an act of decolonization.

QS: Ash and Aaron are stuck at their physical 
ages. What was Tara like at that age?

TM: Oh, no. Being exposed. Unfortunately, I 
am both Aaron and Ash at my core. I was what I 
call emo lite. Wore a lot of black, but I also wore 
regular jeans. I wasn’t like a full-blown scene girl, 
mainly because, you know, my people don’t dye 
our hair, so I couldn’t be doing that. Heavy on 
the black eyeliner for sure. Very much listened 
to Three Days Grace, and Beastie Boys, and you 
know, Radiohead and Alanis Morissette, and I still 
listen to those. All the time.

QS: I know. I know.

TM: But also, furthermore, I will say too, 
especially being socialized as a girl in that time 
period, I listened to Britney and Christina and 
*NSYNC and Backstreet Boys. I was very up 
on pop culture, of all things. Because being a 
teenage girl in the early 2000s, that’s how you 
bonded with other teenage girls. It was, “oh my 
God, what’s going on with Britney and Justin?” 
You know, “oh my gosh, did you see all this drama 
with Mariah Carey and Eminem?” You had to be 
part of it. I think my spirit is more Ash and my 
outside self is more Aaron. I’m both jaded and 
very preppy at the same time. So they’re just me. 
I just put myself into those two characters and 
called it a day.

QS: One of the things I really enjoy about 
the script is the hyperspecificity of place. 

Tribal territories of southern New England, ca. 
1600.  SOURCE/CREDIT: [Wikimedia under 
license CC BY-SA 3.0]]



This production is set here, in Wampanoag, 
Massachusetts, Nipmuc land. Your choice as a 
playwright is to mandate that hyper-specific 
requirement. I appreciate it, of course, being kin 
to this land but, one of the things that we know is 
that once it’s out there in the public. This is one 
of those things that people either will be too lazy 
or say, “but that’s not what the playwright wrote” 
because it’s in this iteration of the script. How 
much do you expect directors to actually follow 
through? 

TM: It’s a part of that inclusion rider. So they 
better do it, or I’ll sue. This is one of the things 
that I am the most vocal about is inclusion riders 
and what that means–this play must be directed 
by a Native director. That’s for many reasons. 
First and foremost, the “equity in the theater” 
means a lot of these theaters are programming 
their first time work of a Native playwright, but 
they do not have a Native director for any of 
those productions. So much like August Wilson 
stipulated with his work, I do with mine. And 
until Native directors are directing everything 
and everything, that inclusion writer is going 
to be there. And so the same thing with the 
hyperspecificity of the land. I wrote this play with 
the intention of hyperspecificity. Any reading, 
any production, it must be done. It is clearly 
written. So ain’t nobody going to question what 
the playwright may or may not want it because 
it’s really clear in writing. And also, furthermore, 
I got Google alerts on my name in this play. So 
good luck. Try to get around that. I’ll find out.

QS: So let’s take off the playwright hat and put 
on the director hat. You know how much I love 
hats. 

TM: Yeah, you do love a hat.

QS: How hard is it for you to turn off the 
playwright hat?

TM: Not at all. It is not hard at all.

QS: Do you have a process for that?

TM: Yeah, this is so silly: Autism. That’s 
the process. But really, I’m very good at 
compartmentalizing, being both director and 
playwright. And fortunately, I am very good at 
adhering to a deadline and adhering to a specific 

thing I said. Whenever I am directing my own 
work, I set a date which is the script locked date. 
After that, we pretend the playwright is dead, and 
it is the Eugene O’Neill estate, and you cannot 
change a single word. Otherwise, you’re in a world 
of trouble. I direct the play and approach it like 
somebody else wrote it. I forget often, and then 
I’m like, “oh yeah, I did write this.” 

There have been many times in rehearsal where I 
ask,” what are we supposed to be doing here?” And 
then I think, “oh, let’s go to what the playwright 
wrote for the stage directions. Oh, that’s helpful. 
Let’s do that.” Whoops, I’m both! So for me, it’s 
really easy to just flip and switch. Again, I think 
some of that comes from the beauty of autism, 
but also with the very clear deadlines that I stick 
to. That’s also what I recommend to people who 
may not have the beauty of autism. If they want 
to do these things - set a deadline, and stick to 
it, and be done. You gotta kill the playwright 
because you need to direct the play. Actors need 
to learn the lines. You can always edit the play 
after it’s open.

QS: Thank you for that. I’ve worked with some 
playwrights who changed the script up until the 
day of performance. And I appreciate that. I know 
we’ve had conversations about this as dramaturg 
to playwright, but as director, how do you feel 
about the explanation of Land Back?

TM: I think how it’s currently written, it is 
toeing a very delicate line, which is where we 
want the play to be. That place is in between 
folks understanding what Land Back is, folks 
understanding how they can be involved in Land 
Back, whether they own a home or they rent, and 
folks still being bought into this relationship and 
story but not checking out because they think 
this is a piece of educational theater.

I think the best way to reach people to galvanize 
action is not solely through education, but 
through connecting on a personal or emotional 
level. How this production is currently staged, is 
that these siblings are still existing as themselves. 
How would a silly little drama queen explain land 
back? Find out in Act Two. Ash will show you. 
How does someone with a few years of college 
under his belt explain Land Back? He’ll tell you. 
Stay tuned in Act Two. 



So I think the play is right at that balance of 
doing what it needs to do from an educational 
perspective, from a galvanizing action perspective, 
while still being fully centered on the characters 
in the story.

QS: So white man number one, two, three, four, 
five.

TM: Six hundred seventy-six. Yep.

QS: And white girl one and white girl two. How 
hard was casting that for you?

TM: It was difficult in that not just anyone, and I’m 
not just talking about white actors at this point, 
but any non-Native actor, not just any actor, can 
do Native work. It takes an extreme amount of 
humility and understanding and willingness to 
learn, without taking it personally or getting hit 
in the colonizer culpability emotions of it all. I 
always find that it is a delicate balance because 
the actors need to have more than a surface level 
understanding of decolonial work, in this case, 
the Land Back movement. And if they don’t have 
that understanding, they need to be willing to put 
in the homework so that they are not becoming 
an educational burden to the Native folks in the 
company, to other Native folks on the creative 
team. As a director, that’s my job to steward. So, 
that’s fine for me. But it’s always a very delicate 
balance. And what’s so lovely about this group of 
individuals is that Tanya and Katherine have been 
involved in workshops before. I’ve also worked 
with Katherine on other projects before, on 
other Native work before. So they have a great 
understanding. Casting Evan was different. From 
his audition, I came at him hot: “All right, so we’re 
doing this. You got a problem with that, so on and 
so forth.” He answered, “No, this is exactly the 
kind of work I want to be doing.” Amazing! That’s 
the exact kind of white actor that I want to be in 
this room. Overall, it is a difficult process. But for 
this one, we just had a great group of people.

QS: What do you hope for the life of this play?

TM: I hope there are many productions all over 
the place and Native artists are being hired left 
and right. But truly, my biggest hope for this play 
is that it galvanizes a national conversation around 
land back and how the theaters can be involved. 
Because, to quote adrienne marie brown, “small 

is all.” Every small action taken by any group 
of people, whether it’s the individual to a small 
group, it’s all contributing to the greater goal, 
which is the full restoration of tribal sovereignty 
and Black liberation, and in the full returning of 
stewardship to tribal nations.

The theater can be involved in that as well. Are 
we, as theater goers, thinking about whether our 
activism ends when the play does? Or are we still 
thinking about how we’re involved when we go to 
our fancy homes? As theaters themselves claim 
to be a resident of their community, a community 
that no one asked you to come to, how are you 
giving your land back and being part of those 
efforts? How are you supporting local indigenous 
peoples? How are theaters actually having 
meaningful relationships with local Native leaders 
because they actually do exist. That’s what I hope. 
There are so many political scientists, climate 
scientists — very, very smart people — who will 
say that it’s not a lack of information problem. 
It’s not that the general American public doesn’t 
understand that native tribes are here, or that 
they don’t know that there’s sovereignty. They 
don’t know what that means. The issue is around 
this crisis of imagination and story. How are we 
telling the story of these movements to galvanize 
action? That’s where I think the theater has a 
strong responsibility and ability to move all of us 
towards where we want to be, which is full Land 
Back.

I hope that this play is part of that. It can get 
theater goers, get theaters involved in Land 
Back, and it can also uplift local indigenous 
communities. That’s also why it’s written in such 
a way where you’re supposed to be as specific 
as possible to the land on which your theater 
resides. There are Native people there. How are 
these theaters being involved in the Land Back 
movement with the Mashpee Wampanoag, with 
the Nipmuc, with the Massachusett? How is 
the theater involved with the Tongva? How is 
this theater involved with the Erie? With the 
Wyandotte, giving no hints about where this play 
is going afterward, but if you Google it, you’ll find 
out. Haunted’s goals are to help get motion going 
on a local level and to contribute to a national 
conversation.



LAND, LANGUAGE, AND 
HAUNTED HOUSES

WRITTEN BY PRODUCTION DRAMATURG QUITA SULLIVAN

Kutôkosumun qá kutápatamuyumun i Káhkasun Ahki.
Nutôkosumun mihqôtamak côci nunánawáyumôwun Káhkasun 

Ahki wáci naquti wutahsam wuci wámi pámôtak. Hô.

We pray and give thanks to our Mother Earth.
We pray we remember we must take care of Our Mother Earth so 

that she always provides for all that is alive. It is so.

–From the Long Island Algonquian Language Revitalization 
Project thanksgiving prayer.

Language shapes our worldview. In my language, Long Island Algonquian, 
everything is relational, and we have two understandings of “our.” We refer to 
Our Mother Earth, not Mother Earth. Káhkasun—Our Mother—is inclusive, 
mother to everyone, not just you and me. Who is she mother to? She is 
mother to us, she is Our mother. And which Our? Our two versions are 
inclusive and exclusive—we can say “our” to include only you and me, or we 
can say “our” to include you, me, and them. Ahki, the word for land, tells us 
which of our mothers we are addressing. So, when Aaron says to Ash: “Yeah, 
you’re questioning community. In no world would this win… mean that we’d 
get left behind. … that is not how our people do things,” Aaron is reflecting 
on a worldview that is in direct community with Káhkasun Áhki, Our Mother 
Earth. It is a worldview based in relationship, and that relationship requires 
Land Back.

In contrast, the settler colonial view of Earth is not based on relationship, 
but on extracting value. You hear this view echoed in the language between 
Vincent and White Man. Vincent is talking about community and stewardship, 
while the White Man is talking about generational wealth and material value; 
land is money. He actively dismisses any relationship other than extraction 
as a “religious or spiritual take on dirt.” He is completely severed from the 



inclusive and relational worldview 
represented by Káhkasun Ahki.

Land Back is certainly not a new 
thing. Honestly, I knew what Land 
Back was before I could vote. In the 
70s, I remember my beloved cousin, 
now ancestor, Princess Nowedonah, 
talking to me about Manhattan. 
She would say, “I don’t want it back 
after they’ve messed it up. I want the 
rent they owe us.” And sometimes 
giving land isn’t about Land Back 
but instead, offloading responsibility. 
When I was a teenager, a certain 
airplane manufacturer approached 

our Trustees with an offer of giving back the land they had used for testing. 
Great! However, they had no intention of remediating the land; that would 
be on us. Rent can be Land Back; offloading toxic lands is not. Every time I 
speak in my own language, that is Land Back.

The Land Back Movement is founded in community, and the return of what 
was stolen from community: land, language, ceremony, food, kinship. This 
takes many forms, including Aaron and Ash’s journey to the afterlife. 

Just as there is no one way to do anything, there is no one way to do Land 
Back. If it was only about returning physical land, there would be far fewer 
ways to travel the Land Back journey. What are those ways that we travel, as 
connected human beings, to participate in Land Back, whether Indigenous or 
not? Where can we bring ourselves into “right relationship” with community 
and Káhkasun Áhki? Some of these ways are mentioned in the play. Some 
of these are listed in the resource document that accompanies this play. We 
are multifaceted, imaginative beings and are not restricted to only one way 
of doing Land Back. How does this look in my personal, everyday life? As a 
member of a sovereign tribal nation, I speak my language as often as possible 
and help others, whether Native or not, learn to speak some of the original 
language of this place. Anyone can learn to say “thank you” in another 
language! As an individual, I make sure that I am supporting the North 
American Indian Center of Boston, and amplifying community efforts, 

Princess Nowedonah. Photo Source: Rogers 
Memorial Library.



including legislative efforts: http://maindigenousagenda.org/#legislation. As 
a “homeowner,” I make sure that the land I am privileged to steward is as free 
of chemical interference as I can manage. As an employee, I work for an arts 
service organization which gives grants to artists, which has an organization-
funded, staff-directed, Solidarity fund. Every year, two of those grants must 
go to an Indigenous organization, as well as an organization based in and 
serving the Boston Chinatown community. For our organization, it is about 
being in right relationship with our Indigenous relatives and addressing the 
gentrification which forced out a whole community of Asian relatives on the 
land where we pay rent. 

If Land Back itself isn’t new, what is actually new and exciting at this 
moment are the organizing and clarity of efforts put forth by organizations 
like Groundwater Arts (www.groundwaterarts.org) and NDN Collective 
(www.ndncollective.org). “LANDBACK is more than just a campaign. It is a 
political framework that allows us to deepen our relationships across the field 
of organizing movements working towards true collective liberation. It allows 
us to envision a world where Black, Indigenous & POC liberation co-exists” 
(www.landback.org). Or as Groundwater says: “start with the Ground, give 
thanks for the Water, and Seed a Just Future.”

All of this brings us back to Aaron and Ash. The siblings are very aware of 
what Land Back is—they lived it and continue to live it as instruments of the 
land. They have an innate, lived  understanding of what it means. What they 
lack is the analysis that occurred after their demise—and it only took them 
minutes to figure out that analysis. I’m sure you will find your own way to 
travel for Land Back. As Ash says, “just Google it!” 

Táputni (thank you). 



THE HEALING POWER 
OF MUSIC

Several characters walk unseen or barely perceptible to the material world in the 
story of Haunted. Ash and Aaron are of course mostly unseen by the living, and 
the light coming from the land also goes unnoticed by the living characters. An 
important aspect of Indigenous knowledge is the understanding that All Things are 
imbued with life energy and must be respected as equals, including our Mother 
Earth. Consider then, that the music in the play is a character as well, guiding Ash 
and Aaron through their search for connection back to their land and ancestors, so 
that they can truly rest in peace. 

What is so powerful about music? Music and sound are intrinsic parts of human 
experience that are honored in many indigenous traditions. The sound of a drum is 
like the beating of the heart, which can create trance-like states that are favorable 
for all types of healing. You may enjoy the sound of raindrops (or white noise) to help 
ease you into sleep. Neuroscience has begun to explore ancient sound technologies 
through brain imaging research, and now supports the cultural knowledge of 
Indigenous peoples around the world through diverse evidence-based studies.

Some of these studies show that when people are experiencing a physical or mental 
state of pain, listening to their favorite songs changes the brain’s response to pain 
perception. Music can activate almost any part of the brain, and it creates pathways 
in the brain that support learning, cognitive function, quality of life, and a general 
sense of happiness. Memories that are created in relation to music are shown to 
be retained even in degenerative brain conditions like Alzheimer’s, amnesia, or 
acquired brain injuries. The only other human activity that is shown to light up the 
human brain as much as music is participation in social activities. Like Theatre!

The Education Department at Company One is invested in using theatre as a tool 
for social change; our teaching artists work with young people in Boston Public 
Schools to connect to their inner power and voice using the liminal space of the 
stage. Theatre education allows young people to tell their stories and to express 
emotions that they might not otherwise feel comfortable sharing in normal 
conversation, and inspires them to take action for social justice in our increasingly 
unjust world. Outside the classroom, students of all ages can connect to their inner 
selves using the power of music, and find healing that they can then share out to 
their communities with story and play.



Write in a song that you relate to each concentric circle of connection that surrounds 
you, using the graphic below. Consider all the parts of each layer of experience- 
what sound or song would harmonize these parts? 

To get started, here are some additional prompts to get creative and explore the 
possibilities of music for healing:
	» Think of a song that brings you joy, or makes you feel any emotion: sad, 

nostalgic, excited…
	» Think of a song that is connected to a positive memory from your life.
	» What kinds of songs or sounds are healing for you? How has music helped you 

in the past?
	» What kinds of sounds would be pleasurable for both your grandmother and 

your best friend to listen to together? 
	» What sound might bring harmony to the native flora and fauna of this land that 

we call Boston? -What sound could bring healing to Turtle Island, aka the land 
that we call the United States, at this time? 

EXERCISE TO CONNECT TO THE 
HEALING POWER OF MUSIC



COMMUNITY PARTNERS
BOSTON’S INDIGENOUS PUBLIC SPACE INITIATIVE 
(BIPSI) was created to strengthen the voice, visibility, and 
comradery among Urban Indigenous people and allies in 
the Greater Boston area. By offering programming in public 
spaces throughout Boston, we aim to collaborate with existing 
Indigenous organizations and the city to support a greater sense 
of community while exercising our aboriginal rights, culture, and 
expression.

B4 THE OTHER CREATIONS holds space for exploration into 
individual and collective identity. Co-founded by Christopher J 
Beaulieu and Malia’Kekia Nicolini, our visionary process is our 
product. As interdisciplinary artists we weave all of our training 
to empower creativity, innovation, and leadership through 
vulnerability in adolescents and adults alike. This intimate work is 
led through movement, not lecture, and grounded in a Pedagogy 
of Play. b4theother.com

CULTURAL SURVIVAL advocates for Indigenous Peoples’ 
rights & supports Indigenous communities’ self-determination, 
cultures & political resilience since 1972. They envision a future 
that respects and honors Indigenous Peoples’ inherent rights 
and dynamic cultures, deeply and richly interwoven in lands, and 
more. culturalsurvival.org

THE NORTH AMERICAN INDIAN CENTER OF 
BOSTON (NAICOB) is a resource center for employment 
and training, education, health, and housing in Jamaica Plain. 
Their mission is to empower the Native American community 
with the goal of improving the quality of life of Indigenous 
peoples. naicob.org



THE MASSACHUSETTS CENTER FOR NATIVE 
AMERICAN AWARENESS (MCNAA) was founded in 1989 
by Burne Stanley-Peters and her late husband John Slow Turtle 
Peters. Our mission is to provide opportunities for the expression 
and preservation of Native American cultural traditions; to 
assist Native American residents with essential basic needs 
and educational expenses; to advance public knowledge and 
understanding that helps dispel inaccurate information about 
Native Americans; and to work towards racial equality across 
the region. We accomplish our mission with scholarship and 
educational resources, social assistance, cultural and traditional 
arts, and more. mcnaa.org

SUPPORTING INDIGENOUS COMMUNITIES is an 
initiative under the Mayor’s Office of New Urban Mechanics. 
On October 6th of 2021, the City of Boston issued an Executive 
Order declaring every second Monday of October as Indigenous 
People’s Day. This order affirms the City’s commitment to 
reconciliation and support of the rights of Indigenous peoples. 
The Executive Order also included a list of proposals to support 
the celebration of Indigenous histories and futures in the City. 
Proposals included the need to expand City capacity for support 
and engagement of indigenous communities. boston.gov/
departments/new-urban-mechanics/supporting-indigenous-
communities

Be sure to visit the action and resource table in 
the lobby for more info from our community 
partners, and SCAN THIS QR CODE with 
your phone’s camera to find additional links, 
resources, and information about post-show 
conversations and special events!











Massachusetts residents, sign up 
for your free Boston Public Library 
card and get instant access to over 
23 million items in our collection: 
books, ebooks, audiobooks, films, 
music, classes, events, magazines, 
newspapers, and more — 

Free to All. 

Sign up now!





a new play by GAVEN D. TRINIDAD

directed by NATSU ONODA POWER

While his mother struggles to earn money in New York City and 

his father waits alone in Manila, six-year-old Eddie learns English 

from his imaginary friend. Between the War on Drugs in the 

Philippines and the anti-immigrant movement in the United States 

threatening their humanity, will this undocumented family be able 

to pursue their dreams and address unspoken truths? A musical 

and multilingual journey of immigrant childlike wonder, Gaven D. 

Trinidad’s Learning How to Read by Moonlight is equal parts playful, 

poignant, and hella Pinoy.

co-produced with CHUANG Stage

MAY 16 – 24, 2025  BCA PLAZA THEATRE

MAY 29 – JUNE 1, 2025  PAO ARTS CENTER

A NEW PLAY BY MIRANDA ADEKOJE

DIRECTED BY SUMMER L. WILLIAMS



A NEW PLAY BY MIRANDA ADEKOJE

DIRECTED BY SUMMER L. WILLIAMS produced in partnership with Plays in Place and the City of Boston’s Office of Arts and Culture

JULY 18 – AUGUST 9, 2025 THE STRAND THEATRE

a new play by MIRANDA ADEKOJEdirected by SUMMER L. WILLIAMS

With liberation and Black Lives at stake, seven phenomenal leaders gathered for the First National Conference of Colored Women right here in Boston on July 31, 1895. Can they get in formation and navigate political divides in the fight to criminalize lynching? And will their ancestors carry on their legacy 130 years later? Miranda ADEkoje uncovers a powerful story of politics, passion, and perseverance with A New Era, a celebration of Boston’s Black feminist history across generations.

A New Era was commissioned and developed by the National Park Service. A New Era will first be produced June 19-July 2, 2025 by Plays in Place at King's Chapel Parish House for the National Parks of Boston.
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T H E  W O R D  O N  C 1

“COMPANY ONE THEATRE PUSHES THE 
BOUNDARIES OF NARRATIVE WITH A 
FOCUS ON MARGINALIZED STORIES, 
AND HAS PROBABLY DONE MORE THAN 
ANY OTHER INSTITUTION TO BRING 
NEW AUDIENCES TO BOSTON THEATER.” 

— AMELIA MASON, WBUR

COMPANYONE.ORG

Company One Theatre builds 
community at the intersection 
of art and social change.  
Founded in 1998, Company One has situated 
itself as a home for social justice and artistic 
excellence by connecting Boston’s diverse 
communities through live performance, the 
development of new plays and playwrights, arts 
education, and public engagement programming. 
By establishing a dedicated space for marginalized 
and alternative narratives to thrive and 
working with partners and collaborators 
across the city, Company One has 
become a local leader in the ongoing 
conversations that continue to 
define the era of social change in 
contemporary America.

Errol Service Jr. in The Boy Who Kissed The Sky. Photography by Erin Crowley

SCAN HERE TO 
SUPPORT C1’S 
MISSION AND 
PROGRAMS!


