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At the beginning of the show we open with a 
jukebox stage right, and it’s very proudly the 
first thing you see. On the other side of the 
stage, as its mirror image, is Shakespeare’s 

desk. Right from the very beginning you’ve got 
those two nods to both forms; we’re a jukebox 
musical, but we’re also a piece of theater that’s 

been written with great care.

LUKE SHEPPARD
DIRECTOR

Part of the set is 
inspired by The Curtain, 
an Elizabethan theater 

where some of the first 
performances of Romeo 

and Juliet took place. 
The Curtain wasn’t a 
building based on a 

circle like Shakespeare’s 
Globe. It was actually 

rectilinear, so we 
started with that, like we 
were on an archeological 
dig. We have this little bit 
of the wall of The Curtain 
that’s still left in the set.

SOUTRA GILMOUR
SET DESIGNER

Using Soutra Gilmour’s concepts, 
the artist Vic Lee made these 

incredible maps of London, 
Verona, and Paris. I can zoom in 
as close as I want on any area, 
to really give a sense of where 

things are happening. We have an 
LED wall at the back, and I actually 

project on the front of that, on 
a gauze, which gives you this 

amazing depth. It gives the show 
such a unique look.

ANDRZEJ GOULDING
VIDEO AND PROJECTION DESIGNER
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In so many musicals, characters sing when their emotions get too big to express 
in mere words. But in & Juliet, big emotions also push the production into the 
‘pop concert’ aesthetic. The most extravagant pop moments — like “Roar”  or 
“I Kissed a Girl” —  arrive when characters experience their biggest feelings.

TIM HEADINGTON
PRODUCER

Max Martin gave us the most amazing tool kit 
because he gave us access to the original stems 
[or sound files] from all the songs that are used 

in the show. So if we wanted to reference a 
sound from one of these songs, we didn’t have 

to recreate it. We just had it. That’s why the bell 
in “Everybody” or the whooshing sound at the 
beginning of “It’s My Life” sound so authentic. 

We were building on top of the real thing.

BILL SHERMAN
MUSIC SUPERVISOR / ORCHESTRATOR AND ARRANGER

The interplay between the 
pared down, Shakespearean 
storytelling and the arena-
style, pop music spectacle 

is absolutely fundamental to 
our show. While they were 

developing the production’s 
language, the entire creative 
team studied Shakespearean 

traditions, and they also 
attended massive pop concerts. 
They wanted to become experts 
in both, so that they could fuse 

those languages together.

THERESA STEELE PAGE
PRODUCER
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The players are obsessed 
with William. They’re part of 
the coolest troupe in London, 
and for their rehearsal looks, 
they blend period pieces like 
corsets and leather doublets 

with sweatpants, track pants, 
and bike shorts. Many of them 

wear swag from previous 
productions of Shakespeare’s 
plays. When they show up at 

first rehearsal, they want the 
other actors to know they were 
part of the original casts. Their 

tees and sweatshirts were 
originally sourced as vintage 

pieces from Shakespeare 
productions and festivals 
from all over the world.

PALOMA YOUNG
COSTUME DESIGNER We discovered that “Larger 

Than Life” really describes what 
Shakespeare stands for in the 

cultural sphere. To give him 
ultimate status, we stage this song 

with him coming up through the 
floor in a classic pop star entrance. 

It has all of the bravado that 
comes with being our version of 

Shakespeare, and it launches him 
(and the show) into the 

pop aesthetic.

LUKE SHEPPARD
DIRECTOR
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In this scene, David really paints a 
delightful picture of Anne as a romantic, 
enthusiastic bridge-and-tunnel girl. That 

was my inspiration in setting up her 
transformation from her middle class 

peach dress — fancy, but not too fancy — 
into April. When she becomes April, she’s 

the younger, sassier version of herself 
that was never saddled with homemaking 

in the country. But the coolest version 
of herself is still rooted in nature. You 
can see that in her clothes and in the 
floral tattoo. That’s a contrast with 
Shakespeare’s urbane worldliness.

PALOMA YOUNG
COSTUME DESIGNER

For me, this is probably 
the most important line of 

dialogue in the entire script. 
It establishes a point of 

connection between Anne and 
the audience, many of whom 
have gone to great lengths to 
come to the theater (they’ve 
gotten a babysitter, they’ve 
spent money, they’ve taken 

a train or a plane, etc.) It 
acknowledges that, at this 

point, some audience members 
still don’t know if they’ve made 

a good choice, but they are 
“ready” for a good time, hoping 

that Shakespeare doesn’t 
disappoint them (and that

& Juliet doesn’t either). Before 
we added this line, it sometimes 
took a while for the audience to 
get on board with Anne – she is, 
after all, interrupting the show. 
But with the new dialogue, the 
audience started to see Anne 

as “one of them,” and you
could feel their instant 

affection for her.

DAVID WEST READ
BOOK
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There are so many YouTube videos trying to figure out what “I 
Want It That Way” is about, because grammatically, it’s quite a 
unique lyric. For an audience, watching us make sense of it on 

stage can be a really wonderful moment, and I love hearing the 
response. We very much strive to own the playfulness of this, 
tonally asking an audience to lean in and jump on board. It also 
sets up our central quarrel between Shakespeare and Anne, a 

conflict that drives all of the highs and lows to come.

LUKE SHEPPARD
DIRECTOR

Here is a reference to the 
endless debate over the 

authorship of Shakespeare’s 
plays. The question of how one 

person could be responsible 
for so many great works 

could easily be applied to Max 
Martin, who is responsible 
for hundreds of hit songs 
and more #1 singles than 

anyone but The Beatles. The 
difference is that Max is the 

first to give credit to all of his 
collaborators. And one of  

the things I love about 
& Juliet is that you get to see 

collaboration taking place 
onstage — not only between 

William and Anne, but between 
Shakespeare and his Players. 

The Players work together 
to create scenes, to move 

set pieces, to listen, and give 
support and input at key 

moments in the story.

DAVID WEST READ
BOOK
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IAMBIC PENTAMETER! Throughout the workshop process, 
determining the right amount of Shakespearean verse required 

some trial and error. At one point, I had William speaking only 
in verse, but it felt like it could potentially alienate the audience 

and distract them from the meaning of the words. So in the final 
version, I use it only to punctuate key moments. Here, Anne is 

completing the rhyming couplet as a way of saying, “I can do what 
you do,” as she begins to rewrite William’s story.

DAVID WEST READ
BOOK

“... Baby One More Time” is an 
uptempo dance number, but 
we’ve turned it into a ballad. 

We’ve made it Juliet’s “I want” 
song, and when audiences first 
realize that’s what we’re doing, 

there’s a little bit of laughter, like 
they can’t believe we’re using the 

song this way. But then as you 
listen to it, it really does make 

sense. That’s a big reveal for us 
in the show. It shows that we’re 
making a show with pop songs, 

and it really does tell a 
narrative story.

BILL SHERMAN
MUSIC SUPERVISOR / ORCHESTRATOR 

AND ARRANGER

The Britney Spears version of the song starts with those 
iconic piano notes, and we thought, “Let’s do the opposite.” 
We have those notes played on an acoustic guitar, creating 
the campfire version of the song. That’s us seeing how far 

we can swerve away from the original while still keeping 
the meaning and the feeling.

DOMINIC FALLACARO
MUSICAL DIRECTOR / ADDITIONAL ARRANGEMENTS 

AND ORCHESTRATIONS
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We see Juliet leaning against her tomb, and a rose has 
been painted on it. That’s our nod to the graffiti around 

the balcony in Verona where the actual Juliet supposedly 
stood. And you’ll see that rose painted in other places 
throughout the show, often with a modern sensibility. 

That’s our way of keeping one foot in Elizabethan England 
and one foot in the world of Elizabeth II, who was still alive 

when we created the show.

SOUTRA GILMOUR
SET DESIGNER

Just before she sings “...Baby 
One More Time,” Juliet takes a 

deep breath, but the sound is not 
her actual breath. It’s an effect 
we created because we wanted 
something more ethereal and 

otherworldly than a real breath. 
That sound introduces a moment 

where the story is really going into 
a different place with Juliet.

GARETH OWEN
SOUND DESIGNER
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When Juliet says, “Did you all date Romeo?”, 
there’s a moment the Players, regardless of 
their sexuality or gender identity, all raise 

their hands and say yes. I enjoy watching the 
audience get their preconceptions slightly 
derailed in this moment. This is where we 
step into a space where anyone can love 

anyone. We are making our own rules and 
everyone is invited.

LUKE SHEPPARD
DIRECTOR
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The fun of the show is in 
mingling all these eras. In 

Juliet’s bedroom, you’ve got 
a bed from the 18th century 

and a duvet with a William 
Morris print from 1871. But 

then it has these modern 
stuffed animals on it. Every 

detail is part of a layered 
collage of all these worlds.

SOUTRA GILMOUR
SET DESIGNER
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Until this point, all the songs in 
the show have been from the 
early phase of Max Martin’s 
career, and they’ve all been 

instigated by Shakespeare and 
Anne. That carries a logic; if 
those two characters were 

real-life pop fans today, then 
they’d be the right age to have 

grown up listening to Max 
Martin’s first hits. But when 

Anne inserts herself into 
the story as April, she sings 

“Domino.” That’s a song from 
much later in Max Martin’s 

career. It’s her attempt to say 
she knows what the young 
people like, and the sound 

shifts accordingly.

LUKE SHEPPARD
DIRECTOR
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We made a whole host of 
tweaks, upgrades, and 

changes for Broadway, and 
this is one small example. All 

of the characters are looking 
for love in some way, and we 

realized that by giving this 
line to Francois, we could 
acknowledge the super-

objective he shares with Juliet. 
In this version he picks up 

the story from her, whereas 
previously the song just

faded into the scene.

LUKE SHEPPARD
DIRECTOR
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“Blow” is a combination of storytelling 
and spectacle. It’s important because 
it’s really our first entrance into that 

massive pop world, and we fly in these 
ladders on either side of the stage that 

have so many more lights on them. 
Hopefully, that’s a surprise for the 

audience when we take you from our 
basically empty space and suddenly 
throw in all these lights and sounds 

and experiences.

HOWARD HUDSON
LIGHTING DESIGNER
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Anne does a little bit of the Robot, which was 
added for the Broadway production, because 

Betsy Wolfe is so good at finding the goofy, 
funny elements of her character. So much of our 

show celebrates the individual rhythms of our 
performers and the way they bring themselves 

into the story, and movement is a big part of that.

JENNIFER WEBER
CHOREOGRAPHER
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When May is alone in the bathroom, 
we hear the distant sound of the 

club outside, and when Juliet 
comes in, we briefly hear the 

sound get louder as it comes in 
with her. There was no way of 

creating a door on the set, so we 
had to use the sound to create a 
sense of that door opening. We 
wanted to remind the audience 

that this bathroom was a private 
space for May and Juliet and the 

intimate song they’re about to sing.

GARETH OWEN
SOUND DESIGNER
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By cutting away some elements 
and rearranging some elements, 
we were able to give this song a 
musical arc with a beginning, a 

middle, and an end. Dramatically, 
that’s important, because in a 

musical, a song has to reflect a 
character’s journey. A pop song 

often just needs to take you to one 
specific place and keep you there.

BILL SHERMAN
MUSIC SUPERVISOR /  

ORCHESTRATOR AND ARRANGER
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Juliet bonds with a lot of people 
through the music of Britney Spears, 

so when she finds François singing 
“Overprotected,” which is a Britney 

song, it’s a way for her to think, “Oh, 
hey, you speak my language.”

LUKE SHEPPARD
DIRECTOR

It’s important for the 
arc of the show that 
François is playing 
this song with just 

a harpsichord. He is 
in his room, making 

music in private. 
Today, that would be 
him in his room with 

his laptop. Then it was 
the harpsichord. If the 
moment was filled with 
instruments, it would 

lose that sense 
of privacy.

MAX MARTIN
MUSIC & LYRICS / PRODUCER
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This usually gets a small 
laugh from the audience. 
François really does want 
to make his own decisions 

in his own way, but the only 
reason it’s worded like this 
is to set up the lyric in “It’s 
My Life”: “Like Frankie said, 
I did it my way.” In fact, the 
only reason the character 
is named “François” is so 

that it could be shortened to 
“Frankie.” Which might seem 
like a LOT of work to justify 

one lyric, but I set a rule for 
myself that I couldn’t change 

any of Max’s original lyrics 
(aside from pronouns), so 

sometimes it took a 
bit of legwork.

DAVID WEST READ
BOOK
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I enjoyed taking Romeo and Juliet’s 
“morning after” banter about larks 
and nightingales and re-assigning it 

to slightly older lovers in this context. 
And Juliet’s Nurse makes dirty jokes 
and bad puns in Shakespeare’s play, 
so I... also did that. It also serves as 

a nice setup for the Katy Perry lyric, 
“You think I’m funny when I tell the 

punchline wrong.”

DAVID WEST READ
BOOK
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“You think I’m funny when I tell the 

punchline wrong.”
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Lance and Angélique are rediscovering their lost youth with 
each other, and that’s why they’re using these slightly old-

fashioned moves to accentuate their nostalgia for what they 
used to have. It’s like the dances they used to do back in the 

day. They look at each other, and suddenly, it just comes back.

JENNIFER WEBER
CHOREOGRAPHER
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This tango was created 
during an improvisation in 
rehearsal. Bill and I were 

noodling on the piano, and 
[choreographer] Jennifer 

[Weber] created some 
spontaneous moves. All of a 

sudden, it just happened. 
We were constantly working 

like that as a team, just 
feeding off each other’s 

energy and working things 
out in real time.

DOMINIC FALLACARO
MUSICAL DIRECTOR /  

ADDITIONAL ARRANGEMENTS  
AND ORCHESTRATIONS



This tango was created 
during an improvisation in 
rehearsal. Bill and I were 

noodling on the piano, and 
[choreographer] Jennifer 

[Weber] created some 
spontaneous moves. All of a 

sudden, it just happened. 
We were constantly working 

like that as a team, just 
feeding off each other’s 

energy and working things 
out in real time.

DOMINIC FALLACARO
MUSICAL DIRECTOR /  

ADDITIONAL ARRANGEMENTS  
AND ORCHESTRATIONS



Anne’s use of the phrase “I 
still believe” parallels Juliet’s 

“I want” song, “...Baby One 
More Time” (“I must confess, 
I still believe”). At the end of 
the play, Anne will say that 

William’s choice to write 
about young lovers, rushed 

into marriage because of 
circumstance, felt “like a 
sign” (”Give me a sign”). 

The hope is that, through 
language, we connect Anne 

with Juliet, and William with 
Romeo, as the reworking of 
Romeo and Juliet’s ending 
is also a renegotiation of 

William and Anne’s marriage.

DAVID WEST READ
BOOK
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My favorite thing in the show is 
Shakespeare’s book bike, which comes 

on in “I Kissed a Girl.” It’s a version 
of the Shakespeare and Company 

bookshop in Paris, and having 
Shakespeare himself ride it around 

sums up the pop culture collage that 
we’re putting together.

SOUTRA GILMOUR
SET DESIGNER
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When May and François kiss, 
the stage rises up. It’s a 

moment where the pop form 
pushes the story form: their 

kiss literally transports them 
out of the narrative, and we 

use the magical spectacle of a 
concert to communicate that. 

It was important to me that 
this moment was beautifully 
romantic – dry ice fills the 

stage and the music softens. 
These two characters get the 

love story they deserve.

LUKE SHEPPARD
DIRECTOR
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Romeo enters by descending from the 
sky, which is a purposeful reversal of how 

Shakespeare entered at the start of the 
show by rising from the floor. It’s another 
way of tying the characters together; both 
entrances are dramatic in their own unique 

way, and both celebrate the pop form.

LUKE SHEPPARD
DIRECTOR

We had the most incredibly supportive 
producers on this show; they trusted our 

creative team and rarely gave us any notes, 
BUT... the one note I received from Tim 

Headington when I first pitched the concept 
of & Juliet was: Romeo has to come back. 

And it’s the best note I could have received. 
It gave us a dream Act 1 finale.

DAVID WEST READ
BOOK
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David [West Read] uses this song as 
a resurrection song. It highlights 

Romeo’s over-the-top, drama 
queen energy, and it plays with 
the excitement of having his life 

back. And because there’s a “back 
from the dead” Goth vibe to what’s 
happening, he’s got on black jeans 

and his tight, ruffled pink shirt. He 
oozes that Harry Styles, dreamboat 

poetry, sad boy energy.

PALOMA YOUNG
COSTUME DESIGNER
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This moment of the show used 
to be a mashup of several 
songs, but in workshops it 
became clear that “Since 

U Been Gone” is a powerful 
number in its own right. 

Nothing can compete with the 
simplicity of the lyric matching 
Juliet’s exact circumstances. 

I’m thankful for all the 
workshops we did both in the 

USA and in London, as they 
gave us the space to make 

discoveries like this.

LUKE SHEPPARD
DIRECTOR
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This is a very beautiful, 
heartbreaking moment 

in the show, so we light it 
very simply. It’s almost lit 
like a play. There are only 

10 or 12 cues.

HOWARD HUDSON
LIGHTING DESIGNER

The original version of this song opens 
with this arpeggiated guitar lick. It stops 
and starts. But we made it constant. It’s 

very agitated, and it needs to be, because 
François and May are both so agitated. We 

need to hear that in the song.

DOMINIC FALLACARO
MUSICAL DIRECTOR / ADDITIONAL ARRANGEMENTS  

AND ORCHESTRATIONS
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This song was written for the show, 
and I was a bit nervous because I knew 
it would be compared to all the other 

[hit] songs that surrounded it. Getting 
a specific assignment about what we 

needed in the story was quite helpful. I 
like having strict rules. They force you 

to be more creative.

MAX MARTIN
MUSIC & LYRICS / PRODUCER
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After the more intimate moment in “Whataya 
Want From Me,” this moment brings in much 

more color and energy. There’s a shooting 
star that goes across, and all these elements 

of a carnival come in. The carnival isn’t 
Shakespearean at all, obviously. It’s a huge 

jump, but it doesn’t feel out of place because 
the show is transitioning to this bigger feeling.

ANDRZEJ GOULDING
VIDEO AND PROJECTION DESIGNER
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I have all these prep videos of myself 
working on “Problem,” and that 
iconic point is the only thing I’ve 

kept. One thing I really like to work 
with is what I call a “point dance.” I 

want a movement that’s recognizable 
and repeatable, so that you need 

zero dance training to do it. There’s 
a vocabulary being established that 

anyone can understand, and then 
you build from there.

JENNIFER WEBER
CHOREOGRAPHER

“Problem” is our dream ballet. Our show 
hits on all the standard musical theater 

concepts. There’s a dream ballet. There’s 
an eleven o’clock number. You might not 

recognize them right away because we’ve 
twisted them for the world of this show, 

but they’re all there.

JENNIFER WEBER
CHOREOGRAPHER

This is one of the most obvious 
places where we changed Max 
Martin’s melody. In the original 
version of “Problem,” the line 

“one less problem without you” is 
whispered. We’ve got the ensemble 

singing it. That’s a way for the 
Players to show their support for 

Juliet, and it turns a solo into a 
group number.

BILL SHERMAN
MUSIC SUPERVISOR / ORCHESTRATOR 

AND ARRANGER
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“Problem” is a red number. It’s 
Juliet’s world. “Can’t Feel My 

Face” is more blue and green, and 
it’s Romeo’s world. We do go to 

town, visually, but it’s also about 
storytelling, because Andrzej 

Goulding and I worked very carefully 
to blend those two worlds together. 

It has to be about what those two 
are doing to each other.

HOWARD HUDSON
LIGHTING DESIGNER
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This is such a powerful moment for Anne, and we 
wanted it to look like it was lit with candles. That idea 

of candlelight is Shakespearean in essence. You’ve 
got the private room in the back of the castle where 
two women are having an important conversation. 
Those tiny narrative moments tucked alongside the 

spectacle — that’s the epitome of our show.

HOWARD HUDSON
LIGHTING DESIGNER

Luke Sheppard was always 
pushing me to go deeper with 

the script. “Dare to be serious” 
became a bit of a mantra for us. 

Luke suggested that I include 
this biographical detail about 

William and Anne losing a child. 
I was worried that a glittery, 

pop-fueled musical with confetti 
cannons couldn’t also contain 

something so heavy, but it does 
really strengthen the stakes 
for William and Anne. It helps 
you understand why they’ve 

reached such an impasse in their 
relationship. I’m very grateful 

for its inclusion.

DAVID WEST READ
BOOK
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To make the audience aware 
that we’re entering a pop 
concert space, we’ve got 

the actors singing through 
handheld microphones, and 

we also add the sound of 
an audience cheering. The 

cheering is not even the 
loudest thing you hear, but 

to me, it’s the thing that 
makes you go, “Oh, we’re in a 
stadium. We’re at a concert.” 
We found that it’s really what 

makes that moment work.

GARETH OWEN
SOUND DESIGNER

I put all of the boy band performers in a mix 
of white and silver. That’s a way of suggesting 
mirrors. Every time François looks at his dad 

during this performance, he’s going to see some 
part of himself reflected back at him. When he 

looks at May, he sees parts of himself reflected in 
May. Part of Shakespeare is reflected in Romeo. 

All of them are interconnected.

PALOMA YOUNG
COSTUME DESIGNER

Some of the dance here was 
inspired by the Backstreet 

Boys, that iconic hand 
gesture from the video 

for “Everybody.” But I also 
pulled from choreography 
for K-pop, where singers 

step forward when they’re 
singing a solo. When you’re 
constantly revealing who’s 

singing the next line, in 
that K-pop way, it adds 
a little excitement and a 
little storytelling to the 

movement.

JENNIFER WEBER
CHOREOGRAPHER 
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This show wouldn’t be 
possible if Max Martin didn’t 
have a sense of humor about 
himself. He allowed me – even 

encouraged me – to poke 
fun at some of his more 

ridiculous lyrics, as I have 
here. Considering the fact 

that English isn’t even his first 
language, he’s done pretty 
well for himself as far as 

lyrics go. I think, maybe, when 
you’re a certifiable genius 
with absolutely nothing to 
prove, it’s a little easier to 

laugh at yourself, but that’s 
not always the case. Long 

story long: I love Max.

DAVID WEST READ
BOOK 
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This song used to appear at a different 
point in the show, but it was moved here 

to complement Lance’s performance 
of “Shape of My Heart.” Back-to-back, 

these numbers let François’ father 
and Juliet’s confidante share these 

moments of kindness and grace with 
the young lovers. You feel the heartbeat 
in the story start to deepen and soothe 

here. We’ve had an adrenaline rush, 
but at this point, we place the power 

and integrity of the character journeys 
front and center.

LUKE SHEPPARD
DIRECTOR
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The confetti that rains over the audience during this number 
represents the shredded pages of Shakespeare’s original 

script. Juliet doesn’t need that story anymore. We go through 
a lot of confetti, so we made a deliberate choice to make sure 

it was as environmentally sustainable as possible.

LUKE SHEPPARD
DIRECTOR

This is a moment when 
Juliet takes control 

of the play. She’s got 
her own version of 
Shakespeare’s quill 
emerging from her 
chest as she roars.

PALOMA YOUNG
COSTUME DESIGNER
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This argument between 
Shakespeare and Anne 

is an argument that 
any couple might have, 
especially if they work 
in the arts. It’s a love 

letter to everyone who 
works in theater, and 

also to their significant 
others. Making a show 

is so all-consuming 
that it asks a lot of 

those around you. This 
moment is our way of 
saying, “We see you, 

we know how it feels, 
and most importantly… 

thank you.”

LUKE SHEPPARD
DIRECTOR
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As a creative team, we had about 300 discussions about how to get the audience 
on their feet and dancing before the curtain calls. Someone suggested, “What if 

we just ASK them to do it?” And then some of us worried, “But what if they DON’T? 
That’s so embarrassing!” But, by referencing the fact that a lot of Shakespearean 

performances finish with a jig, we felt like we could get away with it.

DAVID WEST READ
BOOK
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I wanted this final dance number to have a 
modern feel. I wanted to bring it back to today. 
We’ve been in this other world with this story, 
and now we’re snapping you out of it. It’s time 

for you to get up and dance yourself!

MAX MARTIN
MUSIC & LYRICS / PRODUCER
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