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welcome

“This is how we’ve always done it.”

We often hear these words in business, but 
don’t always realize that it is an alarm too 
often ignored. Why? Because maintaining the 
status quo is not always the right choice. When 
a timeworn practice persists — due to a lack of 
originality, resistance to change or aversion to 
risk — the result is a stifling of innovation, one 
of the most consistent markers of success.

For individuals, organizations and
industries to realize their potential, they
must adapt and evolve. And challenges, even 
occasional failures, are not only necessary 
but valuable because they provide learning 

opportunities. In broad strokes: recognize problems, identify their causes, implement a better process 
for the future. Rinse, repeat.

Consider the television industry, which has faced one disruption after another over the past eight 
decades. It has not only survived but thrived — by embracing change when conditions call for it.

For the past year-and-a-half, we have been grappling with a formidable disruption, Covid-19. 
While we have not yet returned to normal, production levels continue to increase. Meanwhile, innovation 
spurred by the pandemic — in health and safety standards, labor practices, storytelling techniques and 
more — has better prepared us for whatever lies ahead.

Unfortunately, the culture of keeping things as they are is not limited to balance sheets. In some 
instances, there is a troubling human cost. This has been seen in recent news reports alleging years of 
abusive behavior by individuals in positions of power in the entertainment industry toward colleagues 
and staff.

Of course, anti-bullying policies and legislation protecting children have been in place for years, and 
rightly so. Such conduct toward young people is unacceptable, but it is no less tolerable among adults.

Fortunately, change is happening. In April, the Producers Guild of America announced a new task 
force dedicated to rooting out workplace harassment in the entertainment industry. The PGA will expand 
its Independent Production Safety Initiative to include anti-bullying training intended to reduce workplace 
aggression. SAG–AFTRA recently expanded workplace harassment resources for its members as well.

The Television Academy applauds these actions, as well as other initiatives aimed at combatting 
bullying and harassment. We all deserve a workplace based on dignity and respect, and anyone who is 
mistreated has the right to tell their story — and should be heard.

With new structures coming into place to confront abusive workplace behavior, let’s hope that “This 
is how we’ve always done it” has had its day.

Frank Scherma
Chairman and CEO
Television Academy
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“This role was the first one for me that was a little hard to 
transition out of — even as far as her speaking voice,” says 
Christian Serratos, who portrays legendary Mexican-American 
singer Selena Quintanilla-Pérez in Selena: The Series. 

Known for The Walking Dead (she played Rosita Espinosa) and the 

Twilight films (she was Angela Weber), the actress leaned into Selena on 

several fronts. She worked with both a dialect coach — to nail the the East 

Texas accent Selena had as a teenager — and a singing coach; when Selena 

sings a cappella in the series, that’s Serratos’s voice.

Part one of the Netflix series is a three-episode coming-of-age story. 

The three episodes of part two, which dropped in May, “turn into a really 

powerful story about this woman coming into her own,” Serratos says. “We 

see so much more of Selena being the icon that people know her to be.”

Born in Pasadena, California, to a father of Italian descent and a mother 

of Mexican heritage, Serratos grew up listening to the Queen of Tejano. “It felt 

like she was a member of the household because her music was always on,” 

Serratos recalls.

Selena was shot and killed by Yolanda Saldívar, the president of her 

fan club, in 1995. Serratos was just a child then, but she eventually came to 

appreciate how the Grammy-winning superstar, who was only twenty-three 

when she died, broke down barriers in the entertainment industry for the 

Latinx community.

In fact, the actress says she’s long had a feeling she would somehow play 

a role in telling Selena’s story. “That’s why I was so calm when it came to the 

audition process because I was like, ‘Maybe this is it,’” she remembers.

While winning the role was a dream come true, Serratos knew what a 

challenge it would be. “Playing somebody this beloved is never easy,” she 

says. “I realized that all I could do was work as honestly as I could, with as 

much respect as I could.”

Serratos appeared in every scene on every shooting day, Monday 

through Saturday. “It was basically like, ‘Hey, you have ten minutes before you 

have to get to the next scene. Jump into a dance rehearsal.’

“That’s hard,” she says, “but it also makes you feel alive. I feel like, now, I 

can do anything.” —Christine Champagne
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Swing
Vote

When the lockdown 
threatened the 
black-ish election 
special, producers 
opted for animation.

“We were having our wrap party in March 2020 when we found out that 

Tom Hanks and Rita Wilson had Covid, and that this virus was going to be 

something we had to contend with,” recalls executive producer Courtney Lilly.

“We’d planned to do an hour-long election-themed special in October, but 

we had no idea what California was going to be like in the summer [when we’d 

be shooting]. 

“We realized that doing a whole hour during lockdown conditions was 

going to be difficult, so [costar] Tracee Ellis Ross suggested we try animation. 

We eventually decided to break it down to two parts; the first would be live 

action and the second would be animated.”

In part one, Junior (Marcus Scribner) studies the fraught history of voting 

rights; in part two, Dre (Anthony Anderson) runs for Congress and must 

decide whether to accept dirty money from a crooked businessman (voiced 

by series creator–executive producer Kenya Barris).

The producers reached out to Toronto-based Smiley Guy Studios, which 

had helped produce an animated episode of Netflix’s One Day at a Time last 

year. “We had about two weeks between deciding to do an animated episode 

and recording it, and it was the first thing we did all season. We knew it had to 

be turned around lightning fast.”

Luckily, Jonas Diamond, co-owner of Smiley Guy, and Rod Amador, co-

owner of Big Jump Entertainment (another Toronto studio, which helped out) 

knew how to work their magic. “We had to do what we usually do in twenty-

nine weeks in only eight weeks,” Diamond says. “We 

cast a wide net and reached out to nine concept 

artists. The producers went for a more realistic 

approach, so we went for a similar language in terms 

of storytelling and the looks.”

It helped that the episode was directed by animation veterans M.R. 

Horhager (who codirected that One Day at a Time episode) and Matthew 

Cherry, director of the Oscar-winning animated short Hair Love. “M.R. did a 

thorough job of watching all the previous episodes, and Matthew had already 

directed episodes of the series,” Diamond explains. “So we hit the ground 

running with knowledge of the beats, timing and framing.

“Our overriding concern was making the tight deadline,” he adds. “We’re 

three hours ahead of L.A., and we were talking to the producers at midnight. 

There’s this illusion of Hollywood being precious and unavailable, but 

everyone on the black-ish team was always accessible.”

Lilly, who has written for animated programs such as The Cleveland Show

and Invader ZIM, says he loved the animated take. “There were several great 

digital gags, and the characters really stood up to the process of animation. 

As a comedy writer, The Family Guy, The Simpsons, King of the Hill were big 

touchstones for me. I love how people get into animation. It’s like how they 

talk about bands — they signify who you are.”

Diamond says he’s had more requests from Hollywood, though live-

action shoots are easier these days as Covid protocols have become more 

manageable. “Some people have reached out to us because they enjoyed 

what we did,” he says. “But I’m definitely saying no to eight-week turn-

around requests — to save my sanity and my marriage!” —Ramin Zahed

One big lesson of the pandemic was that when live action becomes unsafe, 
animation can come to the rescue. Last fall, ABC’s black-ish was one of several 
shows that decided to take the toon approach.
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Joining Anthony Anderson in the 

animated special was voting rights 

activist Stacey Abrams.
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“There is nothing like it in the market today,” says Discovery president 

and CEO David Zaslav, noting that the subscription video-on-demand service 

includes more than 55,000 episodes of shows from networks including 

HGTV, Food Network, TLC, ID, OWN, Travel Channel, Discovery Channel, 

Animal Planet and the forthcoming Magnolia Network.

Beyond well-known shows from the linear networks — such as Property 

Brothers, Fixer Upper, Chopped and Deadliest Catch, to name a few — and 

familiar talent including Guy Fieri, Chip and Joanna Gaines, Oprah Winfrey, 

Bobby Flay and Giada De Laurentiis, Discovery+ launched with fifty original

titles and 150 hours of original just-for-streaming content, much of it spun 

off from the established brands. 

“We launch with significant advantages, including the world’s greatest 

collection of nonfiction brands and content, as well as powerful partnerships 

with leading distributors and platforms,” Zaslav says. 

Significant advantages, indeed. Because most of its programming 

is nonfiction — shot on location and often with 

minimal cast and crew — Discovery+ has been 

less shackled by pandemic-related production 

shutdowns, compared to those streaming startups 

that saw launch plans affected by their reliance on 

scripted originals. 

Discovery+ charged out of the gate with exclusive-to-streaming 

shows including 90 Day Bares All, Amy Schumer Learns to Cook 

(Uncensored), Bobby and Giada in Italy, American Detective with Lt. Joe 

Kenda, Frozen in Time, HGTV’s House Party, Magnolia Table with Joanna 

Gaines, Dr. Pimple Popper: This Is Zit, Mysterious Planet, Amityville Horror 

House and Super Dad.

However, the network is not encouraging current cable subscribers to 

drop one subscription for another. The streaming service is “incremental 

to your cable subscription and to services you may already have,” not

a replacement, says Lisa Holme,

senior vice-president of content and

commercial strategy, and direct-to-

consumer for Discovery. Company

reps say Discovery+ provides a way for

Discovery to add non-pay-TV homes

to “cross-platform” packages sold to

advertisers.

But the value of Discovery+ is

likely key to the company’s long-term

strategy. Like other media companies,

Discovery has seen a significant decline

in the number of households taking 

its linear pay-TV channels. The good 

news has been that pretty much every 

basic-tier pay-TV service in America 

carries channels like Discovery, HGTV 

and TLC. The bad news is that the pay-

TV ecosystem, which numbered more 

than 90 million U.S. homes as recently 

as 2018, is now around 80 million and is 

expected to decline to around 73 million 

by 2023. 

Happily for Discovery, distribution 

of its new streaming platform hasn’t 

been an issue. At launch, the Discovery+ 

app was available on all the big living-

room streaming devices — notably Roku and Amazon Fire TV, which shut out 

Peacock and HBO Max for large stretches of last year amid contract disputes.

Discovery has also partnered with Verizon, giving the company’s more 

than 120 million U.S. wireless phone customers up to twelve free months of 

Discovery+ service. So for millions, Shark Week can now last all year long. 

—Daniel Frankel

When Discovery became the latest media giant to take its act over-the-top,
Shark Week, 90 Day Fiancé and a host of other TV favorites became available to 
viewers without a cable, satellite or telco video subscription. For $4.99 a month 
(or $6.99 ad-free), Discovery+ has been streaming to U.S. customers since January, 
and plans are in place for a continued international expansion later this year. 

With its wide-ranging nonfiction content, Discovery dives into the streaming world.

SHARKS, CHEFS AND SHELTER

Chefs Bobby Flay and Giada De Laurentiis in Tuscany for Bobby and Giada in Italy
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Dispatches from the Front
Soledad O’Brien interviews Reverend James Irby of Beaufort County, South Carolina, 

where legal loopholes and soaring taxes are leading to a loss of land and culture.

Disrupt and Dismantle explores the lives of Black Americans fighting racism and inequality. 

“My audience is in the car with me, watching and hearing these people’s 

stories. The historical data is essential to understanding what’s happening 

now,” says O’Brien, an upbeat yet incisive interviewer as well as an executive 

producer of the series. “All change begins with disruption and dismantling,” 

she says, explaining the show’s title. “It’s about the conversation.” 

The series, which premiered in February, delves into disturbing issues of 

Black life, including the school-to-prison pipeline, the need for police reform, 

housing and maternal health. One particularly horrifying story relates a 

mistaken police raid on an innocent woman in her own home (unlike Breonna 

Taylor, who died in a similar incident, the Chicago woman survived to fight 

back). At the end of each episode, viewers are encouraged to visit the show’s 

website, where they’ll find ways to work toward solutions.

O’Brien is now in her tenth year as CEO of Soledad O’Brien Productions, which 

makes series — including Matter of Fact with Soledad O’Brien (for the Hearst 

Network) — and documentaries such as Black and Blue and War Comes Home

(for CNN) as well as Kids Behind Bars and Heroin USA (for Al Jazeera America).

Her ideas for Disrupt and Dismantle started 

percolating while making her critically acclaimed 

Black in America documentary specials for 

CNN from 2008 to 2012. When she brought the 

new concept to BET, Tiffany Lea Williams, the 

network’s executive vice-president for unscripted 

programming and development, pushed back: “You 

need to talk about solutions.” 

With Covid protocols, Disrupt and Dismantle went into production in 

November 2020. “We are honored she partnered with us,” Williams says, 

“and proud of Soledad and the team’s work showcasing what happens when 

a community comes together to make a change.” 

In June 2020, BET and its corporate partners launched a $25 million 

multiplatform social-impact initiative, Content for Change, to address 

systemic racism and inequities and to foster civic participation. “I have always 

felt supported by BET, even before I worked there,” O’Brien says. 

The biggest challenge facing Disrupt and Dismantle, O’Brien says, has 

already been met: the show made it to air. Depicting Black lives that defy 

stereotypes has long been a goal of hers, and one she’s followed along the 

journey she calls “my own ambitious and audacious path.” —Michael Kerr

Also executive-producing Disrupt and Dismantle with Soledad O’Brien are 

Jo Honig and Randy Ferrell. Catch-up viewing of the series is available on BET.com.

On BET’s Disrupt and Dismantle, Emmy-winning journalist Soledad O’Brien 
investigates stories of systemic racism against Black Americans by talking, as 
she explains, to “real people with real problems.” Each hour of the six-episode 
docuseries — shot in big cities like Dallas, Nashville and Chicago as well as in 
towns and rural comunities in Mississippi, Virginia and South Carolina — intercuts 
current narratives with sequences of historical context. 
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F O R  Y O U R  E M M Y ®  C O N S I D E R A T I O N

“IN ITS MOST POIGNANT MOMENTS, THIS SHOW IS COMPASSIONATE,
HUMANIZING AND COMPLETELY HEARTENING.”

“THE MESSAGE OF LOVE AND ACCEPTANCE
FEELS MORE APPROPRIATE THAN EVER AND ALSO

  PROVIDES SOME MUCH NEEDED JOY.”

FYC.NETFLIX.COM
Expires August 31, 2021
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Noma Dumezweni had barely shelved her 
magic wand before she was back at it. The 
British actress concluded her portrayal of 
witch Hermione Granger in Broadway’s Harry 
Potter and the Cursed Child on a Sunday in 
March. By Friday she was feeling her way into 
a new character — high-powered lawyer Haley 
Fitzgerald on HBO’s The Undoing. The fast switch 
didn’t allow her enough time to recalibrate.

“Those first few days of filming I was still throwing my 
voice to the back of the room,” says Dumezweni, recalling 
how executive producer–director Susanne Bier kept asking 
her to lower her volume. “Even when Susanne went, ‘Quieter, 
quieter,’” Dumezweni recalls, “I was like, what?”

In the end, she hit all the right notes. As a hard-nosed 
defense attorney for Dr. Jonathan Fraser (Hugh Grant), who’s 
accused of bludgeoning his lover to death, Dumezweni proves 
Haley can intimidate with a whisper. She also lobs curveballs 
at courtroom adversaries and eviscerates witnesses, if that’s 
what it takes. Viewers lapped it up. “I hung on her every word, 
look, side-eye,” tweeted attorney Sherrilyn Ifill, president of 
the NAACP Legal Defense Fund. 

Dumezweni is used to adapting. She was born in 
Swaziland but lived in Kenya and Uganda before her mother 
brought her and her sister to the U.K. when Noma was seven. 
Needing a place for the kids to go while she worked, their 
single mom enrolled the girls in a youth theater. “I found my 
tribe,” Dumezweni says. 

For a time, only supporting roles came her way. But five 
years ago, in her mid-forties, she was asked to play the lead 
in Penelope Skinner’s play Linda at the Royal Court Theatre, 
two weeks before it opened. (Kim Cattrall had just bowed out.) 
With little time to prepare, Dumezweni went onstage script in 
hand, yet still drew raves. One critic called her a “knockout.” 

She next participated in a workshop playing adult 
Hermione, not expecting to land the role. “I’m too old. I’m 
too dark. Those were the things going through my head,” 
she remembers. Her casting unleashed racist tweets, 
prompting author J.K. Rowling and audiences to 
back her. “We had never heard an audience 
roar like that,” Dumezweni says of opening 
night. “They were ready to watch this new 
version of a story.” 

Playing a self-assured lawyer on 
The Undoing may not sound like a 
stretch, but it felt freeing. “She’s a 
Black woman in that world who is 
not apologetic,” says Dumezweni, 
who’s thrilled to see more 
opportunities for actors of color 
and mature women. “Which are 
the categories I’m in,” she says. 
“Let’s not go back to what it was 
before.” —Ann Farmer
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Invoking Dr. Jekyll and Mr. Hyde, “Strange Case” had Letitia’s sister, Ruby 

(Wunmi Mosaku), transform from Black to white and back again via a magic 

potion, occasionally shedding her white skin in a process that was as gross 

as it was poignant. We also saw Atticus’s ostensibly straight father, Montrose 

(Michael K. Williams), find community at an underground drag ball, and then, 

in a final splatterfest, we watched Ruby exact revenge on her racist boss by 

yanking his pants down and ramming a stiletto heel in a very delicate place.

The swirl of horror, macabre humor and insights about race, gender and 

sexuality required a director with specific sensibilities, 

and Misha Green — executive producer–showrunner–

writer–director — knew exactly whom to call.

“I read the script, and my mouth fell to the 

ground,” Dunye says. “[Misha] jumped in my brain 

to understand the complexities around race, class 

and gender that I’ve dealt with in my work. I think she 

knew I was going to bring it.” How right Green was.

Back in 1996, Dunye made film history with a 

romantic dramedy, The Watermelon Woman, the 

first film by a Black lesbian about the Black lesbian 

experience. In the years since that landmark piece 

of queer cinema, she went on to direct more films 

(Stranger Inside, The Owls) and many series (Dear 

White People, All Rise, The Chi). But nothing Dunye 

ever did was quite like “Strange Case,” which gave 

her an unprecedented forum to explore thoughtful 

themes and embrace her love of gory thrillers.

“When I went in,” she recalls, “I said to the 

actors, ‘If you trust me, and I trust you, this is what

we’re going to hear: And the nominees are.’”

Packed with emotional turns, sex scenes

requiring an intimacy coordinator, a dancehall scene

with a live band and wicked special effects, “Strange

Case” required Dunye to choreograph countless

details and pour herself into the work. She studied

1950s Jet magazines to immerse herself in the

period. Three weeks of previsualization work had

her blocking for up to five characters to perfect her 

shot list.

“I almost get in a trance,” she says. “If I didn’t 

embody every character, it couldn’t have shown up 

that way.”

Though the episode is full of visual candy — with 

blood and fatty chicken parts falling off Ruby as she 

metamorphoses back to Black — Dunye says she 

focused on making the relationship between Ruby 

and her alter ego, Hillary (Jamie Neumann), real. “I 

had to get them to look at each other’s movements 

— walking, dancing, emoting. I had to get [Jamie] 

make us feel like there’s somebody else inside her.”

The result was a densely woven, highly intersectional thrill ride — one 

that brought Dunye’s talents, interests and finely honed skills to a jaw-

dropping apex. “People are catching up to me,” she says. “They’re like, ‘Oh 

my God, you’re a discovery.’ No, I was doing it — you just haven’t been paying 

attention.”  —Malcolm Venable

Season one of Lovecraft Country is streaming on HBO Max.

By the time HBO’s Lovecraft Country got to episode five of its first season, fans 
had already watched Letitia (Jurnee Smollett) and Atticus (Jonathan Majors) 
take on man-eating monsters, ghosts and a corpse that came back to life. But 
“Strange Case,” directed by Cheryl Dunye, took the show’s sociopolitical spin on 
sci-fi to spectacular new heights.

STRANGE MAGIC
A script that made her jaw drop became the thrill 
ride of “Strange Case” for director Cheryl Dunye.
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NOW STREAMING
 OUTSTANDING DRAMA SERIES

“RIVETING”

ONE OF THE BEST SHOWS ON TV”

REMINISCENT OF THE BEST CRIME FICTION”
“IDRIS DELIVER[S] AN ELECTRIFIED PERFORMANCE”

“CAPTIVATING”
“THRILLING”

“ONE OF THE BEST CONTEMPORARY PRESTIGE DRAMAS”

“PROVOCATIVE”
“PHENOMENAL”
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Showing Her Range

Fresh out of college, Fricke got her start with four years on Dawson’s

Creek, rising from P.A. to writer’s assistant to script coordinator and,

finally, staff writer. After the show ended in 2003, she continued

her ascent, becoming a producer on Everwood and Men in Tree

and overseeing shows like Wayward Pines and Valor. She

also cocreated the U.S. adaptation of Being Human with her

husband, former Supernatural showrunner Jeremy Carver.

She enjoyed collaborating on others’ visions but never

had a chance to present her own — until she agreed to work

on The CW’s Walker. That took some adjustment at first. “It’s

a different thing to be in the creator seat and realize, ‘Oh, this is

mine,’” she says. “It’s my point of view. I can say what’s importan

And what does she value? “I pride myself on being a character writer

first and foremost,” Fricke says. She created a version of Cordell Walker who

isn’t just a Texas Ranger with a firm moral compass, but also a son, a brother

and a widower who’s learning to be a single dad. “I

think so much about being a working mother and a

wife. I wanted to explore a man who suddenly has to

be everything and isn’t used to that.”

Fricke calls the result a multigenerational family

soap, almost a nostalgic callback to her previous work.

“So much of where I came from — Dawson’s Creek, Everwood — is in there.”

Beyond character, it was also important to her, especially in the wake

of the Black Lives Matter protests, to create a police procedural that

dresses the real world. “It’s a lot of responsibility creating a

show in such a fraught time,” she says. “We wanted to have

conversations about difficult subjects.”

Walker does that, in part, through Walker’s partner, Micki

Ramirez (Lindsey Morgan, The 100) and the challenges she

faces as a Latinx minority in Texas law enforcement. Also,

Coby Bell (Burn Notice) plays Walker’s African-American boss,

who’s intent on bringing progress to his department.

Fricke says she isn’t looking to promote a particular agenda.

“The goal is that people from all points of view could watch the show,”

she says. “I hope that we bring in viewers who might not otherwise be drawn

to the title. I think there is something here for everybody.” —Alexander Huls

In her twenty years in television, Anna Fricke wouldn’t have guessed her first
chance to be a solo creator and showrunner would call for her to reimagine
Walker, Texas Ranger, the Chuck Norris show that ran from 1993 to 2001. But
there she was in 2019, talking with CBS Studios and star–executive producer
Jared Padalecki (Supernatural), asking herself if Walker would be her next step.
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A veteran writer-producer runs her own show at the new Walker.
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Jared Palecki as Cordell Walker with Karissa Lee Staples as Twyla Jean



“A DISTINCTIVE BLEND OF
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...DARK TWISTS LEAD TO GREAT TV”
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BEAUTIFULLY DIRECTED AND ACTED”
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SAY YES TO DESTRESS

“The only other thing that makes me feel that way is being with 
horses,” says Behrs, who stars as Gemma Johnson on the CBS comedy The 
Neighborhood. It was while working on her previous CBS series, 2 Broke Girls, 
that she discovered equine therapy; her character, Caroline Channing, owned 
a horse named Chestnut. 

Over the years, Behrs has used stress-reducing practices like meditation, 
but the fame that came with 2 Broke Girls brought pressure, she says, and 
heightened anxiety. After two weeks of equine therapy, her anxiety dropped. 
Why is the therapy effective? Horses remain vigilant to sense danger from 
predators, she explains, and riders must stay calm as well so that the animals 
feel confidence in who’s astride them.

“In this business, you’re trying to fit in on the red carpet, or with what 
others want you to be,” she says. “Equine therapy brings you back into your 
body and shores up the authenticity of who you really are.”

Authentic stories about racial differences drew her to The Neighborhood, 
says Behrs, who was eager to join a show that strives for social impact.

A deep friendship with costar Tichina Arnold, who plays neighbor Tina 

Butler, has resulted in an everyday dialogue about 
racial and cultural differences, Behrs reports. “We’re 
having the same conversations offscreen as we 
have onscreen,” she says. “The Neighborhood 

tackles issues that are polarizing, but in a way that brings people together 
through laughter, rather than being preachy. Being able to learn from each 
other and laugh together is amazing.”

After last year’s murder of George Floyd by a Minneapolis police officer, 
conversations on the set became personal as cast members shared stories 
about bigotry they’ve faced. “Being able to come together, cry and feel like we 
have to make things better created a real sense of hope,” Behrs says.

An active philanthropist, the actress supports animal rights through the 
American Society for the Prevention of Cruelty to Animals and various horse 
rescue programs. She also supports The Rape Foundation, which earned her 
a Television Industry Advocacy Award in 2015.

Off the set of The Neighborhood — which will return for season four in 
the fall — Behrs’s happiest moments come astride her rescue, Belle. “Horses 
have made me a better actress,” she says, “and Belle’s my greatest teacher.”  
—Dinah Eng

Catch-up viewing of The Neighborhood is available on Paramount+.

Though she’s experienced anxiety and panic attacks since childhood, Beth Behrs 
never feels nervous on stage. In fact, the connections she feels with her costars 
and audience make her totally joyful, she says.

Frank chats and good friends — with two legs or four — help Beth Behrs be her best self.

Behrs with rescues from Flag Ranch, a horse sanctuary in northern California
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They Write the Songs

Undeterred, Hirway takes a different tack: “But was it hard to figure out 

how you wanted to sing those words?” Sure enough, Reznor describes in 

intimate detail the feelings of pain and alienation behind “Hurt,” as well as his 

reason for ditching the piano he used to write the song when Nine Inch Nails 

finally recorded it for their second studio album. 

The exchange is one of many highlights in the series, which mixes original 

interviews and archival footage to show how top musicians create hit songs. 

The first two seasons, released late last year, 

feature an eclectic array of artists, from R.E.M. and 

Alicia Keys to the Killers and Ty Dolla $ign.

Hirway, who is also an executive producer, 

maintains a low profile on the show and aims to 

keep the focus on the artists. The Yale-educated 

son of Indian immigrants and a musician himself, 

he created the “Song Exploder” podcast in 2014 in 

part to learn more about the craft of songwriting. 

To bring the show to Netflix, he teamed with 

Morgan Neville, the Oscar-winning producer-

director behind 20 Feet from Stardom.

“What I think is interesting about these 

conversations,” Neville says, “is that even though 

some of these people have been interviewed 

a thousand times, they probably haven’t been 

interviewed about something like this: the process 

stuff, not the star stuff, or the music industry stuff. 

Just the creative process.”

The results can be magical. In one particularly compelling episode, Lin-

Manuel Miranda recounts writing the chorus to Hamilton’s “Wait for It” while 

riding a train through Brooklyn. In fact, he remembers recording a voice 

memo of himself singing the lines after he stepped off the train and walked 

through Williamsburg to a friend’s birthday party.

“Do you think you still have that voice memo?” Hirway asks.

Cut to a close-up of Miranda, his brow duly furrowed as he listens to 

the recording, clearly pained and amused by his 

a capella street performance. He recalls that he 

made a swift exit from his friend’s party. “I had 

exactly half a beer,” Miranda says. “I shook his 

hand and said, ‘I have to go home.’ And I wrote the 

rest on the way home.”

Hirway, who continues to host the podcast, 

says he’s ready if the opportunity arises to 

produce another season of the show. “I feel like 

I’ve just scratched the surface. And in terms of 

artists I’d like to interview, the wish list is so long.” 

—Jim Benning

Musical artists break down the method to their magic on Song Exploder.

In a revealing moment during the Netflix docuseries Song Exploder, host Hrishikesh 
Hirway asks Trent Reznor of Nine Inch Nails about the lyrics of his hauntingly 
melancholic hit “Hurt.” Reznor, an Emmy-winning composer, at first demurs. “The 
reason I like to shy away from talking about lyrics is, it can shed too much light on 
what my intent was,” he says, his face filling the screen. “To me, it’s about your 
experience with that song, and what it means to you, and how it feels to you.”

Hrishikesh Hirway Morgan Neville

Lin-Manuel Miranda
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Hamza Haq is not Syrian, but his experiences as an immigrant led to the lead role in CTV/
NBC’s medical drama Transplant. He plays a Syrian refugee in Canada who overcomes 
challenges to resume his career as an emergency medicine doctor. 

Born in Saudi Arabia to Pakistani parents, Haq immigrated with his family to Canada when he was nine. “I love 
telling stories,” he says. “In 2009, I was in university, trying to figure out how to become an actor. I found some acting 
classes, which led to becoming a background actor in almost every Lifetime and Hallmark movie filmed in Ottawa.”

Soon, he had a reputation for being a reliable extra. One day a director yelled, “Hey, somebody give this guy a 
line!” Soon after, Haq began getting bit parts on shows, including Cinemax’s Jett and ABC’s Quantico. His performance 
in the CBC’s This Life yielded a 2018 Canadian Screen Award nomination for best guest performance. It also caught 
the eye of Joseph Kay, a writer on This Life and creator–executive producer of Transplant.

Kay invited Haq to talk to the Transplant writers about his immigrant experiences. And after the search for a 
Syrian actor to play Dr. Bashir Hamed came up short, Haq booked the role.

“I am fully aware of my privilege,” he says. “This show wouldn’t have been made a year earlier, and I wouldn’t have 
been cast if it’d been a year later. It was my good fortune that the producers couldn’t find an actor of Syrian descent 
in the time allotted.”

Haq worked with coaches to learn Arabic with a Syrian accent, spoke with Syrian refugees and studied up on how 
to play a doctor. Having grown up Muslim in Canada, he understood the character’s story of trying to fit in and being 
given second chances. Racial prejudice is part of his life, he notes, even in his chosen profession.

“You don’t get invited to the same parties,” he says. “People talk down to you when you’re playing the minority 
villain role. They say they’re looking for young minority actors, but they hire the white guys. At least there’s some 
movement for change now.”

When the pandemic postponed filming season two of Transplant (it’s now in production), Haq moved home to 
Ottawa. “It was a blessing, because for actors, the impulse is to strike while the iron is hot,” he says. “Being twenty-
nine at the time, and leading a show, I don’t think I would have taken three months off to hang out with my parents. 
But going from the Transplant bubble into another bubble made me appreciate what’s really important.” —Dinah Eng

Catch-up viewing of Transplant is available on Peacock.





When Dave Burd was cracking up 
friends and family in Cheltenham 
Township, Pennsylvania, he aspired 
to three careers: rapper, comedian 
and NBA player. But while he may have 
been funny, his hoop skills were limited. 
And he never partied in high school 
because, he recalls, “I was too worried 
about disappointing my parents.” Hardly the 
pedigree for an aspiring rap star. 

Still, Burd has defied the odds. As rapper Lil Dicky, he shot to 
fame in 2013 when his video for the crude and catchy “Ex-Boyfriend” 
— which he made while working as a copywriter at a San Francisco 
ad agency — notched more than 1 million YouTube views within its 
first twenty-four hours. Now he’s the cocreator and star of the FXX 
comedy series Dave, inspired by his real-life attempts to earn bona 
fides in the rap world. And while he didn’t become a pro hoopster, Burd 
has experienced the nirvana of NBA courtside seats, where he once 
crossed paths with a certain superstar. 

“LeBron James walked up to us,” Burd recalls. “And we were 
thinking, ‘Does he have any idea who we are?’ Then he just turned 
around. So the answer was: no, he didn’t.” 

Much of Dave’s success stems from Burd’s endearing ability to 
swing between raunch and realism, between hilarity and heart. The 
show’s first scene finds Burd warning his doctor about the “very bizarre 
situation” in his genitalia, thanks to being born with a tangled urethra 
— which led to surgery and “so much scarring down there.” The details 
are hilarious and heartbreaking. And the story, like many in the series, 
is taken directly from Burd’s life.

“I thought, ‘Let’s set the tone,’” Burd says during a break in 
shooting season two. “I am aware that, on its face, it is funny,” he says 
of his surgery. “It’s sad, but I’m able to see the comedy in it.”

Burd had zero acting, writing or TV experience before Dave. After 
auditioning twenty to thirty potential showrunners, he landed on Jeff 
Schaffer (Curb Your Enthusiasm, Seinfeld), and together they created 
Dave, which they also executive-produce. “Last year was truly like, ‘I 
don’t even know what’s going on,’” Burd confesses. “I was thinking, ‘I 
hope I like the way this turns out.’”

Producing season two — which debuts June 16 — has been 
different. Gone is the anxiety over the show’s identity. “We’re trying to 
make it feel more like European independent cinema,” he says. 

And Dave has won over at least one new fan. Since that courtside 
snub in 2019, LeBron James has made it clear how much he loves the 
series, even tweeting, “Need season 2 ASAP.” 

“If ever I’m upset,” Burd says, “I think to myself: LeBron James 
reached out to you to tell you that he likes what you’re doing, and I’m 
instantaneously happy.” —Bob Makela

Catch-up viewing of Dave is available on FX on Hulu.
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A craving for hip-hop cred turns
into an FXX comedy series.

Living 
the Dream
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Jill Clark advocates for the animals on All Creatures Great and Small.

Bullish on Their Behalf

Animal handler Jill Clark kept reminding Shenton that Clive — a U.K. and 

Scottish champion whose real name is Jester — is a gentle giant who wouldn’t 

hurt her. Then one day, after Clive had wandered off his marks twice, it clicked. 

“At take three,” Clark recalls, “she just looked at the bull — you could almost 

see her thinking, ‘I’m not going to take any messing around’ — and grabbed 

hold of him and walked him around, just as she was supposed to.” 

Animal safety and positive reinforcement training are vital to Clark and 

her son Dean, who together own most of the animals (though not Clive) seen 

on the show, which is adapted from the books of real-life veterinarian James 

Herriot and set in 1930s Yorkshire, England. The Clarks work closely with 

Jody Gordon of the Animal Welfare Consultancy and 

with on-set veterinary advisor Andy Barrett, whose 

hands are shown during veterinary procedures.

“We’re all very conscious of biosecurity,” Clark 

says. “We make sure that everybody has been 

through foot dips and disinfected themselves, so we 

know we’re not passing on any nasty diseases.”

Early on, the Clarks helped cast members build rapport and trust with 

the animals — not just the actors who play vets and farmers, either; even 

housekeeper Mrs. Hall (Anna Madeley) interacts with plenty of pets. Using 

their own animals simplifies the process and makes shooting scenes of the 

veterinary clinic — filled with cats, dogs, birds, ferrets and goldfish — feel like 

home. 

Clark’s dog Derek plays Tricki Woo, the overindulged, scene-stealing 

Pekingese who belongs to Mrs. Pumphrey (Dame Diana Rigg in her final role). 

Have no fear: the rich delicacies the pampered pooch consumes on camera 

are all dog-friendly foods made to look like cakes and other goodies. 

Few actors can say they’ve worked alongside a real, live, giant bull, but Rachel 
Shenton and Nicholas Ralph did just that last year, for Masterpiece’s All 
Creatures Great and Small. In the first episode of the remake (the series originally 
ran on PBS for seven seasons, starting in 1978), Ralph, as Scottish vet James 
Herriot, was supposed to be afraid of Clive, the intimidating bull, and Shenton, as 
local Yorkshire farmer Helen, wasn’t.
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Rachel Shenton, as Yorkshire farmer Helen Alderson, performs with Jester the bull, known to viewers as Clive.
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Another of Clark’s dogs, a sweet-tempered
rescue named Sheila, played a growling patient
that struck fear in senior vet Siegfried Farnon
(Samuel West) and his vet-in-training brother
Tristan (Callum Woodhouse). Jess (real name:
George), a water-loving golden retriever, had a
harder task: waiting on shore as James took a
dip. “It was hysterical because Jess was itching
to jump in there with him. One false move, and
he would have!”

Even farm animals are trained, including
Clark’s donkey, George. “We trained him to
keep his head down, and we fed him apples and
peanut butter so he would move his mouth —
it looked like he was feeling ill, but he was perfectly happy.”

A cow was taught to lie down for a difficult birthing scene, but the real
birth happened at their farm, so that footage was intercut with the faked birth.
A similar technique was used in the season finale. When Clark’s dog, Betsy
— portraying Suzie — went into labor at home, a greenscreen and camera

were set up. “We waited for nature to do its 
thing and the brilliant mum to do hers as well,” 
Clark recalls. To preserve the animals’ dignity, 
a minimal crew was on hand for the actual 
births.

When a script calls for something the 
Clarks, Gordon or Barrett believe is unsafe for 
an animal, then visual effects, special effects 
and stuffed animals are employed. 

“A very good director and a very good 
cast help us get around a lot, too,” Clark says, 
adding that a big part of protecting animals 
is advocating for them. “We have to be the 
voice of the animals to ensure their health and 

welfare are absolutely paramount.” —Paula Hendrickson

All Creatures Great and Small has been renewed for a second season. Catch-
up viewing is available on Amazon’s PBS Masterpiece channel and, for PBS 
station members, on PBS Passport.
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Animal handler Jill Clark with Spinach, a Jersey cow

At the village fair, Anna Madeley, as 
housekeeper Audrey Hall, rescues a 
neighbor’s dachshund. Left: Nicholas Ralph, 
as vet James Herriot, measures the ponies at 
the fair; Samuel West, as senior vet Siegfried 
Farnon, watches with glee.

In her final role, Dame Diana Rigg 
appeared as Mrs. Pumphrey, owner 
of the pampered Pekingese Tricki 
Woo (real name: Derek). Right: Callum 
Woodhouse, as aspiring vet Tristan 
Farnon, relaxes with the family golden 
retriever, Jess (real name: George).
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WWhen Joel Edgerton heard that Oscar-
winning director Barry Jenkins (Moonlight) 
was adapting Colson Whitehead’s Pulitzer 
Prize-winning novel The Underground 
Railroad for the screen, he knew he 
wanted the role of Ridgeway, the white 
slave catcher with a complicated past.

“Many cultures can relate to racial divide and 

subjugation,” the Australian actor observes. “Violence 

that stems from people seeing each other as lesser 

than or greater than other people is an incredibly 

universal thing.”

The limited series follows Cora (Thuso Mbedu), 

a formerly enslaved runaway who flees her Georgia 

plantation and encounters brutality and friendship 

as she travels north. “You watch her gather incredible 

strength throughout this journey,” Edgerton says, “and 

I am the thorn in her side that won’t go away.”

 His unlikely companion is Homer (Chase W. Dillon), 

a young Black boy who helps him catch fugitives. “It’s 

confounding to him in so many ways,” Edgerton says of 

their relationship, which often borders on the parental.

Edgerton, a Golden Globe nominee for the 2016 

racial drama Loving, is also a filmmaker; his directing 

credits include the 2015 thriller The Gift, which he also 

wrote and coproduced, and the 2018 drama Boy Erased. 

Besides the desire to work with Jenkins, what 

drew Edgerton to The Underground Railroad was his 

character’s complex backstory.

“Ridgeway is born into a family that sees all people 

as equal — his father works with Black Americans 

in his forge as employees, not as slaves,” Edgerton 

explains. “It’s something the young Ridgeway doesn’t 

understand, because other people around him 

subjugate Black people… It becomes the conflict in 

their relationship. He commits acts that cause his 

father to cast him aside, so he chooses to go further 

away from his father’s ideology.”

Upcoming for the actor is the crime thriller The 

Unknown Man, directed by Thomas M. Wright and 

filmed in Australia during the pandemic. Also, Edgerton 

will costar with Viggo Mortensen and Colin Farrell in the 

Ron Howard film Thirteen Lives, about the daring 2018 

rescue of twelve boys and their soccer coach from a 

flooded cave in Thailand.

Having spent the lockdown writing and planning 

new projects, Edgerton says, “I’ve tried to learn 

patience… that tension between wanting to get on 

the horse and create new work, versus the tension of 

knowing you have to do it in a safe way and at the right 

time.” —Graham Flashner
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Michael Evans Behling wasn’t the 
star quarterback in high school 
like Jordan Baker, the character he 
plays on The CW’s All American. But 
he can relate to the pressures faced by 
student athletes and their inner drive 
— he had a track and field scholarship to 
Indiana State University, where he was on a 
pre-med path.

In or out of school, Behling’s small-town Midwestern 

work ethic has never failed him. During his freshman year of 

college, he and some friends from high school hatched an idea 

that grew into an apparel company, Designed at 5AM. The name 

reflects Behling’s own “Business never sleeps” mantra. 

That company is still active. But Behling ultimately bypassed 

medicine and business — in college, he realized he wanted to act. 

That led to a bit of modeling; however, NCAA restrictions limited 

his ability to work. So he decided to leave school to pursue acting.

The news shocked his parents, though he understood their 

concern that he was trading a secure career for an uncertain one. 

“They were like, ‘What’s your plan?’ I did my best to articulate a 

plan, but they weren’t thrilled.”

Undeterred, he moved home and got to work. “I was doing 

everything I could — acting classes, head-

shots, slowly building up my résumé with 

commercials, print shoots and auditioning.”

His dedication paid off. After 

appearances on Empire and Grey’s Anatomy, 

Behling landed his role on All American, which 

is now airing its third season and has been 

picked up for a fourth. He works alongside Taye 

Diggs, who plays his father.

“I feel like I’m in a master class every time I 

go to work,” he enthuses. “I love soaking up all 

the information I can from the cast and watching 

them work. Through them, I’ve learned I can do 

more than I thought. I’ve surprised myself a few 

times on set, and I give credit to my castmates, 

the crew, our writers and producers for creating 

such a safe space for us.

“We get to go to work. We don’t have to work. 

I get to go to work tomorrow, and I’m excited 

about that.” —Paula Hendrickson

Catch-up viewing of All American is available on 

Netflix.

Man at 
Work

BIO PICK
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That’s what he does in his latest docuseries for the History Channel, 

The Titans That Built America. The three-part series chronicles the ascents 

of industrialists William Boeing, Walter Chrysler, J.P. Morgan Jr. and Pierre du 

Pont, who battled one another to build their billion-dollar empires, only to 

come together to help the country emerge victorious in World W

“It shows how we united at a very dangerous time,” David

says. “But that’s the background to the A story, which is all

about the characters. When it comes to history, almost every 

story relates to psychology and money, no matter the time 

period.”

The series, which debuted May 31, is the sequel to The 

Men Who Built America, David’s pioneering 2012 project that

ushered in the “hybrid” docuseries, combining history with

scripted drama.

“That first show is basically about the Industrial Revolution, which 

sounds boring,” he admits. But delving deep into the personalities of the 

business magnates behind it “shows the huge stakes they had in the game, 

which adds emotion and makes them more accessible and relatable. Titans

picks up where they left off, with a whole new set of equally compelling 

characters.”

David’s own backstory lies behind his creative

mashup. “I watched a lot of early cable in the ’80s,

when there were only four or five movies a month,”

he recalls. “I’d see the same ones 200 times, and I

realized they all hit the same beats on the same

pages, which taught me structure.”

After graduating from the University of Texas

and moving to Hollywood, he became a screenwriter and joined the original

creative team behind NBC’s The Apprentice in 2004. He founded his own

production company, Stephen David Entertainment, in 2010; it was acquired

by the Banijay Group in 2015.

Thinking about history documentaries and how the information

ould just wash over me, I wanted to take my reality-show

experience and screenwriting background and smash the

two together,” he says. “But coming up with this genre was

difficult because there was nothing to copy. There were a lot

of middle-of-the-night panics when I’d ask myself, ‘What am

I making?’ But it’s turned out to be the most rewarding thing 

I’ve ever done.”

And there’s been no end of fascinating stories to tell. In 

addition to his History Channel programs, David’s long and growing 

list of docuseries includes AMC’s The Making of the Mob, Nat Geo’s 

American Genius and Netflix’s Roman Empire. “There are always new projects 

evolving because I like to take a time period, find the psychology and see 

where it leads. That’s what excites me.”  —Paula Chin

Catch-up viewing of The Titans That Built America is available at History.com.

Stephen David has always enjoyed watching history documentaries, but as he 
saw it, the formula needed refocusing. “There’d be the voiceover about how so-
and-so did something to change the world,” he says. “I thought, ‘No, they had 
deep psychological issues that drove them to do things that ended up changing 
the world.’ It’s when you look at people and psychology that history really 
becomes interesting.”

War II.
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Stephen David

A producer who refashioned the historical doc
presents his take on America’s industrialists.

The Better Build

Construction of an early skyscraper
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WISH FULFILLMENT
Mira Nair threw her heart and soul — and her sari, she jokes — into A Suitable Boy, 
the beloved (but massive) Indian novel she’d always dreamed of directing.

Ishaan Khatter as Maan with Tabu as Saeeda
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She would. 

“I thought to myself, ‘I just want to throw my sari into the ring,’” jokes 

the India-born, New York–based Nair. “‘This will not be made without me.’” 

Not content to rest on her Oscar nomination for Salaam Bombay! and the 

more than twenty films she’s directed, including 

Mississippi Masala and The Namesake, she launched 

a charm offensive. 

Suitable executive producer Aradhana Seth 

was surprised when Nair showed up to a meeting in 

London armed with paintings, photographs and a color palette to convey her 

vision of the sweeping period drama. “I thought that was really interesting,” 

says Seth, whose brother Vikram asked her to oversee the project. “Normally 

a director of that might, someone who’s done that much work, may not come 

When Mira Nair heard in 2017 that the BBC had commissioned Welsh screen-
writer Andrew Davies (War and Peace, Bleak House) to adapt A Suitable Boy, 
Vikram Seth’s novel about post-independence India, as a limited series, she 
immediately knew who would be perfect to direct it.
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with a look book. But she came with three copies.”
Nair’s burning desire to make Suitable her first miniseries stems in part

from the many times she’s read and reread Seth’s wildly popular epic, which
came out in 1993. She’d always wanted to adapt it but wasn’t sure how.

“I was very inspired, but I thought it was too massive,” Nair says.
Daunted by the 105-character cast that sprawls over northern India, she
instead made the 2001 ensemble drama Monsoon Wedding, which she now
calls a “microcosmic” version of Suitable.

At nearly 1,400 pages, Seth’s grand narrative of four wealthy
families captures the optimistic mood of India in 1951, a few years after the
end of British Colonial rule. The story struck a deep chord for Nair. “My parents
were in that generation, married in the same year as the story is set, and were
also a part of building this new India. And Vikram captured that idealism
through his extraordinary characters.”

Though Davies’s adaptation encompassed eight hourlong episodes, Nair
discovered soon after getting hired that the budget had whittled it down to
six (now streaming on Acorn TV in the U.S.). She directed all but the fourth
episode — which she asked longtime friend Shimit Amin to helm — and also
executive-produced.

“It’s still considered strangely radical in the Western world to finance
a South Asian epic story with South Asian actors. It’s
still like, [gasping voice] ‘Oh, my God. We’ve never really
done this before!’” says Nair, who compares Suitable to
Peter Morgan’s historical drama about the rule of Queen
Elizabeth ll. “I joke that it’s The Crown in brown, in the
sense that it has the same magnificence and sweep, and
gorgeous, funny, sexy, unexpected characters.”

When it came to actors, Nair knew that
storied actress Tabu (Life of Pi) would bring
elegance and poetry to the role of courtesan
Saeeda Bai. She hired Ishaan Khatter, a
rising Bollywood star, to play Saeeda’s
much younger lover, Maan. But it took so
long to find her Lata, the whip-smart college
student whose mother is scouring India to
find her a Hindu husband, that the part was
cast just a month before production began in
September 2019.

Casting director Dilip Shankar sent Nair a photo of Tanya Maniktala, an
advertising executive working just outside Delhi. “He apologized for the
dark circles under her eyes; she had no makeup on, just herself at the end
of a workday,” Nair says. “But I was riveted by her eyes, and her innocence.
I just felt something, and when I met her on Skype, I loved her self-effacing
quality.” Maniktala’s performance won her a Rising Star award at the 2020
Toronto International Film Festival.

A hallmark of Suitable — which Nair describes as “a big visual treat” —
is how romance, comedy and drama unfold before a backdrop of India circa
seventy years ago. Lucknow, a city filled with temples, mosques and mango
groves (and also the capital of the state of Uttar Pradesh), serves as the 
primary location. The scenes in a tannery were shot in nearby Kanpur, which 
is known for shoemaking. 

Nair grew up in India and loves the chaos of the country’s crowded 
streets, but she can tick off a list of things that had to be hidden or eliminated 
to maintain an era-appropriate look. “You’ve got to remove the bloody Adidas 

[logos] and the dyed jeans tthat have completely destroyed what used to be 
what I call the handloom universe, where everything was homespun and 
cotton and vegetable dyes, and people didn’t wear brash colors like you see 
today,” she says.

To make a TV series of such scope — there are violent riots as well as 
lavish weddings, poetry readings, cricket games and a scene involving the 
spring celebration of Holi, when people gleefully fling colored powder at 
each other — Nair decided to approach it not as television but as six hours 
of cinema, albeit made on a tight three-and-a-half-month production 
schedule.

She also insisted on what she calls her “one so-called Hollywood perk”:
full-time Iyengar yoga instructors who traveled with the production. “I just 
need it, and I’ve always insisted on it,” says Nair, who opens up the classes 
to first-timers, experienced practitioners and whoever wants to reap the
benefits. “It’s good for my strength and stamina and learning how to destress 
and rest beautifully while you work.”

The pandemic dictated remote editing, scoring and other postproduction
duties. But the biggest blow, Nair says, was being unable to sit in a darkened 
theater, surrounded by strangers taking in A Suitable Boy for the first time. 
“Previews — as filmmakers we are used to that,” she says, with a hitch in her 

voice. “I couldn’t have a single one.”
Yet the broad canvas that television offers can be addicting. Nair is now 

making an Amazon limited series based on New York Times reporter Ellen
Barry’s award-winning investigative article and podcast, “The Jungle Prince
of Delhi,” a compellingly weird story of a family inhabiting a falling-down
palace in the middle of Delhi. If Nair remains true to form, it will be shot on 
location on an unusually low-volume set. “I am very sensitive to sound,” she 
explains. “I can’t have a lot of noise around me while making something. I 
can’t [concentrate].” 

According to Tabu, who has appeared in more than ninety films and made 
her international debut in Nair’s 2006 big-screen drama, The Namesake, 
there’s something stimulating about working with this quiet, focused director. 

“I always end up feeling more energized when I work with Mira,” Tabu 
says. “More charged, very engaged, motivated, and at home and very 
celebratory. I think [it’s] a very rare experience.” 
—Margy Rochlin

Khatter and Mira Nair
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Excerpted from Moonlighting: An Oral History by Scott Ryan and reprinted with permission from Fayetteville Mafia Press.
Copyright © 2021 Scott Ryan. Available at FayettevilleMafiaPress.com.

With stars Cybill Shepherd and Bruce Willis, 

Moonlighting drew huge audiences (hitting 60 million 

in 1987) and awards attention (collecting forty-one 

Emmy nominations and six wins). All the while, it 

tested the boundaries of network television with 

unusual formats.

One such venture was a black-and-white 

musical episode that aired on October 15, 1985. 

“The Dream Sequence Always Rings Twice” was 

directed by Peter Werner and written by Caron, 

Debra Frank and Carl Sautter. Neil Mandelberg 

won an Emmy in 1986 for editing the episode, 

which was also nominated for art direction, 

cinematography, costume design, directing, 

hairstyling, music composition and production 

design.

The show opened with an introduction by 

none other than director Orson Welles:

“Good evening. Tonight, broadcasting takes a 

giant leap backward. In this age of living color 

and stereophonic sound, the television show 

Moonlighting is daring to be different and share 

with you a monochromatic, monophonic hour of 

entertainment.”

The action then proceeds in a more typical 

fashion: P.I.s Dave (Bruce Willis) and Maddie 

(Cybill Shepherd) are working a case for their Blue 

Moon Investigations. They meet their client at the 

Flamingo Cove, a rundown club that was the site 

of an infamous, unsolved murder.

A man was killed, they learn, and the suspects 

were his wife and her lover. Both of the lovers 

went to the electric chair, each claiming it was the 

other who did it. David believes the woman must 

have done it; Maddie is certain it was the man.

Twelve minutes into the episode, the screen 

turns to black and white, and we see Maddie’s 

version of the murder unfold in the Flamingo 

Cove. Soon, we see Maddie awaken and realize 

she’s been dreaming. She calls David to say, “I 

told you he did it!” Then we see David’s version. 

Each dream is infused with old-

movie references and big band 

songs performed by Shepherd. 

The sequences are as different as 

Dave and Maddie themselves — 

and just as entertaining.

In the following excerpt from 

Moonlighting: An Oral History, 

by Scott Ryan (Fayetteville 

Mafia Press), principals from the 

show recall “Dream Sequence,” 

which catapulted the series 

into the ratings’ top ten and the 

writers to even greater heights.

Debra Frank (writer): Carl Sautter and I had come 

up with the idea of going back to the ‘40s and 

doing a show in black and white that dealt with an 

unsolved case. This was our first script together. 

Thanks to a Remington Steele script that I’d sold, 

we were lucky enough to get various meetings 

with producers of other mystery shows, and we 

tailored it to every detective series that was out 

there.

We were very young at the time, and when 

we pitched it, people looked at 

us like, “You don’t understand TV! 

You can’t do black and white from 

the ‘40s. You’re going to lose the 

audience.” We would always get 

a lecture. I like to jokingly say we 

were kicked out of every office in 

Hollywood.

Glenn Gordon Caron (creator):

It had singing and dancing, and 

black and white, and a period 

setting. Back then, people didn’t 

do that on television.

Fans of ABC’s Moonlighting loved the attractive leads and their witty, fast-
paced dialogue — and especially their will-they-or-won’t-they romance. But 
producing the 1985–89 comedy was never easy. Its creator, Glenn Gordon Caron, 
set his sights high, and it was not uncommon for production to come to a halt 
when a script hadn’t yet earned his okay.

NEW MOON

In 1985, an innovative episode of Moonlighting — filmed in black and white, with live music and 
dream sequences and featuring Orson Welles — cast broadcast television in a whole new light.

BOOKS

BY SCOTT RYAN

Writers Carl Sautter and Debra Frank on their way to the Emmys in 1986
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Frank: When Carl and I went in to pitch to Glenn, 
we had three to five ideas. We thought, “We’ll 
start with the black-and-white show and then 
he’ll tell us, ‘You don’t know how television works,’ 
and then we’ll move on.”

So, we pitched the idea, and there was this 
long pause. Glenn said, “Okay, you know what 
we can do? We can do Maddie’s part as an MGM 
glossy version and then do David’s like Warner 
Bros. film noir. It will be grainy.” Carl and I were 
stunned. We were so expecting to be rejected 
that we sat there dumbfounded.

Caron: Debra and Carl were a team. They wrote 
the Christmas 1986 episode of Moonlighting 
[“It’s a Wonderful Job”] and the black-and-white 
episode, which are two of my favorites. I liked 
them both enormously. Carl has since passed 
away.

Frank: In the opening, the club owner tells David 
and Maddie about the murders and that both 
suspects went to their death claiming the other 
person did it. So right from that setup, we know 
the mystery is not going to be solved. When 
they get in the car, their argument reflects their 
different points of view. Maddie thinks the man 
took advantage of the woman. David thinks she 
manipulated him. Then, in the dream sequence, 
that is exactly what you see.

Jay Daniel (producer): I loved the script. When 
you’re doing a series, you’re filming one episode 
while you’re prepping the next, and you’re cutting 
the episode you shot before. As a producer, you 
are involved in three episodes at the same time. I 
knew it was going to be a challenge.

Sheryl Main (postproduction): I remember reading 
the script and thinking I had never read anything 
like it before.

Peter Werner (director): While we were out on 
a location scout, Glenn slipped me the “Dream 
Sequence” script to read because I was going to 
be directing it. I remember reading it on the bus 
and saying, “How did I get so lucky?”

Frank: It was like, “I can’t believe this is 
happening!” Not only did Glenn respond and get 
it, he added to it. He was excited about the idea. 
He couldn’t wait to jump in and do it. It was one of 
the best days ever.

Daniel: We actually moved up the black-and-

white episode in the schedule. We’d had to shut 
down the show that would become “My Fair 
David” because we were out of scripts, so we 
started prep on “Dream Sequence.” We came 
back from the shutdown to start shooting on 
August 7, 1985.

Neil Mandelberg (editor): I wish we had done more 
of what we did on “Dream Sequence.” Cybill had 
tons of fun when she didn’t have to play Maddie 
every day. She was wonderful in that episode.

Cybill Shepherd: My first film, The Last Picture 
Show, was the first black-and-white film to 
be released in a long time — it was kind of 
revolutionary. Then I got to do the black-and-
white episode for Moonlighting. It was thrilling.

Frank: We didn’t select the songs. I think Cybill 
selected “I Told Ya I Love You, Now Get Out.” Glenn 
wanted “Blue Moon,” but I don’t think she cared 
for it that much. So, it was like, “Well, if you do my 
song, I’ll do yours.”

Cybill Shepherd croons 
“Blue Moon,” the standard 
by Richard Rodgers and 
Lorenz Hart.
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Shepherd: I talked to Leonard Feather, the jazz 
critic at the L.A. Times, about what I should sing, 
and he suggested that song. I believe we recorded 
it at Capitol Records in Hollywood.

Caron: My recollection is that Cybill was excited, 
because she likes to sing. She had put out several 
albums, and she loves that period. 

Werner: Alf Clausen [the music supervisor] did 
the arrangements for “Blue Moon.” We went into 
a recording studio and Cybill sang. She has style, 
and she’s got a great voice. Then we would use 
the playback on the set. It was a big day on the 
set, with all the extras and everybody dressed in 
tuxedos.

Daniel: Cybill had to learn the songs and rehearse. 
That took time and money. The musical scene

was filmed at the Aquarius Theater in Hollywood. 
It had a huge revolving stage. She was great in 
that number.

Frank: Nowadays, many series do a musical 
episode, but at the time, it hadn’t been done 
before. It was the most expensive episode 
that had ever been done on television. It was 
pretty outrageous — until our episode “Atomic 
Shakespeare,” which then became the most 
expensive.

Werner: The musical part of the episode was 
like an MGM musical, and the detective part was 

like a Warner Bros. movie with James Cagney. I’d 
seen fifty MGM/Judy Garland–type melodramas. 
And I’d seen many of the Warner Bros./Paul Muni 
detective–bad guy movies. Those were the two 
styles that we were very consciously trying to 
emulate. It was a little bit of parody and satire on 
top of homage.

Frank: Once we knew that Glenn liked the idea, we 
went to Blockbuster and rented all the MGM and 
Warner Bros. movies. We listened to the cadence 
of Dial M for Murder and all those film noir movies. 
We lifted all of the great bits, every gimmick. 
Glenn had always said that Moonlighting was 
like a screwball comedy from the ‘40s — he had 
Maddie and David’s characters set up that way. 
We just added these other two genres.

Werner: My favorite genre is screwball comedy.

My favorite movies are It Happened One Night 
and the Preston Sturges films. I was doing what 
I’d always dreamed of doing.

Mandelberg: Peter Werner did such a beautiful 
job. I enjoyed every bit of that episode. And even 
though it was really early in the series run, I also 
enjoyed seeing Bruce and Cybill playing other 
characters. And I love the way it was designed.

Frank: The network wanted to film it in color, then 
take the color out. But Glenn knew that if they 
filmed in color, the network would never air it in 
black and white. He fought for that. We had to get 

special cameras and lighting to do everything in 
black and white. They had to track down cameras 
and people who could develop the film.

Caron: We couldn’t find a lab to do it, and when we 
did, they were scared of the liability if there were 
problems, because they didn’t work with black 
and white on a regular basis.

Frank: Carl and I were oblivious to all of this. 
We didn’t think about the fact that no one 
could develop the film. Writers don’t realize the 
headaches they cause for the production staff!

Suzanne Gangursky (production coordinator): 
Instead of actually shooting in black and white, 
there was a less expensive way they could have 
filmed it, called decolorization. I think Glenn was 
like, “No, it’s going to be done this way because
we want it to have a certain feel.”

Werner: Our director of photography, Jerry
Finnerman, was old school — the perfect DP for
black and white. It took time, but it really made
a difference. And when everybody knows you’re
doing it the right way, that affects the content and
performance.

Caron: Jerry was a classic motion picture
cinematographer. A big part of our success was
his familiarity with lighting for black and white.
Back then, remember, there was no video. We
had no monitors, no playback. You shot, then you
went to dailies the next day and hoped it worked 
out.

Mandelberg: We were on film, and if a director 
printed more than an hour of dailies per day, a 
phone call was made because of the cost. So, 
Peter had to choose what to print as he went 
along, which sometimes helped and sometimes 
hindered me. But Peter did a tremendous job 
making decisions.

Daniel: The wardrobe people — costume designer 
Bob Turturice and his group — were charged up. 
When you do a period show like that, you start the 
prep on wardrobe even earlier. But we didn’t have 
the script earlier, not on Moonlighting.

Werner: In those days, the cameras weren’t all 
operated by somebody on the ground, with the 
director looking over their shoulder. You had cranes. 
The director had to sit on a crane as the camera 
moved in or swooped out. That was such a joy.

In “Dream Sequence,” Cybill Shepherd and Bruce Willis — Maddie Hayes and David Addison — 
trade car chases and door slamming for a song and a trumpet.
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Shepherd: We filmed at the old Cocoanut Grove 
[nightclub] at L.A.’s Ambassador Hotel. The 
episode looks like a movie. It was incredible that 
it was a television show.

Main: It was so beautiful. I was on set quite a bit, 
because we all felt we were creating something 
groundbreaking — even though we weren’t sure 
how it would turn out. Except for Glenn. He always 
had confidence in his cast and crew, which was 
pretty awesome.

Daniel: I think the network had come to trust us. 
For some reason, they went for it, hook, line and 
sinker.

Frank: Glenn would sometimes add to the script. 
At the end [of the second dream sequence], when 
David is being executed, his final request is to 
hear the long version of “Stairway to Heaven” — 
that was Glenn.

Werner: By the time I was directing a script, Glenn 
was doing rewrites. So, I had very little to do with 
the writers. If I worked with anybody, it was Glenn.

Frank: Glenn wrote a scene that he wanted to 
follow Maddie’s dream sequence — when Maddie 
calls David, he is in bed with another woman. But 
Carl and I were so against that. This whole episode 

was about Maddie and David getting together in a 
fantasy for the first time. Having him in bed with 
another woman would have ruined it.

Mel Harris (actress): I was going to play the first 
person that Bruce Willis’s character slept with. 
That was a big deal for me. I went to the audition 
and got the job.

Frank: Carl and I had a discussion with Glenn, 
and we were adamant about our position. In any 
other episode you could have David in bed with 
someone else, but not this one — this was about 
David and Maddie’s love affair. We went to Glenn’s 
office over and over, fighting for that. Finally Glenn 
said, “Okay, it was a good scene, but it just wasn’t 
in the right place.” So, he took it out.

Harris: I was in hair and makeup when Glenn walked 
in and said, “We’re not going to film this scene. I 
love you, and I loved your audition. But it’s not the 
right time for David to be sleeping with someone.” 
It was the best job that I ever got and never filmed. 
But the fact that I’d been hired for Moonlighting 
was a great selling point for my agents. 

Caron: I felt terrible about having led Mel down 
the garden path, but Debra and Carl were right. 
Once they got me to see it, I realized it would have 
been a mistake.

Frank: The murder mystery really didn’t matter.
We were using that as a device to have Dave and
Maddie play these characters. In each of their
versions, they were the victims. What mattered
was getting to see the actors play these different
characters. The story was just a projection of their
feelings. It played on the sexual tension — and
you actually got to see them kiss.

Werner: The scene where they kiss was filmed in
a back alley on the 20th Century Fox lot. We found
a little doorway. It was a really big deal: oh, my
God! Bruce Willis and Cybill Shepherd are finally
going to kiss on camera!

Frank: When you come back [to real time] at 
the end of the episode, you still have the sexual 
tension. They slept together, but they didn’t. Still, 
in both of their minds, they had slept with the 
other person. It was all about the characters and 
the emotion and the undercurrent of their love 
story.

Daniel: The black-and-white episode did a 19.4 
overnight [rating], which was very good.

Frank: And the producers had Orson Welles 
come in at the last moment to shoot a little 
promo, telling the audience that twelve minutes 
into the show, it will turn black and white, and 
there’s nothing wrong with your TV set.

Roger Director (producer): I’m sure Cybill and her 
relationship with [director] Peter Bogdanovich 
might have helped us get Welles. Though, by this 
point, the show certainly had buzz.

Daniel: Cybill knew Orson through Peter 
Bogdanovich. Orson actually lived with 
Bogdanovich for a time, and Orson and Cybill got 
fairly close. Glenn had the idea that this needed 
a cold open. He thought, “How about somebody 
like Orson Welles?” Cybill said, “I’ll ask.”

Shepherd: My granddaughter is named after 
Orson; her first name is Welles. He was a huge 
influence on me. At the house in Bel-Air where I 
lived with Peter, Orson was often a guest of ours, 
off and on for like three years. One day I smelled 
smoke, so I knocked on his door and asked if he 
was all right. He said, “Yes, everything is taken 
care of.” He had put a lit cigar in his robe pocket, 
and it caught on fire.

Caron: I may have gone to Cybill and asked for 

“Dream Sequence” featured the first onscreen 
kiss for Dave and Maddie.
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Orson’s number — I can’t remember who gave 
it to me. But I called him and, to my surprise, he 
answered.

Daniel: Glenn wrote the opening for him. [On 
the shoot day] we went to an empty stage — 
we wanted to do this away from the sets. Orson 
came right up in a limo. He came in, and the big 
stage doors closed behind him.

We had set up a very small unit for him, with 
a set behind. He arrived on time. Glenn asked, “Do 
you have any questions?” He said, “No, I think 
it’s fairly self-explanatory.” We said, “Shall we 
rehearse one?” Orson said, “Why don’t we shoot 
the rehearsal?”

Director: Glenn directed that little segment. He 
was so taken by the fact that he was going to be 
directing Orson Welles, I think he forgot to say 
“Action!”

Werner: Actually, Glenn shouldn’t have directed
Orson. Today, that would be a
Directors Guild violation. When I
came to work one day, everybody
was saying, “We came in an hour
early — we did this great thing with 
Orson Welles.” I didn’t know it was 
happening, so I felt a little bad about 
that. I would have been the last
person to direct Orson Welles. 

Daniel: After the first take, I think 
Glenn was about to say, “That was 
great.” But Orson said, “Shall we 
do it again?” He felt he could do it 
a little better. I think we ended up 
doing three takes. The only direction 
he got was “Action!” There was 
never a stumble. He went through it 
beautifully.

Main: It was amazing having him there. He was 
enjoying himself as much as we were enjoying 
having Orson Welles in the house.

Daniel: It was just that little crew and Orson. But 
when I turned around, that huge, empty stage 
was full of people.

Caron: There were, like, 300 people watching!

Daniel: They had silently come in, because 
they’d heard that Orson Welles was on the lot — 
crewmembers and secretaries from other shows. 

We never knew they were there. Somehow 
the word had gotten out that he was on the lot, 
shooting something. It made me tear up. I think 
Cybill was working on another set, so she didn’t 
come by. He was just so easy and professional — 
and willing to take a picture and all that.

Frank: I got Orson to autograph my script. And 
I’d brought a camera because I wanted to get a 
picture with him. At first, it was just going to be 
Orson and myself, and I handed the camera to 
somebody to take the picture. But all the writers 
and everyone fluttered around to get into the 
picture. I’m in the back, on my tiptoes, trying to 
get my face into the shot.

Daniel: We took some photos, and we showed 
him to the door. The limo was waiting. He got in 
and drove away.

Frank: I don’t remember him being in a limo. What 
stood out to me is that a friend drove him to the

studio in an old, beat-up car from the ‘ 0s. I was
stunned. Here is an icon of a man and he wasn’t 
getting into a limo — and he was wearing a suit 
jacket, pants and flip-flops.

Daniel: Orson Welles passed away one week 
after he did the show. When we got word that he 
had died, I couldn’t believe it, because he didn’t 
seem infirm. It was really a shock. We filmed 
him on October 3, and he died on October 10. 
Moonlighting was the last thing he ever shot. 

Caron: He was Orson Welles! You just assumed 
he was invulnerable. 

Mandelberg: The day before he died, I was aware 
that I was cutting the cold open with a man who 
was so important to our industry. It was really 
upsetting for all of us to have lost him. Orson was 
the biggest man I’d ever met, and I don’t mean 
just in physical stature. 

Frank: Just this morning, I remembered that I 
have that autograph of Orson Welles on my script. 
Well, last year during the California wildfires, I had 
to evacuate. Then I remembered I hadn’t taken 
the script with me. Next time I have to evacuate, 
I need to take that with!

Daniel: We didn’t advertise that Orson would 
be introducing the episode. Today, it would be 
advertised everywhere. I think it was a lovely 
surprise for the audience. That’s one of those 
things you pull from your memory bank and say, 
“Wow, I’m glad I experienced that — I got to meet 
that man.” It was an honor. 

Frank: When I say, “I wrote on 
Moonlighting,” people say, 
“Oh, I love that show.” And if 
I tell them I wrote the black-
and-white episode, they say, 
No way!” It turned out to be a 
lassic. I’m so fortunate to have 
een a part of it.

andelberg: I chose to put the 
Dream Sequence” episode up 
or Emmy consideration because 
got to cut that episode entirely 
y myself — and I won [for 
utstanding Editing for a Series: 
ingle Camera Production].

rank: Chic Eglee started writing 
r Moonlighting right after the 

black-and-white episode. He came from [NBC’s] 
St. Elsewhere. Someone from that show called 
and said, “We liked that episode. We think we’ll do 
one as well.” Both the black-and-white episodes 
were nominated against each other, and theirs 
won.

Werner: “Dream Sequence” has been voted one 
of TV Guide’s top 100 episodes of all time, and of 
course it’s awfully nice to be connected with that.

Frank: No, I absolutely will not tell which character 
actually committed the Flamingo Cove murder. 
No way!

Orson Welles (center) with Ron Osborn, Debra Frank (rear), Jeff Reno and Roger Director, in a photo snapped with Frank’s camera after Welles finished his Moonlighting gig.
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ANIMATED TV DOGS:  SNOOPY (PEANUTS)  *  SCOOBY-DOO  *  BANDIT (JONNY QUEST)  *  ASTRO (THE JETSONS)  *  PAW PATROL  *  BLUE (BLUE’S 
CLUES)  * CLIFFORD THE BIG RED DOG  *  SANTA’S LITTLE HELPER (THE SIMPSONS)  *  BRIAN (FAMILY GUY)  *  JAKE THE DOG (ADVENTURE TIME)

BEST IN Who let the dogs in? TV now has four  
canine reality shows: two on competitive 
grooming (pink and blue fur are de rigueur  
on ABC’s Pooch Perfect and HBO Max’s  
Haute Dog), plus Amazon Prime’s challenge-

driven The Pack and a training show on  
Netflix called Canine Intervention.  
Doggonit, man’s best friend is back! 

Reality aside, what about the furballs on 
scripted series? Heroic, lovable, laughable  
and even regal, canis familiaris has brought  

  RIN TIN TIN  
ON RIN TIN TIN

HONORABLE  
MENTIONS:

LADADOG ON PLEASE  
DON’T EAT THE DAISIES

DUKE ON THE  
BEVERLY HILLBILLIES

 MIGNON ON  
GREEN ACRES

THE BRADY 
BUNCH
TIGER

Mutt 
ABC, 1969–74
REAL NAME: Tiger

Ever wondered why  
there’s a doghouse in  
the Brady backyard but 
rarely a dog? Here’s the 
sad tail: midway through 
shooting episode five, 
“Katchoo” — in which Tiger 
gets sent away because 
Jan (Eve Plumb) seems to 
be allergic to him (actually, 
it’s his new flea powder) 
— Tiger was hit and killed 
by a car. His desperate 
trainer picked up a dog 
at the pound and hoped 
he’d do. He didn’t. He went. 
A third “Tiger” appears 
in seven episodes, one 
of which centers on his 
disappearance. When the 
family finds him, way across 
town, he’s visiting… his new 
puppies! What a rascal!

And that empty 
doghouse? It hid a scorched 
section of Astroturf. 

LASSIE
LASSIE

Rough Collie
CBS, 1954–71 
REAL NAME: Pal and then 
five of his descendants

Costar June Lockhart  
called Lassie “a fairy tale 
about people on a farm  
in which the dog solves all 
the problems in twenty-
two minutes, in time for 
the last commercial.” 
After ten seasons of 
Lassie saving Timmy,  
the collie left the farm 
to hang out with forest 
rangers. In the end she 
wound up at a ranch, 
where she found another 
hapless boy to keep safe. 

The fifth-longest-
running U.S. primetime 
series, Lassie won two 
Emmys for Best Children’s 
Program (1955, ’56). Great 
franchises never die; they 
just get rebooted: 1989 
brought a sequel, The 
New Lassie, and in 1997 
a remake called Lassie 
brought us… a new Timmy! 

#5 
1980s

#101 
1965

MAD  
ABOUT YOU
MURRAY

Collie mix
NBC, 1992–99
REAL NAME:  Maui

Murray was known both 
for chasing an imaginary 
mouse (who finally turns 
up) and as TV’s most 
popular dog, gracing the 
cover of TV Guide twice.  
In one episode, he 
becomes an overnight 
celeb after Paul (Paul 
Reiser) puts him in a gum 
commercial. His new agent 
says, “What Murray has is a  
look, a quality. I see Murray 
here as everydog, the  
dog next door.” Everydog 
has a dream sequence 
involving the Leno show, 
model Rachel Hunter and 
some very heavy petting. 
But Murray’s show-biz 
success causes friction 
between his humans, 
so he throws it all away 
by drawing blood at an 
audition. Murray just wants 
to be the family dog. 

MY THREE 
SONS
TRAMP

Briard
ABC, 1960–65 
CBS, 1965–72 
REAL NAME: Tramp

Tramp’s not much for 
tricks, but as Chip (Stanley 
Livingston) says, “He’s 
smart, he just isn’t educated.” 
Tramp gets compared 
unfavorably to show dogs, 
but hey — he saves the 
family from a fire, gets 
adopted by actress Eve 
Arden, goes to court (um, 
for biting someone), gets 

“discovered” by a Hollywood 
producer and runs away 
from home. Can a show 
dog do all that? When Ernie 
(Barry Livingston) finds 
he’s allergic to Tramp, he 
chooses to live with it. (That’s 
a whole episode!) Dog 
allergies pop up again on TV, 
and so do Briards. They’ve 
never made the AKC top ten, 
but Briards appeared on Get 
Smart, Dharma & Greg and 
Married... with Children.

#7 
1960s

FULL HOUSE
COMET

Golden Retriever
ABC, 1987–95
REAL NAME:  Buddy

We’re there when the  
Tanners choose Comet 
from an unruly litter,  
and we watch him grow 
from a tiny terror with a 
taste for teddy bears  
into a responsible adult 
who puts his own dish 
in the sink after dinner. 
Memorable episodes 
include his birthday party 
(he blows out the candle 
on the cake!), and a lengthy 
misadventure that starts 
when he runs after a  
giant hot dog on a car  
and then meets a fetching  
collie on a street corner. 
It seems they spend the 
afternoon together.

After the series ended, 
Buddy, who played  
Comet, went to doggie 
heaven — but one of his 
descendants costarred as 
Cosmo in Netflix’s Fuller 
House reboot. 

ALL IMAGES: PHOTOFEST



Pupularity
Contest

Sometimes shows feature popular

breeds, but sometimes shows popularize

a breed. About half these dogs’ breeds

were in the American Kennel Club

top ten when they were on TV. See

ribbons, below. And of course,

mutts are always

in style.

THE CROWN
UNNAMED

Pembroke  
Welsh Corgi
NETFLIX, 2016–NOW 
REAL NAMES: Prince, Lily

“When we’re with the  

corgis, then all the shots 

are about the corgis and 

you have to fit your acting 

around what the corgis are 

doing,” said Claire Foy, who 

played the young Queen 

Elizabeth, adding, “They 

do love a bit of cheddar 

cheese.” A few years later, 

having taken over as the 

dog-loving monarch, Olivia 

Colman noted, “Prince is 

very well behaved... and 

Lily’s a little bugger.” The 

real queen has had more 

than thirty corgis, but The 

Crown is widely credited for 

the breed’s new popularity. 

U.K. dog lovers say that 

seeing the glamorous  

Foy with corgis helped 

change how people see  

the breed. Hmmm.

klyn’s Cheddar might 

SHOWS

ZEUS

ON M
PAX ON

LONGSTREET

joy to TV for decades. Here are ten shows 

that put pooches at center stage, and 

some chew toys: our honorable mentions 

and top animated scamps. Now sit and 

stay as we fetch your favorites.

Text:  Barak Zimmerman  |  Design: Kristen Male

#72 
2005

BROOKLYN 
NINE-NINE 

CHEDDAR

Pembroke  
Welsh Corgi 
FOX, 2013–18,  
NBC, 2019–NOW 
REAL NAMES: Stewart, Stella 

Captain Holt’s (Andre 

Braugher) “fluffy boy”  

and “cute little secret 

weapon” rolls deep in the 

squad’s high jinks. Who 

can forget his Mission: 

Impossible-style adventure 

through ventilation ducts, 

or the time he ate a cake 

and then lay on the squad-

room floor, his long torso a 

ridiculous helix flecked  

in whipped cream? Cheddar 

even has a dash of sitcom-

historical histamines — he 

makes Santiago (Melissa 

Fumero) sneeze. Holt gets 

great lines when Cheddar’s 

in the mix, including this 

action classic, bellowed

as he decks a dognapper:

“Y T k Th

MODERN 
FAMILY
STELLA

French Bulldog
ABC, 2009–19
REAL NAMES: Brigitte, 

Beatrice 

As the apple of Jay’s  

(Ed O’Neill) eye, the little 

Frenchie gets no love  

from Sofia Vergara’s Gloria 

— because she’s jealous  

and also, Stella destroys 

shoes. Gloria tries to get 

Stella in trouble with one 

of Jay’s loafers, going so 

far as to set an example by 

holding it in her own mouth 

as she growls and wiggles 

— until Jay and her son, 

Manny (Rico Rodriguez), 

walk in on them. “Drop it,” 

Jay deadpans. The scene 

ends with Stella looking 

straight into the camera, 

George Burns–style. 

 Beatrice, who was also 

on Workaholics and The

Kominsky Method, crossed

over the Rainbow Bridge

just a few days after Mo

Family wrapped its fina

#1 
since  
1991

#10 
2019

#4 
2019

#10 
2019

FRASIER
EDDIE

Jack Russell 
Terrier
NBC, 1993–2004 
REAL NAMES: Moose, Enzo

Known for his staring 

contests with show  

star Kelsey Grammer, 

Eddie is like a small, furry 

version of his tough, funny, 

irascible owner — Frasier’s 

dad, Martin. The late John 

Mahoney, who played  

Martin, said, “I don’t even 

consider him a dog. I  

consider him an actor…. 

He’s the only real scene-

stealer in our cast.” Eddie’s 

willingness to wear silly 

costumes makes him 

a valuable comic foil, 

especially after he gets 

neutered. In fact, Moose 

received more fan mail 

than his bipedal costars. 

He even “wrote” a 2000 

“memoir” titled My Life as 

a Dog, before letting his 

real-life son Enzo (star of 

My Dog Skip) take over as 

Eddie that same year. 

DOWNTON 
ABBEY
PHARAOH,  
ISIS, TEO

Yellow Labrador
PBS, 2010–15 
REAL NAMES:  Roly 

(Pharaoh), Ellie and Abbey 

(Isis), Benji (Teo)

Lord Grantham (Hugh 

Bonneville) has three  

dogs. Pharaoh (Roly) leaves 

after season one because 

of a territorial dog who lived 

in Highclere Castle, where 

the show was shot. Isis 

joins in season two,  

and her death in season 

five is a tearjerker: Lord 

Grantham places her on 

the bed between Lady 

Grantham and himself so 

she’ll pass away with “two 

people who love her, and 

each other.” In season 

six, a puppy named Teo 

brightens things up. Series 

creator Julian Fellowes gave

the dogs Egyptian names

because a former lord of
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JASMINE CEPHAS JONES, RAFAEL CASAL and DAVEED DIGGS

MADE YOU LOOK

There’s no turning away from Blindspotting, the new Starz 
series that explores what we choose to see and what we 
don’t. Creators Rafael Casal and Daveed Diggs steer the story 
from their original film in surprising ways, and — with drama, 
humor, spoken word and dance — transcend traditional 
notions of what television can be. BY ASHLEY RAY-HARRIS

PHOTOGRAPHS BY ROBERT ASCROFT

PHOTO ASSISTANCE BY CHRIS NEFS, CHARLES GRAUKE AND ASHLEY ROSE RAMIREZ
DIGITAL TECH BY LUZ GALLARDO AND SEAN BEST
STYLING FOR JASMINE CEPHAS JONES BY JASON REMBERT/COSTA STYLING; HAIR BY 
RICARDO ROBERTS/THE ONLY AGENCY; MAKEUP BY JOSE CORELLA/THE WALL GROUP
STYLING FOR RAFAEL CASAL BY ERICA CLOUD; GROOMING BY PAIGE DAVENPORT/
EXCLUSIVE ARTISTS MANAGEMENT USING R+CO
STYLING FOR DAVEED DIGGS BY JOHN TAN; ON SET STYLING BY SANCHIA WONG; 
GROOMING BY CLAUDIA POOLEY/RICHARD’S MODELS; HAIR BY LIL BATISTA
JONES’S DRESS BY CHRISTIAN SIRIANO; SHOES BY GIUSEPPE ZANOTTI; EARRINGS 
STYLIST’S OWN. CASAL’S JACKET BY BASIC RIGHTS; SHIRT BY VINCE; JEANS BY LEVI’S; 
SHOES BY CONVERSE. DIGGS’S JACKET, SWEATER, PANT AND BOOTS BY MOSCHINO 
COUTURE; JEWELRY HIS OWN.





OVERSHIRT, OVERALLS AND NETTED VEST BY BURBERRY
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Diggs — who won a Tony and a Grammy for his work as Thomas Jefferson
in Hamilton — recalls, “Lionsgate said, ‘We think there’s a TV show here,’ and
we were like, ‘No. We’ve told this story. We’re artists and we don’t repeat
things. We’re moving on, there’s nothing else here.’ And they were like, ‘Well,
at least come in and have a meeting with us.’”

In the comedy–drama, Diggs plays Collin, a young man who, just three
days from the end of his probation, witnesses a policeman shoot a Black
civilian. As he struggles with what he’s seen, his best friend and coworker,
Miles (Casal), seems hellbent on getting them both into trouble. A stylish,
insightful exploration of racism, policing and gentrification (as seen in
Oakland, California), the film uses none of the standard tropes of Black
violence or death to make its points. On the contrary, it is as much about Black
joy and expression as it is about catharsis.

It’s no surprise Lionsgate saw more potential, but the creators had to be
convinced. “You make an indie film and it’s your darling,” says Casal (The Good
Lord Bird, Bad Education). “If I make one thing truly from the heart, I don’t
want to mess with it. So we were very protective of the film.”

Lionsgate may have wanted a Blindspotting series to continue following
the film’s male leads, but Diggs and Casal didn’t see that as an option. “We
were happy with the ambiguity that Miles and Collin were left at,” Diggs says.
“But when we were shooting, when we were editing, we really wished there
was more of Ashley. We were so mad we couldn’t fit that into the film.”

As portrayed in the film by Jasmine Cephas Jones (#FreeRayshawn,
Hamilton), Ashley mostly reacts to the chaos that Miles, her boyfriend, brings
into their family life. Jones’s performance, particularly when she’s concerned
about their son, Sean, provides a brief glimpse into her complex internal world.

Casal saw this as a natural launching point, “When we threw out the idea
that all we really wanted was more Ashley and they [Lionsgate] responded
immediately with excitement, we started brainstorming. What could this
show even look like? There was a lot to be defined.”

Jones remembers how her former castmates broke the big news:
“Daveed and Rafael called and said, ‘We’re thinking of doing a Blindspotting
show, and we want you to lead it.’ Immediately, I was like, ‘Absolutely!’”
She also joined as a producer, which meant, “I was able to see how things
started from scratch and have creative input about how I wanted to drive this
character, which is amazing. I’ve never had that opportunity or been part of
something right from the beginning.”

So, when Blindspotting debuts the first of eight episodes on Starz
on June 13, viewers should not expect to see Diggs and Casal reprise their
film roles. Casal does appear as Miles; behind the scenes he served as
showrunner, and he shares creator and executive producer credits with
Diggs. Due to his schedule on TNT’s Snowpiercer, Diggs was unable to make
an appearance.

“I think we’ve warned people,” Casal says of the series’ switch in focus.
“For us, television is all about world-building, and I felt that the world we had
established in the movie could support a bunch of other stories.”

H e was right. The show expands on and remixes the rhythm, joy, drama and
humor that made the film so original. While the film plays with audience
expectations, the series reimagines sitcom tropes and adds spoken-
word and dance interludes. Blindspotting is wholly unique, but tonally it

feels like a successor to edgy family shows like Shameless and Six Feet Under.
“For the most part, the dance and spoken-word stuff was added by me or

Daveed at the end,” Casal explains. “We would look at scenes and go, ‘This is an
exposition or inner-monologue moment,’ or we would look for places where

it made a lot of sense. Everything is functional. Ashley is reserved and plays
things close to the vest, so the verses give her a moment with the audience
where she can be honest in a way that she can’t with any of the characters.”

Picking up six months after the events of the film, the series entwines
Ashley’s story with that of the rapidly changing Bay Area. Forced to move in
with Miles’s family, she is the focus, along with Miles’s sister, Trish (Jaylen
Barron), and his mother, Rainey (Helen Hunt, Mad About You).

Rainey is a marked departure for Hunt, who became friends with Casal after
messaging him on Twitter to profess her love for Blindspotting. They started
getting lunches and going on hikes at “the ass-crack of dawn,” Casal says. “We
hit it off right away. She and my mother — and some of my aunts and ‘play’
mothers I grew up around — are very similar. She also has a lot of similarities to
Daveed’s mom, so right away when we started talking about the show, I was like,
‘We should ask Helen to play my mom — that would be really on point.’

“It would also be a role no one would have ever seen her in before. We
joked about it early on, but I couldn’t tell if she was just being very polite.”

As it turned out, Casal and Diggs were at Hunt’s house when they got word
of the greenlight. “We had a toast of champagne,” Hunt recalls, “and I got to
watch them be excited. And then a few weeks later, they called and said, ‘We
should stop dancing around this. We really want you to play this part.’

“It was just a joy. I’ve never worked on a job where I got more yeses in
every way. Yes, creatively. Yes, when it came to Covid protections being really
tight. On a lot of jobs, you hear everything you want, but none of that happens.
This one was the opposite.”

For Casal and Diggs, Hunt brought many pluses. “She’s been in the
industry for a very long time,” Casal notes. “She’s been a writer and a director,
and she had a lot of thoughts on who Rainey should be and how she should
act. We were so grateful for how much time she put into it. We were like, ‘Even
if she just gives us notes, that’s the gift.’ She makes this person feel truly
three-dimensional, and that’s the blessing of Helen.”

With Jones and Barron, Hunt completes an entertaining trifecta as three
generations of women forced to find common ground. “Helen is absolutely
amazing,” Jones says. “She was so supportive, and it was amazing to share
the screen with her and sometimes go toe-to-toe with her. To have her look
at us as her peers was really awesome.”

Barron isn’t new to TV — in fact, Dominique, the character she played on
Shameless in 2016, shares a lot with Trish, Miles’s street-smart sex-worker
sister. This role, however, required a new level of vulnerability. “I was learning
from Helen the whole time. I copied everything she did. She’s very meticulous
and I love that. I learned so much from her in building Trish.”

T hroughout the series, the friction these three characters feel with 
themselves, each other and the world is sharpened through dance and 
music. “When it came to movement, we wanted to speak to another 
cultural touchstone in the Bay, which is dance culture,” Casal explains.

Michael Yezerski, who composed the film’s score, collaborated with Bay 
Area native Ambrose Akinmusire on a new score for this show. “Ambrose 
is an extraordinary American composer,” Yezerski says. “His gift is not just 
the way he plays the trumpet, but the voice he gives through his music. I see 
our collaboration as a dialogue between the two of us and also between the 
drama and the music that we’re putting to it.

“We’re taking a cinematic approach to the show,” he continues. “We’re 
not hitting every moment, not stinging every joke. We’re letting things sit, 
we’re willing to let things marinate. We’re not trying to swamp the action, 
whereas sometimes in television, the style is to kind of hit everything.” 

WHEN THE FILM BLINDSPOTTING PREMIERED IN 2018, THERE WAS IMMEDIATE INTEREST IN 
EXPLORING ITS WORLD VIA A TV SERIES. THERE WAS JUST ONE PROBLEM: DAVEED DIGGS AND 
RAFAEL CASAL, WHO’D PRODUCED AND STARRED IN THE FILM, HAD NO INTEREST. 

Continued on page 80
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COAT BY THEORY; BUTTON-DOWN BY BILLY REID; JEANS BY LEVI’S. 
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The music also fuels the choreography. Lil Buck and Jon Boogz, actors 
and influential movement artists, appear in the series and also worked with 
Casal to reimagine the narrative with dance. Blindspotting is deliberately light 
on large musical numbers, as dance plays a subtler role: the choreographed 
movements of background characters embody Ashley’s worries and stress. 

“On so many shows when they feature dance, it has more of a musical, 
‘big-moment’ element,” Boogz points out. “But in this show, the narratives 
are so rich. We’re talking about gentrification and mass incarceration, and 
that’s the type of stuff we’ve been doing on our own in the work we’ve created 

through dance. So it was nice to see dance used to tell a more powerful 
narrative and not just as a moment of entertainment.” 

As Lil Buck explains, the style of the show synced perfectly with their 
work. “That’s part of our DNA,” he says, “turning dance into a tool to push 
narrative forward. You’re seeing the movement to help you understand 
what’s going on. It’s been a lot of fun working with the cast; we had chemistry, 
and there was a lot of freedom as far as what we got to choreograph. They 
just let us play.”  

While Miles and Collin don’t figure prominently in the series, a dance 
interlude between Lil Buck and Boogz in episode four summarizes their 
connection to Rainey and Ashley’s home. Directed by Bay Area native Aurora 
Guerrero (13 Reasons Why, Little America), the scene shows the relationship 
between Miles and Collin, reframed through the show’s female perspective. 

“We used a lot of music-video tricks and tools, which we tried to subtly 
— or not so subtly — blend into the story,” explains director of photography 
Tarin Anderson (Vida). ”It weaves so nicely with the language; it’s such a lyrical 
show. It made sense to bring in lots of music-video moments to enhance the 
emotional storytelling.” 

For Guerrero, everything came together to create a visually innovative 
series that also has social impact. “What is out there that has to do with 
incarceration isn’t always on point,” she says. “It’s often problematic, and 
women are usually a sub-character or not even much of a thought. So to 
center a whole show around primarily women of color and the impact these 
incarcerations have on them — without hammering you over the head with
that POV — is intricate and really exciting. These are everyday women in this 
situation. What does it mean when someone who was so important to your 
family suddenly disappears?” 

I t wasn’t easy to bridge the world of the film with all of these new elements. 
Casal, Diggs and Jones wanted to create space for new characters to define 
themselves, yet ensure that they still felt rooted in the Blindspotting world. 
Executive producers Jess Wu Calder and Keith Calder (both of One Night 

in Miami…) wanted a heavy focus on writers from the Bay, and they wanted 
directors and department heads from diverse backgrounds. “We’re believers 
in providing that next big step up for people who are systemically not given 
those opportunities in the film and television industry,” Keith Calder says. 

And, as Jess Wu Calder points out, they met their goals during a particu-
larly challenging time. “Making a show during a pandemic is stressful,” he 
says, “and staying true to this desire to have an inclusive team is even harder. 
That we were able to assemble one of the most diverse crews and one of the 
most diverse casts I’ve ever had, during a dark time — I’m so proud of that.” 

In so many ways, Blindspotting the series transcends traditional notions 
of what television can do — and be. “People don’t need to have seen the 
movie to understand the show at all,” Casal says. “I think it’s a stand-alone 
piece. What I always go back to — for any piece of art that I’m in charge of— is 
to allow it to become a thing that hasn’t existed before. 

“Every time a choice felt like it was trying to emulate something that 
already existed, we went the other way,” he adds. “We really tried to allow 
the show to be as unique and as liberated as the movie. When we made the 
movie, we never thought anyone would see it. Hell, we didn’t think we would 
finish it! That’s the thing that goes from the movie to the show — that spirit 
of, ‘They may never let us make another TV show, so let’s put our all into this.’ 

“When you get to the end of the season finale, I hope it feels like a bunch 
of artists put their fucking all into something. Then just pushed it across the 
table and were like, Here, check this out.”

Executive producers of Blindspotting include cocreator-writers Diggs and 
Casal as well as Jess Wu Calder, Keith Calder, Ken Lee, Emily Gerson Saines, 
Tim Palen and Seith Mann. Casal also directed, as did Aurora Guerrero, Erin 
Feeley, Pete Chatmon and Angela Barnes. Lionsgate Television produces the 
series for Starz.

B alancing action and narrative with dance and spoken word would 
be a challenge even for veteran writers. But when building their 
writers’ room, Blindspotting creators Rafael Casal and Daveed 
Diggs did not make experience their first priority — they were 

adamant about creating an atmosphere of intimacy and inclusion. 
To work with them, the duo selected four writers, of which three 

are women and all are people of color. For all but one, this was their 
first writers’ room. The success of the series’ experimental tone 
undoubtedly stems from this group of new and exciting voices. 

Priscila Garcia-Jacquier (Episode 103) 
“I was able to bring in structure — that’s what I know best. I’m sort of 
obsessive about it, and that’s the way that Rafael and I complement 
each other. And it was really special to be able to [say], ‘Okay, I don’t 
know anything about this world, but this skill is transferable.’ And in 
a way, [the show] becomes like a container, right? Because I don’t get 
to fill it only with my own voice — it’s like, ‘This is what I know. Let’s all 
color it together.’”

Alanna Brown (Episode 105)
“I had done my film [2021’s Trees of Peace], but this was my first time 
in a writers’ room. It felt like a discussion of the moment, like we were 
the characters in a sense, putting ourselves up on the wall, vomiting 
our own lives and experiences. We got close very quickly. We started in 
Vancouver because Daveed was up there shooting Snowpiercer, so we 
were all in the same hotel for a week. We’d meet with Rafael to do our 
work for the day. It felt like a writers’ retreat.”

Nijla Mumin (Episode 106)
“Bridging poetry and cinema is my space. When we were writing, 
we identified certain places where being let into [the characters’] 
interior thoughts through poetry could really serve the story and also 
the characters. You can cover so much with verse that you can’t with 
just dialogue or action — you can get to the core of what a character 
is experiencing. I was really appreciative of being able to offer some 
thoughts on where the verse should show up, and also to offer some of 
my poems to these characters.”

Benjamin Turner (Episode 107) 
“You can tell a story about Oakland and only talk about the El Salvadoran 
presence and Latin presence, and you would not make an inauthentic 
show — [it would be] absolutely authentic. And you can make a show 
100 percent about the Asian-American community in Oakland, and 
it would be an absolutely authentic show. There are so many vantage 
points — we don’t try to hit all of them. We try to hit the ones that we 
know [best]. And that felt very special to try and capture.” —A.R-H.

VOICES, CHOICES

Continued from page 75
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Revealing
PHOTOGRAPH BY ROBERT MAXWELL/CPI SYNDICATION

BY JENNIFER VINEYARD

The therapist in HBO’s new 
In Treatment, Uzo Aduba embraces 
self-discovery on the set and off.

She’d worked in theater for several years, but her attempts to break
into film and television had fizzled as she watched her savings
dribble away. She decided it was time to go back to school and 
pursue an earlier childhood dream. “I was going to become a lawyer 
and live in Washington, D.C., because I liked politics,” Aduba recalls. 
But when she got back to her apartment, she finally got the phone 
call she’d been waiting for — a TV job offer. 

It wasn’t the part she’d auditioned for, but Aduba’s nuanced 
portrayal of the childlike, mentally ill Suzanne “Crazy Eyes” Warren 
on Netflix’s Orange Is the New Black made her the first actress to 
win back-to-back comedy and drama Emmys for the same role. 
“That gave me so much validation that I had chosen right, in terms 
of my profession,” Aduba says. “It gave me so much more freedom 
to trust my choices.”

Now she’s on “the other side of the mental health conversation,” 
she says, portraying therapist Brooke Taylor in the reboot of therapy 
drama In Treatment, which returns to HBO after eleven years. Taylor 
is her first lead role, and she’s embracing the chance to play a woman 
whose profession requires her to practice active listening with her 
patients — each of whom reflects an issue in Taylor’s life and allows 
her to heal what is broken inside of her, too.  (Simultaneously, Aduba 
dips into the new Amazon Prime Video series Solos as a character 
who relies on technology for her therapeutic needs.)

“There is something delicious in taking in someone else’s story 
and trying to digest it internally,” Aduba says. “If I were doing self-
analysis, I would say that all my paths have led me here.”

Growing up in Medfield, Massachusetts, Aduba was keenly
aware of belonging to one of the town’s few Black families. (Her
parents immigrated to the Boston suburb in the wake of the 
Nigerian civil war of the 1970s.) Concerned that no one in grade 
school could pronounce her full name — Uzoamaka — she asked 
her mother to change it to Zoe. Her mother said no — Americans 
could learn to say Uzo.

Similarly, for years Aduba asked her mother for braces to close 
the gap between her front teeth. Her mom said no again: didn’t 
she know that in Nigeria, a gap was considered beautiful? Still, she 
kept her mouth clamped shut whenever a camera appeared. That 
changed, though, when a high-school yearbook photographer 
told her she had a beautiful smile. “My mom’s been saying that my 
whole life!” Aduba says now, laughing about it. 

As the years passed and the Emmys piled up, Aduba grew to accept 
and believe in herself. She got a major confidence boost last year when 
she played pioneering presidential candidate Shirley Chisholm in the 
FX miniseries Mrs. America (which won her a third Emmy). It was a juicy 
part, which involved donning a large wig. (“This is a big head of hair we 
got going on!” she thought.) The big hair, she realized, was intentional 
— to insist on taking up space. Aduba came to look upon Chisholm as a 
role model: “Any dream is not too big. It’s never been too big.” 

That epiphany is what enables her to play Dr. Taylor now. “I’m 
stronger than I thought I was,” she says. “I am more than enough.”

Catch-up viewing of In Treatment is available on HBO Max.

Nine years ago, riding on a New York subway,            

Healingand



Nine years ago, riding on a New York subway,          Uzo Aduba decided it was time to quit. 



SUPERMAN & LOISSUPERMAN & LOIS
“THE CHALLENGE HERE,” 
SHANNON EXPLAINS, “WAS 
PROJECTING A MORE MODERN-
LOOKING — BUT STILL ICONIC 
— SUPERMAN. WE FOCUSED ON 
A NEW NECKLINE AND CAPE THAT 
MAXIMIZED THE BIG, BILLOWING 
MOVEMENT EVERYONE LOVES. 
THE MUSCLE STRUCTURE IS MORE 
STREAMLINED; WE UPDATED THE 
PAINT JOB, ADDED A SCULPTED 
ARMORED BELT AND PUT HIM 
INTO ATHLETIC-INSPIRED SUPER-
BOOTS. THE SUITS HAVE TO BE 
COMFORTABLE AND SOMETHING 
THE ACTORS CAN FIGHT IN. 
AFTER WE DO FITTINGS, I PUNCH 
AND KICK WITH THEM TO MAKE 
SURE THEY CAN DO ALL THE 
MOVEMENTS THEY NEED.”

TYLER HOECHLIN AS SUPERMAN AND ELIZABETH TULLOCH AS LOIS LANE
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LAURA JEAN SHANNON can remember the exact moment
that she was bitten by the costume-designing bug. She was
studying sculpture and graphic design at Amherst when her
brother invited her to the set of Malcolm X in New York City, where
he was part of the production crew. “I saw a woman rolling a
wardrobe rack down the street in the middle of Harlem,” Shannon

recalls. “It opened up my imagination, which was already hyper charged.
“I’d always been a fantasy and sci-fi geek and l loved my Saturday

morning cartoons, especially superheroes like
Justice League,” she says. “On some level, I always
knew that was the end game for me.”

As Hollywood’s go-to creator of superhero
suits, Shannon is definitely at the top of her game.
And she’s got her hands full: Shannon is the
costume designer for Superman & Lois, Stargirl
and Black Lightning on The CW; for Titans and
Doom Patrol, originally from DC Universe and now
on HBO Max; and for the Amazon original series
The Boys. It’s a motley crew of superheroes, but
Shannon’s approach is always the same. “Good
design comes from the heart,” she explains. “You
ask yourself who the character is and how you can
develop the skin they share with the world.”

After her a-ha moment on the Malcolm X
set, Shannon moved to New York City and started
sending out letters volunteering her services to
every production she could find, which quickly led
to paid gigs as a production assistant. She began
her costume-designing career on indie films,
including Requiem for a Dream. After she worked
on Made with director Jon Favreau, he brought her

on as costume designer for Elf and Iron Man. In 2017, Shannon got the call for
the Black Lightning pilot.

“He was the first costumed African-American superhero on TV, so it was
important to get it right,” she says. “But I had to come up with a cinematic
supersuit on a TV timeframe and budget, which was a tall order.”

Creating superhero suits is very much a team effort. “It starts with
concept artists, who take the thoughts of the showrunners and then do a
deep dive into the characters,” Shannon relates. Though some superheroes

are created from ether, the lion’s share have a
long history in comic books, she adds, “So we have
to familiarize ourselves with all of the versions —
which is important to their fanbase — and infuse
that DNA into the suits before we modernize and
put our spin on them.”

Costumers go out and source fabrics, which
are modified with high-density screen printing
or etching. “The tailor shop does the design lines
and patterns, and then we work with a 3D modeler
to make the sculpted elements, like helmets
and masks,” Shannon says. Then she lets it rip —
literally. “Before filming, I encourage the actors to
pop the screws and bust the seams. That way we
can make adjustments, so it doesn’t happen on
set.”

With or without wardrobe malfunctions,
Shannon learns from every supersuit. “These are
precise, highly engineered works of art, and I love
the challenge of creating them with a team of
artists who are as passionate as I am,” she says.
“And we all get to geek out and be our twelve-
year-old selves.”

P
AS THE GO-TO DESIGNER OF SUPERSUITS — THE SLEEK GARMENTS POURED ONTO TV
SUPERHEROES — LAURA JEAN SHANNON IS MUCH IN DEMAND. NO MERE COSTUMES, THESE
SUITS ARE “HIGHLY ENGINEERED WORKS OF ART,” SHE SAYS, AND THEY CALL FOR SPECIAL
SKILLS IN DESIGN AND CONSTRUCTION. GEEKINESS IS USEFUL, TOO.

BY PAULA 

CHIN
BY PAULA 

CHIN
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BREC BASSINGER OF STARGIRL 
WITH LAURA JEAN SHANNON
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KNOWN AS THE SEVEN, THE SUPERHEROES OF THE BOYS — SOME 
GOOD AND OTHERS CORRUPTED BY FAME — ARE RUN BY THE 
CONGLOMERATE VOUGHT INTERNATIONAL. “ALL OF THE COSTUMES 
HAD TO REFLECT THE BRANDING CONCERNS OF THE CORPORATION 
THAT PAYS THEM,” SHANNON POINTS OUT, “BUT ALSO DRIVE THE 
STORY. FOR EXAMPLE, STARLIGHT STARTS OUT AS A HOMESPUN 
GIRL, BUT WHEN SHE BECOMES A MEMBER OF THE SEVEN, HER 
COSTUME IS [STRIPPED DOWN TO] BASICALLY A BATHING SUIT, WHICH 
SHE WIELDS LIKE A WEAPON. WE ENHANCED HER SEXUALITY WITH 
CUSTOM FABRICS AND SCULPTED ELEMENTS, LIKE HER BELT, WHICH 
RESTS HIGH ON HER WAIST AND IS REALLY TIGHT.”

THE BOYSTHE BOYS

ANTONY STARR AS HOMELANDER

CHACE CRAWFORD AS THE DEEP

DOMINIQUE McELLIGOTT AS QUEEN MAEVE
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ERIN MORIARTY AS STARLIGHT NATHAN MITCHELL AS BLACK NOIR

JESSIE T. USHER AS A-TRAIN AYA CASH AS STORMFRONT



YVETTE MONREAL AS WILDCAT CHRISTOPHER JAMES BAKER AS BRAINWAVE ANJELIKA WASHINGTON AS DR. MID-NITE

NEIL JACKSON AS ICICLE MEG DeLACY AS SHIV CAMERON GELLMAN AS HOURMAN



“THIS IS A MODERN INTERPRETATION 
OF A VERY CURRENT TEENAGE GIRL 
WHO PRESENTS HERSELF WITH 
CONFIDENCE,” SHANNON SAYS.
“SHE’S GOT THE SAME MIDRIFF-
BARING TOP THAT SHE HAS IN THE
COMIC BOOKS, BUT IT’S SPORTY,
NOT SEXY. HER OUTFIT IS BASICALLY
A WORKOUT TOP AND JOGGING
SHORTS, WHICH WE HAD TO ELEVATE
INTO A SUPERHERO SUIT. WE DID
THAT WITH THE FABRIC, WHICH HAS
FIVE DIFFERENT STAR PATTERNS TO
INFUSE A LITTLE COMPLEXITY AND
GIVE IT A REALLY TACTILE FEEL. WE
ADDED SCULPTED ELEMENTS ON
HER CHEST, GLOVES AND BELT, AND
CREATED CUSTOM-MADE BOOTS THAT
LOOK MORE LIKE SPORTY SNEAKERS.
IT’S YOUNG, HIP AND FRESH.”

STARGIRLSTARGIRL

BREC BASSINGER AS STARGIRL
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JOIVAN WADE AS CYBORG MATT BOMER AS NEGATIVE MAN



“THIS WAS DIFFERENT RIGHT 
OUT OF THE GATE,” SHANNON 
REVEALS, “BECAUSE WE HAD 
TO BREAK A LOT OF RULES. IN 
THE COMIC BOOKS, ROBOTMAN 
HAS GIANT SHOULDERS, BUT
I COULDN’T THROW THOSE ON
THE ACTOR. SO I CREATED
PHOTOVOLTAIC PANELS THAT
ARE PRESUMABLY WHAT
POWERS HIM, AND WHICH GIVE
HIS BIG SHOULDERS SOME
PURPOSE. I ALSO WANTED HIM
TO BE SEXY. THE EARNEST-BUT-
BADASS FACIAL EXPRESSIONS
HE HAS IN THE COMICS WERE
GETTING LOST IN TRANSLATION
BECAUSE OF THE MECHANICS
OF THE MASK. I TWEAKED THE
SCULPTING AND RIPPED OUT
THE INFRASTRUCTURE SO THE
MASK WENT RIGHT UP AGAINST
THE ACTOR’S FACE. THAT WAY
YOU COULD FEEL THE EMOTIONS
COMING FROM BEHIND IT.”

DOOM PATROLDOOM PATROL

RILEY SHANAHAN AS ROBOTMAN
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“WE WANTED SUITS THAT WERE 
GRITTY AND GROUNDED,” 
SHANNON RELATES, “AND SO 
COOL-LOOKING THAT YOU’D 
BE STARING IF YOU SAW THE 
TITANS WALKING DOWN THE 
STREET. EACH CHARACTER 
HAS A DISTINCT VISUAL 
VOICE. DOVE IS THE FEMALE 
EMBODIMENT OF POWER, 
SO THE COLOR SCHEME OF 
HER SUIT IS LIKE A GEORGIA 
O’KEEFFE PAINTING. AND 
HER WINGS — THEY’RE COOL, 
BADASS AND BEAUTIFUL. IT 
WAS IMPORTANT TO CREATE 
SUITS THAT COULD EXIST IN 
THE TITANS WORLD AND ALSO 
FUNCTION ON THE BODY. THEY
HAD TO TICK OFF THE BOXES
OF A SUPERHERO COSTUME,
WITHOUT HAVING TO BE
AUGMENTED WITH VISUAL
EFFECTS.”

TITANS

MINKA KELLY AS DOVE ALAN RITCHSON AS HAWK

BRENTON THWAITES AS NIGHTWING CONOR LESLIE AS WONDER GIRL

M
AT

TH
IA

S 
CL

A
M

ER
/W

A
RN

ER
 B

RO
S.

 E
N

TE
RT

A
IN

M
EN

T 
IN

C.



DAMARIS LEWIS AS BLACKFIRE TEAGAN CROFT AS RAVEN

RYAN POTTER AS BEAST BOY

CURRAN WALTERS AS RED HOOD

ANNA DIOP AS STARFIRE



CRESS WILLIAMS AS BLACK LIGHTNING
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A RETIRED SUPERHERO–TURNED–SCHOOL PRINCIPAL WHO LEAPS BACK INTO ACTION, BLACK LIGHTNING DEBUTED 
IN 1977 IN A DC COMICS BOOK OF THE SAME NAME. “WE KEPT THE COSTUMES TRUE TO THE STORYLINE IN THE 
BOOKS,” SHANNON SAYS. “WHEN BLACK LIGHTNING FIRST COMES OUT OF RETIREMENT, HE’S OUT OF SHAPE AND 
NEEDS A MUSCLE SUIT TO PROTECT HIMSELF, SO WE GAVE THE ORIGINAL SUIT AN EXTERNAL STRUCTURE WITH 
ARMORED PLATES. AFTER TWO SEASONS, HE’D BEEN OUT IN THE FIELD AND GOTTEN RIPPED AND NO LONGER 
NEEDED TO HIDE HIS MUFFIN TOP. WE EMBRACED THAT WITH SUIT 2.0 BY MAKING IT SOFT SIDED, SO YOU COULD 
SEE THE MUSCLES COMING FROM WITHIN.”

BLACK LIGHTNING

NAFESSA WILLIAMS AS THUNDER CHINA ANNE McCLAIN AS LIGHTNING
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OMAR SY CUTS A STRIKING FIGURE, STANDING AT SIX-FOOT-THREE WITH BROAD SHOULDERS. 
WHEN HIS MASK IS OFF, HIS SMILE IS PRACTICALLY VISIBLE FROM SPACE.

ART 
STEAL

OF THE

THE
As the gentleman thief of the Netflix 
hit Lupin, French star Omar Sy reveals 
artful technique and abundant 
charm. BY MARA REINSTEIN

And yet, he pursued an entertainment career because he wasn’t getting
noticed. In his own family, anyway. “My parents had eight kids and I’m right
in the middle at number four,” he explains, “which is the worst place to be
because you have no special privileges! I think I wanted to express myself so
I could get attention.”

Ironically, the French actor-producer is now turning heads for starring in
a stylish caper in which he plays a criminal hiding in plain sight. In the smash
French-language Netflix series Lupin, his character, a contemporary French-
Senegalese man named Assane Diop, pulls off intricate deceptions and
thefts — including Marie Antoinette’s diamond necklace at the Louvre — with 
effortless panache and charm.

The goal: avenge his father’s death.
The inspiration: the eponymous Arsène Lupin, the gentleman thief 

created by French writer Maurice Leblanc in 1905. 
In the second batch of five episodes — dropping June 11 — Assane “is still 

the same guy with the same skills, but he’s more serious because he’s less in 
control and the rules are different,” Sy hints. The first half, released in January, 
ranked in the top ten on the platform in multiple countries and climbed to 
number two with 70 million household streams in the United States during 
its first month. 

“I got a call from a Netflix [executive] who gave me the numbers, but I 
had no idea what they meant,” Sy recalls. “I think people just loved the heist 
and loved the family because there’s a childhood aspect that’s universal. 
Maybe they love to see Paris, too.” 

Watching an innately talented international star in action has a certain 

je ne sais quoi appeal as well. Sy, raised in a suburban housing project west 
of Paris, went straight from high school to radio comedy. But the transition 
didn’t amuse his West African immigrant parents. “I remember them saying 
to me, ‘Nobody is going to pay you to be funny!’” he says. “They wanted me to 
go back and study. It took a long time to reassure them, but all their worrying 
kept me grounded and focused.” 

He costarred on a long-running Canal+ sketch series with his comedy 
partner, Fred Testot, and did voiceover work. Then came a break-out role in a 
crowd-pleasing 2011 big-screen hit, The Intouchables. As a reluctant caregiver 
to a wealthy quadriplegic man, “I went from comedian to actor,” he says. The 
acclaim culminated in a Cesar award, the French equivalent of an Oscar. 

Hollywood soon came calling. He and his wife, Helene, and their kids 
visited Los Angeles in 2012 to attend the Oscars and never left. (He says this 
accounts for his fluent English.) “We thought it would just be a year, but the 
kids started going to school and we were happy and all these projects came.” 

The father of five has since appeared in blockbusters such as X-Men: 
Days of Future Past, Jurassic World and the upcoming Jurassic World: 
Dominion. He started a production company “to bring new kinds of social 
stories and actors to the screen,” he says. On this springtime Saturday
evening, he’s back in Paris — his hotel room features floor-to-ceiling Eiffel
Tower views, he raves — to shoot another Netflix project. 

But that doesn’t mean he’s finished with Lupin. Sy, also credited as its 
artistic producer, shares that “we are talking about season two.” Wait, does 
that mean Assane lives to see the end of season one? Sy flashes that smile 
one last time: “You got me!” 
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Three principals behind The Queen’s Gambit discuss 
the show’s opening minutes — action that moves 
quickly from a bath to a chess match — and how 
they and their colleagues worked to kickstart the 
story, stirring interest and emotion.
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In a key scene from The Queen’s Gambit, chess champion 
Beth Harmon (Anya Taylor-Joy) faces down her Russian 

opponent Vasily Borgov (Marcin Dorocinski).
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VIEWERS DON’T 
REALIZE IT AT FIRST, 
BUT A PROVOCATIVE 
BIT OF FORESHAD-
OWING OPENS THE 
QUEEN’S GAMBIT. THE 
VERY FIRST SCENE OF 
THE NETFLIX LIMITED 
SERIES REVEALS THE 
LEAD CHARACTER, 
BETH HARMON 
(ANYA TAYLOR-JOY), 
AWAKENED BY A 
KNOCK AT THE DOOR 
AND MUDDLING 
HER WAY OUT OF A 
BATHTUB WHERE SHE’D 
BEEN PASSED OUT IN 
HER WATERLOGGED 
COCKTAIL DRESS. WHO 
IS SHE, AND HOW HAS 
SHE LANDED IN 
SUCH A FIX?

When that scene reappears in episode six — placed this time within a 
proper chronology of Harmon’s life — more is known: Harmon is an unlikely 
chess prodigy who develops into a first-class competitor despite sexist 
attitudes governing the chess world and a childhood riddled with tragedy.

Following its release last fall, The Queen’s Gambit quickly proved itself 
an international success. Some 62 million households around the world 
watched the series in its first twenty-eight days; it made the Netflix top ten 
in ninety-two countries and ranked number one in sixty-three, including the 
U.K., Argentina, Israel and South Africa. 

That wide viewership is likely due, in part, to the show’s can’t-turn-
away opening, which more or less concludes on this image (pages 98–99) 
of Harmon anxiously engaged in a match at a high-stakes tournament. 
Emmy contributor Ann Farmer spoke to three principals of the show about 
that sequence: executive producer William Horberg, director of photography 
Steven Meizler and editor Michelle Tesoro. Their conversations have been 
edited for length and clarity.

As a teaser, it’s less than three minutes. But as written and directed by 
Scott Frank, it’s fast, thrilling and unexpected. It practically guarantees 
that viewers will keep watching. Take us through the opening action to 
the point where the camera lands on this image of Beth gazing at her 
opponent.

William Horberg: So, we open with someone staggering out of a bathtub, 

clearly hungover, in the dark. We don’t know what country she’s in. We 
don’t know anything. And then she enters a dark room and throws open the 
curtains, and we see she’s in a fancy hotel room. There’s a body in the bed. 
We can tell by the expression on her face that maybe she remembers — and 
maybe doesn’t remember — how the body got there. She takes a quick swig 
from a mini-bar bottle, pops a pill and does a quick presto change. Then she 
starts running out of the room and down a corridor.

We don’t know where she’s going. She’s clearly distraught and late 
for something. We follow her in one continuous movement into the least 
expected destination possible. Which is a very elegant, immaculately 
quiet room set up with a chessboard and a clock. She’s late for a chess 
tournament….

We were just thrilled. We felt like this sequence started the engine for the 
whole narrative. It certainly made you curious about this woman and how she 
got there. It was sexy. It was fun. It was a bit irreverent. It wasn’t how the book 
[The Queen’s Gambit by Walter Tevis] opened. But it just seemed delicious 
to us. 

What were the advantages of showing this intense scene before we know 
anything about her?

Steven Meizler: I think it was a bit of a red herring — it’s more to get the 
audience off their guard. If I can guess what Scott was after… you see her 
hungover, and the last thing you’d think is that she’s going to go play a chess 
match. When you see the chess board, that’s the surprise. And I think Scott 
would say that if he had just shown a young Beth for the entire first part of the 
series without showing this, it would have had a different feeling. 

The image here, taken from that sequence, shows Beth with her hands 
clutching her head and staring fretfully at her opponent Vasily Borgov 
[Marcin Dorocinski]. What’s going on?

WH: Beth Harmon is a wonderfully contradictory character. She’s a chess 
nerd, but she’s an elegant fashionista. She’s ruthless but vulnerable. She’s 
brilliant but naive. And I think this is the moment where we are really seeing 
her very raw. You know, there aren’t too many things that intimidate her. 
She’s kind of a cool customer.

The fact that she allowed herself to get drunk, allowed herself to pull 
an all-nighter on the eve of what is probably the most important match of 
her life certainly has to be weighing heavily on her. She’s got that pitcher and 
glass of water next to her, which is constantly being refilled throughout the 
match as she’s trying to pull herself together and figure out a way to play the 
best game of her life.

A lot of this game is played in closeups. It’s a very nonverbal scene. Yet 
it’s a very rich scene in terms of sound. And it’s very carefully designed. The 
audience is a character. The clock is a character. The breathing is a character. 
And all of those elements combine to kind of place us inside her head and 
give us a very subjective experience of what she’s going through.

On an emotional level, what do you think viewers experience from this 
opening?

Michelle Tesoro: That they’re in the middle of the rock-star life of this 
woman, whose life is clearly falling apart. And it is in the most unexpected 
environment — a chess tournament. And that maybe, whatever their 
previous thoughts about chess were, maybe they should rethink them.

She’s playing opposite Russian grandmaster Vasily Borgov, who takes 
close heed of her frazzled demeanor. Tell us about him.

SM: The way Marcin played him, he added depth. In the original book, he 
was much more of a stereotypical Russian, kind of one-dimensional. What 
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Marcin brought is that there were other things going on in his mind. There 
wasn’t a supreme cockiness that he could have gone to. I felt that Borgov was 
disappointed in seeing Beth and knowing that she wasn’t in top form — I felt 
that he wanted her to be. I think he connected with her. 

WH: He’s a wonderful Polish actor. We watched some of his Polish film work 
and then met him. He just had that thing. He’s like an iceman. He had a quiet 
strength and chiseled features, and we really felt like he was what we’d 
imagined in terms of this formidable Russian intellect.

How was Taylor-Joy chosen to play the orphan who discovers a passion 
and talent for chess?

WH: We needed someone who could convincingly play from fourteen, fifteen 
to their early twenties. Somebody who could play whip smart. And somebody 
we could observe in quiet moments and see a rich interior life. Scott sent her 
the book, then met with her in London. He came back from that lunch saying, 
“She’s it and she’s in.” We were super excited, and Netflix was supportive. But 
I think it’s fair to say that she fulfilled — and wildly exceeded — our hopes and 
expectations.

It’s a dramatic and anxious chess scene from start to finish. She’s late. 
She’s hungover. She’s not thinking clearly.  She’s gulping down water. She 
and Borgov stare wordlessly at each other. There are also rows of chess 
fans silently watching their every move. Which camera angles did you use 
to heighten the drama and tension in the room?

SM: I relied on more closeups to make us feel the claustrophobia of the 
moment and the complete out-of-sorts that she’s feeling. I was getting 
close enough to make the audience feel uncomfortable and really feel it in 
their stomachs. I almost feel like I captured the similar feeling I get when 
watching Roman Polanski’s films. He gets you to feel that tightening of your 
chest.

What were some of your preparations as DP to ensure that the opening 
sequence, starting in the hotel room and ending in the chess match, 
resulted in such fluidity?

SM: We actually shot in three different locations. The interior of the hotel 
room was a stage, and the elevator was a stage. When she emerges from the 
elevator, it’s a different location. It’s a restaurant in Berlin that had a Parisian 
sort of feel.

The day that we shot her for the first episode — running down the 
hall, running out of the elevator — we shot her from the front. For the sixth 
episode, we followed her from behind. That was with a Steadicam on a 
rickshaw. I was very fortunate to have a very good Steadicam operator and a 
dolly grip to achieve those shots.

What were the challenges of editing this sequence to make it appear so 
seamless?

MT: That’s really hard to explain. Because it’s my own internal rhythm, wanting 
to make it flow together. I knew it had to move. Because Beth is in a rush. 
She’s late. She’s got to get there. Especially at the beginning of the show, it’s 
a bit of an action sequence, really. What are the essential pieces? Knowing 
that you’re setting it up at the top, and because you’re going to have to recall 
them later, these elements have to stick out. Whatever I read in the script, I 
imagined it moving fluidly. And I did my best to do that with the footage.

When you edited this same scene for episode six, you chose different 
shots. We don’t see her climb out of the tub, for instance. But we 
experience other details.

MT: When we come back, there’s a lot of that mise en scène that’s already set 
up from what people have seen in the beginning. We hear the knock. But 
now, instead of only hearing the knock, we see who’s knocking. Which 
is the tournament director. Then when she’s running, instead of seeing 
the front of her, I followed her from behind. This gives you a different 
perspective of the same thing. It makes it fresh.

By the time we reach episode six, we’ve watched a lot of chess matches. 
What did you do in your edit to give this one its own personality?

MT: What I really wanted to focus on was making sure that we were 
clocking her anxiety and clocking that it’s going bad. The way Scott 
covers it is with a lot of her sweating — and Borgov noticing her sweating 
and noticing her taking a really long time to make decisions. Actually, the 
only time Scott really covered the chessboard was in the sequences with 
the display boards and the little pieces were moving on their own. [In 
some scenes done with CGI, Beth lies in bed and imagines a chess game 
on the ceiling, moving the pieces in her mind.]

So I thought, how do we show this long passage of time? At this 
point, I think people are really familiar with the clock [used in the 
matches]. Maybe that is an insistent thing. The ticking clock gives 
you the tension. So, I sort of locked into the rhythm of the clock for 
everything in the sequence. Normally you can make any rhythm that you 
want. But I let myself be locked into the rhythm of the clock. 

Did you prepare in any special way for editing this series?

MT: Right away, I dove into reading the book. I tried to get into chess. 
Though it sort of lost me, I have to say. I guess I’m a checkers girl. 
But I needed to know how all the pieces moved and get an idea of how 
it’s played. I’ve done this before with other shows. I cut a horse racing 
show. I had no idea about horse racing. But I learned while being on 
the show.

When they were prepping, [the Queen’s Gambit team] had a chess 
summit in Berlin. I met the chess consultant. We were looking at all the 
props — the clocks and the boards. It was a lot of fun to have my hands 
on everything and think about how to get editorially prepared.

Much has been said about Anya’s big, expressive eyes. What was your 
strategy for filming them to your advantage? 

SM: Every angle works for her face, so I could be wherever I wanted. 
Anywhere I went with the camera, something interesting was always 
happening. You just need to photograph her eyes and you know exactly 
what’s going on…. She was extremely intuitive with the camera, very 
smart and very aware of where the camera was without it feeling staged 
or like she’s playing to the camera. She was really fantastic to work with.

Were there strategies in the edit room to use her eyes to the best 
effect?

MT: We used flashbacks a lot. And her eyes really helped us get in and 
out of them, and to show what might be going on internally.

What did you hope people would take away from this scene?

WH: The one thing we know of Beth Harmon is that she hates losing. She 
cannot abide losing at any cost. Yet she’s also got a strong degree of 
self-destructiveness in her behavior and her choices. I think all of those 
tensions are right here in this image. You can feel like she feels she’s 
losing control, and that is intolerable to her. And I think we just love her 
and feel her pain and her anxiety in this moment.
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“HELLO THERE. I’M SO SORRY I’M RUNNING LATE. I’VE BEEN
WORKING ON SET ALL DAY. SO YES, I’M REALLY SORRY.”

Maybe it’s the crisp British accent or the sincere tone. But as soon as Tom Hiddleston utters these words, all traces of anxiety
emanating from the other end of the line vanish. In the smoothest of transitions, he asks for the correct pronunciation of his
interviewer’s first name and makes a point of using it throughout the Zoom session. He listens intently and answers questions
eloquently, despite the use of the audio-only feature. By the time he ends the chat with a series of profuse thank yous, the angels may
as well be singing.

So, to recap: Loki is the chaos-happy god of mischief in the Marvel Cinematic Universe, but the Emmy-nominated Hiddleston is
the one with the dazzling superpowers. “Tom is unbelievably charismatic and charming,” Marvel Studios president and chief creative
officer Kevin Feige muses. “And like Loki, there is a trickster element there.”

Hiddleston first showed off these special abilities when he turned an impish 1960s-era Avengers villain — looking in desperate
need of a hair wash and time in the sun — into a scene-stealing fan favorite. (Not easy when your superhero counterpart is Chris
Hemsworth’s Thor, the golden-locked and ultra-muscular god of thunder.) For his latest feat, he’s made that character worthy of his
own flashy, must-see TV series.

It’s called Loki, of course. Hiddleston describes it as a “really positive series with a huge amount of action and spectacle.” For Marvel
fans seeking closure, the Disney+ crime procedural serves as a deep-dive exploration of what the heck happened after Loki picked up
the tesseract “Space Stone” during his 2012 arrest and went poof, as seen in the time-traveling 2019 blockbuster Avengers: Endgame.

The short answer is that Loki — who was on track for death at the hands of megavillain Thanos — avoided that fate and now finds 
himself a prisoner of the bureaucratic Time Variance Authority. “The TVA represents order to the chaos and will arrest anyone for 
crimes against the timeline,” Hiddleston explains. “Loki confronting this institution is a thrilling jumping-off point because he must 
take in an environment that he doesn’t understand and can’t control.” 

Feige, also an executive producer of Loki, hints that much of the drama consists of interrogation between the titular character and 
Owen Wilson’s gray-haired Mobius M. Mobius, a mid-level TVA staffer. The cryptic first trailer, however, includes snapshots of Loki as 
a politician and as a skyjacker along the lines of D.B. Cooper. Ever the pro at sidestepping spoilers, Hiddleston encourages viewers to 
think big picture: “One of the themes of the show is about identity and raising a question whether Loki can run from who he is and is 
capable of change. It’s only once we accept who we are that we can evolve and grow.” 

Turns out, the latest “death” of the god of mischief was another near miss, 
setting Tom Hiddleston free to star in the new Disney+ series, Loki. 
The “extraordinary” stories of the Marvel Cinematic Universe are 
“modern-day myths,” says the Brit, who knows of what he speaks. Before 
making his name in six MCU movies and on TV’s The Night Manager, 
he earned honors at Cambridge as a student of classics.

PHOTOGRAPH BY RICKY MIDDLESWORTH

BY MARA REINSTEIN
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THIS IS PROBABLY A GOOD TIME TO NOTE THAT HIDDLESTON IS DOING
THIS INTERVIEW JUST DAYS AFTER A MILESTONE BIRTHDAY. “Yeah, I’m
forty,” he says with a resigned laugh. “I’m forty, and I was twenty-eight when
I was cast as Loki. When I say it like that, it blows my mind. I don’t think any
actor could have imagined playing a character as long as this.”

Especially because the character has been killed off twice in the past
decade. Hiddleston says he felt immense gratitude for the character’s
initial revival in the aftermath of the first Avengers film in 2012. (In fairness,
the guy did try to decimate the world.) When Loki got offed again in the
prologue of 2018’s Avengers: Infinity War, the star assumed his work was
done. Permanently.

“The producers were on the set my last day, and we had some very
sincere goodbyes,” he recalls. “There were hugs and a ‘Come see us anytime’
and ‘Thank you for your hard work.’ I thanked them for the opportunity and
certainly thought, ‘Oh, this is it.’”

That was early 2017. For the next two-plus years, Hiddleston says, he
was content to watch the MCU action unfold from afar. “I became an ordinary
cinema-goer who would see the films on opening weekend,” he says. “With
films like Doctor Strange and Black Panther, it felt like the Marvel Cinematic

Universe had become more ambitious and profound, with deeper and richer
characters.”

His own fandom peaked in April 2019, when he threw on a hoodie and
ducked into a midnight showing of Avengers: Endgame on its opening night in
London. He was so amped up by what he saw on the screen that he called his
boss at 3 a.m. “He couldn’t wait to tell me the reaction of all the people sitting
right next to him in the movie theater,” Feige recalls. “They didn’t know they
were sitting next to Loki!”

They also didn’t know that Loki would live to see another day on a yet-to-
premiere streaming service. The idea for an episodic Loki series dates back to
the earliest conversations among Disney+ executives, Feige says. “We have a
great Avengers ensemble, but Tom rises to every challenge,” he explains. “So
we were trying to think of where we could take him. We came up with the idea
that Loki would screw up a very well-thought-out time-travel plan.”

Hiddleston — who immediately jumped on board as the star and an 
executive producer — soon re-shot the key scene originally seen in The 
Avengers, along with Robert Downey Jr., Mark Ruffalo and Robert Redford. 
“He relishes this part,” Feige adds, “and in developing the series, he was 

excited to take Loki to so many new places physically and emotionally.” 
Kate Herron (Sex Education), who would go on to direct all six episodes 

of Loki and also executive-produce, saw Hiddleston’s passion firsthand when 
they met in New York City in summer 2019. The two started with a long lunch 
and then walked around Central Park for the next three hours talking about all 
things Loki. They didn’t stop until he reached the stage door of the Broadway 
theater where he was starring in Harold Pinter’s Betrayal. “It was a surreal day,” 
she says. “But it’s exactly what you’d want out of your number-one actor.”    

 

IT’S FUN TO THINK ABOUT HIDDLESTON’S OWN ALTERNATE TIMELINE 
HAD HE NOT PURSUED A CAREER IN ACTING. But the truth is, excellence 
in the craft was always his destiny. The son of an arts administrator and a 
chemist, Hiddleston, a middle child, spent his childhood in London and Oxford 
before going to boarding school as a young teen at prestigious Eton College. 
He earned a degree in classics at Pembroke College at the University of 
Cambridge, then attended the Royal Academy of Dramatic Art in London. 

He didn’t just study during these formative years. “I saw a couple 
of interesting films in quick succession that changed my idea of what 

cinema could be,” he says, listing One Flew Over the Cuckoo’s Nest and The 
Shawshank Redemption. “As young adults, our minds are very open and the 
stories we connect with at that time, we carry the rest of our lives.” He also 
watched his fair share of American TV, including a few classics: “The first thing 
that comes to mind, strangely enough, is Friends. And I loved The Simpsons.”  

Early in his career he racked up small credits in British TV productions, 
starting with “lord” in The Life and Adventures of Nicholas Nickleby and 
“phone operator” in Conspiracy, both in 2001. A tiny role in the BBC–HBO 
Winston Churchill biopic The Gathering Storm followed a year later. He also 
appeared in nine episodes of the satirical series Suburban Shootout in 2006. 

But it was the inaugural 2008 season of Wallander — a Kenneth 
Branagh–starring adaptation of the Swedish crime novel series of the same 
name — that changed his life. Please try to follow along because this is 
important: Branagh asked Hiddleston to play an antagonistic cop after seeing 
him smolder onstage in a London production of Othello. The collaboration 
was a success, and the two also performed the Chekhov play Ivanov in the 
West End that year. 

One night, Feige took in the show as part of meeting with Branagh, who 
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Owen Wilson as Mobius, a representative of the Time Variance Authority, which is holding Loki (Tom Hiddleston) prisoner Loki stirring up mischief on the campaign trail



TelevisionAcademy.com    105

had just been tapped to direct Thor, the fourth movie in MCU’s Phase I. While 
Feige was hanging out in Branagh’s dressing room post-curtain call, a young 
Hiddleston popped in to say goodnight. Branagh introduced him to the Marvel 
honcho, who recalls, “He said his name was Tom, and then we went on with life.” 

Cut to an early Thor casting session, when Branagh suggested that that 
same actor try out for the leading role. “Ken said, ‘You know, that guy you met 
might be worth auditioning’” Feige says. “He did a self-tape and a screen test 
and was very good.”

Not quite right-for-Thor good, but ideal for the role of his wayward 
adopted brother from the ancient realm of Asgard. Hiddleston never had 
to audition for it, and Feige admits the casting was a risk. “There were 
conversations about what if audiences didn’t respond to him. But we had to 
believe in it and trust it.” 

As for Hiddleston, despite his highly pedigreed background, he didn’t 
hesitate at going Hollywood in a mainstream blockbuster.

“I could see it was a universal story about fathers and sons and brothers 
and the journey from pride to humanity,” says the former classics scholar. 
“I think the big characters like the ones that exist in the Marvel Cinematic 
Universe are modern-day myths. They are stories on an extraordinary scale 

that appeal to a huge number of different people, and the function of myth 
is that we can find meaning in these stories, even if those stories are purely 
entertainment.” 

Besides, he jokes, “Most of the world knows that the right guy was cast 
as Thor.”

THOR MADE HIM A MOVIE STAR, BUT HIDDLESTON REMAINED 
DETERMINED TO BE AN ACTOR. He played F. Scott Fitzgerald in Midnight 
in Paris and Hank Williams in I Saw the Light. He was cast by both Guillermo 
del Toro (Crimson Peak) and Steven Spielberg (War Horse). He continued to 
do prestige stage productions on both sides of the Atlantic, too. In between, 
he reprised Loki five times. 

“It’s hard to look back and remember if I had a big career plan, but it’s 
most likely I did not,” he says. “I think I was just really fortunate to be able to 
work with different people in different genres. I find it enormously rewarding.”

Most prominently, he starred opposite Hugh Laurie, Olivia Colman and 
Tom Hollander in the acclaimed limited series The Night Manager in 2016. 

To prepare for the complicated part of an ex-soldier working as the night 
manager of a luxury hotel who goes undercover for British intelligence 
services, he shadowed the actual night manager of a five-star hotel in 
London. 

Hiddleston still refers to the six-episode BBC adaptation (seen in the U.S. 
on AMC) as a “very special” experience.

“I felt the story was served better by the miniseries format, because it 
was lifted off the page without losing its complexity or its philosophy,” he 
relates, “and Hugh Laurie was a partner of such intelligence.” Hiddleston was 
nominated for an Emmy for Outstanding Lead Actor in a Limited Series or 
Movie (“a huge honor”) and, as an executive producer, was also among the 
nominees for Outstanding Limited Series. Though he didn’t prevail in either 
category, he did get to present a trophy to Susanne Bier, who won for her 
direction of the series. “That was a moment I’ll never forget.” 

He compares his significant sweat equity on The Night Manager to 
his eighteen-month workload on Loki, noting, “Both projects were big 
commitments. The handful of people that you go on that journey with, you 
become very close, and that in itself is very meaningful.” 

Herron, his director, cuts to the chase: “I can’t stress enough how much 
he lived and breathed the show. He really goes 
above and beyond, and cares. As someone who’s 
also obsessive about her work, that was a delight.” 
And when Feige visited the Atlanta set on a night 
shoot last year, he, um, marveled at what he saw. 
“They were filming a sequence where he had to 
run all night, and at the end, everyone on the set 
was exhausted but him,” he says. “That energy 
from your lead carries through to the crew. It was 
amazing to watch.”

HOW ABOUT ONE LAST HIDDLESTON 
ANECDOTE, JUST TO UNDERLINE THE POINT? 
Before a single Loki frame was filmed, Hiddleston 
gave a formal presentation to the crew’s department 
heads that Herron describes as “The Loki Lecture.”
Going through the films one by one — he played
supplemental video clips as well — he spoke of 
Loki’s biography and his own experience in shaping 
the character. “He prepared for it as if he were giving 
a lecture at Cambridge,” Herron says. 

Above all else, “Tom wanted to make sure that 
everyone had an idea of where Loki comes from and 
that everyone was on the same page, including the 

audience,” she continues. “He knows this character is beloved and his arc is 
one of the best in the MCU. He wanted to show how we could build on that 
and pay respect and still give people something they’re not anticipating. He 
challenged everyone to rise to that level, and they did.”

Hiddleston is now ready for a potential second season — “I’m here for
the ride” — but he’s learned not to make any assumptions. (Feige will only say 
that “anything is possible in his MCU.”)  But no matter what he accomplishes 
for the rest of his career, Hiddleston knows his epitaph will include his 
portrayal of a deliciously bad comic-book character. And he’s good with that. 

“What I love about Loki is that he’s playful and charming and witty and 
dangerous and mercurial. He’s also fragmented and broken and solitary and 
isolated,” Hiddleston adds. “As one character says in the show, no one good 
is ever truly good and no one bad is truly bad. That’s a fascinating anchor.” 

Loki will premiere June 9 on Disney+, with new episodes dropping weekly. In 
addition to Feige, Hiddleston and Herron, executive producers include Louis 
D’Esposito, Victoria Alonso, Stephen Broussard and Michael Waldron; the 
latter is also head writer.
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Pleased as Punch

Hacks unites TV treasure Jean Smart — as a Vegas comic 
who’s been around the block — with rising star Hannah 
Einbinder as the writer hired to punch up her jokes. It’s a 
windfall for Smart, who as a girl dreamed of being Phyllis 
Diller. And for Einbinder, who comes from stand-up, working 
with Smart is like a win at the slots: “She is everything you 
would hope she would be — and so much more.” BY LISA ROSEN
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We meet her on the new HBO Max dark comedy Hacks, as she tries not to
embody the title. She’s a comedian who’s had a Vegas hotel residency for
decades, and some of her jokes have been around just as long. She’s not
packing in the crowds like she used to, and hotel owner Marty (Christopher
McDonald) wants to cut her weekend dates to make way for some fresh
talent. Her manager, Jimmy (Paul W. Downs), thinks she could juice up her act
by hiring a young, hip writer — and as it happens, a young, hip client of his
needs a gig.

Said writer, Ava (Hannah Einbinder), was a rising star with an overall
deal who made the wrong joke on Twitter and is now persona non grata in
Hollywood. Jimmy ships her to Vegas to work for Deborah, and the first
meeting does not go well. Insults are hurled, jokes are punched up, and the
two women are forced to realize they might need each other.

The series is created and written by Broad City alums Paul W. Downs,
Lucia Aniello and Jen Statsky and executive-produced by those three along
with Emmy winners Michael Schur, David Miner and Morgan Sackett.

Smart, who plays Deborah with a fierce and weary bravado, is also a pro.
But she’s no diva. She has amassed three Emmys and six nominations so far;
standout roles include Special Agent Blake in HBO’s Watchmen, Dr. Melanie
Bird in FX’s Legion and of course, Charlene Frazier Stillfield in the CBS hit
Designing Women.

Einbinder has been doing stand-up since she left college in 2017, starting
at open mics. This is her first acting role. “Every actor is going to hate to hear
that,” Smart notes, laughing. Once they see her in the part, they’ll get over it.
Maybe.

The two stars were interviewed separately. Smart spoke by phone on a
Saturday, her only downtime while finishing up filming. She was also reeling
from the recent death of her husband, actor Richard Gilliland, on March 18.
Understandably, she didn’t want to talk about her loss, except to say, “My
husband was one of the sweetest, most talented, most hilarious people I’ve
ever known in my life, and it’s really, really hard to lose him, especially when
I was just feeling so on top of the world with the show and everything. So, I
just am brokenhearted that I can’t share this with him.” And then she went
to work.

Einbinder asked to be interviewed via Zoom. “It’s just nice to connect — it
feels more like what we would do pre-pandemic,” she explains, adding that
this was her first interview ever. The books on the shelves behind her were
arranged by color. When asked why, she sighs. “It was a lonely first couple
months of the pandemic. A lonely couple months. I could have done it several
times. I could have done different nations’ flags.”

 
Okay, a hacky question to start us off: what drew you to Hacks? 
Hannah Einbinder: I assumed that, like every other time I auditioned for 
anything, I wouldn’t get it. But reading the sides, this was the first time I saw 
someone I knew — and that’s no shade to any other sides that I ever got. But 
I feel that Paul, Lucia and Jen and I all exist in this similar community within 
comedy, and we see people like Ava all the time. Maybe we were people like 
Ava in our beginnings, when we were less emotionally intelligent and less 
self-aware.

It was a great piece of comedy. I didn’t know this was possible. I mean, 
I’ve seen it onscreen in movies and television shows that I love, but I didn’t 
know that it would ever come into my life in that way. So, I auditioned, and 
[affecting a smarmy voice] the rest is herstory.

Jean Smart: If I’d picked the next project for myself, I couldn’t imagine 
anything better than this, for so many reasons. First of all, I’m home for 
dinner every night, and it’s brilliant writing, and everybody’s so nice; they treat 
me like a queen. 

When I was a kid, one of my fantasies was to be a stand-up comic. I 
wanted to be Phyllis Diller. In seventh grade I went to a costume party dressed 
as her. So that checks off one box, even if it’s not in real life.

You get the fantasy of a stand-up without the terror.
JS: It’s the best of both worlds.

Hannah, your stand-up is striking. It’s so polished and confident, and you 
started only a few years ago. Is that confidence an illusion? 
HE: I am such a neurotic Jew, and when I am onstage and in that performance 
space, I’m truly allowed to exist outside of my head and more in my body, 
which is something I don’t experience often in my life. So it’s a nice thing, and I 
am addicted to it. It is risky, too, because it doesn’t always go well. But for the 
chance to feel good and confident, I will gladly risk feeling pain. 

What was it like to do a chemistry read with Jean Smart? 
HE: She is everything you would hope she would be — and so much more. 
First of all, she called me the night before the chemistry read. Total strangers 
and she called me and said, “You know, because of Covid, it’s going to be less 
personal. I just wanted to say, I saw your stand-up and I think you’re great. I 
want to wish you a really fun time, and break a leg.” 

The chemistry read was, in a word, electric. For me. I’ll speak for myself. 
It was on a soundstage, and it was pitch black except for the lights on the 
two chairs. I was really glad she called me, because if I had just walked in, it 
would have been really intimidating. She made me feel what she continues to 
make me and everyone in the cast feel, which is safe and loved and elevated. 
I love Jean; she’s become family to me. What I’ve learned from her goes way 
beyond acting. 

Well, it can only go downhill from this job! 
HE: Every single person on the set says, “It’s never like this.” The makeup and 
hair people say, “You never work on a show with someone who’s as much of 
a giant as Jean who isn’t difficult.” Everyone on our set is nice and funny and 
cool. 

JS: I treat Hannah’s character so horribly, but we’re laughing all day long 
while we’re shooting it, because it’s so much fun. The people that have come 
together, it’s just a dream. I feel extremely fortunate. 

We were doing a big dinner party scene, and I was looking down the table 
at all these amazing actors, and in particular at these three young actresses, 
Hannah and Poppy Liu and Kaitlin Olson, who play my writer, my friend and my 
daughter. They are so different, they are such amazing actresses, and they 
are so hilarious — just the funniest women I’ve met in my life. And if I didn’t 
think they were so brilliant and love them so much, I’d be grinding my teeth 
thinking, “I’m about to be upstaged big time.” 

Deborah Vance is smart, funny, sharp, wounded, generous, cheap, entitled, 
hard-working, stubborn, proud — what am I forgetting?
JS: Everything you listed is pretty accurate. I was just thinking yesterday 

Deborah Vance (Jean Smart) is a 
pro and a diva in equal measure. 
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that she has such a different relationship with each 
character in the show. It’s bizarre. I guess we’re all 
like that to a certain extent in real life, but she is to 
an exaggerated extent. She can be terribly rude and 
dismissive to one person and be incredibly loving and 
generous to another. Then, when she’s around Marty, 
the wonderful Chris McDonald, she becomes girlish. 
Who is this woman suddenly? She’s kind of coy and 
flirtatious. 

Except when she’s mad.
JS: She personifies three very famous sayings: “Hell 
hath no fury like a woman scorned,” “Living well is the 
best revenge,” and then my own personal one, “Less is 
less.” 

As for Ava, she’s smart, talented, wounded, self-
absorbed, not self-aware — what else? 
HE: Chaotic. She’s a little messy. She wants what she 
wants when she wants it. That’s not how life works,
girlfriend. She’s an uncompromising person who’s
being forced to compromise. She starts off as someone 
who is always in a state of motion. She’s not able to
slow down and appreciate the people in her life, and sort of gets by on charm.

Jean, is Hannah as open and direct and blunt as Ava? 
JS: She’s pretty direct, but I don’t want at all to imply that she’s ever impolite 
— she’s one of the sweetest people in the world. She’s funny. She sees 
everything through a quirky, humorous lens, and she’s very, very smart. I just 
adore her.

HE: Ava doesn’t have a filter, and I am constantly overanalyzing every word 
that escapes my lips, so I think we are very different in that way. I identify with 
Ava in that she is a version of me that is scarred and putting up a wall. For a 
long period of my adolescence, from thirteen to maybe twenty, I was like Ava, 
because I was hurt and scared. So, I have empathy for her, and I expect more 
of her. I know she’s capable of more. I think everyone is. 

Do you wish you were as open and direct and blunt as Ava? 
HE: There are characteristics of Ava that I do value, because I tend to want 
to make everybody around me comfortable, and I think that’s a nice thing 
sometimes, but I’m relentless about it. 

Jean, are there any parts of yourself you see in Deb? 
JS: I think she’s funny, and I enjoy that part of her very much. And she 
accesses her emotions in a way that I do, although I’m much nicer about it. 
[Laughs] I think of myself as an extremely kind person. I wouldn’t describe 
Deborah that way necessarily, although she’s capable of great kindness and 
even unselfishness, but those [occasions] are few and far between. But when 
they do come, they’re very big. 

Like giving someone a car.
JS: But then she wants the change for her Diet Coke!

And she’s friendly to the people I’d expect her to ignore or dismiss, like the 
Vegas showgirls and her stagehands. 
JS: Because she knows how hard they work. She respects that. She can be 
horrible to people who she thinks aren’t holding up their end, but to anybody 
who’s a working stiff, her hat’s off to them. If she’s really upset, she’s capable 
of taking it out on people, which is a very bad quality to have. But they have 
created a person who’s very three-dimensional; she’s not just an entitled 
cliché. 

I’m guessing Phyllis Diller was an inspiration. Anyone else?  
JS: I always use the script as an inspiration. If I read a script and I don’t hear the 
voice in my head, I know I’ve got a harder road ahead of me. She was one of 
the characters that I read where I thought, “Yeah, I know this person.” 

Also, it’s so important to [credit] everybody on the crew, all the 
people who contribute to your performance, who never get the accolades 
particularly. We have a set designer, Jon Carlos, who is such an artist. The sets 
are not only beautiful, but the detail in them is astonishing. He does it, I’m 
sure, partly to please himself, but also for me.

For instance, the plasterwork around the wainscoting in one room was 
sort of a leaf pattern and another shape, and he said, “Look closely… what 
does that look like?” I said, “Oh my God, it’s a tongue!” He said, “In one scene 
you described yourself as a mouthy broad, so I thought it would be fun for you 
to have that.” I was speechless.

Our DP Adam Bricker is the reason the show looks so beautiful. If I look 
good it’s because of him, our costume designer Kathleen Felix-Hager, my 
hair artist Jennifer Bell and my makeup artist Keith Sayer.

The first meeting between your characters devolves into a huge fight. 
Why does Ava take the job?
HE: She has no other options. She can’t work in L.A., and she doesn’t have any 
meaningful relationships. All she has is her work; that’s all she’s ever had. I 
think she gets to a point where she wants to quit, badly, but there’s no other 
choice. She has to get hazed a little bit and eat shit. The only way up is through. 

Why does Deborah stop Ava from leaving?
JS: She sees an audacity in this girl that she kind of likes, or at least responds 
to. She thinks, “I have to see what this girl is all about. I have to see if this is 
going to work at all.” Because for one of the very few times in her life, she’s 
scared of losing everything she’s built. 

Deborah gives a powerful speech to Ava in which she says her career just 
keeps getting harder. Jean, do you agree? 
JS: I can’t relate personally, but I think it’s true for most females in the 
industry. I, for whatever reason, have been exceedingly fortunate at this 
stage of the game, and I don’t take that for granted. When I was younger, 
casting directors didn’t always know what to do with me, which was not 
helpful. But being a character actor — or being versatile, let’s say — is 
always going to be a boon. 
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In the palatial home of Deborah Vance (Smart), the veteran comic 
faces off with Ava (Einbinder), a writer in need of a job.
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The keys to the streaming kingdom now reside 
in Silicon Valley. There, a handful of gatekeepers 
determine what media companies pay to get their 
apps on major platforms, and ultimately, what we 
end up paying to watch the shows we love.

PHOTOILLUSTRATION BY TMR FINISHING

HEAVEN’S 
GATE

OR THE PAST SEVERAL YEARS, THE 
INDUSTRY HAS BEEN FOCUSED ON THE 
“STREAMING WARS,” THE QUEST BY LEGACY 
MEDIA COMPANIES TO CATCH UP WITH 
NETFLIX. BUT ANOTHER HIGH-STAKES 
COMPETITION IS BEING WAGED AMONG 
THE TECHNOLOGY COMPANIES THAT SELL 

THE GADGETS AND SOFTWARE THESE 
SERVICES RUN ON.

BY DANIEL FRANKEL
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A handful of Silicon Valley giants now control which apps 

TV lovers can access, both in the living room and on their mobile 

devices. Their market power was on full display in 2020, as 

Comcast and its NBCUniversal subsidiary sought to launch the 

new streaming service Peacock, and AT&T and its WarnerMedia 

unit tried to roll out HBO Max, both without the support of the two 

most popular connected-TV device ecosystems in the American 

living room: Roku and Amazon Fire TV. 

These distribution impasses have been mostly cleared at 

this point — though you still can’t watch Peacock on Fire TV. But 

the protracted, well-publicized negotiations revealed the growing 

power of the so-called gatekeepers, which include not just Roku and 

Amazon in the living room, but Apple and Google on mobile devices.

According to Rich Greenfield, partner and principal analyst for 

venture capital company LightShed Partners, the “historic battles” 

between pay-TV distributors and programming networks have 

morphed into heated competition between platform operators 

and streaming app suppliers.

“This newly emerging battle is the single most important 

issue we are focused on in media today,” Greenfield says, noting 

that programmers should be “increasingly concerned with the 

long-term economic cost of these scaled gatekeepers.”

The decisions of these giants not only affect what media com-

panies pay to get their apps on the major platforms, but ultimately, 

what we consumers end up paying to watch the shows we love.

WHEN WALL STREET THINKS OF THE STREAMING 

BUSINESS, IT MOST OFTEN THINKS OF NETFLIX. BUT 

ROKU HAS HAD A QUIET YET EXPLOSIVE RISE SINCE 

ITS IPO IN OCTOBER 2017, WHEN IT OPENED BELOW 

$20 A SHARE. TODAY IT IS A SILICON VALLEY GIANT — AT PRESS 

TIME, IT HAD A MARKET CAPITALIZATION OF $42 BILLION AND 

ITS STOCK WAS TRADING AT MORE THAN $200 A SHARE. 

Netflix itself incubated and launched Roku in 2008. It was 

meant to be a “neutral” device platform that let consumers play 

video from the open internet on TV screens instead of computer 

screens. Roku didn’t make content or sell ads; it made over-the-

top (OTT) gadgets.

Roku’s operating system, or OS, has proliferated quickly in 

recent years on the streaming players and streaming sticks the 

company sells, but more notably on devices like smart TVs; many 

manufacturers license the Roku OS. 

Roku saw a 24 percent revenue bump to more than $510 million 

in 2020 in “player revenue” — that’s what it calls the money it gets 

from selling devices and licensing software. And the company 

recently reported that worldwide, its OS has more than 50 million 

active user accounts. 

That presence is particularly strong in the U.S., where 43 percent 

of video streamers use the Roku OS in their living rooms, versus 

35 percent for Amazon Fire TV, according to research conducted 

by Deutsche Bank last year.

Much of Roku’s dominance has come through licensing its 

OS to Chinese smart-TV maker TCL, which only entered the North 

American market in 2017 and is now the second leading shipper of 

big-screen sets. Marketing its LED 4K TVs as “powered by Roku” 

— and significantly undercutting leading Korean brands such as 

Samsung and LG on price — TCL has sold millions of TVs in the 

U.S. to buyers who have made Roku their streaming OS of choice, 

almost by default. 

Besides TCL, Roku’s OS also powers smart TVs from Hisense, 

InFocus, JVC, Polaroid, Philips, Sanyo, Westinghouse and the 

Walmart brand Atvio. Roku says that one in three smart TVs 

shipped in the U.S. and Canada features its OS.

With Roku controlling nearly half of U.S. living rooms, backers 

of streaming services large and small definitely want their apps 

on its platform. But that’s gotten complicated, because Roku isn’t 

the “Switzerland” of the streaming world anymore. 

That platform neutrality went away a few years ago, with the 

rise of the Roku Channel, a sprawling, ad-supported smorgasbord 

of recent and semi-recent theatrical titles such as Armageddon

and Concussion, to name a random few. It also features cable 

reality fare like Dog the Bounty Hunter, Hoarders and Army 

Wives; somewhat newer scripted series like Leverage and White 

Collar; and older repeats ranging from The Nanny to Barney Miller

to Bewitched. There’s a live-linear program guide, which is a 

traditional cable-TV-like grid that features channels ranging from 

TMZ to ABC News Live to Newsy. There’s kids’ content such as 

Peppa Pig. And there’s Roku Channels, through which Roku resells 

subscription streaming services like Epix, AMC+ and Acorn TV. 

Roku now makes far more money by selling ads and sharing 

subscription dollars via Roku Channels — which it calls “platform” 

revenue — than it does by selling and licensing device and 

software technology. In 2020, platform sales grew by a whopping 

71 percent and accounted for more than $1.2 billion in revenue.

Roku is so keen on the success of the Roku Channel that 

it recently paid an undisclosed sum, believed to be in the tens 

of millions of dollars, for the programming library of Jeffrey 

Katzenberg and Meg Whitman’s failed streaming startup, Quibi. 

Having a dog in the content hunt has complicated Roku’s 

app partnerships. Before WarnerMedia launched HBO Max, for 

example, Roku also resold the legacy streaming app HBO Now 

through Roku Channels. In fact, those who watched HBO Now via 

Roku Channels did so through the Roku Channel app, not the HBO 

Now app. Roku harvested all the viewing data and collected the 

monthly bill, basically handling the entire customer interaction.

That relationship hit a rocky stretch when WarnerMedia 

wanted to launch HBO Max as its own dedicated app on Roku 

outside Roku Channels, truly going “direct to consumer.” The 

negotiations dragged on for months — from when HBO Max 

launched on May 27 of last year to December 17, when Roku and 

WarnerMedia finally came to terms. 

HBO Max wasn’t just blocked from Roku. In fact, Roku got 

the whole “channels” idea from what has become the most 

powerful name in American capitalism. Amazon also resold and 

disaggregated millions of HBO Now subscriptions through its 

Amazon Prime Video Channels platform. By some estimates, 

Amazon controlled nearly half of all HBO Now customer 

relationships — a large sum, considering Amazon charges its 

Channels partners 30 percent to 50 percent. Amazon and Roku 

also get to keep the user data generated through their respective 

channels’ operations.

Ultimately, after sweetening the deal by agreeing to a 

pricey extension of its Amazon Web Services cloud-computing 

contract, WarnerMedia was also able to come to terms with 

Amazon, thus establishing HBO Max on the diverse range of Fire 

TV–enabled devices. Those gadgets range from Amazon’s Alexa 

voice-powered smart speakers and automated home devices to 

inexpensive HDMI streaming sticks to licensed smart TVs.

For HBO Max, not being on the top devices took a toll. Plenty 

of HBO subscribers would have happily upgraded to the new HBO 

Max service, which delivers more than the legacy HBO channel for 

the same $14.99 price, but they couldn’t get it on their TVs.

Before the HBO Max app became available on Roku and 

“THIS NEWLY 
EMERGING 
BATTLE IS THE 
SINGLE MOST 
IMPORTANT 
ISSUE WE ARE 
FOCUSED ON IN 
MEDIA TODAY.”
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Fire TV at the end of 2020, WarnerMedia was able to convert 

only around 8.6 million of the 38 million U.S. HBO subscribers to 

the bigger, far broader HBO Max service. But once it did get that 

support, subscribers quickly shot up to 17 million. (Millions of 

subscribers are still getting traditional TV and experiencing HBO 

as a linear channel via pay-TV set-top boxes. Unless they decide 

to go over-the-top and consume HBO Max as an app on an IP 

device, they’ll continue receiving the legacy HBO service.)

For their part, Comcast and its NBCUniversal unit weren’t 

trying to upgrade an existing app in Roku and Amazon’s respective 

channels stores when they sought to launch Peacock nationally 

last July. But unlike the major SVOD services, a big portion of 

Peacock’s business is advertising-based. 

Again, NBCU ran into negotiating complexity, trying to 

figure out a way to split advertising revenue with two competing 

companies that themselves have deep roots in ad-supported 

streaming. While Roku has been aggressively expanding the Roku 

Channel, Amazon has a fast-growing ad-supported streaming 

service of its own in IMDb TV.

Peacock was finally able to establish app support on Roku in 

September, three months after its national launch. However, at press 

time NBCU still didn’t have a deal to include its OTT service on Fire TV. 

It was recently revealed that Peacock has some 11.3 million 

active user households in the U.S. — a figure that will have to 

increase significantly before the service can play in the same 

sandbox as Netflix.

ROKU AND AMAZON’S DOMINANCE IN THE LIVING ROOM 

PALES IN COMPARISON TO THE POWER APPLE AND 

GOOGLE WIELD WITH THEIR RESPECTIVE APP STORES IN 

THE MOBILE SECTOR, WHERE THE TWO COMPANIES HOLD 

SWAY OVER A MUCH BROADER RANGE OF INDUSTRIES. 

Both Google and Apple demand a 30 percent revenue 

cut from companies that operate subscription apps on their 

respective Android and iOS mobile platforms. By one estimate, 

Apple makes as much as $15 billion annually from these fees. 

Large streaming companies, including Netflix and Spotify, 

have been able to avoid this so-called “app tax.” Few gadget 

makers would market a device, phone or OTT player that doesn’t 

support Netflix. 

Smaller companies, on the other hand, have had to comply 

for the most part, but a few are pushing back. In August, online 

videogame company Epic Games took on both tech giants, 

initiating a legal conflict by directing players of its hugely popular 

Fortnite title to purchase in-game trinkets directly from Epic, 

bypassing Apple’s App Store and the Google Play Store.

Both Apple and Google removed Fortnite from their app 

stores, citing Epic’s alleged violation of their terms of service. Epic 

then sued both titans. Billions of dollars across myriad industries 

— including streaming — are at stake.

For their part, both Google and Apple have long coveted 

living-room streaming dominance, and both companies have 

traction there, too.

“On the device front, the high price of the Apple TV has kept 

them in perpetual fourth place, way behind their competitors,” 

notes Alan Wolk, principal analyst for research company TV[R]EV. 

Apple TV only has around 2 percent market share in the U.S. 

OTT gadget market, according to Strategy Analytics data released 

last year. But the Apple TV app (which houses the Apple TV+ 

subscription streaming service and the reseller operation Apple 

TV Channels) is an emerging force, largely because the installed 

base of 100 million U.S. iPhone users has native access to it. 

In the living room, Apple made the wise decision last year 

to expand the app beyond its own hardware ecosystem, making 

it available for Roku, Amazon Fire TV, Samsung TV Plus, Xbox, 

PlayStation and several other platforms. 

Google, meanwhile, established its Android TV operating 

system several years ago as a low-cost alternative for pay-TV 

operators around the world; the technology gives subscribers easy 

access to popular OTT services, plus nifty features like voice control.

Android TV also comes with native access to the Google Play 

Store, which has pretty much any streaming app you can think of. 

And Google Assistant voice is built in. 

Google is now on a quest to compete with Roku and Fire TV 

in the consumer OTT market.  After licensing Android TV to third-

party makers of OTT players, including TiVo and Dish Network, 

as well as smart-TV makers such as TCL, Google is enhancing 

Android TV with search and recommendation features, rebranding 

it as Google TV. It’s even selling its own Google TV gadget. 

According to LightShed’s Greenfield, Google is a threat to 

Roku and Amazon in that it’s much easier for app suppliers to 

work with, at least on the Android TV–Google TV level. While 

Roku and Amazon have played hardball with app makers recently, 

Google seems content to make Google TV a loss leader for the 

sake of expanding the platform’s reach. 

Google’s entry into the living room has been marked by more 

than a decade of fits and starts, but Greenfield believes that 

“Google’s lack of success in the TV ecosystem is set to change 

radically” in the near future.

At press time, a skirmish broke out between Roku and Google, 

with the former removing the app for the latter’s virtual pay-TV 

service, YouTube TV, from its platform. Roku does not want to 

support a new codec, called AV1, which YouTube maintains will 

support smoother, more efficient 4K video. Roku objects because 

it will require the integration of newer, more expensive chips into 

its devices.

Google responded by updating its flagship YouTube app, 

which is still on Roku, with a workaround that gives YouTube 

TV subscribers access to live-streaming service. Roku further 

escalated the battle by calling Google an “unchecked monopolist.” 

Catching Roku and Amazon is going to be a challenge similar 

to the one Disney, WarnerMedia and NBCUniversal currently face in 

trying to compete with the numbers of Netflix, which has a sizable 

advantage with 203 million global subscribers. 

But companies including Comcast are going to try. Comcast 

has its own streaming device, Xfinity Flex, which it distributes 

free to its broadband-only customers. It’s based on X1, the video 

platform the cable company has been developing and offering to 

TV customers for years. In fact, Flex is also controlled by the same 

X1 voice remote. 

Comcast was particularly intrigued by the advanced 

advertising experiments it conducted last year with Peacock 

running on Flex, and it now badly wants to control its own device 

ecosystem, too. Comcast is talking to companies including 

Walmart about porting the Flex platform into devices like smart 

TVs and expanding its current footprint. 

But again, time is of the essence. Speaking at a Paley Center 

event late last year, cable entrepreneur John Malone said Roku 

and Amazon could soon reach a subscriber count at which 

competition might be virtually impossible.

“Could 100 million [subscribers] be the magic number?” 

he posited. “It’s unclear, but leverage is clearly growing as their 

monthly users scale.”

ROKU 
ISN’T THE 
“SWITZERLAND” 
OF THE 
STREAMING 
WORLD 
ANYMORE.



ABOVE AND 
BEYOND

To work together, Fred Armisen, Tim Heidecker and John C. Reilly 
will go to great lengths — including creating their own show. 
As bumbling astronauts in Showtime’s Moonbase 8, they prep 
for liftoff, but it’s more like a laugh-off as they take moonbuggy 
joyrides and taste-test the candy bars meant for space.

Tim Heidecker, John C. Reilly and Fred Armisen on the set of Moonbase 8

BY CHRISTINE CHAMPAGNE
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Within the geodesic dome 
that serves as the main 

hub of the moonbase, 
production designer Rosie 

Sanders and her team built 
a kitchen and a living area 

(left). The complex also 
includes a dorm, lab and 

greenhouse, all connected 
by tunnels.

Customizing the moonbuggy The dome awaits its protective covering in Simi Valley, California, which subbed for Arizona.

Sanders and the team had two weeks for research and design before construction. A rendering of the dome interior
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Which is why the stars had to align — and by stars, we mean Fred Armisen, 
Tim Heidecker and John C. Reilly — to launch Moonbase 8.

The trio created, wrote, executive-produced and star in the Showtime series, 
which finds them playing comically inept astronauts training for a potential 
mission to the moon at a NASA lunar simulation camp in the Arizona desert.

“It was a gradual, organic process,” Heidecker says of the show’s 
origins. “It started with John and me and Fred wanting to figure out a way 
to do something together because we love each other as friends, and we 
think we’re all funny. We entertain each other, and we just wanted to find a 
situation that would place us in the same room together, and we’d literally 
have nobody else to worry about.”

The actors had been in the same orbit for years, collaborating in various 
combinations — Heidecker guested on Armisen’s Portlandia, and Reilly 
appeared on Heidecker’s Tim and Eric Awesome Show, Great Job! But they 
hadn’t all appeared together in their own show until they finally took matters 
into their own hands and started trading ideas on a text chain. They eventually 
landed on something with potential — the concept of aspiring astronauts 
training for the space adventure of a lifetime.

“We chose the moon as a goal because we thought it was kind of funny 
and low stakes,” Reilly says. “Elon Musk and all these people are talking about 
Mars all the time. And since we’ve made [the show], there’s like four different 
lunar programs that kicked into gear. China got very active, and India, and the 
United States reupped our ambitions for the moon. So, suddenly, we seem 
very au courant.”

People living in isolation also feels very now. In one episode, a flu-
like illness sends the astronauts into quarantine, though that storyline is 
coincidental — Moonbase 8 was made well before the pandemic struck.

The actors created and wrote their unintentionally prescient show with 
Jonathan Krisel (Baskets, Portlandia), who also directed all six episodes of 
this series. All Krisel had to hear was the title Moonbase 8 — and that he’d be 
working with some of his favorite people — and he was sold. 

“Obviously, I’ve worked with everybody involved,” says Krisel, who 
cocreated Portlandia with Armisen and Carrie Brownstein and worked with 
Heidecker on Tim and Eric Awesome Show and Reilly on the Tim and Eric 
spinoff Check It Out! with Dr. Steve Brule. “We know each other as friends 
beyond just having worked together. So there’s a lot of trust.”

On a creative level, the foursome share what Krisel calls “a respect for 
stupidity. We like to laugh about silly, funny things.”

The production company A24 financed the making of Moonbase 8, 
producing all six episodes, along with Heidecker’s Abso Lutely Productions, 
before Showtime bought the series. “We knew it was going to be odd humor,” 
Reilly says, “and not something that might do well through market testing. So 
we said, ‘Let’s get someone to pay for it exactly the way we want to do it.’ A24 
stepped up and gave us a lot of freedom.”

That worked for Armisen, who thrives on free rein in creative endeavors. 
“I don’t like waiting to see if I fit into someone else’s vision,” he says. “So it’s 
almost like a duty. If you’re someone who makes art, you have a responsibility 
to actually make stuff. Anything that brings me closer to having some sense 
of control over who I get to work with — that’s the best.”

And it’s the audience that ultimately benefits from this kind of creative 
entrepreneurship. “They get to see someone’s real vision,” he says.

While Armisen, Heidecker and Reilly couldn’t wait to work together, their 
characters on Moonbase 8 are thrown together by circumstance. “These are 
three people who might not even be friends in real life if they weren’t living on 
that base,” Reilly explains.

Reilly’s Captain Robert “Cap” Caputo, the group’s leader, is a former 
Hawaii helicopter tour pilot who got into money trouble and lost his business 
and wife before taking up residence at the simulated moonbase. “Getting 
into this program was like a Hail Mary in his life,” Reilly says. “It was the last 
thing he could do to maybe pull himself out of this disaster that he’s found 
himself in.” 

Heidecker’s Scott “Rook” Sloan is an earnest man of faith — a father of 
twelve, with another on the way — who aims to spread the gospel throughout 
the universe. There was a time when he was a Phish groupie. “I’ve found a lane 
in my life where I’m playing jerks and assholes, and it was fun to not play that for 
a change,” Heidecker says. “I play a slightly dimmer guy who is trying his best.”

EVERYONE 
WANTS 
TO WORK 
WITH THEIR 
FRIENDS, 
ESPECIALLY 
IN COMEDY. 
BUT THAT’S 
EASIER 
SAID THAN 
DONE IN 
HOLLYWOOD, 
WHERE 
EVERYTHING 
FROM 
SCHEDULING 
TO FINANCING 
CAN KEEP 
A PROJECT 
FROM 
GETTING OFF 
THE GROUND. 



Armisen’s Dr. Michael “Skip” Henai is a brainy 
scientist whose dad, a NASA legend, worked on 
the original Apollo mission. “Everyone came up 
with their own traits for their characters. And, for 
me, I don’t know why, but I always think it’s funny 
— the idea of carrying on a family name. When 
someone is a Rockefeller or whatever, there’s 
something about it that is very entertaining to 
me,” says Armisen, whose alter ego is weighed 
down by the burden of the Henai family legacy.

It seems unlikely that any of these would-be 
astronauts will ever reach space. Other teams-
in-training are passing them in the queue, 
and they spend most of their time performing 
inconsequential research (like taste-testing 
candy bars) and performing mundane chores 
(they actually have a chore wheel). But they hold 
on to hope and try to do their best every day with
limited resources. And viewers can’t help but root
for these goofy but well-meaning guys to realize
their out-of-this-world ambitions.

It didn’t start with that kind of heart,” notes 
Heidecker, who says Moonbase 8 had more of 
a Three Stooges vibe early on. But as the pals 

were writing the show, “It did feel like it was only 
going to take us so far if we really wanted to do a 
series that people would connect with.”

Adds Armisen: “If there’s no way to have 
empathy for them, it’s hard to get into it.” 

Reilly agrees, explaining, “For the joke to 
work, you have to seem real at the same time. So 
some of the humor is quite broad. But we tried to 
keep it rooted in real human experience and what 
it might really be like for people.

“We don’t think the space program’s a joke,” 
he points out. “We think it’s really admirable and 
ambitious, and it’s a beautiful thing that people 
want to explore space and expand human 
knowledge. So we wanted to make sure we were 
sincere about all that. But to make it funny, we 
made them pretty idiotic sometimes.”

Some of the funniest moments emerged 
from the trio’s on-set ad libbing.

“We got to a pretty good shooting script 
that we all knew was going to be changed as we 
started shooting,” Heidecker explains. “We’d 
have lots of scenes written out, but they would 
be marked in our brains as ‘We’re going to find 
something through improv and playing with this 
that’s going to be better than what we have here.’ 
We certainly were never married to anything we 
wrote in the script.”

“You can’t go in with no script,” Reilly notes. 
“Even when I did Step Brothers, we had a really 
well-written script. That inspires you to come up 
with more stuff, or it triggers different stuff as 
you’re performing, more improvisation. But you 
have to have something to be inspired by in the 
first place. So we had a really good script to start 
with, and then every day you just start cracking 

The astronauts (Reilly as Cap and Armisen as Skip) make moonbase guests feel welcome.

Reilly serenades Heidecker during a break.

Reilly in the driver’s seat
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each other up and adding to the joke, or trying alternatives.”
No surprise, the actors found a lot of satisfaction in making each other 

laugh. “These are comedians’ comedians,” Krisel says. “They want to be 
around each other, and they want to see what the other guy is going to do 
because they want to laugh. That’s a great group to work with.”

To prepare for the experience of depicting astronauts, Reilly, 
Heidecker and Krisel took VIP tours of NASA’s Jet Propulsion Lab 
(JPL) in Pasadena, California, and Elon Musk’s SpaceX aerospace 

company in Hawthorne, California.
“I actually missed the tour,” Armisen admits. “Those guys went. I can’t 

remember why I couldn’t come. But I couldn’t make it. Sometimes they’ll talk 
about it in interviews, and I just stay quiet, as if I went. Maybe at some point I’ll 
get to tour those places. Maybe get a raincheck?” (Perhaps JPL and SpaceX 
will take note of this request.)

“It was really interesting seeing the difference in the two cultures,” Reilly 
says. “The JPL situation has this kind of sleepy, academic feel, like a bunch of 
professors, and then you go to SpaceX, and it felt like the last scene in one 
of those Star Wars movies where everyone’s scrambling to the Starfighters. 
I didn’t see a gray hair in the place. Everyone was under forty, and they were 
literally building rockets right in front of us.”

That sounds cool. But how many of these SpaceX hotshots have done 
donuts in a moonbuggy? That’s something Reilly got to do while making 
Moonbase 8. “There’s one episode where I’m doing all kinds of 360s and 
stuff,” he enthuses. “There were a few times when I thought I was going to flip 
that thing over. It doesn’t have a steering wheel. It has two joysticks — either 
forward or back. My character kind of domineered the vehicle. I had a lot of 
fun driving it.”

For his part, Armisen enjoyed all the time he spent in the moonbase 
kitchen, which was stocked with beef-style stew and cans of bagels. “That 
was my favorite thing to shoot — anything in that kitchen. In space movies, 
I always like the food area,” he muses. “In the movie Alien, right before the 
Alien pops out of [John Hurt’s chest], they’re eating dinner.”

Heidecker stills marvels at how exciting it was to walk around the 
moonbase set as it was nearing completion on a southern California 
soundstage, thinking, “This stupid little text thread we had last year is 
now this.”

Moonbase 8 is available for streaming on Showtime and its partner platforms.

Designing for the Showtime comedy sent 
these craftspeople over the moon.

SPACE CASE
Production designer Rosie Sanders and costume designer 

Beth Morgan collaborated to create a sci-fi world for 
Moonbase 8 that is both grounded in reality and packed 

with visual interest. Though the show is set in the Arizona desert, 
interiors were shot on a soundstage in the Los Angeles suburb of 
Sylmar, and exteriors in nearby Simi Valley.

After studying real-life moonbases, Sanders knew the 
centerpiece of the set had to be a big geodesic dome. Which she built 
from a kit. “We bought it from a place that manufacturers them for all 
sorts of reasons,” she says. “They told me that they had supplied one 
to a moonbase in Hawaii.”

And what’s a moonbase without a moonbuggy? “In an initial 
meeting with the guys, John [C. Reilly] was impressed by the picture 
of an amphibious vehicle. So we found one on the East Coast, and we 
shipped it out,” Sanders relates. “I was too scared to drive it myself, so 
I never got on it.”

Morgan’s priority was spacesuits. The astronauts wear them 
every time they step out of the moonbase, even though the only real 
danger they face is sunburn. 

The costume designer sourced hand-me-down spacesuits 
at Global Effects, a costume and prop shop in Sylmar. “We were so 
fortunate that somebody made these beautiful suits with their big 
budget, and they were available for us to rent,” Morgan says, happy 
about her rare find.

But the piece of wardrobe fans of the show are most curious about? 
The astronauts’ matching, childish pajamas. “I get so many DMs and 
tweets asking, ‘Where did you get these pajamas?’” Morgan says. 

She made the cozy sleepwear out of marked-down discarded 
fabric, adding blue ribbing to the collars and cuffs for flair.

The pajamas inspired some of Sanders’s moonbase furniture 
choices. “I was talking to Beth about the quilted pajamas, and then 
we got futuristic-looking couches with weird, quilted, space-techie 
fabric,” Sanders says. “Blending those two things together was so 
fun.” —C.C.



She’s wearing a plague-year appropriate housedress with a geometric print
and plunging neckline. Her raven hair hangs in soft waves over her shoulders.
And since she has just finished a TV appearance — via Zoom, natch, just like
this interview — her makeup is done.

“That’s why I’m looking so hot,” she purrs in her Welsh lilt.
The late-afternoon sun streams through a curtained window directly

behind her. Over her right shoulder is an abstract midcentury oil painting in
earthy hues of orange, yellow and blue, a piece she picked up at an online
auction from Europe. Twitter’s Room Rater account might describe the setup
thusly: “Art. Sofa. Drapes.
Colors. Love it.”

“It’s nice to be out of the
lo
t

a

drawing out the word shoooppping. “And there’s more space for all of us here.”
The “us” being husband Michael Douglas, children Dylan, twenty, and

Carys, eighteen, and her maltipoo, Taylor. “It’s easier with my dog to go for a
walk here,” she continues. “It’s nice. It’s a crazy time.”

Zeta-Jones is explaining how Covid affected production on the second
season of the Fox drama Prodigal Son, on which she has a seven-episode
arc as Dr. Vivian Capshaw, the mysterious doctor in charge of the infirmary
at the show’s psychiatric hospital for the criminally insane. As if right on cue,
a ball of caramel-colored fur streaks into the room and runs across the back

of the sofa. This would be Taylor,
Zeta-Jones’s “very clingy” and not
“socially integrated” pandemic

signals
Taylor

g.”)
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BY MARISA GUTHRIE

On Fox’s Prodigal Son, says Catherine Zeta-Jones, 
“the subject matter is very dark,” and her character, 
a doctor in a hospital for the criminally insane, “runs 

deep.” But to any set or stage, this actress-singer-
dancer brings the light. “I love what I do,” she says, and 

pals like Queen Latifah love that she’s doing it.

CATHERINE ZETA-JONES LOUNGES ON AN ECRU SOFA IN A SITTING ROOM OF HER IRVINGTON, NEW YORK, HOME.

LIVING IN THE
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Before the Covid lockdown, the couple were “early empty nesters,” with 
Dylan at Brown University and Carys at boarding school in Switzerland. And so 
she adopted Taylor in January 2020. And then, a few weeks later, her father-
in-law, Kirk Douglas, passed away at age 103. And then the pandemic hit, and 
the dog became a salve for not only grief but also isolation.

“We miss my father-in-law a lot,” Zeta-Jones says, explaining that 
because of the pandemic, they could not plan a proper memorial for the 
legendary actor. Then her face brightens, and she begins to laugh: “But, boy, 
did he dodge one. He’s like, ‘Okay, I’m outta here! Good luck, everybody!’”

C ATHERINE ZETA-JONES MAKES HER OWN LUCK. After a career spanning 
stage (London’s West End, Broadway), screen (The Mask of Zorro, 
Entrapment, Chicago) and TV (including a memorable turn as Olivia de 

Havilland in Ryan Murphy’s Feud), she found herself, mid-pandemic, looking for 
a television show. She had seen Prodigal Son and liked the series’ “surrealist” 
undertones, and she knew that the show’s star, Michael Sheen, is also Welsh.  

When Prodigal Son creator–writer–executive producers Chris Fedak 
and Sam Sklaver began to think about casting a foil for Sheen’s character, 
the brilliant surgeon–serial killer Martin Whitly, they knew they needed 
a formidable actor. Someone who, like Sheen, could deliver humor in 
dastardliness without resorting to camp, who could convey mystery and 
psychological insight without being performative. 

“I was having a conversation with Michael Sheen where I was pitching 
season two to him,” Sklaver says. “And he was like, ‘Well, who are you thinking 
for Capshaw?’ And I really, really had to be careful because I didn’t want to 

say names that we weren’t going to get. But I also didn’t want to say names 
that wouldn’t get him excited for the role. And so I said, ‘Well, we’re hoping it’s 
Catherine Zeta-Jones, but we haven’t gone out to her yet.’ And the way his 
eyes lit up, I thought to myself, ‘I am either going to make this man so happy, 
or he’s going to quit the show.’”

They needn’t have worried. “Michael and I literally come from the same 
village,” Zeta-Jones says. “I mean, when you think of Wales and you think of 
where I lived and where he lived, it’s like walking distance. It’s incredible that we’ve 
never worked together. Not even when we were kids. So, of course that was a big 
draw for me. I get to work with my homeboy. And he is an incredible actor.”

Wales, of course, has produced a slew of acclaimed actors, including 
Richard Burton and Anthony Hopkins; the latter, incidentally, was in Zeta-
Jones and Douglas’s 2000 wedding. Sheen and Zeta-Jones both benefited 
from the country’s rich tradition of supporting the arts through well-regarded 
educational institutions. As young performers, they were on parallel tracks — 
he in the youth theater academy and she in the youth dance academy.

“There’s a sort of energy and maybe a slightly darker edge to the people that 
come from there,” Sheen says. “And I think Catherine and I share a lot of that. 

“We both have very supportive families and that makes a massive 
difference,” he continues. “I remember when I got to drama school in London 

eventually, I was shocked by how many people didn’t have the kind of support 
from their family and their community that we did.”

As the new doctor running the infirmary at Claremont Psychiatric, where 
Whitly is incarcerated, Capshaw tasks him with scrubbing bedpans and 
warns him not to “annoy me or kill anyone.” Eventually the doctors develop 
a grudging respect for each other. Zeta-Jones was very clear that she did 
not want Capshaw to sink into caricature. “She said to us, ‘I just don’t want to 
be Nurse Ratched,’” Sklaver recalls, referring to the battle-axe nurse Louise 
Fletcher played in Milos Forman’s One Flew Over the Cuckoo’s Nest (Michael 
Douglas produced the film; he was also an executive producer of Ratched, 
Ryan Murphy’s adaptation for Netlix).

“The subject matter is very dark, and then there’s this surrealist, larger-
than-life quality to it, which as an actor to very attractive,” Zeta-Jones says. 
“My character is a doctor, but my river runs deep. So I get to play with the 
layers of her.”

 Sheen also sees the layers. “Catherine brought a real kind of energy of a 
woman who has gone through a lot,” he says. “On the page, the character was 
written in a slightly more transparent way. But she brought a smoky edge, 
which I thought was really interesting. And for my character, it’s intriguing 
because it’s very difficult to read her. He’s usually very good at being able to 
read people, to find their weak points and manipulate them. She made this 
character very difficult to read, which I thought was an interesting choice.” 

Z ETA-JONES’S BONA FIDES — THE OSCAR FOR CHICAGO AND A TONY IN 
2010 FOR A LITTLE NIGHT MUSIC — COMBINED WITH HER HOLLYWOOD 
MARRIAGE AND LIMITLESS GLAMOUR, CAN BE INTIMIDATING. But she 

has a ribald sense of humor and unpretentiousness that belie her A-list status. 
Her Instagram feed is as likely to feature items from her Casa Zeta-Jones 
collection (ready-to-wear, shoes, makeup and coffee) as it is to show homey 
selfies with her husband. Last December, she posted a video of her foot with a 
large Ziploc bag of ice; she injured it putting up Christmas decorations. And she
is a collaborative and generous colleague, say those who work with her. 

“Her first day on set wasn’t an easy walk-and-talk,” Sklaver says.
“She had to drill a burr hole into the back of someone’s head to relieve
an aneurysm. It was a very complicated scene. And we’re shooting on a
television schedule, which is often compressed. So we had everyone in there,
Covid-compliant of course. It’s a lot to figure out, and we started to get just a 
little bit overwhelmed with the amount of detail.

“It was almost like Catherine noticed our apprehensiveness and she said, 
‘Hey, you know what, guys? I say we just roll on it. I think I can figure it out.’ And 
that really set the tone. She was mindful of making us feel comfortable. We 
brought in someone who has an Oscar, and she was just coming to play. She 
really wanted to be in the character, be in this world, work with Michael and have 
fun. Not only do we get a movie star, but we’re going to get a really good hang.”

She is also a tireless and joyful performer, says Queen Latifah, who first 
met Zeta-Jones on Chicago, which won six Oscars, including Best Picture and 
Best Supporting Actress for Zeta-Jones. “Everybody was working so hard, 
and the hardest-working person in that film was Catherine.

“We all checked our egos at the door, and we all have egos. It was like 
having an all-star team. But she’s so down-to-earth at the same time. So 
when you get to see that part of her, that’s what endears you to Catherine. It’s 
not how gorgeous she is or how talented or any amount of money she might 
have or recognition — it’s really how humble she still is and how cool she still 
is. And normal, despite all of it. She’s very human, and you get to be just as 
human. We’re not always afforded that luxury in our business, unfortunately.” 

C ATHERINE ZETA-JONES IS A CREATURE OF THEATER. She is, in the 
parlance, a “song-and-dance girl.” Her breakout role came in the 
West End production of 42nd Street, when she was nineteen. She was 

the second understudy to the lead actress. But when both the lead and the 

PH
IL

 C
A

RU
SO

/F
O

X

Catherine Zeta-Jones and Michael Sheen in  Prodigal Son
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understudy were unavailable, she got her chance — 
and went on to spend two years in the role. A few years 
later, she landed a part on a period drama, The Darling 
Buds of May. It became the biggest hit on British TV, and 
Zeta-Jones was catapulted to stardom (and the pages 
of the rapacious London tabloids). A string of mostly 
unmemorable British film roles followed, in which Zeta-
Jones seemed to be cast solely for her sex appeal. 

The lack of meaningful parts sent her to Hollywood, 
where she very purposefully set out to become a movie 
star. It did not take long. Steven Spielberg, having seen 
her in the 1996 CBS miniseries Titanic, recommended 
her to director Martin Campbell for The Mask of Zorro, 
which Spielberg was producing. Her fiery chemistry 
with Antonio Banderas — and the swordfight scene in 
which he undresses her with each swipe of his épée 
— catapulted her to the top of Hollywood casting lists. 
Then came the heist thriller Entrapment, opposite Sean 
Connery (nearly forty years her senior), in which she 
famously slithers under a web of lasers. These roles, 
though clearly objectifying, also highlighted Zeta-
Jones’s sly humor and obvious intelligence.

Asked if a scene like the Zorro swordfight could 
even be included in a big-budget action film in the post–
MeToo era, she exclaims: “I hope so! I do hope so.”

Then she adds: “Look, with MeToo, it took a long 
time coming. People knew for years this was going on. 
And it’s been a real barrage of people opening their 
eyes and listening. [But] the pendulum is going to swing 
back and it’s going to be, ‘Oh, what year was that when 
women went bananas?’ We need to make sure the 
Pandora’s Box stays well and truly open. Does it [affect] 
whether my clothes should be ripped off in Zorro or 
not? I hope that we don’t come to that. Absolutely not.” 

It was her work in Zorro that caught the eye of her 
future husband, who asked his assistant to arrange a 
drink with her while they were both at the 1998 Deauville 
Film Festival. Last November, they celebrated their 
twenty-first wedding anniversary. “Mutual respect” is 
the key to their longevity, Douglas says, adding, “I think 
we have to always be careful about making efforts for 
strangers and taking for granted the person closest to 
us. Actors, we care about our images, so we make all these efforts for these 
people we hardly know. That person who is the closest to you, don’t take 
them for granted.”

This has not always been easy. Work inevitably takes actors away from 
their families, often to far-flung locales. When their children were small, 
the couple did their best to stagger projects so that one parent was always 
home. Series TV can afford a more livable schedule. (Prodigal Son shoots 
at Silvercup Studios in New York, about a forty-five-minute drive from the 
couple’s Irvington home.) They also maintain a large compound in Bermuda, 
where they can retreat for privacy.

Bermuda “has zero paparazzi,” Zeta-Jones says. “People there still think 
that Michael is Kirk Douglas. It will be like, ‘Hey, watched you in Spartacus.’”

F OR SUCCESSFUL ACTORS, GIVING UP ANONYMITY AND PRIVACY IS AN 
IRREVOCABLE PART OF THE JOB. In 2011, Zeta-Jones went public with 
her struggle with bipolar disorder and spent several days in a mental-

health facility in Connecticut. It was a particularly difficult time for the family. 
Douglas had been battling cancer, and paparazzi were staking out the family’s 
Upper West Side co-op.  

“You don’t get blasé about it, but you do get used to that,” she says. “I 
was on Broadway, and Michael was shooting the second Wall Street, and then 
he found out he was sick. We were living in the apartment in New York, and my 
kids were going to school. It was really hard to get them to go outside.

“They remember that scary time when it was like click-click, [camera] 
flashes on the sidewalk when they went out in the morning. We were going 
through a family trauma. It was a chunk of time that was very difficult, not just 
because of our profession, but because of what life threw at us.”

Yet Zeta-Jones would not trade one moment of it. “There are things that one 
has to sacrifice in many jobs. I get very well compensated for something that I 
would really do for free. So yeah, I’ll get pissed off here and there, it’s fine,” she 
says, as she pushes a lock of hair behind her ear. “I love what I do. I dreamed of 
walking down red carpets, I dreamed of being on the stage, I dreamed of being in 
a movie, I dreamed of being on TV. And all these dreams have come true.” 

At press time, Fox surprised the Prodigal Son production team and the show’s 
fans with the news that it would not renew the series for a third season. 
Fans hoping to see the show picked up by a streaming service announced 
a campaign, #SaveProdigalSon. The show remains available for catch-up 
viewing on Hulu, FOX Now and HBO Max.



For five seasons, USA’s Queen of the South thrilled 
viewers with the story of a woman at the top of a 

drug cartel. Not only did the show break gender 
boundaries, it broadened ethnic representation, hiring 

Latinx actors and crew members. Star Alice Braga 
and showrunners Ben Lobato and Dailyn Rodriguez 

recall their uncommon adventure.



Queen of the South’s Alice Braga (center), with Veronica Falcon, Joaquim de Almeida, Hemky Madera, Jon Ecker and Peter Gadiot.
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After playing Teresa Mendoza on
Queen of the South for five seasons,
Alice Braga has hung up her white
suit. Well, actually, she took it home

— it was a gift from the producers. “I was very
thankful that they gave me the suit,” the Brazilian
actress says of the garment most associated
with her character. “It’s going to be a wonderful
memory, a way to have Teresa with me.”

Teresa’s epic story, based on Arturo Pérez-
Reverte’s bestselling 2004 novel La Reina del
Sur, comes to an end June 9, when USA Network
airs the Queen of the South series finale.

It’s been a wild ride for viewers as they’ve
watched this woman — one of the rare female 
antiheroes on television — rise from humble 
beginnings in Mexico to become lord of her own 
drug empire. As we learned in the series pilot, 
which aired back in 2016, it’s not a life Teresa 
chose for herself. But she fell in love with a drug 
dealer and was forced to flee to the U.S. after the 
drug cartel that killed him came gunning for her. 
She did what she had to do to survive. 

Ben Lobato (Gang Related, Shades of Blue) 
and Dailyn Rodriguez (Ugly Betty, Lie to Me) have 
guided Teresa’s intense, action-packed journey 
over the past two seasons as showrunners, and 
they share the executive producer title with David 
T. Friendly (Little Miss Sunshine, Sneakerheadz). 
Lobato joined Queen of the South in season one 
as a coproducer, and Rodriguez came on board 
in season two as a coexecutive producer.

The pair, along with Braga (who became an 
executive producer in season four), spoke to 
emmy contributor Christine Champagne about 
wrapping up Queen of the South, the show’s 
message of female empowerment and the 
role the series has played in increasing Latinx 
representation in entertainment.

How did the pandemic affect production on the 
final season?
Alice Braga: We were crossboarding episodes 
one and two in New Orleans when we got shut 
down [on March 13, 2020]. So, I went back to my 

home in L.A. and stayed hunkered down there. 
Everything was so uncertain in the world. It’s 
been quite a year — a lot of emotions. I really 
wanted to finish the cycle and the journey. 

Dailyn Rodriguez: Almost exactly to the day — a 
year later — we finished the show, on March 18, 
2021. It was an interesting experience. The good 
news is that we had most of our scripts written. 
Ben and I had a basic idea of where we thought 
the season finale was going, and he and I worked 
on it together remotely. We didn’t have any 
writers to go produce episodes [in New Orleans], 
so Ben and I took turns going down there. We 
were lucky. We were able to finish the season, 
and the show doesn’t look like we shot it during 
Covid.

Were five seasons enough to tell Teresa’s 
story?
Ben Lobato: When we found out it was the end, 
it was bittersweet. But we felt we were in a really 
good place, because after five seasons, we’ve 
completely arced her character. If, in fact, there 
had been a season-six pickup, at least for me 
personally, I wouldn’t have gone forward with 
the show because I would have said everything I 
wanted to say.

AB: I think five seasons was a good amount of 
time to show her journey, her arc, going from 
point A to B — the girlfriend of a drug dealer... to 
become somewhat powerful in this crazy world.

DR: When Ben and I took over [as showrunners], 
we had a feeling that we were probably only 
going to get a season four and a season five. 
So we talked right off the bat about where we 
thought Teresa’s journey would end. We wrote 
toward that, and it was so satisfying. I’ve never 
worked on a show where I was able to finish the 
series.

Going back to the season-four finale — which 
included the murder of Teresa’s godson Tony 

Parra (Julian Silva) 
and the return of 
James Valdez (Peter 
Gadiot) — you 
certainly set the 
stage for big things 
to happen in season 
five.
BL: Yeah, we’ve 
witnessed Teresa 
Mendoza’s rise to 
power, but it’s been 
an unusual rise 
because her strategy 
has been to gain 
loyalty through a pure 
heart. And she’s only 

ever shed blood to defend herself and her family. 
So coming out of season four, she’s learned the 
lesson that [pure self-defense] doesn’t work in 
this world, and that begins a darker turn for her 
going into season five. 

Why did you move the setting to New Orleans 
in season four? (Previously, the show was shot 
in locations ranging from Mexico City to Dallas 
as well as Malta and Colombia.)
DR: Politically, we were in strange times 
with Trump having been elected and making 
comments about Mexicans being rapists, et 
cetera, et cetera. And the show dealt a lot with 
Mexican-on-Mexican violence and gruesome 
behavior by some of the cartel characters. By 
shifting the show to New Orleans, we could make 
it a more traditional organized-crime show, 
more about Teresa being the CEO and running 
her own company and the foes she runs up 
against in a new city. It gave us an opportunity to 
try a different avenue to tell this drug cartel story.

We tend to see this world through the eyes 
of men. It has been thrilling to watch Teresa 
thrive as a crime boss. Do you see her as 
empowered?
AB: She’s the heroine of her own life. It was 
actually in the book and in our pilot — when she’s 
being raped, she realizes, “I can save myself. I 
don’t need anyone to save me.” And then she 
reaches for the gun and shoots [her rapist], and 
her whole journey starts from that point. She’s 
on the run, and she is the one who is always 
saving herself. For me, that was very important 
for people to see — to see the world through her 
eyes and understand how strong women are.

I love that the writers on the show, since 
day one, throughout all the seasons, were very 
committed to make the female characters very 
powerful, very strong.

BL: We’re kind of reinventing the genre because 
we do have this strong matriarch at the head of 
the cartel, and she runs it differently, in a way 
that we’ve never seen. We’ve seen matriarchs in 
gangster shows and movies before, but there’s 
never been one like her. They always tried to 
outdo the men to prove that they deserve to be 
there. But Teresa did the exact opposite. She led 
with her heart, and as a result, she gained the 
loyalty of the people around her.

DR: It’s like a mirror to being a female 
showrunner. It’s sort of like, how are you a 
benevolent dictator? And I think that we found 
that quality in her. It is her way or the highway, 
but she’s still coming from a slightly more moral 
place — a place with more heart. 

Teresa always thanks people for small things, 
like opening a car door for her. Alice, is that 

Director Ben Bray and Alice Braga on 
the set of Queen of the South
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Claire Sanchez
SET DECORATOR
“I absolutely loved 
watching Teresa’s 
character evolve. 
Alice’s portrayal 
of a strong Latin 
woman who works 
her way up in a 

field dominated by men was something 
that I could identify with. It was an honor 
and a privilege working with all of the 
talented filmmakers on Queen of the 
South. There’s a strong community of 
people of Latinx and Hispanic heritage 
in New Orleans, and I am proud to have 
represented that on our show.”

Eduardo Sanchez
DIRECTOR
“First day of 
season four, I was 
the producing 
director and also 
directing the first 
two episodes 
of the season. I 

was talking to Abe Martinez, the newly 

promoted DP, and we casually brought
up the fact that this was an episode 
of American television with a Latinx 
director, DP, assistant director, two 
Latinx showrunners and two Latinx 
leads. And that kind of floored us.”

Abraham 
Martinez
DIRECTOR OF 
PHOTOGRAPHY
“I’m very excited 
to see what’s 
around the 
corner for Latinx 
creatives in 

Hollywood and the relationships that 
are being formed. I really feel like it’s 
ground zero. We’re kind of hitting the 
reset button. Our show definitely did 
that by blending the genre of action 
and a woman lead. I’m very proud 
that we have a diverse cast in terms of 
Latinos — people from Colombia, the DR 
[Dominican Republic], of course Mexico, 
Afro-Latino, Afro-Latina. We have a 
very wide range of cast, and of course, 
African American and Somalian, and 

that’s something I cherish as a director
of photography. I really, really love the 
wide range of skin tones that we were 
able to have on our show.” 

Steve Acevedo
DIRECTOR
“I read La Reina del 
Sur in 2004 when I 
was in film school. 
I absolutely loved 
the book and was 
blown away by 
Teresa’s journey. 

Here’s a young Mexican woman who has 
to flee her home country to survive, and 
through necessity, eventually becomes 
exactly who she’s running away from. 
It’s an epic story with a complex Mexican 
protagonist, so I immediately dreamed 
of making it into a movie. So much so 
that I attempted to get the rights and 
fully pursued getting involved with 
the property somehow, some way. It 
obviously never happened, but the 
opportunity to direct two episodes of the 
series fifteen years later was extremely 
special.” 

Ben Bray
DIRECTOR
“What it meant 
to me is an 
opportunity — 
an opportunity to 
showcase 
my skills and 
show that 

Latinos and Latinas can direct and 
tell stories and put a bit of their 
flavor and ideas within the creative 
process of a show like Queen of the 
South. There is also a sense of pride 
seeing familiar faces, brown faces, 
being supported by showrunners 
and producers like Ben Lobato and 
Dailyn Rodriguez and — to boot — 
having a veteran executive producer 
like David Friendly supporting the 
Latinx community. We need to 
continue to have more of those specific 
individuals helping to break ground 
for us. I will forever be grateful for the 
opportunities that Queen of the South 
gave me — most especially a voice… 
my voice.” 
—C.C.

something you worked into the character?
AB: That’s one of the little things that I put in there. 
I’m really glad you noticed. I always tried to bring 
that humanity to her. She never forgot where she 
came from. You can always show a little bit more, 
not just with words but with actions. Every time, 
for example, that we had a car scene, and it was 
just Teresa and a driver, I always wanted her to 
sit in the front when she wasn’t in danger. It was 
saying, “We’re together in this.”

Those subtle touches say so much.
AB: It was very interesting for me because I’d 
never done TV before I did Queen of the South, 
and with films it’s so different because you play 
that role for two months. With television, for me, 
it was a wonderful experience to get the chance 
to revisit the character. When you go away for a 
little bit before the next season, the heartbeat 
doesn’t stop. It’s still alive. I learned a lot from 
this experience.

Dailyn and Ben, why was Alice so perfectly cast 
in the role of Teresa?
DR: She brings so much passion and heart 
every day that she shows up to the set. She’s so 
committed, and she feels that character in her 
bones. Watching somebody bring all of that to the 
table, everybody else rises to the occasion. And she 
became a wonderful partner for us. She became 
an executive producer, and she really helped us on 
set when we couldn’t be there because of Covid. 

She was looking out for us — the cast and crew 
and production — and she was bringing it every day 
with this phenomenal performance. 

BL: We wouldn’t have had the show if she hadn’t 
been able to fully commit and bring that level of 
authenticity. That level of strength, coupled with 
vulnerability, is very difficult to [achieve].

Let’s talk about how Queen of the South 
has contributed to Latinx representation in 
entertainment….
AB: When I first started the show, I was so 
excited because of that — being a foreign lead on 
a TV show in the United States. It let other people 
look at me on TV and recognize themselves. 
I’m really happy when Latin people talk to 
me and say, “I love to hear your accent. I feel 
represented.” We have such a huge community 
in the United States. We’re multiple and different 
and complex in a beautiful way. 

DR: Mostly, we’ve had Mexican characters on 
the show, and Mexican-American characters. 
In season four — when we expanded to New 
Orleans — we brought in a connection to Miami, 
so we brought in Cuban characters. In this season 
[five], we moved into New York, and we’ve brought 
in our Afro-Latino brothers and sisters from the 
Dominican Republic. That was important to me 
because I came from New York. Afro-Latinos are 
not represented very well at all in television. So 

when we were pitching New York, I said, “I really 
want Afro-Latino characters to be represented.”

Unfortunately, [their characters] are 
criminals. Still, it’s faces we haven’t seen 
before, and [we considered] how do we write 
them so they’re super smart and super savvy? 
Within the world of gangsters and criminals, 
we can still present somebody different, that 
we haven’t seen before. We really tried to 
branch out and show different kinds of Latinx 
representation.

What has to happen for there to be more 
shows centered on Latinx characters and made 
by Latinx talent?
BL: I’m a part of NALIP [National Association of 
Latino Independent Producers] and several other 
Latino industry organizations, and the talent 
is there — it’s immense. The problem is that 
there are not enough opportunities, and those 
opportunities need to come from the studios 
and networks. And we need people of color in 
those ranks who can champion these shows, 
champion the authentic voices.

AB: Representation matters — not only in front 
of the camera, but in the offices of the executives 
and decision makers and in the writers’ rooms.

Seasons one through four of Queen of the South 
are streaming on Netflix. Season five is available 
on USANetwork.com and the NBC app.

¡VIVA LA REINA!
Five Latinx alumni of Queen of the South reflect on what working on the series meant to them.
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During the pandemic, Robert Carlock managed 
to make three shows — and to make it look easy. But 

the writer-producer, who’s the creative partner of 
Tina Fey, is not one to boast. Of Fey’s invitation 

to join her fifteen years ago at 30 Rock, he quips,
“Mike Schur turned her down.”

GROOMING BY ERIN ANDERSON/EXCLUSIVE ARTISTS MANAGEMENT 
USING ARMANI BEAUTY

PHOTOGRAPHS BY GREG ENDRIES

BY SARAH HIRSCH

EASY AS 
1, 2, 3

ROBERT CARLOCK BELIEVES HE’S 
FOUND THE SECRET TO SUCCESS IN 
HOLLYWOOD. “THE ONE THING I’VE 
LEARNED,” HE SAYS OF HIS TWENTY-
FIVE YEARS IN THE INDUSTRY, “IS 

HITCH YOUR WAGON TO TINA FEY.”
The writer and executive producer of 30 Rock, Great News, Unbreakable 

Kimmy Schmidt and the new Mr. Mayor, Girls5Eva and Mulligan — more on those 
later — is referring to his long creative partnership with writer, executive producer 
and performer Tina Fey. They’ve collaborated on all those shows, as well as the 
feature Whiskey Tango Foxtrot (starring Fey) and many a “Weekend Update” 

segment on Saturday Night Live, where they first met.
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“I love being on set; I love working with actors,” Carlock says of the
production process. “But those moments when you feel like you’re having that
connection of a sense of humor — of a brain — it’s why I love working with Tina.”

So it’s no surprise that, when explaining their shared comedic sensibility,
he chooses the same 30 Rock joke that Fey uses to demonstrate his wit in
her 2011 book Bossypants (in which she says his writerly strengths include
“erudite references, absurd joke constructions, and White Male Malaise in a
multicultural world”).

In the bit, Dr. Leo Spaceman (Chris Parnell) enters a hospital waiting
room to give an update about a patient. To the horror of those standing by, his
lab coat is covered in blood. “What, this?” he says. “No, no, I was at a costume
party earlier this evening.... The hostess’ dog attacked me, so I had to stab it.”

“Pitching that joke was a real back-and-forth with Tina,” Carlock
remembers. “Like every other word. There were moments like that from go.”

Expressing her admiration for Carlock as a showrunner, Fey cites his
commitment to detail and excellence, adding, “He wants to make sure every
character is well served and that the story, no matter how silly, is well built.” And
as a friend? “He is so firmly on your side — like a World War I trench buddy.”

INTO THE TRENCHES THEY LEAPED — PRODUCING THREE SERIES
ACROSS ONE BROADCAST NETWORK AND TWO STREAMERS, ALL
DURING A PANDEMIC.

The first: NBC’s Mr. Mayor (also available on Peacock and Hulu). Cocreated
by Carlock and Fey, the series stars Ted Danson as a former businessman
who becomes the mayor of Los Angeles, and Holly Hunter as his deputy. It
has already earned a second-season renewal.

One challenge they faced was making their main character funny in an
increasingly unfunny world. They decided to imagine a post-Covid existence
that deals with the actual minutiae of political office life — partially informed
by contacts in the L.A. mayor’s office and on the L.A. City Council.

Of course, the ace up their sleeve was a celebrated comedy veteran.
“[Ted] makes such a connection to everyone around him,” Carlock says. “He
does this in person, and it comes through on camera. And he doesn’t give
himself enough credit as an actor. We accuse him of trolling for compliments,
which he admits is exactly what he’s doing.”

Danson, equally laudatory, says he signed on because of Carlock and
Fey. “I’ve admired them for a very long time, so I didn’t even think twice,” he
reports. “With Robert, you get an amazing script that everybody wants to be
part of. That’s a given. But he’s also a really smart producer. He hires talented
people and then lets them do their job, so people love working for him.”

In Girls5Eva, a Peacock original, Carlock and Fey do one of the things
they do best: writing for strong female characters — four of them, in this
case. The series stars Sara Bareilles, Renée Elise Goldsberry, Paula Pell
and Busy Philipps as the members of a one-hit-wonder ‘90s pop group
that experiences a career resurgence. “I just wanted to do whatever I could
to keep working with Meredith Scardino,” Carlock says of the show’s creator,
who was a writer and coexecutive producer on Kimmy Schmidt.

And then there’s Mulligan, due on Netflix later this year. Its novel medium
— animation — and far-out premise — a society is forced to rebuild after an
alien attack — mark a departure for Carlock and Fey. “I’m really enjoying the
additional freedom animation allows,” he says. “Not just in terms of being able
to have the characters go places or do things that physical production would
make impossible or prohibitively expensive, but also the general elasticity
that animation allows. You can bend characters and jokes and situations a 
little more before they break.”

Every episode of Girls5Eva and Mulligan, and a few of Mr. Mayor, went 
through the table-read process over Zoom. This interview is being conducted 
over Zoom, too, with Carlock speaking from an apartment he keeps in the 
same building as his main residence. If the now-ubiquitous bookshelf is 
supposed to convey a person’s interests, Carlock’s background — a screen 
and a projector — has the same effect. At one point his doorbell buzzes. He 

returns with a plate of food and a tumbler. “Sorry, I’m hiding downstairs in the 
office. They must have noticed I didn’t come up for lunch.”

Like many, Carlock and Fey relied on technology to make their juggling 
act possible during the pandemic. “On the Mr. Mayor set there was a dedicated 
device — and a very dedicated PA — that would serve as my and Tina’s faces 
on set,” Carlock notes. “We could ask for an actor or the director to come talk 
to us and vice-versa. On our end, we could also see the quad-split [monitor] 
in a separate window so we could watch rehearsals and takes.

“There were days when Mr. Mayor, Mulligan and Girls5Eva were all doing 
different things, and I would have three computers running between the 
room, sets, casting, et cetera. I can’t say that I was at my most effective on 
days like that, but at least the plate-spinning was possible.”

THE SPINNING OFFICIALLY STARTED BACK ON SEPTEMBER 
21, 1972 (THAT’S CARLOCK’S BIRTHDATE, AND HE WANTS YOU 
TO KNOW THE DATE THAT’S BEEN POSTED ON WIKIPEDIA IS 

INCORRECT).  He was raised in Weston, Massachusetts, the youngest of 
four boys (three of whom are writers). His father worked for an investment 
firm and his mother was a journalist and art critic.

His childhood was an education in comedy. His father, who was largely 
responsible for those lessons, introduced the young Carlock to such 
performers as the Marx Brothers, Mel Brooks and Bob Newhart, as well as 
episodes of Saturday Night Live. “And ‘Must See TV’ — which we’re returning,” 
he adds cheekily.

His formal education in comedy began at Harvard, where he wrote for 
the Harvard Lampoon. Going into the famed university, his plan was to be a 
student athlete. “I tried to play soccer there but was a bit out of my depth,” 
he says. “And I tried to be a scholar there but was a bit out of my depth. Then I 
found a bunch of really funny, smart, weird people, and to my horror, realized 
those were my people.”

Yet he didn’t think of comedy as a viable career choice until, he says 
somewhat jokingly, he realized that — as a history and literature major — he 
hadn’t prepared himself for anything else. 

 “One of the hard things about getting into this business is, unlike getting 
into law school, there’s no set way to do it,” he observes. But during his 
senior year, he visited some friends who had gone on to SNL. “[Model] Elle 
Macpherson was hanging out in the writers’ room,” he remembers, “and I 
thought, ‘I could do this.’”

The path to SNL wasn’t direct, however. David Letterman’s office would 
reach out every year and ask seniors to submit writing packets. Carlock did, 
and got an interview, but didn’t land the job. So he set his sights on L.A., where 
he couch-surfed, took meetings and eventually secured an agent. After six 
months, he became the last writer hired on The Dana Carvey Show, a sketch-
comedy series starring the recent SNL alum. Back to the East Coast he went.

The show was stacked with writing talent, including Steve Carell, Stephen
Colbert, Robert Smigel, Louis C.K., Jon Glaser and Carlock’s officemate, 
Charlie Kaufman — who at the time was crafting the screenplay for Being 
John Malkovich, the 1999 film that became a cult classic.

“I remember being very aware of how talented everyone around me was 
and thinking, ‘If this is what every staff is like, this is going to be a long road to 
haul.’ Fortunately, most staffs are a lot worse,” he quips.

Despite the promising roster, only eight episodes were produced — seven 
of which aired — a perplexing flop later chronicled in the 2017 Hulu documentary 
Too Funny to Fail: The Life & Death of The Dana Carvey Show. “It makes you ask 
yourself what was missing,” Carlock says. “Or what did we do wrong?”

That wasn’t the only lesson he gleaned from his time on the show. “I 
remember Dana saying, ‘Just give me one good thing.’ And I thought, ‘Oh, 
right, this isn’t about me. You’re going to be on television.’”

Carvey recounts by email: “I have no recollection of this happening, but 
I know I liked him immediately.” Now, in a happy reunion, the comedian is 
voicing a character on Mulligan. “I record in a small bedroom with a heavy 



blanket over my head, literally sweating as Robert directs me from 3,000 
miles away. We have even acquired a shorthand. Robert: ‘Maybe more 
dastardly?’ Me: ‘Yes!’”

HOW BEST TO SERVE THE ACTOR WAS A LESSON THAT, BY HIS 
OWN ADMISSION, CARLOCK TOOK A WHILE TO LEARN. “I was 
coming from such a writing standpoint, even during SNL,” he says of 

his five years at the famed sketch show, which would prove to be some of his 
most auspicious. There, he met Fey and learned the mechanics of production.

“SNL allows you to sink or swim on your own,” he says. “You can choose your 
path — some people team up with actors, some do topical things, some really go
for written pieces — and I tried to learn all of it.” (During that time, he wrote one 
of SNL’s best-known holiday sketches, “NPR’s Delicious Dish: Schweddy Balls.”)

Neither Carlock nor Fey remember their first meeting, but Carlock does 
remember when he first saw Fey perform her two-woman sketch show with 
fellow Second City alum and future SNL cast member Rachel Dratch — it 
changed his view of Fey from writer to writer-performer. Soon thereafter, 
she and Jimmy Fallon were moved to the “Weekend Update” desk, with 
Carlock producing. “It bonds you,” Carlock says, “working late Friday, being 
back in early Saturday, then the adrenaline of putting on the show.”

Their bond survived the next five years, which he spent in L.A. on Friends 
and its spinoff, Joey, learning how to write story and character arcs. “I sat at 
the knee of a lot of people who know story structure,” he says. “And I tried 
to think, ‘What would my version of this be? And my voice?’ But I really liked 
writing for Friends. It was an apprenticeship, and I tried to see it that way. And 
I try to run shows the way those EPs ran that show.”

That training was ideal for what came next: Fey called him back to New York 
to serve as coshowrunner of 30 Rock. “I guess Mike Schur turned her down,” he 
says, laughing. The NBC show-within-a-show, which followed the head writer 
(Fey) of a sketch comedy, went on to garner Carlock three consecutive Emmy 
Awards for Outstanding Comedy Series and eight more nominations. (He has 
twenty-one career nominations in all, for his work on 30 Rock, Unbreakable 
Kimmy Schmidt, Saturday Night Live and the Golden Globes.)

Despite praise from critics (“Tina reads a lot and gives me the summary,” 
he says. “I don’t even enjoy good reviews — it’s all torture”), 30 Rock was 
not an immediate ratings success and spent many of its early days on the 
bubble. “There was this feeling of, let’s just pack everything we can into every 
episode,” he says of the show’s rapid-fire style, adding that his parents had 
to watch with closed captioning.

When 30 Rock came to a close after seven seasons, Carlock and Fey 
agreed informally to continue their creative partnership. Their thinking at the 
time was, he says, “I guess we’re doing this together now, because I can’t 
imagine doing it without you.”

So they did, collaborating on two series, four television movies and one 
feature film in five years — including Unbreakable Kimmy Schmidt and Great 
News. During this time, Carlock also served as an executive producer of 
comedian John Mulaney’s sitcom, Mulaney, and hung out his own production 
shingle, Bevel Gears.

“I think SNL trains you wonderfully for feeling like a success one minute 
and an abject failure the next,” Fey writes. “It’s been a pleasure riding that 
rollercoaster with Robert for twenty years now.”

By the end of 30 Rock, Carlock says he and Fey were better friends. They 
had had more kids with their respective spouses, their kids had become 
friends and, he jokes, they didn’t know anyone else, because they’d been 
underground laboring over the show. “We’re lucky it was a success,” he says. 
“Success makes friendship easy.”

Executive producers for Mr. Mayor are Carlock, Fey, David Miner and Jeff 
Richmond; executive producers for Girls5Eva are Carlock, Fey, Scardino,
Richmond, Miner and Eric Gurian; executive producers for Mulligan are Carlock, 
Fey, Gurian, Miner, Sam Means, Scott D. Greenberg and Joel Kuwahara.
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E THAT WOULD WIN LOUIS GOSSETT, JR., 
MY AWARD — IN THE LANDMARK 
 — WAS ONE THAT HE INITIALLY DID NOT 
HAT ROLE WAS FIDDLER, THE ENSLAVED 

MAN ASSIGNED TO TEACH THE MAIN CHARACTER, KUNTA 
KINTE, HOW TO LIVE IN SERVITUDE. DESPITE HIS INITIAL 
RELUCTANCE, GOSSETT SAID YES TO THE PART, AND HIS 
SUBSEQUENT RESEARCH INSPIRED HIS UNDERSTANDING OF 
THE CHARACTER. HE EVEN GAVE FIDDLER AN IMPROMPTU 
LINE OF DIALOGUE — “THERE’S GONNA BE ANOTHER DAY” — 
WHICH HE CREDITS WITH WINNING HIM HIS EMMY.

Gossett has been Emmy-
nominated in acting categories eight 
times, most recently in 2020 for his role 
in HBO’s Watchmen. His performing 
career began more than sixty-five 
years earlier, on Broadway. In the 
intervening years, he worked steadily 
in television, notably in Roots and in 

the 1983 miniseries Sadat (he played 
the president of Egypt), and in movies, 
highlighted by his Oscar win in 1982 for 
portraying the tough drill sergeant in 
An Officer and a Gentleman.

A passionate advocate for a better 
future, Gossett founded the Eracism 
Foundation in 2006 with a singular 

goal: “The removal from existence of 
the belief that one race, one culture, 
one people is superior to another.” The 
organization creates curricula  and 
public-awareness campaigns that 
teach respect for other races, cultures, 
religions and other differences in 
humanity. But the entertainment 
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industry itself has a duty to try to improve 
society, Gossett points out. “Movies, theater, 
music have a responsibility to lift our public a 
little bit more now these days,” he says. “We’re 
more than the court jester.”

Gossett was interviewed in July 2018 by 
Jenni Matz, director of The Interviews: An 
Oral History of Television, a program of the 
Television Academy Foundation. The interview 
was a coproduction with the Academy of 
Motion Picture Arts & Sciences Visual History 
Program. The following is an edited excerpt 
of their conversation. The entire interview 
can be screened at TelevisionAcademy.com/
Interviews.

Q: What was your childhood like?
A: I’m a member of the post-Depression 
generation of Brooklyn, New York. It was 
miraculous. We were all poor, but at 
dinnertime, you could smell your way around 
the world — Jewish, Italian cooking — and 
nobody was better than anyone else. That’s my 
foundation.

My best friend was Stanley Ralph Ross, 
God rest his soul. [Ross became a prolific TV 
writer-producer.] We used to play Hopalong 
Cassidy, Roy Rogers, Captain Marvel, 
Superman, Batman…. I was the best at it, till 
one day, I looked in the mirror — I was trying 
my best to look like Superman but couldn’t 
do it. He was white, and I was Black. I said to 
myself, “How the hell will I play Superman?” 

When I went out to play, Stanley said, 
“What’s the matter with you today?” 

I said, “I’m having a hard time playing 
Superman.” 

 “Why?” 
“’Cause I don’t look like Superman.” 
And Stanley said, “What are you talkin’ 

about? You’re Superman today!”
He had no idea [of the importance of] what 

he’d said. That worry went out of my mind, 
and I was the best Superman on the block. In 
junior high school I became the student body 
president, and I became senior class president 
at Abraham Lincoln High School — because 
Stanley Ross said I was Superman.

Q: He erased the boundaries for you.
A: Yeah, at an early age.

Q: At seventeen, you were cast on Broadway. 
How did that come about?
A: One Friday, my English teacher, Gus 
Bloomberg, asked, “Hey, Louie, are you going 
to try out for the lead in this Broadway show? 
Why don’t you take your mother down there? 

What can you lose?”
So on Sunday, my mother and I took the 

BMT [Brooklyn–Manhattan Transit] to Forty-
Second Street. I walked onto the stage, but they 
started giggling at me. So I said I’d had it and 
started out. 

But this guy said, “Wait a minute.” His 
name was Lou Peterson. He’d written the play. 
He said, “It was me laughing — but I wasn’t 
laughing at you. I was remembering what I 
used to look like, and you look exactly the way 
I used to. Come back.” That’s how I got into 
show business.

Q: This play was Take a Giant Step.
A: Yep, the lead in a Broadway show. 

Q: So you decided to become an actor.
A: Mm-hmm. New York had everything: 
movies, television, theater. So it was a natural 
progression to do a play, then an episode [of 
television], things like East Side/West Side....  

Q: Did you have an agent? How did you get 
cast?
A: Ed Bondy became my agent — he came out 
of Brooklyn, too, and joined the William Morris 
Agency. He told me he had followed me since 
he was seventeen. 

Q: Wow. I know you thanked him at the Oscars 
years later. What was it like to move from 
theater to television, and to act for camera?
A: It’s called romancing the camera. That’s 

the Brando–James Dean expertise. Anthony 
Quinn did it. Sidney Poitier was the best at it. 
You learn a little bit from all the great actors — 
Paul Newman.... Then you practice in episodic 
television, learning your lines and bringing a 
little extra to that camera.

When television went to California, Lew 
Wasserman [who rose to president of MCA] 
called me. He was an old friend. He asked me to 
come to California in 1966 to do the first movie-
of-the-week.

Q: Was this Companions in Nightmare?
A: Yes, with Melvyn Douglas, Patrick O’Neal, 
William Redfield, Leslie Nielsen, Dana Wynter 
and Anne Baxter. And me. Norman Lloyd was 
the director.

Q: Initially, your experience was very 
positive, right?
A: Yes. They put me on this propeller airplane 
[to California]. [During the flight] they cut the 
filet mignon at your side, and people thought, 
“There must be some African diplomat up 
there in the front row.” So I was having a ball. 

When I got off the plane, a limousine 
came down on the tarmac and took me to the 
presidential suite at the Beverly Hills Hotel. 
Then I picked up a car [they’d reserved for me] 
at Crescent Heights and Sunset Boulevard. 
It was a Ford Fairlane Galaxie 500 —magic 
top, egg white, red interiors. And I put on my 
favorite music, Sam Cooke, while going down 
Sunset Boulevard. 
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Louis Gossett, Jr., with LeVar Burton in Roots...
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It should have been a twenty-minute 
drive back to the hotel — it took me four and 
a half hours. For the first time in my life, I met 
every policeman within earshot. Not one of 
them was angry — they were incredulous. 
How could I behave this way? I didn’t know 
what they were talking about, you know? I’m 
Superman. I’m Captain Marvel. I’m Hopalong 
Cassidy, ain’t I? They handcuffed me to a tree. 
That was my first twenty-four hours in Los 
Angeles.

Q: How did that change your perception of 
Hollywood?
A: Oh, it put me in shock! I called my father. He 
said he’d be right there. But how was he going 
to get right there, from Brooklyn to Beverly 
Hills? I called Ed Bondy. He said, “What are you 
going to do?” 

I said, “I’m going to go to work.” 
He said, “That’s what I expect you to do.”
So I went to work. I had the same 

experience at the [studio] gate. Thank God 
for Lew Wasserman, who said, “Don’t touch 
him.” So there was a reality — at age nineteen, 
twenty — that there was another world other 
than what’s happening in Brooklyn.

Q: Did that ever make you feel like leaving the 
industry?
A: Yeah, it did, but where would I go? If you 
want to stay alive and relevant, obviously, 
eventually you make the right decisions.

Q: Did you purposely take roles that had a 
socially conscious message?
A: Yeah. Ed and I made a decision early in 
television to go for district attorneys and 
doctors, police chiefs, relevant fathers, big 
brothers. I played the characters that made 
people feel that they could possibly do the 
same.

Q: In 1977, you took the role that you are 
now widely associated with, Fiddler in ABC’s 
Roots. How did that come to you?
A: I’m not quite sure how it came to me, but I do 
know there was a list of actors that Mr. Wolper 
[executive producer David L. Wolper] had. I 
was chosen to do Fiddler, which made me very 
angry.

Q: Why?
A: Because that’s the Uncle Tom. There were all 
kinds of wonderful parts. Why choose me to 
play the Uncle Tom? I took it personally — until 
I accepted it and started doing the research, 
and I realized there’s no such thing as an Uncle 
Tom.

Those particular people — those Stepin 
Fetchits — if they had not survived, I wouldn’t 
be sitting here. Stepin Fetchit [the actor whose 
birth name was Lincoln Perry] lived next door 
to Charlie Chaplin and Mary Pickford. He had 
two phones: one was white; the other was 
red. When he answered one phone, he said, 
“Yassir,” and on the red phone he said, “Hello.” 
He was trying to teach his son that you have 
to play a game, just like Fiddler could, in order 
to survive. Maybe the next generation can 
make that better, make them more aware, and 
eventually we will be equal.  

Q: How did you create Fiddler?
A: I copied my grandparents, my uncles, people 
I knew. Then you go as deep as possible, living 
that way. It’s a process of putting on his clothes, 
his brain; walking as if you’re him. By the time 
you show up on the set, you can try him on and 
be him. When it’s a wrap, you take him off. But 
you don’t really take it all off — it adds to your 
personality.

I try to teach kids that acting is really 
a misnomer, especially in film. There’s no 
acting involved. You do have to act in theater 

to reach the last row. 
But when they’ve got 
a magnifying glass 
on you, you’ve got to 
be there. So, you don’t 
have to do anything 
but live the moments 
and let the camera 
do the closeups. It’s a 
tough job when you 
have secrets.  

Q: They all come out.  
A: They all come 
out. Roots was a 
breakthrough for me as 

an actor. I had to get rid of that prejudice about 
the old Uncle Tom syndrome. 

Q: When did you first meet Alex Haley [the 
late author of the source material]?
A: Before I got the part. There is a scene [in the 
miniseries] that both Alex and I would speak 
about on speaking tours. It’s when Vic Morrow 
[as Ames, the plantation overseer] forces Kunta 
Kinte [LeVar Burton] to acknowledge his slave 
name, Toby.

Q: The whipping scene.
A: Yes. On the morning that we were going to 
film it, Vic — God rest his soul, he was one of 
my best friends out here — said, “Hey, Louie, I 
want to apologize.” 

I said, “What for?” 
“I gotta do the hell outta that scene, man, and 

I have to apologize in advance. It’s not really me.” 
I said, “Oh, yeah, do the scene.”
So later, I’m watching this baby-faced kid, 

tied up and being whipped. The performances 
were so genuine. There were tears coming 
down LeVar’s face. And Vic had this stern face, 
demanding, “What’s your name?” 

I watched while they did it again and again 
and again. Finally, LeVar says, “Toby. Toby’s 
my name.” 

Now I’ve got to take care of this kid. I put 
water on his wrists and on his back. My line is, 
“What you care what the white man call you? 
Your name is Kunta, Kunta Kinte. That’s what 
you’ll always be.” That’s supposed to be the 
end of the scene. 

But I looked at Vic and I said, “There’s 
gonna be another day. You hear me? There’s 
gonna be another day.”

That was not in the script. It’s one of those 
epiphanies that actors get sometimes. That 
probably got me an Emmy, but God gave me 
the Emmy through those words and through 
that emotion.

Q: You just felt it.  
A: Yeah, it just creeped up. There’s gonna be 
another day. 

Q: Did you or your cast members anticipate 
the Roots phenomenon?
A: It was a phenomenon for us African-
American actors. Finally, they’re telling the 
truth on national television! It’s more than 
just Aunt Jemima and Uncle Ben’s — it’s this 
real story. We talked about it in our kitchens 
and our living rooms, but now [the history of 
slavery is] on national television.

The network knew that if they were going 
...with Richard Gere in An Officer and a Gentleman...





138   EMMY

Foundation Interviews

to lose the Southern market, they had to run 
it on consecutive nights. [Roots aired on eight 
consecutive nights.] We’d settle for that. That’s 
the way the times were. But the entire world 
stopped what they were doing to watch. That 
was a total surprise.

Q: What does having been a part of that mean 
to you today?
A: It means to me — and others — that you 
can live lighter. Some of the story is out of 
your system. Everybody knows now. You can 
confront people who don’t agree with it, but the 
story’s finally told. You can have sitcoms now 
and tell stories and jokes about it. Life is not so 
serious.

Q: You did win an Emmy — what was that like? 
Do you recall the ceremony?
A: Oh, of course. My contemporaries, all the 
people I went to school with, Vic Morrow — they 
chose me. The award [Outstanding Lead Actor 
for a Single Appearance in a Drama or Comedy 
Series] came from my family. It was beautiful. 

Q: The show itself was nominated for thirty-
seven Emmys, and won nine.
A: Absolutely.

Q: Did it lead to more roles for Black actors on 
television, or for you in particular?
A: It created more roles for me — I started 
playing police chiefs and detectives. But there 
was always that element [of thinking] that I 
didn’t deserve it — this is only in retrospect. But 
I was breaking doors down for people to come 
through. 

Q: Let’s move now to 1982, to your role as 
Sergeant Emil Foley, the drill instructor of An 
Officer and a Gentleman. 
A: For research, I went down to San Diego, 
where they get the new recruits off the buses 
and wake them up and shock them for the first 
time. I got to know Bill Dower, then the chief of 
the MCRD, Marine Corps Recruitment Division, 
and spent about two months down there. I did 
the Iron Man course, did the stretching, and 
hung out with him. I did everything but smoke 
the Camels and drink the beer. The Marines 
have my 100 percent respect.

Q: You earned an Oscar for that role. What did 
that mean to you?
A: I’m in the top five, man! I made history! My 
son was there with me at the ceremony. I was 
kind of thinking about something else when, 
all of a sudden, my agent hit me in the chest 

with his elbow. “They said your name!” I said, 
“What?” They said my name. And there was 
Christopher Reeve, Superman.

Q: In the flesh!
A: And Susan Sarandon. I got up, as smooth as 
I possibly could, trying to figure out what I was 
going to say. I got a little hug from Susan. And I 
shook hands with Chris — Superman. Magic is 
magic. But I didn’t work in movies for another 
year.

Q: Why?
A: People weren’t ready for me to win, I guess. 
Television was ready, because I worked every 
week in television, but movies took a minute.

Q: Did that disappoint you?
A: Yeah. But I was on that edge at the time. 
I figured winning Oscars and Emmys — I’m 
going to be a millionaire! I never really made 
a million dollars for anything. In retrospect, I 
think I probably would’ve misused it, because 
I didn’t know how to be responsible. That’s 
hindsight. But I’m ready now, y’all. It’s a 
different ballgame now.

Q: What is your mindset today?
A: From Fiddler to Officer and a Gentleman — 
[looking back,] it looks like God’s plan. There 
seems to be a master plan happening even 
today, and I think we are not shocked when we 
have to change our minds about certain things 
we have lived and believed for generations. 
Movies, theater, music, have a responsibility 
to lift our public a little bit more now these 
days. We’re more than the court jester. We’re 

affecting people positively and negatively 
through entertainment. The world is in trouble. 
We have a responsibility.  

Q: What was behind your establishment of the 
Eracism Foundation?
A: Personal experience and travel. Consider
that in places like Brazil, Jamaica and England,
somebody wanted to maintain control instead
of permitting a mixing of cultures. There’s a
difference between conquering and blending
cultures. I want to put the word out there and
let young people make up their own minds. I’m
moved to speak just the way I’m speaking to
you and let you draw your own opinion.

Q: What we’re doing today — gathering
personal stories from people in the industry —
what value do you see in that?
A: It’s magic. God works in very mysterious
ways, but that’s how our culture was advanced
before the television and the computer —
orally. It’s told with emotion, and effort, from
one generation to the next. And the more we
do that, the better.

Q: How would you like to be remembered?
A: As Louis Gossett, Jr., who could be Superman,
too.

The contributing editor for Foundation
Interviews is Adrienne Faillace.

TelevisionAcademy.com/Interviews
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Me and My Emmy

Trevor Gates

Primetime Emmy Tally: One

How He Got the Gold: For outstanding sound editing for a comedy or drama 

series (half-hour) and animation, 2018, for FX’s Atlanta.

Now for the Noms: Gates was also nominated for — and won — a News & 

Documentary Emmy in 2017 for the documentary Sonic Sea.

Sneaker Freaks: “I wore my red patent leather Puma ‘basket’ shoes with my 

tuxedo to the Emmy Awards. I felt pretty fresh. When we won, the walk up to 

the stage was in slow motion. It was very surreal. I saw a few people noticing 

my shoes, including Sterling K. Brown, who pointed at them. That was a really 

proud moment for a person who loves their craft — and also loves their shoes.” 

Staying Humble: “I keep both my Emmys on a shelf in my living room. I’m 

not staring straight at them every day. Humility is important to me. But it is 

nice to see the fruits of your labor, and to remember there are many ways 

that your craft can be appreciated.”

Course Correction: “I started in music. I thought I wanted to be a music 

producer. Then the universe gave me an opportunity to dive into sound for 

film and I’ve never looked back.”

Loving Atlanta: “The people I worked with on Atlanta made it special. There 

was an extreme togetherness throughout the different creative 

departments. And with such great content, the work is a total dream.”

Chase with Grace: “I’ve never been afraid of chasing dreams. In the back 

of my mind, I wanted that day to come. And I’m very 

thankful for it.”
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OUTSTANDING DRAMA SERIES
LEAD ACTRESS 
Olivia Colman
Emma Corrin
SUPPORTING ACTRESS 
Gillian Anderson 
Helena Bonham Carter 
Marion Bailey 
Erin Doherty
Emerald Fennell
LEAD ACTOR 
Josh O’Connor
SUPPORTING ACTOR 
Tobias Menzies
GUEST ACTRESS 
Claire Foy
GUEST ACTOR 
Charles Dance
DIRECTING
Benjamin Caron
WRITING
Peter Morgan 
AND ALL OTHER CATEGORIES

 “A definitive entry in the Peak TV era.  
DELIRIOUSLY ENTERTAINING. 

 Its cinematic influence hails back to
 New Hollywood’s glory days.”

 Observer



WINNER
GOLDEN GLOBE® AWARD

BEST DRAMA SERIES

CRITICS CHOICE AWARD
BEST DRAMA SERIES 

SCREEN ACTORS GUILD AWARD® 
OUTSTANDING PERFORMANCE 

BY AN ENSEMBLE IN A DRAMA SERIES

WRITERS GUILD AWARD
BEST DRAMA SERIES 

PRODUCERS GUILD AWARD
OUTSTANDING PRODUCER 

OF EPISODIC TELEVISION - DRAMA



OUTSTANDING DRAMA SERIES
LEAD ACTOR 
Regé-Jean Page
LEAD ACTRESS 
Phoebe Dynevor
SUPPORTING ACTOR 
Jonathan Bailey 
Ben Miller 
Luke Newton 
Luke Thompson 
Will Tilston 
Martins Imhangbe
SUPPORTING ACTRESS 
Adjoa Andoh 
Ruby Barker 
Harriet Cains 
Bessie Carter 
Nicola Coughlan 
Ruth Gemmell 
Florence Hunt 
Claudia Jessie 
Polly Walker 
Golda Rosheuvel 
Lorraine Ashbourne 
Sabrina Bartlett
GUEST ACTOR 
Freddie Stroma
CHARACTER VOICE-OVER 
PERFORMANCE
Julie Andrews
DIRECTING
Julie Anne Robinson 
Tom Verica
WRITING
Chris Van Dusen
AND ALL OTHER CATEGORIES

 “A DELICIOUSLY  
DELIGHTFUL PERIOD PIECE,  

 gloriously free from the bodice of  
 convention.”

 AFI



 “★★★★
AN UNQUALIFIED  

  TRIUMPH.”
 Chicago Sun-Times



 “★★★★★ 
 SARAH PAULSON IS 

WONDERFULLY POISED.
 She definitely knows how to
 lend gravitas and power.” 

 BBC

OUTSTANDING DRAMA SERIES
LEAD ACTRESS 
Sarah Paulson
SUPPORTING ACTRESS 
Judy Davis 
Cynthia Nixon 
Amanda Plummer 
Sharon Stone
LEAD ACTOR
Finn Wittrock 
SUPPORTING ACTOR 
Jon Jon Briones 
Charlie Carver 
Brandon Flynn
GUEST ACTRESS 
Sophie Okonedo 
GUEST ACTOR 
Corey Stoll
DIRECTING
Ryan Murphy 
Nelson Cragg 
Jennifer Lynch 
Daniel Minaham 
Michael Uppendahl 
Jessica Yu
WRITING
Evan Romansky
AND ALL OTHER CATEGORIES



“GORGEOUSLY MADE.
  Sarah Paulson is magnificent.”

  The Globe and Mail



OUTSTANDING COMEDY SERIES
LEAD ACTOR 
Michael Douglas 
SUPPORTING ACTOR 
Paul Reiser
Haley Joel Osment
SUPPORTING ACTRESS 
Kathleen Turner
Lisa Edelstein
Sarah Baker
GUEST ACTOR 
Morgan Freeman
Barry Levinson
GUEST ACTRESS 
Jane Seymour
Christine Ebersole
DIRECTING
Chuck Lorre
Andy Tennant
Beth McCarthy-Miller
WRITING
Chuck Lorre
AND ALL OTHER CATEGORIES





OUTSTANDING COMEDY SERIES
LEAD ACTRESS 
Lena Waithe
SUPPORTING ACTRESS 
Naomi Ackie
GUEST ACTOR 
Aziz Ansari
GUEST ACTRESS 
Cordelia Blair
DIRECTING
Aziz Ansari
WRITING
Aziz Ansari
Lena Waithe
AND ALL OTHER CATEGORIES





OUTSTANDING COMEDY SERIES
LEAD ACTRESS
Lily Collins
SUPPORTING ACTRESS 
Philippine Leroy-Beaulieu
Ashley Park
SUPPORTING ACTOR
Lucas Bravo 
Samuel Arnold 
Bruno Gouery
GUEST ACTRESS
Carlson Young
GUEST ACTOR
Jean-Christophe Bouvet
DIRECTING
Andrew Fleming
WRITING
Grant Sloss
AND ALL OTHER CATEGORIES

“STRIKINGLY WATCHABLE,
   an escapist confection brimming with  

 easily digestible plots, costumes
    and characters.”

  The Hollywood Reporter



 “Charming.
 It has such a joie de vivre.
LILY COLLINS IS A  

  DELIGHT.”
Paste



OUTSTANDING LIMITED OR 
ANTHOLOGY SERIES
LEAD ACTRESS
Anya Taylor-Joy
SUPPORTING ACTRESS
Marielle Heller
Moses Ingram
Isla Johnston 
SUPPORTING ACTOR 
Bill Camp
Jacob Fortune-Lloyd
Thomas Brodie-Sangster
Harry Melling
DIRECTING
Scott Frank
WRITING
Scott Frank
AND ALL OTHER CATEGORIES   “THE TV EVENT OF THE YEAR.

   The series owes its powerhouse effect to  
   the smashing, star performance

     of Anya Taylor-Joy.”
      ABC News



WINNER
GOLDEN GLOBE® AWARD

BEST LIMITED SERIES
CRITICS CHOICE AWARD

BEST LIMITED SERIES
SCREEN ACTORS GUILD AWARD®

OUTSTANDING PERFORMANCE
BY A FEMALE ACTOR IN  

A LIMITED SERIES
WRITERS GUILD AWARD

BEST ADAPTED LONG FORM
DIRECTORS GUILD AWARD

OUTSTANDING DIRECTORIAL
ACHIEVEMENT IN A LIMITED SERIES

PRODUCERS GUILD AWARD
OUTSTANDING PRODUCER
OF LIMITED SERIES TELEVISION



Outstanding Limited or 
Anthology Series
LEAD ACTOR 
Ewan McGregor
SUPPORTING ACTRESS 
Krysta Rodriguez
Rebecca Dayan
Kelly Bishop
SUPPORTING ACTOR 
Rory Culkin
Sullivan Jones
Gian Franco Rodriguez
David Pittu
Bill Pullman
DIRECTING
Daniel Minahan 
WRITING
Ryan Murphy
Ian Brennan  
& Sharr White
AND ALL OTHER CATEGORIES





 “This show is
 compassionate, humanizing and

  COMPLETELY HEARTENING.”
 The Guardian

 “The message of
love and acceptance feels

MORE APPROPRIATE
   THAN EVER.”

 Cosmopolitan

OUTSTANDING STRUCTURED REALITY PROGRAM
HOST
Bobby Berk 
Karamo Brown 
Tan France
Antoni Porowski 
Jonathan Van Ness 

DIRECTING 
Mark Perez 
AND ALL OTHER CATEGORIES





OUTSTANDING UNSTRUCTURED REALITY PROGRAM
AND ALL OTHER CATEGORIES

      “A modern twist on arranged marriage. 
   IT IS CHANGING REALITY TV.”

   New York Post



“Insightful, humorous and

    HEARTWARMING.”
    The Hollywood Reporter



OUTSTANDING VARIETY SPECIAL (PRE-RECORDED)
DIRECTING 
Julia Reichert
Steven Bognar
AND ALL OTHER CATEGORIES

WRITING 
Dave Chappelle

8:46
  DAVE CHAPPELLE





OUTSTANDING VARIETY SPECIAL (PRE-RECORDED)
DIRECTING
Leslie Small  
AND ALL OTHER CATEGORIES

WRITING  
Kevin Hart

 “DELIBERATE, 
 PAINSTAKING AND MASTERFUL.

   Self-reflective and transparently honest.”
 New York Magazine



“KEVIN HART AT HIS 
   MOST INTIMATE.”

    Paste



OUTSTANDING VARIETY SPECIAL (PRE-RECORDED)
DIRECTING 
Page Hurwitz
AND ALL OTHER CATEGORIES

WRITING
Michelle Buteau

 “The combination on display here of camp, 
 LARGER-THAN-LIFE

 SELF-PROJECTION AND
NO-NONSENSE JERSEY SASS

  makes for a winning hour.”
The Guardian



WINNER
CRITICS CHOICE AWARD

BEST COMEDY SPECIAL



OUTSTANDING COMPETITION PROGRAM 
HOST 
Nicole Byer 
AND ALL OTHER CATEGORIES

 “Nicole Byer has 
 SET THE STANDARD  

for all other comedian cooking/baking  
  competition hosts to meet.” 

 Decider



“THE GOOD HOT 
   MESS WE NEED,  

  seeing twice the fun 
     and chaos.” 

      The Spool



OUTSTANDING HOSTED NONFICTION SERIES OR SPECIAL
DIRECTING 
Michael Steed
AND ALL OTHER CATEGORIES 

“A BLOCKBUSTER INSTALLMENT.
 David Letterman’s interview style 
   is wonderfully unconventional.”

  Ready Steady Cut





   “As sassy as ever. 
  VERY ENTERTAINING  

   DROLLERY.”
   The Globe and Mail

“A MUST-WATCH.
   Hilarious and sexy.”

 Hypable

OUTSTANDING SHORT FORM COMEDY,
DRAMA OR VARIETY SERIES
ACTOR
Brendan Scannell
AND ALL OTHER CATEGORIES

ACTRESS
Zoe Levin
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“DICKINSON IS A 
STUDY OF GENIUS.”

THE HOLLYWOOD REPORTER





“BRING TED LASSO ENERGY 
INTO YOUR LIFE.”

VANITY FAIR



“UTTERLY COMPELLING.”
COLLIDER



“A GRIPPING INTERPERSONAL
EXPERIMENT.”

INDIEWIRE



“A TRUE TOUR DE FORCE,
GENERATING MUST-SEE TV.”

USA TODAY



“TV’S NEXT GREAT OFFICE
COMEDY IS HERE.”

INDIEWIRE


