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AN INTERVIEW WITH 
GEORGIA STITT  
INTERVIEWED BY ALLISON LEYTON-BROWN

ALLISON: Hello! I’m thrilled to be 

interviewing you as I’ve admired you and 

your career for a long time. We’ve come a 

long way since graduating from the Graduate 

Musical Theatre Writing Program at Tisch! 

Speaking of the Tisch days, tell me a bit about 

your early years in New York when you were 

just forging a career.

GEORGIA: Hi! Let’s see: in those early years 
I worked extensively as a music director 
and a pianist. I played a lot of auditions. 
I accompanied a lot of voice lessons and 
classes and offered so many hours of private 
coaching. I had to find freelance work that 
fit in around my grad school schedule, but 
also I had to make sure I left myself time 
to write. I had (and still have) this awful 
tendency to fill up each waking hour with 
activity, especially if it might generate a little 
bit more income. But writing really requires 
you to make space so that your creative brain 
can go exploring. That space has always been 
hard for me, so in my youth I music directed 
shows at several of the private high schools 
in Manhattan, taught and performed with 
children’s theater programs, and went away 
every summer to music direct at regional 
theaters all over the country. Eventually 

I started subbing the keyboard books on 
Broadway shows and getting to do some 
recording, and finally I started getting paid 
for the music I composed, but it feels like it 
took a really long time to get there.

ALLISON: You wear a remarkable number of 

musical hats, as a composer/lyricist, pianist, 

producer/arranger, teacher/vocal coach, 

musical director/conductor, and I may be 

forgetting some! How have you balanced these 

roles over the course of your career and has 

that balance shifted over the years?

GEORGIA: The beauty of the grand 
umbrella of the “theater musician” title is 
that all of those sub-genres of work feed 
each other. If I meet a fantastic actor on 
a show I am music directing, it’s easier 
to reach out to him/her when it’s time to 
record another album of my own songs. 
The teaching and the music directing are 
very closely related, and writing has always 
been my first love, but I’ve become a much 
better writer now that I’ve music directed 
so much. I always think, when I’m notating 
my own music, that someone on the other 
side is eventually going to get a piece of 
my sheet music and have to interpret what 

I’ve written on the page. The longer you 
work in this industry, the more jobs come 
your way that require you to dust off some 
musical skill you haven’t used in a while. 
I’m a better overall musician because I have 
at some point held all of those individual 
jobs in the music department. (Don’t forget 
orchestrator! And clarinetist! And copyist! 
And backup singer!)

ALLISON: I find it remarkable how you 

routinely straddle these various worlds with 

your work—particularly between being 

a creative and (in the broadest sense) an 

administrator on the business side of things. 

Have you ever felt pressured to narrow your 

field of vision or to choose one over the other?

GEORGIA: I’ve only felt pressure because 
of time. There aren’t enough hours in the 
day to succeed at all of the things I want to 
do. And I don’t do well with monotony. I 
could never have a job that was the same 
every day. I regularly get to the point where 
I tell myself, “That’s it; I’m going to say no to 
anything that isn’t composing.” And then it 
doesn’t take long for me to miss playing the 
piano, or working one-on-one with singers, 
or collaborating with a director. Conversely, 
when I’m in the rehearsal room for too many 
weeks in a row, I crave the solitude that 
composing requires. As far as the business 
stuff goes, I’m just really good at organizing 
people and getting them to do things for 
me. I think all creative people are more or 
less visionaries, but administrators take 
those visions and break them down, step by 
step, into worklists. It’s BECAUSE I’ve had 
to wear so many self-producing hats that I 
think I learned how to do this kind of work.

ALLISON: How do you feel your capacity as 

a composer, conductor, arranger and music 

director inform and enhance your capacity to 

act in the role of an effective music supervisor 

and music producer?

GEORGIA: Supervising and producing 
really are management jobs. You have to 
understand what the musicians are doing, 
and ideally you have an overall vision 
for what the music wants to be. But the 
supervisors and producers are the ones who 
handle the details—hiring talent and booking 
studios and making sure you have the amps 
you need and that there are assistants and 
that everyone gets paid without the client 
going over budget and that you have a 
plan B when your plan A cancels at the last 
minute... I can’t imagine being able to do 
that effectively without also being able to 

advocate for the music itself. In production, 
the entire music department is there to 
advocate for the composer, to make sure the 
composer’s wishes are being served and to 
recognize that if compromises must be made, 
they are not made to the detriment of the 
music. So being the head of the department 
winds up being quite a bit of musical 
responsibility, even if your job is more about 
data than dots.

ALLISON: Congratulations on launching 

MaestraMusic.org! Tell me about Maestra and 

how that came about.

GEORGIA: Oh, this is quite a long story. I’ll 
tell you that in the winter of 2016-17 I had 
several instances happen within a few weeks 
of each other where I felt like I was being 
asked to represent ALL OF WOMANKIND 
as a composer or a conductor because 
nobody knew who the other women 
were. Maybe that’s an exaggeration, but I 
was getting several emails a week asking 
for recommendations for a female music 
director or drummer or bass player and 
I thought, you know, I’m not an agent. 
There’s got to be a way for these women to 
get some visibility and for us to strengthen 
the network that binds us. I’ve written 
elsewhere about how I music directed the 
Off-Broadway production of Sweet Charity 
(Leigh Silverman, director) and that job 
opened my eyes to how hard it was to build 
an all-female music department. One of my 
best friends in this industry is Mary-Mitchell 
Campbell (music supervisor of Mean Girls 
and The Prom on Broadway), and she and 
I have now spent decades leaning on each 
other in a professional way—“how much 
should I charge for this?” or “do you know 
this person who’s trying to hire me?” or “I 
can’t do this job; should I recommend you?” 
I truly can’t imagine where I’d be if I hadn’t 
had her on speed-dial. The outside world 
seemed to think we were in competition 
with each other but nothing could have been 
further from the truth. So I began to think 
about how different this industry would be 
if I could provide opportunity, visibility, and 
support to the women I knew and was being 
asked to recommend.

The first thing I did was build a 
community of female composers. We met 
(and still meet) once a month in NYC 
(thanks to the generous partnership of Kara 
Unterberg at The New York SongSpace), 
and we have a pretty large online network. 
Then I built a Facebook page for the music 
directors (@MaestraMDs) and opened 
accounts on Twitter and Instagram where 

the women who do this can see each other 
at work. And then, last fall, I hired a web 
designer and built the Maestra Directory, an 
online database where all of these amazing 
women who work in the music departments 
of musical theater and opera have profile 
pages and contact information. That website 
is MaestraMusic.org and as of March, we’re 
now officially a nonprofit.

ALLISON: How has being a woman in this 

business uniquely shaped your experience and 

what challenges, if any, have you faced as 

such?

GEORGIA: I’m often the only woman in 
the pit. CERTAINLY in the rhythm section. 
I regularly get told, “Oh, we’ve never seen 
a female music director before!” I’m often 
the only woman composer on the list of 
potential hires. Almost every job I’ve ever 
gotten commissioned to do has come from a 
female director or a female producer. I have 
a female agent, and she has made a point 
of having many female clients. I had been 
pursuing agents and she’s the only one who 
pursued me. People call me in to interview 
for properties that have a feminist bent.

That said—EVERY mentor I’ve ever had 
has been a man. I had doors kicked open for 
me by Paul Gemignani, Michael Kosarin, 
John Morris Russell, Eric Whitacre, and 
certainly my husband Jason Robert Brown. 
All of my composition teachers were men, 
and I wouldn’t trade those relationships for 
anything in the world. But it is an amazing 
thing to be in your mid 40s and not have had 
any female teachers except your childhood 
piano teacher. (Mrs. Evelyn Chapman, bless 
her heart.)

ALLISON: How do you see the future role of 

women in musical careers, particularly in the 

musical theater?

GEORGIA: I feel a wave of change, I really 
do. I think Maestra is at the center of it. 
There are hundreds of female composers 
and music directors in our network. We’re 
building the directory of players and 
arrangers and orchestrators and I think the 
powers-that-be are feeling pushback when 
they hire all-male creative teams. But beyond 
just the musical theater industry, I think the 
societal change has to start really early. A 
friend of mine told me that when she was in 
the fifth grade or so, her band director asked 
her what instrument she might want to 
learn to play. She said she wanted to play the 
drums, and the band director say, “Oh, no, 
boys play drums! Maybe you want to play 

the flute?” She’s now a professional flutist. 
But, because she told me that story, I think 
of her every time I get asked to recommend a 
female drummer.

Here are a few of the other things we have 
to deal with, besides the systemic gendering 
of instruments that starts in middle school: 
we have to deal with issues of parenthood 
and the fact that women’s bodies have 
babies, and that affects everything about 
how they can work. We have to deal with 
issues of sexual harassment and abuse of 
power, ESPECIALLY in an industry where 
most women say they’ve only ever worked 
for a male conductor/director/producer. 
And we have to continue to work against the 
biases that women don’t play/write/conduct 
as well as men do because both we and they 
are lacking role models who have done it 
before.

ALLISON: What advice would you give to any 

young aspiring female composers/musicians/

maestras?

GEORGIA: At The Lilly Awards a few years 
ago Danai Gurira made a speech that blew 
me away. One of the most crucial things she 
said was “Go where you are loved.” I haven’t 
stopped thinking about it. (Read The Speech: 
vulture.com/2016/05/read-danai-guriras-
advice-to-female-writers.html)

I would also say that this industry requires 
you to put yourself forward. If you’re waiting 
for someone to call you and offer you a job, 
you’re likely going to be waiting for a long 
time. Go find the work, make the work, 
demand the work come to you. Maybe that’s 
the same thing Danai Gurira was saying, 
but as far as I’m concerned, her speech has 
everything there is to say on this topic.

ALLISON: You’re married to another prolific 

composer/lyricist, Jason Robert Brown, and 

have two daughters together. What’s it like 

to live with and share your life with another 

artist working in the same field?

GEORGIA: It’s both the best and the hardest 
decision either of us could have made. I don’t 
like to talk about it a lot except to say that 
he’s my best friend, he’s the greatest musical 
mind I know, he’s my biggest champion, and 
we still argue about whose turn it is to do 
the dishes. We have worked really hard not 
to compete with each other, and we both are 
desperately in love with our girls, our dog, 
and each other. Having music-making as a 
part of your day-to-day household life is a 
wonderful thing and I highly recommend it.


