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Winter 2026 

 

Dear Educator, 

 

Thank you for reserving student matinee tickets for The Heart of Robin Hood at Great Lakes Theater. 

This production will be presented in the Hanna Theatre at Playhouse Square from February 6ï22, 2026.  

 

Prepare for an exhilarating adventure as this gallant reimagining of the legendary tale takes you deep 

into Sherwood Forest, where the infamous Robin Hood and his band of outlaws navigate the fine line 

between rebellion and responsibility. With Prince Johnôs sinister grip tightening and tensions rising, the 

courageous Marion steps forward to inspire unity, challenge Robinôs choices and encourage the fight for 

a better future. Brimming with daring feats, electrifying action and a hint of romance, this compelling 

saga will awaken the hero in all of us!  Age recommendation: Ages 10 and up, due to time period 

specific violence. 

 

This guide includes essays, discussion questions, and classroom activities designed to introduce 

students to the world of the play and offer a meaningful entry point for personal exploration. At Great 

Lakes Theater, weôre proud to share high-quality classic theater alongside resources that support your 

teaching. Weôre thrilled to welcome you and your students and always appreciate your feedback on how 

we can best support your classroom experience. 

 

Sincerely, 

 

 

 

Kelly Schaffer Florian    David Hansen  

Director of Educational Services  Education Programs Manager 

Kflorian@greatlakestheater.org  dhansen@greatlakestheater.org 
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You may or may not have attended a live theater  
performance before.  To increase your enjoyment, it 
might be helpful to look at the unique qualities of this art 
form ð  because it is so different from movies or video. 
 
The live theatrical performance not only involves the 
actors on the stage; it is meant to involve you, the 
audience, in ways that film and television cannot. In 
truth, although you are sitting in an auditorium and the 
actors are on stage, there is very little separating the 
audience from the performers. How you react to the 
play deeply affects the actors. Something as seemingly 
trivial as whispering or unwrapping a candy bar can 
distract them and disrupt the mood and tone of their 
performance. Due to the important relationship between 
actors and audience members, there are certain, 
perhaps obvious, provisions of live theater we wish to 
call to your attention. 
 
In the Hanna Theatre, it is important to know that the 
taking of pictures, either with or without a flash, is strictly 
prohibited. Also, it is essential that all electronic 
equipment, including cell phones, music players (even 
with headphones), alarm watches, etc., be completely 
powered off once you have entered the theatre. Even 
the glow from a watch or a silent cell phone (used for 
checking the time, text messaging, or posting social 
network updates, for example) can be very distracting to 
fellow audience members, even if you try to mask it 
under your hand or an article of clothing.  Our goal is to 
provide every person in the audience with the best 
possible theatrical experience, so we appreciate your 
respectful cooperation during the performance.   

Other differences live theater provides: in film or 
video, the camera and editing define what we will 
see.  In the theater, however, each of us works as 
our own camera and editor, choosing our own 
personal points of focus. And in the Hanna Theatre, 
you should know that often we do not use  
microphones. As audience members you'll need to 
actively listen and "tune in" to the sound of the 
unamplified human voice.   
 
As for our lighting and scenery, it might surprise you 
to know that these are not necessarily meant to be 
realistic. In this production, for example, there may 
be design elements that are abstract or 
metaphorical.   
 
The theater's ability to focus on human          
experience ð  distilled through the dialogue and    
behavior of people on stage and enhanced by the 
scenery, costumes, lighting, music and dance ð is 
a centuries-old tradition.  Being part of the 
communal magic when performer and audience 
connect ðwhether at a baseball game, music 
concert or theater performance ð  cannot be 
duplicated.  
 
The performance you will see at Great Lakes 
Theater will happen only once.  It is unique and 
personal.  Though this play will be performed more 
than a dozen times, the performance you see 
belongs only to you.   
 
We hope you enjoy it, and we'd like you to share 
your response with us.  

A Note to Students: What to Expect at the Theater 
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The Middle Ages were chock-full of challenges: 

political instability, economic hardship, social 

inequality, and religious conflict. In times of adversity, 

stories often give rise to heroes, and few have 

endured as powerfully as Robin Hood. But what is it 

about this legend that continues to resonate?  

 

Robin Hood taps into something deeply human: the 

desire to be a better, braver version of ourselves. He 

represents the fantasy of righteous rebellion ð 

standing up for what we believe is right, even when 

the law itself is unjust. He fights for fairness and 

dignity alongside a chosen band, united by loyalty 

rather than power. Itôs an idealistic vision of justice 

yet, it also invites a question: what if the Robin Hood 

we think we know isnôt the whole story?  

 

Over the years, weôve seen countless versions of this 

iconic hero, portrayed by legendary actors such as 

Douglas Fairbanks, Errol Flynn, Sean Connery, Kevin 

Costner, Russell Crowe, and my personal favorite, 

Cary Elwes. I said it. Cary Elwes. My love for this 

timeless tale comes largely from Mel Brooksô 1993 

parody Robin Hood: Men in Tights. (Yes, my parents let me watch it as a kid ð stop judging them.) For my 

ten-year-old self, it struck the perfect balance between adventure and humor. Thirtysome-odd years later, it 

still does.  

 

I became obsessed with Elwesô impeccable comedic timing, matched ð and often outdueled ð by Amy 

Yasbeckôs Maid Marion. While David Farrôs The Heart of Robin Hood isnôt a satire like Brooksôs, it shares 

an essential strength: Marionôs centrality. In Farrôs version, Marion is not merely Robinôs love interest or 

sidekick ð she becomes the architect of their rebellion. Marionôs actions, not Robinôs, drive pivotal 

moments in this retelling as she questions injustice, challenges the status quo, inspires Robinôs group to 

act selflessly and acts as the true agent of change. Her bravery and strategic thinking make this not only 

Robinôs tale but also hers. A reminder that heroism is rarely one-dimensional, and sometimes the legend is 

only part of the story. 

Spotlight 

DIRECTORôS NOTE   
Jaclyn Miller 
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 Spotlight by Margaret Lynch 

The story of Robin Hood is not one story but many. In 

all his shapeshifting manifestations, Robin Hood has 

always been a pop-cultural phenomenonðwhether in 

the folk culture of days gone by or in the mainstream 

culture of succeeding generations.  

Like Brôer Rabbit of the American South, Reynard the 

Fox of France, Anansi the Spider of West Africa, Loki 

of Norse Mythology and other trickster figures from 

around the world, the charismatic Robin Hood stands 

astride the individual stories he inspired.   

ROBIN HOOD IN STORY AND SONG  

A 16th century print 
edition of A Gest of 
Robyn Hode, one of 
the earliest attempts 
to create a unified 

Robin Hood 
narrative.  

Like Robin Hood, Reynard the Fox, depicted here in an 
1869 print, is a trickster figure. The Reynard stories inspired 
the Disney animators to depict Robin Hood as a fox in the 
1973 animated version of the story.  

Sherwood Forest, known for its ancient 
oak trees, was eventually solidified as the 
canonical setting for the Robin Hood 
stories.  
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For more than a century or so, the anonymous 

storytellers, ballad singers, and minstrels of Medieval 

England circulated a multitude of stories centered on 

Robin Hood. His appearance overlapped with that of 

a pre-Christian denizen of the woods from English 

folklore; a leaf- and moss-covered ñGreen Manò was 

often represented in local pageants and May Day 

celebrations. The portrayals of Robin Hood vacillated 

between a thuggish outlaw and beneficent one, but 

he was always an anti-authoritarian forest-dweller 

with a big personality and a bag of tricks that 

included deceit and disguises.  

English documents from the late 14th century refer 

to the popularity of Robin Hood storiesðtall tales 

that were undoubtedly sung or spoken at first, 

shared at fairs, after banquets, or around hearths. 

Gradually they were written down; manuscript copies 

of individual stories, usually in verse, survive from 

the 15th century. New stories kept appearing over 

time: Robin Hood and the Monk; Robin Hood and 

Little John, Robin Hood and the Beggar, and so on. 

From the 16th century well into the 19th, individual 

Robin Hood story-ballads were sold on city streets; 

these ñBroadside Balladsò were printed on cheap, 

coarse paper in a one-sided, single-sheet format.  

A Gest of Robyn Hode, which survives in several 

printed copies from the 16th century, was an early 

attempt to stitch individual stories into a longer 

narrative. A tale involving Robin Hood lending 

money to a knight served as a frame. Discrepancies 

between the story sources were not always resolved. 

Some of the poemôs eight parts were set in the 

region of York and Barnsdale Forest, others in 

Sherwood Forest, between Nottingham and Lincoln.  

The Sherwood setting eventually won out. The 

ñLincoln greenò garb associated with Robin Hood 

was a shade produced exclusively by the wool dyers 

of Lincoln.  

Three core members of Robin Hoodôs band of Merry 

Men played a part in A Gest of Robyn Hode: the 

loyal sidekick Little John, Much the Millerôs son, and 

the young Will Scarlet. Other individual ballads 

continued to flesh out Robinôs crew, adding Friar 

Tuck, the minstrel Alan a Dale, Robinôs love interest 

Maid Marian, and others. Villains inevitably joined 

the cast of characters, especially the Sheriff of 

Nottingham, the assassin Guy of Gisbourne, and 

any number of hypocritical clergymen. Some entries 

created back-stories for established characters; the 

Ballad of Robin Hood and Little John recounted how 

Robin and John met when both wanted to cross a 

log over a river and vied to knock each other off.   

A Robin Hood story, printed in the single-sheet Broadside 

Ballad format ca. 1689.  

A depiction by illustrator Louis Rhead (1912) of the combative first 
meeting that leads to the loyal friendship between Little John and 
Robin Hood.  
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Tudor-era writers may have been the first to attach 

the Robin Hood stories to a specific, fixed historical 

period. Most early ballads bore no time markers; a 

few referenced King Edward but didnôt specify which 

Edward among several English monarchs of the 

name. In Historia Majoris BritanniÞ, published in 

1521, chronicler John Major claimed that Robin was 

active in the 1190s, when King Richard the 

Lionhearted was leading the Third Crusade in the 

Holy Land.  In 1598, playwright Anthony Munday 

developed the suggestion further, identifying Robin 

with an English nobleman of the crusader era in a 

play entitled The Downfall of Robert Earl of 

Huntington and a sequel focusing on the earlôs death.  

 

While professional writers were taking a stab at 

creating a more coherent version of the legend, 

either as narrative or history, antiquarians began 

collecting the stories themselves in all their 

contradictory variety. Thomas Percy, an Anglican 

Bishop posted to Ireland, found a handwritten 

manuscript in a friendôs house in England. The 

manuscript contained eight Robin Hood ballads, 

along with other Medieval poems; Percy published 

them and other ballads in Reliques of Ancient Poetry 

(1765).   

 

As the century progressed, more new manuscripts 

and early printed books and broadsides came to 

light, prompting American scholar Francis James 

Child to compile a more exhaustive and rigorously 

edited ballad collection in eight volumes, The English 

and Scottish Popular Ballads (1860). Nearly 40 of 

the 305 ñChild Balladsò celebrated Robin Hood.  

 

Child produced the best available assemblage yet of 

source material for the Robin Hood legend. Attempts 

were quickly made to integrate the disparate stories 

into a unified one. In The Merry Adventures of Robin 

Hood (1883), illustrator Howard Pyle created an 

action-packed adventure tale. With an eye toward 

younger readers, he toned down the cruelty and 

violence of early ballad-stories and pumped up the 

steal-from-the-rich-and-give-to-the-poor theme.   

 

Howard Pyle definitively fused the Robin Hood 

narrative with the Richard the Lionhearted timeline. 

Pyle wasnôt overly concerned with historical 

accuracy, changing names and details at will. But the 

The Frontispiece of Howard Pyleôs illustrated volume of 
The Merry Adventures of Robin Hood (1883) 
commemorates the time when Robin tricked Friar Tuck 
into carrying him across a river.  

Philip II of France and Richard the 
Lionhearted meet to launch the Third 
Crusade, as depicted in a French 
manuscript of 1261. Richard (on the 
right) sports on his chest the 
Plantagenet coat of arms of three 
lions ñpassant guardant,ò walking and 
facing the viewer, against a red field.  

Prince and later King John was 
frequently depicted, as in this 14th 
century manuscript, pursuing the 
pleasures of hunting.  
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crusader backdrop offered: a cohesive 

narrative frame, high-stakes dynastic struggles, 

another villain in Prince John, and a secure 

place in the story for a love interestðMaid 

Marianðin King Richardôs camp.   

 

Richard the Lionhearted and his rivalrous 

brother John were both sons of King Henry II. 

A great grandson of William the Conqueror on 

his motherôs side, Henry II also sired a new 

English family dynasty known by the last name 

of his father, Geoffrey Plantagenet, Count of 

Anjou. Like all the royal descendants of William 

the Conqueror before him, Henry was King of 

England and Duke of Normandy, acquiring 

additional territories in France through his 

father and his wife Eleanor of Aquitaine. Henry 

played succession games with his wife and 

sons; three of them joined Eleanor in a 

rebellion against him. John made the 

calculation to stand by his father, who favored 

him in return.      

 

When Henry II died in 1189, his son Richard 
was nonetheless next in line. Known as a 
ñlionheartedò warrior, Richard preferred 
soldiering to ruling. He vowed to take his 
fatherôs place in a planned ñKingsô Crusadeò to 
recapture holy lands in the Middle East held by 
Muslim forces under the command of Saladin. 
Of the royal troika, Emperor Frederick 
Barbarossa of Germany died before reaching 
the Holy Land, Philip II of France left half-way 
through the campaign, while Richard notched 
several victories but failed to reclaim sacred 
Jerusalem. Kidnapped and imprisoned in 
Germany on his way home, Richard didnôt 
return to England until 1194. The kingôs long 
and worrisome absence gave his younger 
brother John plenty of time to foment unrest 
and squeeze the English lords and barons to 
enrich his own coffers. Howard Pyleôs Crusade
-inflected version of the storyðwith its archery 
contests, sword fights, and hand-to-hand 
combat, and the virtuous Marian to rescue from 
the clutches of evil Johnðhas influenced 
nearly every depiction since. Film and 
television versions have been particularly 
popular, from the 1922 silent film starring 
Douglas Fairbanks to the current limited TV 

Errol Flynnôs 1938 movie is still celebrated for his 
swashbuckling bravado.  

series with Sean Bean as the Sheriff of 
Nottingham. Errol Flynnôs swashbuckling 
performance (1938) is still ranked among the 
best.  
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Now comes The Heart of Robin Hood to reshuffle a 

story thatôs been shuffled before. Like Peter and the 

Starcatcher, directed last season by Jaclyn Miller for 

Great Lakes Theater, this stage version of Robin 

Hood brings a young woman to the forefront of a tale 

that traditionally centered on a man. Both adaptations 

aligned with a broader trend, seen in such Disney 

movies as Mulan, of casting a woman as the hero of 

an action-adventure story.   

 

Three creative conditions yielded The Heart of Robin 

Hood in 2011. First, script writer David Farr was 

associate director of the Royal Shakespeare 

Company at the time. As a classical theater director, 

Farr was steeped in Shakespeare. But he also wrote 

for a successful television series, MI-5 (also known 

as ñSpooksò), which ran on British TV from 2002-

2011. In 2016, he would go on to script the first 

season of another hit series, The Night Manager, 

starring Tom Hiddleston with Hugh Laurie. David Farr 

knew how to tell a good story.   

 

Once Farr decided to forefront Marian, it wasnôt a 

Spotlight by Margaret Lynch 

The Heart of Robin Hood 

reach for him to lean into some Shakespeare-style 

cross-dressing. And disguises were already part of 

Robin Hoodôs standard operating procedure.  

Shakespeare never wrote a Robin Hood play, but 

Robin Hood characters and plot points are 

mentioned in several of his plays. In As You Like It, 

the duke ñis already in the forest of Arden, and a 

many merry men with him, and there they live like 

the old Robin Hood of England.ò The Heart of Robin 

Hood shares DNA with As You Like It and its forest 

setting, cross-dressing, and gender-bending 

confusions.   

 

The second creative condition that shaped The 

Heart of Robin Hood was the collaboration between 

Disney has embraced the female adventure hero in such 
movies as Mulan, in both its animated (1998) and live action 

(2020) releases.  

David Farr, script writer for The Heart of Robin Hood.  
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scriptwriter Farr and the innovative Icelandic 

theater company, Vesturport Theatre. Vesturport 

cofounder G²sli ¥rn Gardarsson, who directed the 

RSC production, competed internationally as a 

gymnast when younger, influencing his 

companyôs acrobatic performance style. Farr and 

Vesturport collaborated on an adaptation of Franz 

Kafkaôs Metamorphosis in 2006, when Farr was 

artistic director of the Lyric Hammersmith in 

London. Gregor Samsaôs transformation into a 

cockroach was embodied entirely through 

physicality and staging. The Robin Hood 

collaboration also showcased physical 

inventiveness.   

 

The third creative condition had to do with the 

RSC scheduling for the playôs premier. The 

production was intended for the Christmas or 

ñpantomimeò slot.  In British theater tradition, 

pantomimes are Christmas holiday shows for 

family audiences. They frequently retell fairy or 

folk tales, fables, or other familiar stories, with a 

dash of song and dance, large portions of 

slapstick comedy and cross-dressing, spiced 

 

In the Farr Vesturport theatrical adaptation of Kafkaôs Metamorphosis (2006), Gregor Samsaôs 
transformation into a cockroach was conveyed by physicality, not costuming.  

 

The Heart of Robin 
Hood was 
commissioned in 
2011 to fill a 
Christmastime 
ñpantomimeò slot in 
the RSC schedule, 
promising the topsy-
turvy misrule of the 
kind of traditional 
holiday entertainment 
portrayed in this 1890 
print.  

with a naughty joke or two. The times weôre 

in, Farrôs own track record as a Shakespeare 

director, the theater companyôs physicality, 

and the pantomime slot all pulled in the same 

direction to yield an energetic and imaginative 

telling of a swashbuckling story. 
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Jaclyn Miller has been building a body of 

directorial work at Great Lakes Theater since 

2022. Movement and physicality have been 

core to her work. Trained as a choreographer, 

ñmy brain works kinesthetically,ò she confides.  

 

That strong sense of movement pulses through 

every piece, from the virtuosic trunk show 

approach to Alfred Hitchcockôs The Thirty-Nine 

Steps (2022) to the delicate dance of 

relationships in Jane Austenôs Sense and 

Sensibility (2023, co-directed with Sara Bruner) 

to the playful inventiveness of Peter and the 

Starcatcher last season, to the action-

adventure energy of this seasonôs The Heart of 

Robin Hood.  

 

But movement is only one of many storytelling 

strategies that inform her work. She starts with 

identifying the ñheartò of each story. In this 

contemporary retelling of Robin Hood, the ñheartò 

of the narrative, the ñheartò of the title, is Marion. 

ñSheôs the agent of change in so many ways,ò 

reflects Miller. ñShe changes her clothes. She 

goes into the forestðin order to survive, to gain a 

sense of autonomy, to live authentically. Robinôs 

evolution comes through his encounter with her. 

But her transformation is required as well. The 

joy of the play is in the absolute beauty she 

brings and the growth that she drives.ò  

 

This adaptation of the traditional story poses 

interesting challenges for the director, the cast, 

and the creative team. Thereôs darkness in it, 

and even crueltyðcalling to mind the more 

FROM PAGE TO STAGE : Great Lakes Theaterôs 

Production of The Heart of Robin Hood 

Spotlight by Margaret Lynch 

a color rendering of the set designed by Courtney OôNeill 
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knavish Robin of earlier ballads. And yet, itôs a 

show for families. The central question for the 

company, says Miller, will be: ñHow do we honor 

the fact that brutality, oppression, and tyranny 

were the reality of that time, certainly for women, 

but find the levity and lightness without making it 

campy?ò Reaching naturally for a movement 

metaphor, she muses, ñIt will be a lovely dance 

of figuring out how to honor the dark but also 

bring forth the light.ò  

 

Character development, swordplay and other 

feats of ñderring-do,ò quick set, prop, and 

costume changes are all tools that can be used 

to find that sense of lightness and joy in 

performance. ñI will come forward with ideas to 

workshop,ò explains Miller. ñBut we will discover 

our solutions as a team.ò  

 

Miller tasked set designer Courtney OôNeill with 

creating a multi-level space that will allow lots of 

ground for athletic movement and ñinstant 

transformations.ò OôNeill developed a maze of 

ramps and platforms that will provide any 

number of playing spaces. The entire 

companyðdesigners and actors alikeðwill be 

involved in defining those spaces in a flash. ñAny 

location is the place that we say it is,ò laughs 

Miller. ñWith a banner, a coat of arms, weôll 

announce: óweôre in the castle.ôò  

 

The costumes designed by Esther Haberlen will 

help navigate the showôs push and pull between 

light and dark. The action moves in time 

between fall and Christmas; the basic color 

palette stretches from the warm, earthy colors of 

autumn to the icy blues of winter. Within that 

range, the character groupings are color-

identified. The middle- and lower-class Anglo-

Saxons stake out the warmer forest and earth 

tones while the Norman upper class characters 

claim the wintry ones, from the blue-arrayed 

folks in Marianôs household to the black- and 

metallic-clad villains. 

 

Head coverings and banners will work with color

-coded clothing to distinguish ensemble 

members when they are playing Merry Men one 

minute and soldiers of Prince John the next. 

Splashes of high-contrast and patterned color 

variations will accentuate comic foil characters. 

Clothing involving complex layering and fastening 

will give rise to other comic possibilities; the Merry 

Men will keep adding pieces of clothing that weôve 

seen them steal. The hat, shoe, and clothing 

shapes will be historically accurate but with an 

occasional nod to the exaggerations of cartoon fairy 

Costume designer Esther Haberlenôs renderings for Robin Hood, 
Maid Marion, and King John reveal how each characterôs look reflects 
their power, purpose, and place in the world of The Heart of Robin 
Hood.    
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*Members of Actorsô Equity Association, the Union of Professional Actors and Stage Managers in the United States  
 

Alice/Lady Falconbury/Boar/Ensemble ééééééééééé..ééééééé. 

Little John/Ensemble éééééééééééééééééééééééééé.. 

Much/Robert Summers/Ensemble éééééééééééééééééééé... 

George LeBrun/Guy of Gisborne/Lord Falconbury/French Lord/Ensemble ééé... 

Margaret LeBrun/Plug the Dog/French Lady/Ensemble é.éééééééééé.. 

Makepeace/Rebecca Summers/Ensemble  ééééééééééééééééé 

Will/Ensemble  ééééééééééééééééééééééééééééé.. 

Sarah Summers/Ensemble  ééééééééééééééééééééééé... 

Prince John/Ensemble éééééééééééééééééééééééééé 

Robin Hood/Ensemble éééééééééééééééééééééééééé 

Jethro Summers/Ensemble....................................................................................... 

Friar/Priest/Bishop/Duke of York/Ensemble ............................................................. 

Marion/Ensemble ...................................................................................................... 

Pierre/Ensemble ....................................................................................................... 

 

À Fight Captain 

Kelsey Angel Baehrens*  

Casey Casimir*  

Jonathan Contreras*  

Jeffrey C Hawkins*  

Gabi Ilg  

Jessie Cope Miller*  

Avery LaMar Pope*  

Sophia Ruiz  

Nick Steen*À  

Evan Stevens*  

Gabe Subervi  

M.A. Taylor*  

Ćngela Utrera*  

Joe Wegner*  

DRAMATIS PERSONAE 

tales. Light synthetic fabrics can provide the 

texture of wool or sheen of silk and yet allow 

freedom of movement.   

 

Clothing also supports the showôs journey. In 
this adaptation, Marion prompts Robin to grow 
into the open-hearted character we know and 
love. When Marion dons her disguise, she 
looks at first more like the Robin we expect 
than Robin himself does. As the two characters 
interact and grow, they trade costume pieces 
between them until together they create the 
iconic lookðand the heroðthat we want.  The 
elaborate, jewel-encrusted dress that Marion 
wears to her forced church wedding with 
Prince John is transformed, in the chaos of her 
rescue, into the simple apparel of her union 
with Robin in the woods. 

Costume rendering of Pierre by Esther M. Haberlen 



15 

 Costume Design by Esther M. Haberlen 
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 Scenic Design by Courtney OôNeill 

Top: a color rendering of the set 

Bottom left: the ground plan outlines the many platforms  

Bottom right: inspiration photos of wooden doors & ground plan drawing of the trees 

 


