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Jeff Goode Transcript 
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Hi, my name is Jeff Goode (rhymes with food).  
 
I thought I’d start with one story about when I started writing.   
 
When I was in second grade, my teacher, Mrs. Rankin, did this writing exercise for us. She brought in a 
big blue sheep dog doll, and its name was Spoofer.  And she said, “Alright, everybody write a story about 
Spoofer.”  And so, I wrote this story about Spoofer being a police dog and the evil alley cats who were 
terrorizing the town, and Spoofer is being chased by them and he runs in front of a taxi cab and they get 
run over and he saves the day and then he gets deputized by the Sherriff, and he’s the hero of the town.   
 
And so, I wrote this story, and we’re all writing in class and the teacher says, “OK, now we’re going to 
read our stories out loud.”  And she says to one of the kids, “Timmy, why don’t you read your story?” 
 
And Timmy stands up and he says, “Spoofer is a dog.  Spoofer is blue.  Spoofer is a blue dog.” 
 
And the teacher says, “OK, Tammy?” And Tammy says, “Spoofer is a dog.  He is blue.  He is a blue dog.”   
 
And person after person reads these stories and as they were doing it, I realized, “Oh, that is what we 
were supposed to do.”  That’s really the assignment.  She wanted us to be writing, forming sentences 
and that’s really all she was trying to get out of it.  So, I was a little embarrassed when I got to mine and I 
had written this whole thing.  But also, it really struck me at that young age that when she said, “Write a 
story”, it never crossed my mind not to write a story.  You know, she said “story” and I was there.  That’s 
when I first knew that I was probably going to be a writer and I spent the rest of second grade writing 
Spoofer stories.  She brought in another doll, a Dalmatian, and I thought, “OK, Spoofer’s got a girlfriend, 
now.”  And there was a whole series of Spoofer stories that I wrote through second, third, and fourth 
grade and then started writing other things….but that was really the first moment for me when I realized 
that’s what I am.  I’m a writer.  I thought I was going to be a clown, I really wanted to be a clown in first 
grade, but it turns out I was going to be a writer. 
 
Through most of my school years I thought I was going to be a novelist.  I was writing longer and longer 
short stories. When I was in High School I wrote a Science Fiction novel.  My whole senior year, that’s 
what I did.  And I had a teacher, Mister Pudzuvelis, who pointed out to me that in the novel I was writing 
I was really good at dialogue and “maybe you should write plays”.  Because, in fact, my dialogue was a 
lot more fun than my stage directions.  But I didn’t think anything of it at the time, because, first of all, 
what were the odds that I was going to be able to work as a novelist anyway?  And now I’m going to do 
playwriting?  I grew up in Iowa.  Cedar Rapids, Iowa.  There’s no professional theatres.  But, that thought 
stuck in my head for many years, because at the time, I thought, you know, he’s kind of right.  I’m 
writing way too much dialogue. 
 
So, I go to college, to get a real job.  I had been a computer programmer, since seventh grade, back 
before anyone was a computer programmer.  I would probably own a piece of Microsoft now if I had 
stayed in that career because I was one of the very early people who were like, “I wanna program 
computers.  I just want to sit in a room with a green screen all day.  That’s my dream life.”  So, I had 
done theatre in high school, my last year, you know, did Comedy of Errors, and I loved performing, a lot, 
but it isn’t a career.  It isn’t a job.  And I grew up in Iowa and your parents want you to get a job and pay 



 
 

for yourself eventually.  So, I went to the University of Iowa to get a computer degree, a computer 
engineering degree.  And I did that for about two and a half school years. 
 
But, again, because computers were just coming on, there weren’t any teachers to teach it.  It was all 
the old electrical engineering guys who’d go, “Well, I bought this book on Fortran and I will read it aloud 
to you in class.” 
 
I would get the textbook at the beginning of the year and I would read it front to back the first weekend. 
And then I’d go to class and the guy would just read chapter one aloud in class and I’d go, “This is not for 
me.” 
 
 So I got bored with this thing that I used to love and I started taking one creative writing class a 
semester, just to keep my sanity.  I took poetry writing first and then I took an acting class, and after a 
couple semesters of that, I thought, “You know, if this is what’s keeping me sane, why don’t I do it all 
the time?”  And I changed my major to theatre. 
 
So, I was starting over in what should have been my Junior year in college as a Freshman theatre major, 
because I always liked performing and being on stage…and I was there as an undergraduate actor, but 
there is a very strong graduate acting program at the University of Iowa and so the graduate actors 
mostly got all the good roles in the main stage shows.  
 
So Todd had the idea of starting No Shame Theatre.  Starting a theatre just so we could have something 
to do as actors.  I think we were all pretty much actors at the time.  And he tried to get permission to 
use the theatre space and they wouldn’t let us have a theatre space, so he pulled his pickup truck 
behind the theatre building in the parking lot on Friday nights and we would stand in the back of the 
truck and perform and we would write things so we could masturbate with them, it’s as simple as that. 
 
And it really caught on.  Our friends would come and gather around with umbrellas, because it rained 
most of the time that first season, and so you’d have thirty or forty or sixty theatre majors gathered 
around while someone is sitting in a truck and reading a monologue, or maybe a two person scene 
because that was all you could fit in the truck. 
 
Ironically, we started this because we weren’t getting roles, and that first semester we all got big roles in 
main stage shows for the first time.  And Todd could not actually run No Shame for the first six months 
because his show was rehearsing the whole time, and mine had just closed, so he sort of handed me the 
clipboard and said, “Why don’t you…I’ll pull up the truck each week and you just make sure the show 
happens.”  And so, I found myself as the emcee of the show from the second week on.  And I 
immediately became really worried that we weren’t going to have a show each week, because we had 
just started, we hadn’t done this before, we didn’t know who would show up.   You would go there on 
Friday and maybe it would just be me and Todd.  Who knows?  So, I worried we wouldn’t have a show, 
so I started making it my mission—and I hope you’ve all seen No Shame because I forgot to explain what 
it is so, I hope these references make sense—I started making it my job to write two, and then three, 
and then four and five pieces a week to make sure we had a show. 
 
Between me, Todd, Stan (Ruth) and Tony Trout, every week we would have nine pieces right there so 
we can have a show.  And that was really a great training ground for me as a writer because in the first, 
say, two weeks, I covered all the ideas I was really passionate about.  You know, “I really need to write 
about this.”  And I was empty after about three weeks.  I had nothing else, but I needed to write some 



 
 

stuff and so I started teaching myself how to come up with ideas when I had no ideas.  And I think we 
talked a little about that the other day (in the workshop). 
 
And I would also try to get people involved in this theatre, so I would do things like go into our theatre 
lab, which is a hundred and fifty people coming for a general meeting of the whole theatre department 
each week and I would raise my hand and say, “The first four people who talk to me after the lab, I’ll 
write you a piece for tonight.” And whoever came up to me, I’d go “OK, these are my four actors and I 
have four hours to write them something that’s going up tonight.”   And I’d do exercises like that.  I’d go, 
“I’ve always wanted to write something for Rob Rotman, and he’s almost impossible to write for…what’s 
theatrical about Rob Rotman?”  And finding challenges like that to make for myself, and over this two 
and a half years that I ran No Shame, I was constantly doing that, constantly trying to stretch myself.  
Because I didn’t have an agenda as a writer other than maybe getting laid. 
 
And so I did No Shame for about two and a half years.  I was getting up towards graduating, I was trying 
more and more abstract pieces.  I was working with Dada scripts and movement scripts, and I realized 
that I was going to have to direct my own plays if I went on in life because I was writing things that it 
would be hard to hand someone a script and have them get it, but I had no directing experience.  And 
so, I decided to go to grad school not as a writer, but as a director, so that I could learn how to stage my 
own plays if I had to. 
 
So, after graduating from the University of Iowa, I went to the University of Missouri, in Kansas City to a 
terrible program, because it didn’t have a lot of opportunities to direct. 
 
But, while I was in grad school, a friend of mine, named Gina Kaufmann, who is a very good director, I 
think she’s teaching directing now, she started a dinner theatre in Bar Harbor, Maine, called The 
Unusual Cabaret.  She liked cabaret style and her boyfriend was a cook, and they thought between the 
two of them they would open a new restaurant and dinner theatre and she basically invited people who 
she had worked with as an undergraduate at Iowa to come out and be singing waiters.   
 
And even though at this point I had not written any real plays, I’d only written two- or three-minute 
pieces, but she knew me as a writer, because I had been writing, I was more visible as a writer than 
anyone else in school, I think, than any other graduate at the time.  Because, like I said, I was doing too 
many pieces.  I would monopolize the show whenever I could.  And so, she called me and asked if I’d like 
to come out and be the playwright-in-residence.  She was going to do a three show season, and I could 
come out and be a waiter and I would also write the first show with a friend of mine, Jon Price, an 
amazing composer.  Jon and I would be composer and playwright in residence, and then she’d have two 
other friends who would come out to do the second and third shows, and this would be great.   
 
So, of course, I said, “Yes.”  Because I always go after every opportunity.  If there’s an opportunity to 
have an audience who is there, I don’t like to say, “Aww, no, no, not good enough for me.”   
 
So, I went out to Bar Harbor, Maine, where I’d never been.  I’d really never been out of the Midwest.   
And I should say another thing about this, when she called me up to write musicals, my first reaction 
was, “Well, I hate musical theatre.  I’m not sure that I would be good at this form,”  But I went into it 
saying, “Let me see what could be good about musical theatre.”  And so, that again, was a nice challenge 
to go, “Alright.  Let’s make this musical fun for an audience because I don’t like what I’ve seen in the ten 
thousandth production of Oliver.”   
 



 
 

So we wrote this play in, I think, three or four weeks.  It was a musical.  Jon gave me a cassette tape of 
every song he’d ever written, including things he’d written in seventh grade, and I picked all the ones I 
liked and strung together this crazy story about germ warfare and spies but it was a fun show because 
we were all excited to be out there performing “professionally” in the sense that you got paid as a 
waiter.   
 
And the show was actually a very big hit because they had no theatre to speak of in that part of Maine.  
And so people were just kinda anxious to see live theatre period, and we were all young people and 
excited just to be doing a show!  But while this was going on, the two other writers flaked on Gina and 
decided not come, because they thought, “Why go all the way to Maine to do theatre?”  And so, she 
came to Jon and I and said, “The play is going well, but it has thirteen people in it and nobody gets a day 
off because we’re all in the show.  And we really need breaks.  We need, like a four person show, and 
another four person show.  And we kind of need a musical that will open in two weeks.  And then 
another one that opens two weeks after that so we can start swapping people out.” 
 
So, we wrote two new musicals, and rehearsed them and I directed one and Gina directed the other and 
we finished the last song for one of them on the morning of the show.  We handed the actors a brand 
new song that day.  And it was incredibly stressful.  It was one of the most stressful theatre experiences 
of my life.  It was insane.  No one should have done this.  But, we did.  And, because we did, nothing 
after that seemed like too much of a challenge.  Once you’ve written a show in two weeks, and opened 
it, while writing another show at the same time…I went back to grad school, my second year of grad 
school now, and directed a musical where we had eight weeks of rehearsal, and Cheryl Snodgrass, was 
going to come in as my music director in the last two weeks and my actors were freaking out because 
they weren’t having music rehearsals and the weeks are going by and I’m rehearsing the scenes and 
skipping the songs and they were like, “We can’t do this!  There’s only four weeks until the show opens!  
We haven’t had any music rehearsals!”  And I just said, “You’re lucky you have a script with four weeks 
before opening.” 
 
So, that really influenced me as I’ve gone on in life, that sort of crushing experience of figuring out a way 
to get things done.  And pretty much from that point on, I’ve ended up in a lot of situations where if 
someone needed a show…Um, Charlie Davies, in Nebraska, called me in September, because they 
needed a show in October and they knew I had done that.  And so, for a good ten years of my career, 
everything that I ever wrote had a production slated before I had finished it.  Maybe I’d write a rough 
draft and somebody would go, “Great!  It’s opening in a month.”  Because they knew I had done it, but 
also, for me, because I knew I had done it, it really changed how I was able to work, because everything 
I’ve ever written, somewhere in the middle, it comes to a point where I do not know how this will get 
finished.  I don’t know how I’m going to get from where I am now to the end.  And I don’t know what 
the solution is…but by forcing myself to do it, instead of going, “Ahhh….I guess maybe we don’t do this 
one.”  By always moving past that point, it gets to a point…I may not know how I do it, but it happens, 
and it gets easier and easier.  So, now it’s not intimidating.  Any assignment that I might have, I just go, 
“Well, all right, we’ll do this.” 
 
So, I did musical theatre in Bar Harbor for about six years.  Every summer I would do that.  And while I 
was performing at the Unusual Cabaret, there was a children’s theatre on the other side of the island 
and they had classes they did during the day and they came to see the show and they said would you 
like to come and teach at the children’s camp and write a musical children’s show and I said, “Well, I 
hate children’s theater also, but let’s see what could be good about this.”  Because I saw children’s 
theatre as like singing happy flowers and, indeed, they were doing singing happy flower shows at the 



 
 

time and I went over there and I thought, “Well, you know, what might be fun with children’s theatre 
would be like Greek tragedy.  Let’s adapt the Oresteia for kids.  We’ll have blood and Electra and that’s 
what I want to do.” 
 
And the kids ate it up, because they weren’t being pandered…you know, sort of spoon fed sugar cookies.  
They just loved being able to slap each other.  Really.  They loved hitting each other, a lot.  So I started 
writing for this children’s theatre and became a children’s theatre writer.  And eventually graduated 
from grad school, and I moved to Chicago.   
 
It’s a great town because there is a lot of shit going on.  If you open the Chicago Reader on any given day 
there are hundreds of plays going on.  And it’s a wonderful sort of egalitarian town because everyone 
knows that Malkovich started in a basement there, so if you do basement theatre in Chicago it’s not 
necessarily looked down on the way it might be in New York or a place that has an established level and 
then a lower level.  In Chicago you might be discovered in the back of a bar. 
 
So, I’m in the back of a bar, in Chicago, and a friend of mine, Oliver Oertel, who was running Iowa No 
Shame after me, moved to Chicago and decided to open a No Shame in Chicago and asked me to come 
in and do stuff to help out.  And I was happy to help out, because I think that No Shame is a fantastic 
forum, but I’d written several plays by now and I just didn’t feel like I needed to write, you know, in the 
three-minute form, I felt like I had sort of mastered that in my Junior year of college.   
 
But, I wanted to do this so I looked at it again, thinking what can I do with this opportunity?  Here’s a 
theatre that is not going to censor what I write, is not going to ask me to submit it for approval 
first…what can I do? And I came up with the idea for The Eight: Reindeer Monologues.  If any of you 
know this, it’s eight monologues by Santa’s reindeer.  Santa’s been accused of sexual harassment and 
the eight reindeer are asked to say what they think they saw.  And so, I would come in each week and do 
a free-standing monologue, I would read them myself.  I would do the Dasher monologue and I would 
see how that went and see what people responded to, what was funny and then the next week I would 
come in and I would do another one.  And after eight weeks, I had the finished play, basically.  I mean, I 
had an eighty minute show that people seemed to like.  The audiences at No Shame loved it, and so I 
thought I’d do a reading of this play.  So, I got some friends together at a café in Chicago and we just did 
a reading for twenty people.  And, it went very well.   
 
And, because I’m really a lazy person.  I say this and people don’t believe me, but I’m the laziest 
motherfucker…I didn’t send it to anyone.  I didn’t send query letters to theatres or anything.  Just from 
word of mouth off that one reading, people started calling me and saying, “I heard about this reading, 
people said it was great, can you send me a script?” 
 
Then by the next year, I had six productions, one in Chicago from a guy who had been at this reading.  
One in New York from a friend of mine from college, Erin Purcell, who had done a lot of No Shame with 
me in college.  One in Los Angeles from an actor friend of mine from grad school.  One in Washington, 
DC, another actor from grad school who had walked it into a theatre.  Todd Ristau produced it in a 
company he was running in Iowa City.  And my friend Cheryl Snodgrass produced it at a company up in 
Madison, where she was going to grad school.  I think that’s all six.  But I had six productions opening 
simultaneously just from word of mouth and from people that I knew who liked me, liked my work, 
knew about it, and would, on their own energy do the rest of the work.  So, I’ve got this play opening in 
six cities. 
 



 
 

And I decided I needed to go see the opening night of all six productions, because, how often do you get 
the chance to do that?  And flew around the country to see these things, and it cost a lot of money, but 
it was an amazing experience to see the way that plays are different in different communities with 
different pools of actors…and that you can’t control every little thing about your play all the time. 
 
You know, it’s great to get it up the best you can the first time, but be aware there’s probably going to 
be a community theatre that is going to do this show somewhere down the line that doesn’t have 
professional actors and it got me to thinking about how do you write the words, how do you put them 
on a page.  Yes, come up with a great show, but there’s also a different aspect of playwriting that is 
writing this book version.  That that’s a different set of skills in putting something on the page that 
conveys itself to someone else.  Not by going to rehearsal and saying, “No, no the inflection is this.”  But, 
how you lay it out on the page.  It really got me thinking about how you put it on the page to idiot proof 
your script. 
 
So, The Eight becomes this huge hit.  It had six productions the first year, six the next year, twelve the 
next year, twenty-five the next year, forty something the next year, and so on.  It started off in major 
cities, but it starts stretching out so that it’s being done in Kentucky and then in Utah, and now in New 
Zealand.  And that gets me known by more and more people as a writer, so if that show goes well, they 
call me and say, “What else do you have?” 
 
My friend who did the show in Los Angeles the first year…they did the play at The Acme Comedy 
Theatre.  And an agent from ICM went to see the show, because he was looking to get the jump on 
other agents.  Everyone else is getting scripts in the mail, he’s like, “I’m going to get ahead and go see 
something that nobody is even doing as a screenplay.”  He went to see The Eight and thought, “Maybe 
this guy can write for television.”  And so, he called me in Chicago, and he said, “What do you think 
about writing for television?”  And I said, “I have never thought about writing for television, because I 
grew up in Iowa and there is no chance for an Iowan to get a job on a television show, but sure, I’d be 
happy to watch Seinfeld and write a spec script.” 
 
So, I wrote a couple spec scripts for this guy and he got me this crazy job writing for the French network 
Canal Plus writing a children’s show and I commuted out there to write this horrible script that never 
went anywhere, but I got me an agent off of this play.   
 
So, while this is all going on, I’m becoming a playwright in Chicago.  Working with actors that I know, 
again, and using every opportunity to stretch myself.  And the next year, we did the play again.  And  the 
second year of The Eight was the first time we started charging royalties.  The first year I’d let people do 
it for free just to encourage them to get it out there.   The second year we started charging royalties.  
And this had been my dream as a young playwright. 
 
Here’s how it works.  You work really hard.  You keep at it.  And eventually you write this masterpiece, 
it’s a big hit, and you’re a millionaire.  Problem solved.  So, The Eight, by any measure, was a very 
successful show.  It runs a second year and gets rave reviews.  Second year it’s playing all over the 
country again, and selling out night after night, and I make a total of $1000 on all six productions.  It’s a 
Christmas show, so it only runs one month, no matter how well things are going.  So, in my entire year 
of playwriting I make one thousand dollars and I realize that the dream of just being really good and 
having a hit and having that pay the bills is not going to happen.   
 



 
 

So, I decided I was going to retire from playwriting and go work as a barista somewhere and figure out 
how I pay the bills and pay the rent and so I decided to move to either LA or New York, because I broke 
up with someone in Chicago and there were too many memories in some of those pubs, so I had to get 
out of there, and my folks lived there, it was getting to be an ugly town for me.  It’s a great town, 
Chicago is, a lot of people like it a lot, but it was not my kind of town. 
 
So, I was weighing New York and LA.  I had been to New York a couple times now that my play had been 
done there.  I love New York.  I hated LA, but the place is warm and everyone I knew there had a pool.  
Even the poor people in one-bedroom studios have a pool and a little garden.  But all my friends in New 
York had little rat holes.  And I thought, you know, as a little unemployed non-writer working at the 
Starbucks I’m going to be happier in Los Angeles than New York.  Plus, I had had this little brush with 
television and I thought I could potentially work out there if I live there, but that’s not going to happen if 
I live in New York. 
 
So, I moved to Los Angeles to retire from being a writer and figure out how to pay the bills.  And within 
six months, because I now lived near my agent, he’s like, “Great!  I can send you out more often, I don’t 
have to call the French to get you a job!”  So, he started sending me around to studios, meeting with 
executives, basically he wanted me to do staff work but I ended up writing a lot of pilots, because a lot 
of times they would bring me in as the think-outside-the-box guy.   
 
So, I started writing pilots, and pilots generally don’t get picked up.  It’s something like one in a hundred 
that actually gets picked up.  I was very lucky, a show that I worked on very early on, a show called 
Undressed, did get picked up, so I had my first pilot.  And I worked on that show for a year.  And wrote a 
couple more pilots and was at Disney at one point and sold them American Dragon: Jake Long, which is 
a Harry Potter rip-off, and I created that show, so now I’m a creator of a show, and I’ve written several 
pilots that nobody has seen, but all the TV execs have read. 
 
So, that’s sort of brought me where I am as a television writer.  And like I said, now, The Eight is starting 
to go beyond people that I actually know personally, and more and more theatres calling to see what 
else I had, and I’m sure I’ve missed some phase of development here, but that’s got me to the point now 
where I try to always broaden what I’m able to do. 
 
Because when I started out in theatre in high school, I was a comic actor purely and exclusively. Comedy, 
maybe physical comedy, but nothing else.  No Drama, I couldn’t do anything else.  But I always looked at 
what I couldn’t do and said I’d better get good at that.  I may need to direct a play, but I’m a terrible 
director, and I may need that skill.  And I don’t do musical theatre but it would be great if I could be able 
to say I know how to write lyrics or I don’t do television, but if I could, that’s a whole new skill set that I 
can learn, or I can pitch for television which is a whole ’nother set of skills…and having publishers also 
interested in you means having to learn to write plays that look good in book form versus plays…I 
shouldn’t say versus, but they are two different things, and we don’t always think about it.   
 
Like I said, always trying to figure out what I don’t know and trying to get good at that so that anyone 
who’s ever met me says, we need a play, we need a restoration type drama, who do we know who 
might be able to do this, hopefully I’m on every radar as---well, you know, he did do that Wilde thing.  
He mostly does comic monologues that are dirty and nasty, but he did do that Wilde thing, or, he did do 
that children’s theatre thing, so let’s see if Jeff can write restoration.  Getting on people’s radar in that 
way and then generally not saying no.  And saying, “Yes, alright, I’m there for you to do that.” 
 



 
 

To go back to the cabaret dinner theatre experience, you could say it kind of launched my career when 
two other writers backed out.  And those two writers have never written again.  You know, they had an 
opportunity and they are no longer playwrights because they went, “Ahh, Maine?  Dinner theatre?  Call 
me when your theatre is more successful.” 
 
You want to be in on the ground floor of a theatre because you want them to feel like you did them a 
favor.  You know, in their first year you were the only show that they did and you were there for them 
and now they’re Steppenwolf.   
 
I worked with John Patrick Shanley once in New York.  While I was a directing student I went off to New 
York, I was there on an internship, so, I was basically a production assistant on his new play.  It was a 
play called Beggars in the House of Plenty.  It was very autobiographical.  It was just after Moonstruck.  
He won the Oscar for that the next year.  It was at Manhattan Theatre Club, it was a very good play, but 
really a very difficult play to do because it was his life—he has to direct every line in it because that’s the 
only way to understand the play. But, they were doing it at Manhattan Theatre Club because he had 
been an usher there and worked his way up, and they had done three other plays of his before and he 
said to me at one point, “You know, there are better plays out there, but Manhattan Theatre Club chose 
me because they know I deliver the goods.”  And it’s true.  They would much rather take a risk with John 
Patrick Shanley and a play that may not be as strong on the page, than if I had submitted a play at the 
time, even if it was brilliant.  They’d go, “OK, here’s a guy, for all we know, he’s going to have a 
meltdown in rehearsal, we don’t know.  But John Patrick Shanley, we’ve done four of his shows.  He’s 
going to get the show done, he’s going to be stable, he’s going to be fine. And you know what, it looks 
rough now, but he’s going to bring it up to our level.” 
 
That, I think, was sort of a big lesson for me, too.  When I was younger I’d get frustrated thinking, why 
aren’t they taking my play?  But now I see, oh, yeah, my friend Cheryl Snodgrass is going to be happy to 
open a musical that isn’t even finished because she’s worked with me eight or nine times and she knows 
how we work and we have that history and if you can establish yourself, the more people you can get to 
think of you as someone they can rely on, the more people will count on you, and the more ability you’ll 
have to get your shit out there. 
 
I think that’s enough rambling from me, don’t you think? 
 
I’ll wrap up---and so, there I was, writing and very happy with life because I get to write a lot more things 
than I could do when I was an undergraduate, because now if I want to write a musical, I can write a 
musical or if I want to pitch a television show I can pitch a television show.  I have ways to go.  I can’t 
guarantee that anything I do will get sold or get picked up, but I have more opportunities because I’ve 
accepted all the opportunities I was given.     
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