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Abstract

European Modernism and the Resident Theatre Movement:

The Transformation of American Theatre between 1950 and 1970

Sarah Guthu

Chair of the Supervisory Committee:
Dr. Thomas E Postlewait
School of Drama

This dissetation offersa cultural history of the arrival afie second wave &uropean
modernistdramain America inthe postwar period, 1950970.Europeammodernistdrama

developed in two qualitatively distinct stages, and these two stages subsequentlyratneed

United States in two distinct waves. The first stage of European modernist drama, characterized
predominantly by the genres of naturalism and realism, emerged in Europe during the four
decades from the 1890s to the 1920s. This first wave of Europedernism reached the United
States in the late 1910s and throughout the 1920s, coming to prominence through productions in
New York City. The second stage of European modernism dates from 1930 through the 1960s

and is characterized predominantly by thewadist and epic genres. Unlike the first wave, the



dramas of the second wave of European modernism were not first produced in New York.
Instead, these plays were often given their premieres in smaller cities across the United States:
San Francisco, Sekbdf Cleveland, Hartford, Boston, and New Haven, in the regional theatres
which were rapidly proliferating across the United States. In this study | address and answer a
basic question: why were the majority of these European plays first staged outsede GON

City atthe resident theatre compar#teBhe choice to stage the secamalve dramas was often
influenced by various contributing factors: the work of prominent directors who devoted their
careers to the secomave dramas, the work of translateriso rendered these plays into

English, the influence of critics and scholars who helped to introduce and explain the new
dramas, the emergence of academic theatre journals, the publishers that made these plays
available across the United States, and thierace of the new dramas by the American
universities. The second wave of European modernism arrived impressively across the United
States in the 1950s, as regional theatres outside of New York mounted many of the first
American productions of these plagsd later settled in New York in the 1960s as the theatres

of Off-Broadway began to produce these dramas.
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For Herb

What we call the beginning is often the end

And to make an end is to make a beginning.

The end is where we start from. And every phrase
And sentence that is right (where everyrd is at home,
Taking its place to support the others,

The word neither diffident nor ostentatious,

An easy commerce of the old and the new,

The common word exact without vulgarity,

The formal word precise but not pedantic,

The complete consort dancitmpether)

Every phrase and every sentence is an end and a beginning,
Every poem an epitaph.

- T.S. Eliot,Little Gidding



I ntroduction

In 1956a small theatreompany in San Franciscoounted the Americapremiereof
Bert ol t MoBer €Eautage@rsd her ChildreMar ¢ Bl i t zst ei ndhe 1954 a
Threepenny Operian New York City, starring Lotte Leny&ad maddrechta household name
in America, and t he plwhepldds ApmstpnglaredBobbyyDaromnl y i n
released their own recordings of the playds s
respectively). Yet this landmark productionMdther Courageclosed after onlgeventeen
performances, unable to find an audience for aiplay whi ch t he protagoni st
endealSikgy®ars | ater, this theatr eBreoeccrhpadmsy, t
Galileo. The productiorwas so welreceived it was put into the summer repertory, where it
continued to attract audiendes morths. Something had changed. True, the theatre troupe was
better educated about Brechtoés methods in 196
changedDur i ng the 1950s, Brecht had fApassed from
of chic cé e b r? Anesica ltad charegl, and would continue to change as the United States was
influenced by an influx of European modernist drama. This dissertation aftetttural history
of the arrival ofthe second wave &uropean modernisiramain Americain the postwar period,
19501970.1 examine how a number of secewdve European plays were first staged by theatre
companies outside of New York City. Why did t
position as the center for modernist drama in theddrstatest this study | address and
answer a basic question: why were the majority of these European plays first staged outside of

New York City atthe resident theatre compartles

'Pai ne Kni cMoteer Goaragk &r Wo ii k s h o pan BréntiscsCGhdnicfelanuary 17, 1956, 21.
Eric Bentley, fl ntr oSevuen Playoby Bertdh Brecdeid Eric BemtleyB(NeBs Yark: i n
Grove Press, Inc., 1961), xiii.



Two Waves of Modern Drama

It is important tarecognizehat modernismn the Europeadrama developed in two
gualitatively distinct stages, and that these two stages subsequently arrived in the United States
in two distinct waves. The first stage of European modernist drama dates, generally, from the
1890s to the 1920s. It characterized predominantly by the traditions of naturalism, realism,
symbolism and expressionism, though this first stage also includes surrealism, futurism, DADA,
and a number of other early twentieth century axgantle movements. The major playwrigbts
this first stage were Ibsen, Strindberg, Chekhov, Shaw, Maeterlinck, Zola, Pirandello, Synge,
O6Casey, Yeats, Jarry, Lapek, Von Hoff manst ha
and Gorky. The plays of Georg Blichner antedate this period, buhBiimay also be
considered an early forerunner of the Scandinavian naturalist/realist tradition. This first wave of
European modernism reached the United States in the 1920s.

The second stage of European modernist drama generally dates from 1930 tieough t
1960s. It is characterized predominantly by the existentialist dramagititalMartin Esslin
chrise ned t he ATh e aandbythe dpic drama. Thebmajor plalywrights of this
second stage aiertolt Brecht, Samuel Beckett, Jean GenetpldaPinter, Eugene lonesco,
JeanPaul Sartre, Albert CamsuJohn Osbornds r i edr i ch D¢rrenmatt Pet e
MroUek, Arthur Adamov, John Arden, John Whiti
European modernism reached the United States ibdb@s and the 1960s.

While some of the dramas of firastave European modernism reached the United States
in the late nineteenth century, the number of productions of these plays and their positive
reception with American audiences increased dramaticalty@ r Wor I d War | . 1 bs

example, had been produced in the United States since 1882, but these controversial works,



unpopular with audiences, were even banned on
production ofPeer Gyntstarring Joseph Shildkraut and Edward G. Robinson ran for 240
performances in New York. Also in 1923, Eleanora Duse came to America on tour; her
repertoire included he Lady from the SemmdGhostsEva Le Galliennebds Civi
Theatre, an early @eriment with the repertory model of theatrical production in America,
presented he Master BuildeandJohn Gabriel Borkmamm its first season in 1925, and staged
Hedda Gable(starring Le Gallienne) in 1928. Similarly, the plays of Chekhov were notgopu
in the United States before the early 1920s. While the Washington Square Players had produced
The Beatin 1915 andl'he Seagulin 1916, both productions failed. American audiences did not
understand Chekhovds dar k huvwerrl yanfdarftow.nad ThhH e
Art Theatre visited the United States during their 22923 and 1923924 seasons; the Russian
troupeds productiowthnewtf r Lmelkdhtoivons ombi Geek hov
the playwrightos satldndeinmge 6isn CAmerci cRee.pelret 0G y T
successful productions dhreeSisters The Cherry OrchardandThe Seagulbetween 1926 and
19209.

Less popular than Ibsen was August Strindb®rg.r i ndber gds pl ays wer e
rarely in the United Stas that Eric Bentley would reflect in 1946 that the Swedish playwright
was fistil/ I*°¥ege Ameunkanaowpl aywri ght Eugene 0606
in 1924, the Provincetown Players opened their new Provincetown Playhouse in New York with
a production offhe Spook Sonaf@he Ghost Sonatafollowed by a production ok Dream

Playin 1926.

3 Eric Bentley,The Playwright as ThinkgiCornwall, N.Y.: Cornwall Press, Inc., 1946), 194.



Productions of plays by George Bernard Shaw were also controversial in the early years
of the twentieth century. AlfCdnddaalthe Barkelepw | d Dal
Lyceum Theatre in New York ran for 150 performances, his 1905 productdnaf War r en 6 s
Professiorat the Garrick Theatre in New York was closed down by police, and both Daly and
the star Mary Shaw were arrested for indeceneyldy GranvileBar ker 6 s 1915 pr od

Androcles and the Liowas wellreceived, as was the American premier&lafor Barbarain

the same year. Inttfe9 2 0s, At he worl d premi r esThedAppleal | of
Cart) were preseted byThe Theatre Guileé*l nspi red by Le Gallienneb6s
modernist classics, the Theatr e HeartbréeakiHouse unt e d

(at the Garrick Theatre in 192@®aint Joan(also at the Garrick, in 1923ack to Methuselah
(in 1922), andrhe Simpleton of the Unexpected Iglasl935).

Other firstwave modernist dramas were first produced in New York as well: the Theatre
Guild produced the Amer RoasumbsesmUeraetlteo s aKaReb
Garrick Theatre. fie play opened on October 9, 1922, and ran for 184 performances. Luigi
Pi r an &ie Chhracters in Search of an Autivaas given its American premiere the same
year. Directed by Brock Pemberton at the Princess Theatre in New York, it ran for 136
pefommnces. The American premiere of Pirandell o
pl ayés world premiere in Italy, and ahead of
dramas of the firstvave of European modernism were sometimes produced ini¢emeithe
late 19" century and early years of the"™@entury, these dramas came to prominence through

productions in New York in the late 1910s and throughout the 1920s.

“Brian TysonThe Stoy o f S h a w dKinstGnaMcGil-QWeeamo6és Uni versity Press, 19



By contrast, the dramas of the secavave European modernism were not first piaetl
in New York. Instead, these plays were often given their premieres in smaller cities across the
United States: San Francisco, Seattle, Cleveland, Hartford, Boston, and New Haven. For
example, the Coconut Grove Playhouse in Miami, Florida, premierdd 8dd/Yaibirg) for
Godot( 1954). The Actorod6s Workshop in San Franci
B r e cNothér €ourage and her Childran1 956 ) , SWh inttiprdgd®A Yy ,ThéPi nt er 0
Birthday Party(1960; the first American productionofaRyi nt er pl aySergeanrand Ar d
Musgrave@s9®hnceThe Theatre CompdwnelikeHigs Bost on
(1964),Ar mstrongo6s N6 and etddandead Lilgehyt 1 96 7 ) , TheSDevilt r e 6 s
and the Good Lord a n d ThRe Dwaf®e(19673 In Seattle, Washington, A Contemporary
Theatre pr e mStipTeaslobl o Uek 6 s

While my dissertation focuses on the key role the regional theatres played in introducing
the secondvave dramas to the United Statiéss important to recognize thttere were also
directors based in New York who were committed to staging these pigyarticular, Alan
Schneider is generally acknowledged as the pr
this period. Schneidavas itinerant, directing secotnhve plays both in New York and around
the country at the regional theatresNew York, Schneider directed plays of the secaage
dramatists at the Provincetown Playhouse, the Cherry Lane Theatre, the East Endthbeatre,
Lyceum Theatre, the Booth Theatre, the Billy Rose Theatre, the Chelsea Theater Center, and the
Repertory Theatre of Lincoln Center. At the Provincet®layhouse, he direct®&le c k et t 0 s
Krapp6s Uaausty, 19@).pAethe Cherry Lane Theatregher e ct e dEndgg@aek et t 0 s
(the American pr emi er eHappy Daydbepterabarr 1961), alsecorgl ) , Be

production ofEndgamg Fe br uar y, Thé®BudhhNaiter Noverhberr 1862),

C

-



BeckPlayl o a doubl e TheiLdel in danuari, 1984), artd a seéoad
production ofHappy DaygSeptember, 1965). At the East End Theatre, Schneider directed
Krappbs dmsd dawlkel e bi | [Zoowion(Bepteiniber,d962). Attheb e e 6 s
Lyceum, he di Eneedainegdvr. $loan@ctoben 19653. At the Booth Theatre,
he di r ec The 8irthday RartyOctdbsr, 1967). At the Billy Rose Theatre, Schneider
directed three of four absurdist plays mounted in repertory by Theatre 1969 (Richard Barr and
Edward Albee) irDctober, 1968. The four plays wéler a p p 6 s , Zoo Story afdatvpoe
new pieces by AlbedBoxandQuotations from Chairman Mao T#eng Barr directedZoo
Story Schneider directed the Beckett play and A
Ed war d SBavedddringthe 197971 season at the Chelsea Theater Center in Brooklyn,
NY, and four Samuel Beckettplays ¢t Wi t hout Wor ds, Hapagny Days,
Not I) at the Forum at the Repertory Theatre of Lincoln Center in-1973.
19501970: The American Theatre Changes

In my study | examine how a number of secoval/e European plays were first staged
by theatre comanies outside of New York City in the 1950s and 19%8se. period of these two
decades is significant because it coincides with the emergence and spread of regional theatres
across America. In 1950, only twelve professional regional theatres existed outside of Broadway
in the United States: the Alley Theattiee Arena Stage, the Barter Theatre, the Cleveland Play
House, the Erie Playhouse, the Goodman Memorial Theatre, the Mummers Theatre, the Old
Globe Theatre, Old Log Theatre, the Oregon Shakespeare Festival, the Pasadena Playhouse, and

the Pittsburgh Playuse>

® Robert E. Gard, Marston Balch and Pauline B. Temkin, @tieater in America: Appraisal and Challenge for the
National Theatre Conferend®adison, WI: Dembar Educational Sesgs, Inc., 1968), 113.



By 1960, the Actords Workshop in San Franc

Theatre in Stratford, the Charles Playhouse, the Dallas Theatre Centre, the Fred Miller Theatre
(which became the Milwaukee Repertory Theatre), the Front Streerdhbat La Jolla
Playhouse, and the Theatre Group at UCLA (which became the Center Theatre Group) had
joined the ranks of regional theatres. In 1968, a report from the National Theatre Conference
(NTC) estimated that there were 57 such regional theattég idnited States (though the NTC
report included some NeWork operations, such as the Circle in the Square, the Repertory
Theatre of Lincoln Center, the Negro Ensemble Company, the Actors Studio Theatre, and the
New York Shakespeare Festival, in its sjuUnlike the Little Theatres which emerged in the
1910s and 1920s, only to be cut down during the Depression and wartime years, the rise of the
regional professional theatres continued throughout the second half of the twentieth century. By
1996, the Thatre Communications Group reported that there were over 300 such resident
professional theatres in the United States.

The various causes of the expansion of theaters outside of New York are not the subject
of this dissertation. However, one of the noss of the regional theatres contributed to the
staging of European drama outside of New York City: the regional theatres rejected the
commercialism of Broadway theatre and its safe and mainstream entertainment. As Julius
Novick wrote inThe Performing Ag and American Societg 1978 report from the Ford
Foundation, the regional theatres were founded in part to provide theatre professionals the
opportunity to produce classic dramas and to experiment with new plays:

Broadway was and is a commercial ingtdo. It devotes itself as best it can to making
money, and it is a weknown fact that the imperatives of commerce and of art are not

®Martha LoMonaco, i Re g PostWarld WRrdl soithd £98Gkd. DbrhBe Witmetleand i n
Christopher Bigsby, vol. 3 afhe Cambridge History of the American Theatde Don B. Wilmeth and Christopher
Bigsby (CambridgelJK: Cambridge University Press, 1998), 226.



al ways the same. €é Meanwhile, the Iive the
and radio, and increasingly fromt evi si on as wel | € as matter
they did not i mprove artistically. € 1t ©be

Broadway could not or would not do adequately: classical revivals, revivals of even those

modern classics thattl originated on Broadway; new American plays too delicate or

esoteric for the Broadway audience; certain kinds of European drama; experimental

theater generally.

Formerly, professional theatres outside of New Yweke relegated to the status of
Atrrlgutbaeatres, 0 f r omBwddway, hhednroewedlthami ght f | ow
influence in American theatrét midcentury, howevesomeof these regional theatresuch as
the Guthrie Theatre in Minneapollsecame homes to troupes that increasingggmbled
subsidized European theatres. Some even experimented with Eustyleaepertory
production. Already in 1961, the rapid expansion of the resident theatre movement and the
changing character of the resi ¢gressignthattheat r es ¢
Awhole é structure of the Am&rican theatreo w

By 1970, the secondave drama was no longer new, experimental or esoteric. Indeed,
the plays of Beckett, Brecht, lonesco and others had already been incorporateel ¢atooin of
Western dama. At times, they even seemed a little stailittle datedin Seattle in 1970, local
theatre reviewer John Voorhees noted the effects of the passage of time on the work of Jean
G e n eAtdecad@ agolhe Balconyvas startling angrovocative. Today, one tends to agree
withGenet 6 s i dBatdsdtagondplay@sNo,w Gaccorded the status
these plays were regularly producedha regions and iNew York, both on and off Broadway.

Many resident theatre companies may have had the opportunity in the 1950s and 1960s to

base their seasons on secovall’e European drama, but only a few companies did so. A number

"Julius Novi c k The®dformingAhsaadtAmeriéan $oojetgl. W. McNeil Lowry (Englewood

Cliffs, New Jersey: Prentiedall, Inc., 1978), 97.

®Henry Hewes, fABroadway, Sawslay Raview\ygust26,1061e26.Fr i sco Ki ds
°John Voor hees, #Vi e Balcbny tSeattle Bneslulyd, 1070060 ACT 6 s



of contributing factors influenced a select number of resident theatre ciaspatake up the
second wave of modernist drama. These factors include the expansion of the resident theatres,
the work of a few directors who committed their careers to directing these plays, the work of
critics and literary scholars whose reviews acaldemic articles helped to introduce and explain
the new drama, the rapid translation of these plays into the English language, the emergence of
academic journals devoted to the subject of theatre and drama, the commitment of key publishers
to producing Eglish-language translations of these plays and books of scholarship on them, and
the expansion of theatre programs (particularly at the graduate level) in the American
universities.

The rapid growth of the resident theatre companies in the 1950s andpt8@ded
venues which could afford to risk these experimental and unfamiliar dramas. Some, like the
Actoros Workshop in San Francisco and the The
repertoires comprised almost entirely of these new European plays. thet ioyd 1960s, such a
repertoire was no longer significantly avanea r d e . I n Seattle, A Cont emj
repertoire of absurdist plays reflected audie
preferences.

Another key factor which contributedtothee si dent t heatreso6 abil it
plays was the work of theatre critics who provided an introduction to the new playwrights and
new genres. Some coined new terms which helped to classify the new dramas. For example,
Irving Wardle coined theterinCo medy of Menaceo in an article
1958 issue of the British journBhcoreto describe the plays of Harold Pinter. In his 1961 book,
Martin Esslin defined a new genre when he grouped number of existentialist playwrights

togecher and described their work as AAbsurdi sm.
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universities published articles and books on contemporary drama. Collectively, these theatre
critics and literary professors educated American theatre professionaldhtabaums and goals
of new European drama. Publications of these studies multiplied in the later 1950s and into the
1960s. For exampl e, when t heMother CounageandWo r k s h o p
Childreni n 1956, Eri c Bent The Rldywright s dpnked 946) was stBr e c h t
the primary source available in the United St
From 1946 forward Bentley published a series of articles and books on modern drama and
theatre, including majoressay on Br echt 6s plays, theories, an
became the preeminent scholar and critic of Brecht in America.

Another factor which made the dramas of the seawsde modernism available to
United States audiences was the rapid workasfdlators who rendered French and German texts
available forspmaekiogosuldnghiceb. Il n 1946, Ben
contract for eCollected Works of Breclhiad failed. As a result, Bentley published his
transl ati on s, ooefataBmeein succ@ssive poluraeirom the Modern
Repertoiret hr oughout t he 19 5TOesBlack#as publsimed in Brentchby Genet 6
Marc Barbezat in 1958 and received its premiere in Paris in late 1959. The Grove Press
published Bernarér ec ht mands English transl ation in 19E€
premi er e i n Rhifob6etosvaslavaiaklesfar Bnglsh language production almost
simultaneously with its French premiene 1960

Two key publisher$ the Grove PresandHill and Wangi were largely responsible for
producing the English language translations and critical analyses of these plays in the United
StatesIn addition to published books, several academic journals devoted to the study of the

modern drama emeed during this period. Major journals incluBducational Theatre Journal
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founded in 1949 by the American Edional Theatre AssociatioMDR: The Tulane Drama
Review(established in 1957Modern Drama(1958), andlheatre Surve{1960).

The emergence @fcademic journals devoted to the subject of theatre coincided with a
record expansion of theatre programs in the American univelPsitgrams in literature first
provided a forum for encountering and understanding the new dramas, as is reflected in the
academic careers of such scholars as Ruby Cohn, Leonard Pronko, David Grossvogel, and David
Guichardnaud, before the expanding theatre programs took up the subject of theassaend
modernist dramas for study.

In addition to the increasing number of thregirograms in American universities, the
character of these programs (many of which were still tied to departments of speech or English
studies) was changing during the 1950s and th
longer does the avodanal theater program or campus theater club dominate the scene.
According to Hobgood, O6the majority of our <co
higher education, and thréeurths of the current programs find their home in the liberal arts
c ol | ¥ghe risé af graduate programs provide further evidence that theatre was becoming
established as an area of academic study; twenty new programs came into existence during the
first half of the 1960s.

Review of Scholarship

Various studiesiave chronicled key events and movementsvehtiethcentury
American theatre history, suchBse Cambridge History of American Thea2€00) Mary C.

He n d e rTkeatre & &\merica: 250 Years of Plays, Players and Produc(i®86)

ChristopheBigsbyd A Critical Introduction to TwentietCentury American Dramél982) and

1 Theater in America77.
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Oscar Brockett @entdryd iorowtiofl99E)iwhich ladanesSes European
and American theatre since 18%hllections of essays suchAaserican Theatr¢1967), Jbon
L a h Acting Out America: Essays on the Modern The@lt®¥2) and Al v i The B. Kerr
Modern American Theatrd967)address the topic of American theatre and modernism. In
addition, the staging of firavave European drama in the United Stategéesived substantial
scholarly attenti on. Slbsendni Aenericas AiIGemuryaokChddgeb e r t S
(1988) and L awr eThhe @ekBay mhedtre: & Kaentsiry of the Plays in Performance
(1997)address the European finsaive dramas in pduction in the United States. There are also
studies of the Theatre Guild and Eva Le Galli
the firstwave European drama, suchTdee Theatre Guild: The First Ten Ye&i929); Roy S.
Wa | d ¥intdgs Yearsf the Theatre Guild, 1928939(1972) Robert Shaterekdank e 6 s
Applause: The Lives of Eva Le Gallie(d®892) and He l Evale&allemdt x 0 s
Biography(1996)

However, few studies exist which examine productions of the segaund European
modernist drama in the United States, and the connection between the regional theatres and the
introduction of the secondlave dramas has not been explored. The third volurmaef
Cambridge History of American Thea(i2000), edited by Don B. Wilmeth and Christopher
Bigsby, covers the period from AWorld War | I
ARegional / Resident Theatreo fromftfha&romapmtagros
and AAIl t erenaot i vlieh eT hfecautrr chapters are written,
Laurence Maslon, Mel Gussow, and Marvin Carlson. Thdrglésor noconnection made
between theatre in New York City and theatre around the country, suggesting that the

development bthe resident theatres has nothing to do with modernist and-gaetd theatre.



13

Beckett, Brecht, and Pinter are mentioned once in the regional theatre chapter; other second
wave playwrights from Europe are invisible. Except for a reductive paragrapthomm Act or 6 s
Workshop, theCambridge History of American Theapeovides no account of the arrival and

staging of the secondave playwrights at the regional theatres.

Martin Gottfriedds accoAMThheatroOividgdbo67) war Amer
disre@r ds the resident theatres out of hand beca
American creat itvVFeorl iGoet tifsr iceednt etrheed .roesi dent th
modern theater dialogue, relying on inbred-salélysis and inadequate journa , 6 and have
Ailittle effect upon the mainstream (Broadway)

Historians like Joseph Ziegler Regional Theatre: The Revolutionary Stége73,

Gerald Berkowitan New Broadways: Theatre Across Amer({t882, and Julius Novickn
Beyond Broadway1968 have composed specific studies on little theatre movement of the
1920sand the resident theatre movemanimidcentury, but they do not address the key role
played by the regional theatres in introducing seesade dramas to the American public.

Otherscholars have limited themselves to focused studies of the dramatic work of a
single playwright, such @& u by CloBeakeit€anofR001),Ro s et t e donestoa mont 0s
(1973),Ar nol d P Harod®inter( 19 @Dy, and DirremmattTAStudyaneno s
in Plays, Prose, Theorl977). While this literary study is valuable, few of these analyses
consider production of the playghose that do discuss theatre as well as drama do not address

the productionsfaresident theatre compani€ome academics specialize solely in French or

German literature, offering interpretations (in English) on the modern drama in those languages,

" Martin Gottfried, A Theatre Divided: The Postwar American Stégeston, Toronto: Little, Brown ahCo.,
1967), 111.

2 Martin Gottfried, A Theatre Divided: The Postwar American Stégeston, Toronto: Little, Brown and Co.,
1967), 115.
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such as Dayv i2d"Cétury BrenehdDeemdldbs). Others survey movemerr
groups of European pThe Vheatre o tha Absu(dlsuah) ,asStEysan G ¢
Modern Drama in Theory and Practiéel 9 8 1 ) , TBe Theatreofi Revi(E964),
Gi | mahe Making of ModernDram@ 1 9 7 4) , a n d ThE PlaywridtBas Thinkere y 6 s
(1946) andrheatre of War: Modern Drama from Ibsen to Bred@73). Finally, some
scholarship focuses specifically on avgatde theatre groups and especially the@iff
Broadway fringe theatres

There has been no single atie at a comgehensive study connecting the rise of the
regional theatres to the introduction of the seemaste European modernist drama in the United
Statesat midcentury. It is my goal to show how secomehveplaysarrived in America. This
requires a study whichaa draw from and unite all these branches of scholarship, and trace the
shared history of all of these movements with the arrivaeobnewaveEuropean modernism.

In order to understand how and why the directors of the regional theatres were motivated
to produce these unfamiliar European plays, and how their productions contributed to the
changing landscape of the American theatre, my dissertation draws upon the archival records of
these theatres and their directors. My chapter on The &dféorkshop oSan Francisco mines
the program notes writtdsy HerbertBlad or t he t heatr edofpheoducti on
companyo6s i n t-feumdei andrcalirectoBdf theutheatre, provided me with a copy
of his program notes for my research, a selaotlver of which have recently been published in
Bl auds post hPuogramming MeateuHsrfy 2 0 1 3 ) . Bitademio s ear | vy
writings also provided insight into how and why these plays were staged. My chapter on A
Contempory Theatrer@iwsCiliopn both the theatrebs ar

Uni versity of Washingtondés School of Drama re
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housed at the University of Washington. | also accessed archival materials at the Seattle Public
Library, whichmaintains a collection (albeit incomplete) of ACT playbills, and scrapbooks
which were assembled by SPL arts librarians in the 1960s. My chapter on the Cleveland Play
House draws upon the personal papers of Frederic McConnell, which are housed at the
University of Oregon. The archives of the Cleveland Play House itself are not currently
accessible. These archives were donated by the theatre to Case Western Reserve University.
Archivists of the university are currently processing these collections, whidhesome a part
of the Universitydéds permanent hol dings. Howeyv
the team of archivists provided me with digital reproductions of some of these materials. They
scanned and photographed newspaper clippingsramstcripts of television and radio reviews
preserved (or not) in the Pl ayuctiboswofstheses scr aphb
secondwavedramas. In order to understand how these plays were received by their audiences, |
rely upon theatre reviewsdm local daily newspapetia the periodsuch as th&an Francisco
Chronicle theSeattle TimeandSeattle Postntelligencer and theCleveland Plain Dealer
Whenever possible, | compared these reviews with those Sath&atedlimes theOakland
Tribune, The ArgugSeattle), th&€€leveland NewgheCleveland PressandThe Catholic
Universe BulletinCleveland).
Organization

My dissertation begins with a contextual chapter that provides a survey of the key factors
which contributed to the arrival asthging of the secongave plays at various resident theatre
companiessuchashe Act or 6s Wor kshop, the Charles Pl a)
Boston, A Contemporary Theatre, the Alley theatre, and the Cleveland Play. Fbissehapter,

and an appemxwhich provides a chronological production history of key plays and



16

developments in the American theatre during this era, provide the frame for my study. Between
these two boolends,| provide focused case studies of three of these resident theatre companies:
The Actorés Workshop in San Francisco, the CI
Theatre in Seattle. These three theatres present distinct histories of the staging efvseeond
plays: the most revolutionary of the three, t
secondwave dramas its mission and the basis of its identity. By contrast, the Cleveland Play
House, after some early productions of seeaaste dramas in the lai®50s and early 1960s,
relegated the secomdave plays to a minor (if consistent)
Contemporary Theatre was committed to the production of sesawe dramas from its
inception. However, ACT was founded in 1965, by whiote this commitment was no longer
revolutionary. ACT followed in the wake of innovators like the Workshop; its success was
evidence that the secomhve dramas had already been embraced by American theatre in
general.

Each of these companies was alsornaxted to several of the key contributing factors
described in the contextual chapter. Directors whose careers reflected a commitment to the
secondwave drama directed at the Workshop (Alan Schneider and William Ball) and ACT (Mel
Shapiro). Blau and Fallsontributed articles to the new academic theatre journals, and
McConnell published articles on the Clevel and
and inTen Talents in the American Theafi®57). All three theatres were connected to
American uiversities in some way, and their collaborations (with Stanford, Western Reserve
University and the University of Washington, respectively) reflected the new experiments in
training students by combining the practical work of professional theatre prodwatio

academic study of the theatre and drama. Each theatre was also committed to developing close
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ties to its community and educating its audiences about the new drama: the Workshop, ACT and
the Play House all held pegerformance talkbacks to encourageestions and discussion, and

all three theatres offered performances for students, in order to introduce local youth to live
theatre. In addition, the Play House and ACT maintained apprenticeship programs, training
young people for careers at residemztnes.

The contextual chapter identifies the key factors and trends that contributed to the arrival
and staging of the secomehve plays. These factors, which | outlined above, include the
contributions of specific directors, audiences, theatrecsritiultural critics, translators,
publishers, academic journals, literary scholars at the universities, and university theatre
programs. In various ways these factors created a cultural condition in the United States that
brought about the changing lacdpe of modern theatre. This chapter identifresnational
significance of productions by direct@schas AlanSchneiderPavid Wheeler, Herbert Blau,

Jules Irving and David Brooks, whose careers reflect a commitment to producing these plays for
American audiences. Of course, these productions could not have occurred without the work of
such translators as Bernard Frechtman, Derek Prouse, Donald Allen, and Eric Bémtley.
translations of the texts made the new movement accessible to the UnisedEsiglish

speaking population. &v academic journalsmerged, publishing translated plays and scholarly
analysis, some of which were being produced in new academic programs (in theatre and in
literature) devoted to the study of secamave modernism.

Threesubsequent chapters will be devoted to case studies of regional théattes
produced seconddave dramas t he Act or 6 s Wor AKGomtenporarnyf San Fr a

Theatre in Seattjeandthe Cleveland Play House in Ohidf these three theatres companiks,
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Actords Wor kshop i s t he thendestity ofthistigeatie fvas boanmdt t o m
up with the arrival of the second wave.

In San Francisco, two university professors, Jules Irving and Herbertf@&laed a
theatre which merged as powerhouse repertory company. Initially organized as a private
wor kshop for actors to hone their craft, the
the actor to a focus on the repertoire in the-80s as the theatre began to produce thespla
of the second wave. Though the theatreds repe
Western canon (including Sophocles, Aristophanes, Moliere, Shakespedmnaad), the
Workshop produced significant number of secondlave plays durings thirteenyear
eXi st enckaotherEoueageh1 @56 ) , WRieng foré&Sbdo(@957) andEndgame
(1959), Os bor nEpitaghfmodGe@gedillogf NLt9bBMWH s, Jdckanmdédhec 0 6 s
Chairs( 1959) , DThe Maeriagm af Mt. Mississipdi 1 9 6 0 ) , ThePBirthdaye r 0 s
Party( 1960) , SvwhinttiprdgPd®say , KBaplpédtst &8 6 1 )T,dlpg@enet 60s
Maids( 1 96 1) , S @Arrjdeeandts Mu s(glr9abvie) 6, s HBpacDlg@962) s
Br ec lbaitea sL 9 6 2 ) , A SHghttActhemd®dhe DumbMNaiter( 1 96 2) ,ThedGenet 0s
Balcony( 1 9 6 3 ) , ThéPGanetake(r 10956 3 ) , CaBoastan @Ghialld Gircl€1963),
Pi ntTherCollection 1 96 5) , a n dTheDvgsit(965n Treacontpdnyg islso
connected to several key contributingttas described in the contextual chapter: Blaganto
publish in academic theatre journals in 1954, and the program notes he composed for the
Wor kshopbés productions are |ittered with refe
The Workshoppfeer r ed Bent |l ey 6s t r andcohtacted Benllesytoof Br ec h

acquire additional, unpublished song lyrics for their productidiather Courage
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I n Seattle, the head of the University of
founded A @ntemporarylheatre in order to provide himself and his colleagues additional
opportunities to apply the principles of their art. In the close collaboration between UW and
ACT, Falls realized the ideal which many academic institutions strove to estaltighi960s:
he combined the academic study of theatre with the professional production of theatre. From the
very beginning, ACT was committed to producing a repertoire of ayauake dramas. However,
in the second half of the1960s, thiswasnolonges &ry or adventurous ¢cO0mmi
choice to produce the new drama was motivated by local demand: as head of the UW School of
Drama, Falls was frequently invited to lecture local groups on the Theatre of the Absurd in the
early 1960s. Seattle audienazaved absurdist drama; the demands of ticket sales and audience
polls directed Falls to commit his new theatre toabhentgarde dramas & ur ope 6-s second
wave modernism. By the time ACT was formed in 1965, absurdist drama had already been
acceptedintd h e We st e r n sustanedcaommitrAe@ABsardist drama, particularly
the playsof English playwright Harold Pinter, reflects the change which had already occurred in
the American theatre.

The Cleveland Play élise,a product of the Little Theatraovement in the early
twentiethcentury, was founded in 191/. many ways, the Play House provided a model for the
regional theatres of the 1950s and 1960s: it was-bonprofit organization partly subsidized by
donations from charitable foundatiorntsinaintained a permanent ensemble of professional
actors; it cultivated ties to its community t
Fellowship training programs; its cooperative relationship with a local University benefited both
organizatios through shared resources and talent; its open stage served as a model for the

Vivian Beaumont theatre at Lincoln Center; @ndas committed to producingon-commercial
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plays.Whilet he Pl ay Housebs eardemramarhalpeaked infl®?Obe avant
with its productions of the first ave of European modernist drama, the Play House offered early
productions of plays by BrecMother Couragen 1958) and lonescdrhinocerosn 1962), and
produced four secondave plays in its 1962963 season. Thigh not as revolutionary as the
Actordos Workshop, the Play House consawtently
dramas in its regular repertoire from the 1950s onward.

In a short, concluding chapter | show that New York City was not @igplacking in
secondwave productions. In particular, | identify a few key productions of seo@we
European drama itne developing theatres of GBroadway and O#Off Broadway.This
chapter considet he wor k of gr oups | liodueion§) ehich premigred o k s 6
| o n e Jhe 8aldsSopranandJack, or The Submissi@t the Sullivan Street Playhoused
Samuel HEerdgament Amérisaatthe Cherry Lane Theatre in 19398 this way | want to
overcome the false dichotomy between the regional theatres and New York which often
structures historical narratives of theatre in the United StatesTag i@ambridge History of
American Theatre

Finally, I include two appendices. Thest, organized as a timeline ranging from 1950 to
1970, chronicles the arrival of major plays of the seewade. | include the dates of European
premieres of the plays, first publication, translation into English and publications in the United
States, e Englishlanguage premiere and (where this differs) the American premiere. A second
appendix tracks the appearance of articles in academic journals which take up the topic of the

secondwave dramatists.
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Chapter One: The SecondWave of European Drama inAmerica i Contributing Factors

Many factors contributed to the introduction of the seewagle modernist dramas to the
United States, and to their gradual acceptance by American audiences during the 1950s and the
1960s. As the regional (or resident) ttnea&ompanies proliferated across the United States,
some of these theatres began to produce the dramas of the second wave. In addition, a few key
directors, like Alan Schneider (191B84), Michael Murray (1932, and David Wheeler (1925
2012) dedicatetheir careers to producing the new European dramas.

Al an Schneider, perhaps the preeminent Ame
premi er ed S aWatimglfor @doglR56)tat thie £oconut Grove Playhouse in
Miami. Schneider was an itinerathieatre worker who directed the plays of seemagte
modernism at various theatres around the country: at the Arena Stage in Washington, D.C., he
directed Os bor mBpeaphafor GeorGe Dellofglhd N )0, s KBaplhdtst da st
Tape(April, 1961),B r e cThé¢ @ascasia Chalk Circle( Oct ober , 19dHe), and B
Threepenny Operél963). At the Alley Theatre in Houston, Texas, Schneider directed a
production ofWaiting for Godo{September, 1959). At the University of Wisconsin, he directed
| oneJef€liagsand John TWeDbotkiBmet d by, 1961The and Pi nf
Dumbwaitera n d B e AckWithout &verds I(July, 1962). At the McCarter Theatre in
Princeton, NewJeesy , S chnei der HdppyDayyiamudry, B262). RtéStarifodds
University, h@a ®ané s(AugustMBa2)els July, 8964, Schneider also

di r ect e dFinB afinseipt whick Barney Rosset of the Grove Press had commessio
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from the playwright to inaugurate Evergreen Theatre, a new branch of the Grove Press devoted

to producing recordings of plays and f¥®I mscri
Michael Murray, cefounder and artistic director of the CharRlayhouse in Boston until

1968, directed a number of secemdve dramas at his theatre, including Osborne and

Cr ei g hRpitapmfor &seorge Dillof 1 959 ) ; WRAitng lor&odot@360) andKr ap p 6 s

LastTapge on a doubl e NbEkxitin W9 6 h) ;STadr @Ghair€sd @ dodlde bill

wi t h QhenMaitdsd $961) andRhinocerog1963);P i n tTherCollectiorandThe Lover

(on a doubl e b iTHeThreepannylOp&€h952),Gatilen ¢1966)Hasdviother

Courage and all her Cldren( 1 96 7 ) ; a nndadmB@sbke &videnehos7).

At the Theatre Company of Boston, which he founded in 1963, David Wheeler staged no

less than a dozen ofthesecaméd ve pl ays in | ess than a decade.
Caligula(1964) S gawo mi Charld( obekmd6sdoubl e bill with Adr.i
Funnyhouse of a Negron 1965 ; B rlretieellunglesof Citie€1964), TheGood Woman of

Setzuar{1965) Fear and Misery of the Third Rei€h966) andThe Caucasian Chalk Circle
(1967); the American premieres of three John Arden play® Like Pig§1965)Ar mstr ong o0 s
Last Goodnigh{1966)andLeft-Handed Liberty(1968) Har o | A Slighit Ach€2964) s
andThe Birthday Part{1966) B e cActaitho@d Bordgon a triple bil with Samuel
BeckPlaypdas John THMeluurch Hogrin 8965 andKr app 6s @N¥®Zt Tape
and Pet &he PaMedutmrsahd Assassination of JBanl Marat as Performed by the
Inmates of the Asylum of Charenton Under the Direction offdagjuis de Sad€L966)

Another key factor which helped to introduce and explain the new dramas of Europe was

the work of critics and literary scholars. Their essays, which appeared in academic journals such

13 According to Rosset i@bscene: A Portrait of Barney Rosset and the Grove Prespr oduct i ditm of Bec k
cost so much that the Evergreen Theatre was abandoned afterward.
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asThe Kenyon Revieffounded 1939)The SewareeReview(1892), andrhe American Scholar
(1932),Comparative Literatur€1949) andThe Journal of Aesthetics and Art Criticigf®41)
andnational publications such a$e Partisan Revie{1934),The New Republigl914),The
Nation (1865),Horizon (1958) Theatre Art§1916) andThe Saturday Revie(@924).

In the pages of these publications, figures such as Eric Bentley (drama drhie ldew
Republicfrom 1952 to 1956) and Robert Brustein (drama crititheg New Republisince 1959,
though the frequency of his contributions dropped off after Brustein assumed the leadership of
the Yale School of Drama and Yale Repertory Theatre in 1966) served as both theatre critics and
literary scholars.

Bentley, playwright and professat Columbia University (from 1953 to 1969), was a
prolific author, editor and translator, and particularly key to introducing the dramas and theories
of Brecht. |l ndeed, in 1964 Herbert Blau procl
thanallé Broadway to enl i"™Mirent hdat rAe tiom 6 AmaMoir ka .h«
B r e cNothér €ourage and her Childrenn 1956, Eri c BentTheyds chay
Playwright as Thinke(1946) was still the primary source available in the United Statehe
Ger man playwrightoés aims and methods avail abl
series of articles and books on modern dr ama
plays, theories, and stagecraft. Budletin of the National Thesg Conferenceublished his
report, ABrecht on the American Stageo in Jul
appeared in the Autumn, 1949 issudbé Kenyon Reviewheatre Artp ub | i shed Bent|l e
ATravel erds Reporto49,n amhuhirsy raempoAd h5@Waielnd 17

December.

4 Herbert Blau;Thelmpossible TheatréNew York: Collier Books, 1964), 69.
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Two other scholars, John Willett and Martin Esslin, also made key contributions to
Brecht scholarship, with their own books on Brecht, both published in the United States 1960,
and reviewed by Belaty for theTulane DramaReview In England, John Willett championed
B r e ¢ h tuépepulartdriarhak in a lengthy article in Themes Literary Supplemeint 1956.

Met huen publ The Theatte oBertolt Brecht: & Study from Eight Aspéatts

London in 1959. The book was subsequently published in the United States by New Directions.
Esslinds text was also first Brech AChwibeeod i n Lon
Evils by Eyre & Spottiswoode, L ttdenamedrechtATheer i can
Man and his Workyas published by Doubleday (1960).

Of the two books, Esslindés was more influe
Cleveland Play House wr ot e to director Benno Frank that
been fibothered by being un[aBrleedhadrdsagexporndsedt a n d
upon by English and American writers. That is to say, | was never able to get away from emotion
and illusion which Brecht was supposed to demgpecially inMother Couragen which there
was plenty. Now, perhaps, we can go ahead and produce Brecht and get some theatrical sense
out PDEssltimds book even inspired Pain&anKni ckert
Francisco Chroniclen 1960.Knickerbodker used the review to publicly recant his negative
review of The Actor 6s WothekColragepUheducdted Srothep r o du c t
subject of Epic theat rwasmytnhapmykexparidnccakdeamatie x pl a i

editor to criticize the Ac MahedCouraghotikterimoop 6s A m

!5 Frank McConnell to Benno Frank, April 5, 1960 (McConnell Papers, Box 1), 1.
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Oepic theaterd and O6alienationé but merely as
uproar that lamentableandrad t t edl y i nexcusd®l e naivete prov.
Perhaps Esslinbés greatest single contribut

his Theatre of the Absurgbublished in 1961 by Doubleday. Esslin previewed his book with an
article, AThksdhdéad rien off h ¢eTDREAWane Dia®né Revié{ttes ue o f
same issue which carried Bentleyds review of
text, Esslin coined a term and defined a genre which seemed to describe many of the new dramas
comng from Europe. The i mpact of Esslinds text
new term i mmedi ately, as the title of his art
Cordialeb 6 i n t he Ma TbRdemods®ated Wiliarsl.loé vefr , cri ti cal
book, nevertheless invoked the term in the title of two articl€lucational Theatre Journal

ABet ween Absurdity and the Playwrighto in 196
circled outside of academia,asw@ly November 1962, Esslinds ter:i
established that a local theatre reviewer in Cleveland could invoke it offhand, in a complaint

about the avangardetheatre and expect his audience to grasp the referencé | f ot her s of
had as delicios an imagination and mastearfythe absurd as playwright Eugglonesco, the

avant garde theater woul d have'lmadditonctdh | ar ger
Brustein, Bentley and Esslin, other scholars focused on the theory and practice obtite se

wave dramas in their publications, among them Ruby Cohn, Leonard C. Pronko, Bernard

Dukore, Herbert Blau, and David I. Grossvogel, and William 1. Oliver.

YPaine Knicker boTciknmeers, off T hteh eA rQ oSehrdmaiseorCaronclpriBlo,d 366, t , o
25.
"Pet er BRhindcerawyr,i cfk s Ma n 6 s ClévaandiPlain DealerNavember & 1962, 52.
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By 1960, even magazines liksquireandHarpersand newspapers like ti@hristian
Science Mondr were running features on the new dramas, reviewing books about the new
dramatists and the decentralization of the American theatre. As Frederic McConnell, director of
the Cleveland Play House, wrote to John Beaufort, arts editor lskothiéor, It Seens to me
that the Monitor has been unusually lively this summer in covering the art atcktheld
out si de of Ihaeisndoneé eskof the HAflson needs national publicity, to help give
it force and credence. You and a few other editors are helpjmg open u'p t he gates
The writings of public intellectuals like Brustein and Bentley, whose work crossed the
boundaries between academic journals and national publications with wide readership also began
to provoke a new discussion of the role of thealdheatre reviewér and of theatre criticism in
general. In the December, 1959 issu&dificational Theatre JournaFrancis Hodge opined that
modernist drama necessitated a sophisticated critic, one who combined the practical experience
of theatre prodction work (particularly directing work) with keen journalistic skilland
suggested that the ablest directors of the new drama also needed, like Brustein and Bentley, to
demonstrate a capacity for critical analysis of the plays:
It is not surprising tat some of the new dramatic critics of the last detdeliec Bentley,
Walter Kerr, Harold Clurman, for exampglénave brought to their work a background of
experience in stage direction and have consequently provided some of the most
stimulating theatrergticism of ourtimeAs oO6di rectors in the aisle
ranging in their treatment of the art form and have set high standards in play reviewing.
As the twentietkcentury theatre defined itself as a theatre of psyafadytic and
intellectualdrama, as a theatre with a theatricalist stage and a diversity of expression far
wider than any previous era has enjoyed, and as an art theatre that could be taken
seriously on the level of painting and music, it was inevitable that the critics of such a

theatre would need grounding in more than |
And as the need for sensitive direction increased, it was also inevitable that critically

18 Frederic McConnell, Frederic to John Beaufort, September 1, M@&0Donnell Papers, Box 1), 1.
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gi fted people would assume the @&mbodkedt or 6s
in action®

By 1960, thaliscussiorof theatre critics and the quality of theatre criticism outside of New York
was picking up steamn a national scale Esiuire MagazingHarpers Magazin@and many
other national publications have been focusing on this problem of theater criticism more this year
than ever before and according to the latest announcement from the Ford Foundation they are
taking some margi nal iectdr Raul Baker wrota to Fréderic s u b j ect
McConnell at the Cleveland Play House in M3y.
New academic journals also emerged during this period, which were devoted to the
subject of theatre and drama. The oldest of thesdedasational Theatre Journaiounded in
1949 by the American Educational Theatre Association (AETA, also sometimes abbreviated
ATA, established in 1949} Educational Theatre Journaégularly provided accounts of
doctor al projects in process, c o oponneatteesdf mast e
proper curriculum and recommended plays for academic theatre. GraéiIdlgmbraced the
new drama: the journal only published four articles on the sesand during the 1950s; this
number increased to 28 in the 1960s.
In 1955, professdRobert R. Corrigan foundethe Carleton Drama Reviewamed for
Carleton College, where he taught. erleton Drama Reviewas a small affair, appearing
once a year and focused primarily on theatric

later,when Corrigan left Carleton for Tulane University, he took CDR with him and renamed the

YFrancis Hodge, 0 THT& 1Di4r e cDteccr 189s5 9Qr,i t2i8c0,.0 | quote Hodge
pervasive attitude (specifically, the rising interest in combining the study and practice of theatre) in the era.
However, the grouping of Walter Kerr with Clurman and |

conservative, and he was dismissive of both the new drama and the regional theatres.
2 paul Baker to Frederic McConnell, May 25, 1960 (McConnell Papers1), 1.
% The name of the journal was changedheatre Journain 1979.
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journal TheTulane Drama RevieWw DRregularly featured translated articles and essays from
the playwrights of the second wave, and articles from theatre scholatdtaeacond wave.
The journal even published short plays from seeaade dramatists; Eric Bentley served as the
editorforT DR®B| ay HBie TulamedPrama Reviemas renamed again in 1967,
becomingTDR: The Drama Reviewhen editor Richard Scheotantook the journal with him
from Tulane to New York UniversitiModern Dramafounded in 1958, addressed the dramatic
literature of both firsivave and seconrdiave modernism in both historical and formal terms. In
1960, the American Society of Theatre Ea€h (founded in 1957 as an American version of the
International Federation for Theatre Research) first publi$hedtre Surveyan academic
journal of theatre history.

The British journaEncore which was also available in North America, provided
important insights about the secewdve dramas?r oc|l ai mi ng i tself AThe V
TheatEmewepd bl i shed essays on fAthe art of dr ama
Kenneth Tynan, and other critics or professional people. The focus of insepeshe present
state of theatre and its f?ThaugheistributionofEagishs, r a
theatre books and periodicals was not widespread in the United States at midcentury, a New
York publishemproduced the journal for American readéfacorealsoincluded features on
American theatres, such as the jJjournal s Sept
A Contemporary Theatre.

In addition to the wealth of new scholarship on the seezanke dramas, the dramas of

the secondvavefrom France, Germany, and elsewhere on the contwerd increasingly

2Gl enn M. Loney, fASome EUuETHRe dn (Mueg athr,e 1®WBWI)i, c at8i. o nLwo,nce
an address for Encoreds NY p scliptioashwhichircloded six isfuesramdat i on al
cost $2.50.
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available for production, thanks to the rapid work of several key translators. Bentley was the
primary transl ator faagr eBr daltghs oml aynd, Gteloa waeh
and translations became increasingly popular in the late 1960s. Derek Prouse and Donald Allen
were the primary transl ators of | onescods pl a
for British audiencesSamuel Beckett was his own translator, moving between English and
French, and a New Yorker, Bernard Frecht man,
1946, Eric Bentley had attempted to secure a contract to prodiméated Works of Brecit
English. When this failed, Bentley resorted t
at a time, in successive volumesobm the Modern Repertoi@ndThe Modern TheatreHis

translations of500d Woman of SetzuandThe Caucasian Chalk Cikewere published in 1948
(asParables for the TheatjeThe Threepenny Opeeppeared in 194%alileoin 1952,Mother

Couragei n 1955 (i n v ol ThendodaernvTbeatoeériespSaint Jokreoftides

Stockyardsn 1956, The Measures Takén 1960(in volume six ofThe Modern Theat)é* Not

until 1961 did Bentley publisBeven Plays collection of his Brecht translations, some of

which had since been revisétkt as the 1950s wore ohetdelay between European padtion

or theatrical premieref the secondvave dramas and the publication of Englishguage

translatiors in the United States shrartke n elhe®Btackwas published in French by Marc

Barbezat in 1958 and received its premiere in Paris in late T#Grove Press published

Bemard Frechtmands English translation in 1960
196lat St . Mar kdos Pl adBhobeeat npThb Scredhim 881, Genet 6s
and in 1962 the Grove Press pulbleireked®Prbuse®tsm

transl| at i oRhinacdrosMaanadable in thesUnited States in 1960, almost

% Eric Bentley,The Brecht Commentaries 194980 (New York: Grove Press, Inc., 1981), 298.
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simultaneous with its French premiere. The Grove Press, which published the plagh@vith
LeaderandThe FutureisinEggs, t outed | oemrseafo talse iaeumasd u
which had appeared in Ess|l i nmGoossvojEh $heSelf 96 0 ar t i
Conscious Stage in Modern Drar(f58).

In the United States the majority of the initial translations on sea@ve drama were
published by Grove Press and Hill and Wang. These two presses also published critical studies
of the playwrights, as did New Directions and Twayne Publishers. Soon other publishers joined
in the outpouring of plays and studies. Also, Methuen paperbacksre of the British
pl aywrightsd wor ks ent eThe@rove Bress whs failingwhanr ket i n
Barney Rosset bought it in 1951 and established it as the preeminent publisher-ghasdrant
literature (particularly French) in the 1950s an@a® publishing the plays of Beckett, lonesco,
D¢e¢rrenmatt Pinter, Ar den, and MroUek. Hi | | a
and Arthur Wang. Wang had been the editor at A.A. Wyn publishers, and Hill was the sales
manager when the two decideddepart and create their own independent publishing house.
They purchased backlist books from A.A. Wyn and established the Dramabooks.ipnmaf
Eric Bentley as an advisor, they publishlys in the new trade paperback foriidy 1962,
the new pubshing houses and the increasing number of publications available on the-second
wave dramas was starting improve the diversity of plays available for resident theatre directors to
produce. As Herbert Blau reflectedTihe Impossible Theatréhe primary gents of this initial
changen c | u ttheDdamabooks of Hill and Wang, tleéfbeat authors of Grove Press, and the

sophistication of th@ulane Drama Review’d

“Dinitia Smith, AArthur W. Wang, Fouifte®&ewYorkTines, Bol d Publ
October 19, 2005, B8.
% Blau, Impossible Theatre72.



31

As the translations multiplied and became available in inexpensive paperbacks, college
professors began to teach the seemasle playwrights along with the firstave modernists. It
was easy and convenient to put the plays in the hands of the studentieds$, then thousands
of undergraduate courses were created to study modern drama, including the newest second
wave plays. Brecht, Beckett, lonesco, and Pinter went from being obscure playwrights to the
Omurseaadd dramati st s o halstintiteratutd9sach asrale Arenahd e mi ¢ | oL
StudiesandComparative Literaturé were already publish@articles on the new dramatisn
the mid1950s. For example, in a book review published in 19%2oimparative Literature
Samuel Beckettodos work is brieflG@Gmpaemative i oned i n
Literaturee x pect ed its audience was already familia
university presses (e.g., Yale UP, Cornell UP, University of Califorreadpmere publishing
books on the new pl aywrAvantGarde: The kExgehmeatd Leonar d
TheatreinFrancd Uni ver si ty of Cal i f or nSamuelBeckett:sShe 196 2)
Comic Gamu{Rutgers University Press, 1962). Even thegercial publishers of New York
City began putting out books that college professors were writing on Beckett, Pinter, and the
ot her pl aywri ght sinSearchofilTheatgkndpf, 19%3) Izl Habilb e y 6 s
H a s s &he laterature of Silence: HenMiller and Samuel BeckefiKnopf, 1967). In a very
short period, a new generation in the 186 0sachers and students aibkéad embraced the
drama and the theory of Epic theatre and the theatre of the absurd.

Just as the paperback industry fueled the bass teaching of Beckett and other
playwrights in the many literature departments, so too did the availability of the sgagad
plays find a place rapidly in theatre progra®s.968 report on the state of the American theatre

produced by the National €hat r e Conf erence (NTC) found that



32

War 11 €é instructional programs in theater su
graduate progr ams **inlthe 1960s, shh mtd of growthtofitHeatre prdgrame . ©
had dropped to 20 percent, but this was stil!l
itselfo which was only 15 *percent in the firs
In addition to the increasing number of theatre programs in American universities, the
character of these programs was changing during the 1950s and the first part of the 1960s. As the
NTC observed, fino |l onger does the avocational
the scene. According to Honbvwtake ttheaterdotbd afieldna j or i t
study in higher education, and thyieeirths of the current programs find their home in the liberal
arts c?®Thd risegokgraduate programs provides further evidence that theatre was
becoming established as an anéacademic study. In 1960 the AETA released its first Directory
of American College Theatre (DACT). According to the DACT, in 1960, there were 27 doctoral
programs of study in theatre at American universities. Less than half of these programs existed
befaoe 1950°°The AETA6s second DACT, published in 19
twelve doctoral programs had been created. Expansion of theatre programs at the highest level of
academic study, then, exceeded even the rapid rate of expansion ef pnegtams in general
during the period from 1950 to 1967.
Indeed, the number of doctoral programs expanded so rapidly during this period that the
NTC compl ained about their ubiquity in its 19

feverishly invaded th American educational theairsome believe to its detriment. Research

% Theater in America: Appraisal and Challengels. Robert E. Gard, Marson Balch, and Pauline Temkin (New

York: Theatre Arts Books, 1968), 76.

2" Theater in America76.

2 Theater in America77.

% The secad DACT, published by the AETA in 1967, provides dates for when these programs were founded. Dates
are missing for three of the twerdgven programs named in the 1960 DACT; of the remaining 24 programs

identified in the 1960 DACT, only eleven had beerated before 1950.
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specialists may not necessarily be excellent theatricians, yet the universities feel bound to place a

maj or emphasi ¥insteadoiresearts spexialistd) thedNTC cabedibser

contact between the university theatre and professional theatre companies, a trend which the

NTCinsistedwasione of the most I mportant devel opment

p r e s*ETihe condbination seemed ideal in many ways; as Thedtfaffenan, chairman of the

Theater Communications Group, observed, the educational theatre and regional theatre already

shared an audi eapidespreadinggrofessional residert theatérs, by

produé ng the most chadaptueddgif mg mdt @ma 26 aladii @ t he
To varying degrees, these contributing factotise work of directors, translators,

scholars/critics, journals, publishers, and universitiaBected the decision of the resident

theatres to take up these dramas antbparthem. Directors who chose to stage plays of the

secondwave inspired their colleagues to do the same. Translators rendered the French and

German scripts (and those from other areas of the European continent) accessible to the United

St at e s épedkinggaudieschs. Publishers who worked quickly to bring these plays out in

print, particularly in the new, affordable paperback format, helped to distribute these texts across

the country. The universities provided a forum for encountering and undensjainelinew

dramas, and produced the scholars whose artic

origins, character and aims. Scholars and critics producing insightful introductions to the new

dramatists and the journals which were founded to stuelyheatre helped resident theatres to

mount better productions. In three subsequent chapters, | present case studies of three resident

theatres which produced thesecemd ve dr amati sts: the Actor 6s Wc

% Theatre in America7s.

31 Theatre in America, 75.

¥Theodore Hoffman, fADangers of Educational Theater: Pr c
Amat e ur Th&/blewkrorlboTimeSeptember 1, 1963, X3.
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House and A Contemporamheatre. Wherever possible | note the influence of these
contributing factors in the decisions made by these theatres to stage the dramas of the second
wave, to publish academic articles about their experiences, to collaborate with university
programs, taffer their audiences subscriptions to academic journals, and to provide education

about the aims of the new drama.



35

Chapter Two: The Act or 6 & Sad-naricisch, €aifornia

The Actorés Workshop of San Francisco was
judo studio on Diisadero Street in San Francisco3sn Francisco State college professiules
Irving and Herbert Blau. Irving and Blau were both natives of New Yorkg (born Jules
Israel) grew up in Manhattan, Blau in Brooklyn. The two met during their undergraduate studies
at the University Heights campus of New York University. Irving was an actor, with some
professional experience already: he had made his Bepadebut at the age of 13 as part of the
massive 25per son cast of George S. Kauf mde and Mos
AmericanWay. At the University Heights campus, Irvimgast he head of the wuni v
Fame Players. Blau, by conttawas an engineering student who aspired to graduate study at
MIT, but who had nevertheless submitted applications to and been accepted at both Stanford and
Yale to study theatre. Bl au accepted Stanford
acepted an offer from Stanford). At Stanford, the two men studied together and even lived
together when they first moved to California in 1947, renting a room for a time in the home of
theatre director F. Cowles Strickland, the head of the acting and wigy@cbgram at the
University.

Both men married professional actresses. Irving married first, returning to New York
later in 1947 to wed Priscilla Pointer. The two had been sweethearts since their days as
undergraduates at NYU. Pointer joined Irving inifoahia. Blau, meanwhile, struggled to find
his place in the drama progrdm he emphasi s on practicalities o
emphasis, in particular, upon doing things th
program and returneddew Yor k before completing his Mast

Blau reconnected with Beatrice Manley, an actress who had been working as -am-artist
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residence at Stanford when Blau arrived in 1947. When Hubert C. Heffner, the executive head of
the Staford Department of Speech and Drama, wrote Blau to encourage him to return to
Stanford and complete his Master 08andielgsr e e, Bl
turn, eventually persuaded Manley to return to California, too. One week afterdatgleted
his thesis project, a play callé@lt of the Rainf or hi s Masterds degree (B
pl aywriting), the two | eft Manleyds son Richa
married at an alhight chapel on April 18, 1949.

Irving and Bau both found work at San Francisco State College after graduation from
Stanford. After completing his doctoral degree in theatre, Irving, with his considerable
experience as an actor and director, joined the faculty in the theatre department. Blaag who
taken time off during his graduate study and changed fields, had not yet completed his
dissertation when he joined the faculty at San Francisco State.

With Heffnerd6s encouragement , Bl au compl et
emphasis in playriting, but had become increasingly dissatisfied with the Stanford theatre
program throughout the course of his graduate study. Fascinated by the play texts themselves,
what Blau craved was a critical inquiry into draasaliterature rather than practitaiscussion
of how the drama should be staged. He began to take courses in the English department, and
upon the suggestion of Richard Foster Jones (
to Stanfordobés doct or al eghaoggddepartments, Bianrgrhainesdh . Y e
interested in the theatre and dramatic texts.
(directed by Yvor Winters) on the poetry and dramas of W.B. Yeats and T.S. Eliot combined his

interests. Blau found work as as#stant Professor and then Associate Professor in the
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Language Arts department at San Francisco in 1950, while he completed his graduate studies.
Blau received his Ph.D. in 1954.

Given the paucity of professional theatre in San Francisco, Blau and dietided to
found a theatre company in order to offer their wives and some friends the opportunity to
practice their craft. They originallyrganized theompany teexercise and develdpe acting
talents of an entire ensemble. Initially they discussegdissibility of rehearsing and developing
individual scenes, but this idea was dropped in favor of rehearsing full plays instead. As the
company was not planning to stage productions for a paying audience, they felt free to select
plays which might not begpular at the boffice.

TheA c t dMoreiskiop was organized as a rmymmercialamateur theatre group. In its
humble beginnings, the group met for rehearsals and discussions in a loft behind a judo academy
which the directors had rented for around $36cath>*As Bl au recalled in 109
formed our Workshop in 1952, it was without 0
because we had principles against th&m, but b
However, the Worksh b6 s poverty became a virtue. As amat
freed from theeconomic pressures of professionalism, including the restrictive repertory
preferences of a city where the professional theatre continued to be dominated by light summer
stock fare and otdf-town tours of Broadway lst

The history of the Actords Workshop can be

the defining qualities of the theatre company

®¥A 1 r vi ngh punkdd dbwn abmut eighteen dollars a month and rented a loft behind a Judo Academy and
went about our i ngeniToalmpodsibleTheawdew Yod: Cdlker Boaks, 1964R L16.u |,
3 Blau, The Impossible Theatet26.
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company was pmarily an acting ensemble. During a transitional period from 11958 the
company began to shift focus from the actor and base its identity on the plays it was producing.
From 1959 to 1964, the mature Workshop made its major contributions to the Anibdatre

in its commitment to the plays of secewdve European modernism.

In the first four years of its existence from 1952 to 1956, Irving and Blau established the
basic foundations of the companyds studyent i ty.
group for actors, the group soon changed its function and began offering theatre productions for
the San Francisco public. By 1955, it had become a professional Equity house. The emphasis of
the early Workshop was the actor: the group was designgisid experienakactors the
opportunity to explore more challenging and v
professional theatre. The companyds core valu
would only consider playshatoffered rewarding roles for every performer in the company,
which numbered 22 members at the end of 1952. The repertoire the company produced during
these years favored European classics and plays efvArsgt modernism from Europe and
America (e.g. Ibsen, Chkkv, Miller and Williams). These plays were considered standard fare
for any theatr¢ghath ad commi tted itself to fiserious dr am:

Throughout he early stages of the Workshopdés de
served as a check on rapid expansionng) and Blau expanded their company slowly, wary of
overextending their young theatre. Throughout most of its fousteerar e xi st ence, t h
Wor kshop remained essentially a group of amat
professional statusith the Equity union in 1955, the actors did not receive Equity wages

(primarily because there were no funds to pay appropriate salaries).
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During this initial period, the young company also established its permanent residence in
San Fr anci qa theatse digtiico @rigisaklyithe group offered private performances
for an invited audience in a loft over a judo studio. Yet demand for seats quickly exceeded the
seating capacity of the loft once the company began offering public performancesubt,Aug
1953, the Workshop acquired the 2&at Downtown Temple on Elgin Street in the Market
district. As the theatreds audi encseatbMaimesi nued
Memori al Theatre i n April o fofedsiormlSheatredistridt.e hear
However, as the space at the Marines Memorial Association did not include offices or other
necessary subsidiary spaces, the Workshop continued to lease the Downtown Temple, using the
smaller theatre for studio productions uatSan Francisco freeway expansion forced the
demolition of the smaller theatre.

In a transitional middle period from 198659, several changes occurred in the way the
Actoros Workshop functioned as a t hadvdncege: t he
it instituted posplay discussions with its regular audiences (the Workshop previously only
offered such discussions for students), and it began to experiment with the newsvsae®nd
modernist dramas from Europe These out ward signs reflected a
values away from an emphasis on the actorods c
of the theatreds identity. While an ed&rsly exp
Mother Courageand Her Childrep f ol ded i n 1956, the theatreods
Waiting for Godowas an unqualified success in 1957. During this transitional period the
company also began to garner national and international attentimglhits partnership with
the Ford Foundation and when it was selected

theatre at the Worl dbés Fair in Brussels in 19
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Program, the theatre received a subsidy freenRoundation to fund productions of two new
works by American playwrights. As part of this program, the Workshop produced Sidney

Mi c h dleelPldster Bambinon 1959 and Vhe Rocks@ried®ub 10601 | 6 s
Blau also applied for and received auRdation grant to travel to Europe and study European
repertory theatres.

From 1959 to 1964, the mature Actoroés Work
repertoire of new Europeandramash i ch domi nated the Workshopos
particue r 'y in the early 1960s. These productions
contribution to American theatre in general. The smaller and more experimental of these
productions were often staged first at the Encore, a small studio theatre on Madgackne
from the Marineds Memorial, which the Worksho
one of four regional theatres subsidized by the Ford Foundation for the three years from 1960
1963, an arrangement which pushed the company to finally abangonitsi cy of fAsl ow ¢
and to embrace a rapid expansion of its acting company, performance schedule and fundraising
efforts. From about 100 members in July 1960, the company had grown to include over 140
members in 1962: with Ford subsidy, 20 staff memsla@d 13 actors were paid salaries, and
over 100 members continued to donate their time and efforts as volufitEersughout the
theatreds growth and development (which was p
Foundation theatre), some factoesnained constant: from the early days of the Workshop,

Irving and Blau (and the entire ensemble) committed themselves to the prestige of artistic
excellence, often at the expense of economic success.

19521956: Beginnings

®Barbara Bl aden, #Ac tSanrMateodimeskily 16G1068,81. Chance, 0



41

One of the first decisions mabflg the members of the Workshop was to rehearse and
prepare entire plays rather thast performing individual scenes. These initial productions in
1952, howevenyere notpresentedo the general public. Insteatie Workshomffered very
limited runs tanvited audiences of friends and colleagues. One local theatre critic, Luther
Nichols of theSan Francisco Chroniclevas allowed to attend, but only under the condition that
he agreed not to watabout the Workshop or review its production work whikséproductions
themselves remained private.

The first pr odudotel Uoversg1930) wds dfferedBlg onceyto fity
peopl e, on February se&ddprottod ohmh& awWoabkshepos
Camera(1951), was offered for two nights in May, 1952. Once again, only fifty guests were
invited to attend the production on each of its two nigrdasa a Camergroved to be the
Wor kshopoés final under groueddnpt 88 Bgonh gpeanit df or |,
of [the Workshopébés] excell ence, O0e(thagtoufoneww or e |
included 40 members) was cramming every inch
their production§®The Wor kshopo6s s mpelfdrmahcesrcauld oollongefmegtr i v a
the increasing number of audience members seeking admission to its productions.

In response, Blau and Irving decided to transform their private theatre group into a public
theatre and to open their productions to gahnaudiences rather than limiting them to a small
circle of invitees. Beginning with their next productiétedda Gablerwhich opened October
10, 1952, they also decided to advertise in local newspapers, rather than relying on word of

mouth and their private mailing list to notify potential audiences of upcoming performances.

®¥Luther Nichols, fAAnother New Li tSahFancisboecChroneleOctdberoup St e |
18, 1953, 14.
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Yet, in order to protect their budding thedi@m overextending itself by expanding too
rapidly, Irving and Blau established a formal policyioE | ow gr owt ho for the W
policy guidedd he groupé6és devel opment from its first f
emergence as the findgional Equity house to negotiate its own foohthe OfftBroadway
theatrecontract with the union in 1958 part, this policy forced the company to be very
selective when adding new membdtar example, though Irving announced in 1953 that he was
i retsegred in acquiring new members for his grou
represented only about 10% of the actors who had auditioned to jovoitkshopin the first
three years of tHe companyds existence.
The policy of comnitalWorgshop mentbers smdgdan practice of
self reflection: it was important that the group constantly monitor not only its collective talent
(which continued to devel op an-geartist@y)tealsda hr oug
its limitations. Though the Workshop selected plays with roles that would challenge the
ensemble to develop as actors, the company also collectively agtetedindertake projects
which lay beyond the abilities of the actors and directors to produce. To that enddirecigd
the first four productions at the Workshop, while Blau was still learning how to direct.
In early productions, Irving and Blau both relied heavily upon their wives and upon
Irving to carry lead roles in Workshop productionsl &am a CameraPiiscilla Pointer played
Sally Bowles, Irving played Fritz, and Beatrice Manley played Natalia Landauer. Manley played
the title role inHedda GablerIn Blood WeddingManley played the Mother and Priscilla played
the Bride. InPlayboy of the Western WorlBointer played Pegeen Mike and Irving played

Christy Mahon. IrSummer an@&mokeManleystarred as Alma Winemiller. Meanwhile, other

% TheresaloebGw, ALi ttl e ThemtFra Moeiwsdakh@uiabiBasugus 3001953, B3;
TheresaloebGe, fALi tt | e Odkland TribuneAprié24,51956, B3.



43

company members soon distinguished themselves as valuable, core membeéréwfrthes h o p 6 s
acting ensemble, such as Stanesks Tom Rosqui, Joseph Miksak and Norma Jean Wanvig.

Founding member Richard Glyer emerged as the

the companyds technical director and set and
the soundand musicor t he Wor kshopodés productions, and J
mi stress and designer. To combat the temptat.

advertising copy or interviews in local papers, Irving insisted to local newspapers that the
Wor kshop was dAstill in the stage of incubus an
politely requested that drama critics refrain from publishing too much about the company or its
productions until it had been given two years to gestate and dé¥elop.
In addition, despite enthusiasm for the tra
commercial theatre, Blau suggested to Irving that perhaps the company should still retain
something of its original commitment to actor developmafier the production bl am a
Camerain 1952 Blauproposedo Irving that the company, in addition to their new plan to stage
full productions for the general San Franciscan public, should develop a private program of
scene performance within the compaiie suggested th&vorkshopmembersvould prepare
scenes and perform them tbe rest of the Workshop company for review, discussion and
critique.Blau thought it important that members of the Works$lopuld continue to hone and
expandheir skills outside the pressure pdiblic performane. Blau wanted to avail himself of
this opportunity in order to develop his directing skills. Up to this poinhauebeen serving the
company as a dramaturg whileilrg served as the directdlau acquirecexperience as a

director in hese training sessiobgfore taking on the responsibility of directing a Workshop

BTheresaloebGw, fALi ttl e Theat er OakiandJribundDe@EmbBe2s, 1952, A5S.t uf f , o
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production.Other members of the company also used these training sessions to develop their
talents: Robert Symonds, R. G. Davis and Lee Breuer all joined the compangrasadt
subsequently | earned to dir ect.BlaudatetréflectedVor k s h o
that this Aworkshop programd was a fdAsalvation
spirit alive within t he sparecdibptaeerypéoduatibfisnever ti m
As the Workshopdés audiences expanded, it b
actors needed to become an offici @dDivesadga ni z at
loft soon became a problematic liability: thgace was small and could only accommodate 100
audience membeisand t hat required the directors to vi
the space and blocking the fire escape during performances. This dangerous arrangement
rendered the directofsancially vulnerable, however: should anything happen to their patrons,
they alone were responsible. The theatre was hardly generating a profit, but the directors
realized they needed to establish the company as a legitimate business. They striiggjlénl at
incorporate, foras Blaurecallsinobody woul d insure u89% not eve
Finally, Irving and Blawsucceeded iestablishing th&an Francisco Drama Guild on March 3,
1953, issuing $10,000 of stocks (1,000 shares at $10 each).
Increasing audience size also forced the company to seek larger accommodations for their
productions. In August, 1953, the company acquired a new theatre at 136 Valencia Street, with

an auditorium entrance at 37 Elgin Street. The concrete frame building, thDo wnt o wn

Temple, 06 was originally a Ford motor car stor

% Blau, Imposible Theatre164.
“OHerbert BlauAs If: An AutobiographyAnn Arbor: University of Michigan Press, 2011), 153.
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to a church and thento an arenathettre spi t e t he spaceds design,
performances show that the company used a flat backdrop andorta number of their
productions, suggesting that the Workshop often utilized thrust or proscstylantstaging in
productions, rather than aresgyle staging.
The new Downtown Temple space could seat 250 people, more than twice the maximum
number he directors could cram into the Divisadero loft. The company opened their new space
with Lysistratg starring Norma Jean Wanvig,October, 1953 T he sel ecti on of Ar |
comedy was a matter of both princioplte (tBlea wcd sa
of dramatic |iterature) and expedience, as it
were expecting more to do, around scene projects, than painting flats, running props, or even
cleani ngBlt i, ed\se rd ¢ beariegofeach @ag onithe potential of the
[ audi en c elysjstatg ahdyming theepthy to comment on local San Francisco pdftics.
With this production, the company began to experiment with Sunday evening
performances. Previously, tNéorkshophad been offering performances on Fridays and
Saturdays only, as it was difficult to draw Bay area audiences out to the theatre on weeknights.
The Sunday evening performances, with an early curtain at 7 p.m. (on Friday and Saturday
nights, performances ban at 8:30 p.m.), were designed to cater to local students, who might not
be able to attend the theatreds | ater perform
In February, 1954 hie Workshop produced their first Arthur Miller pldyeath of a

Salesmarat theElgin theatre. Irving directed and played the role of Happy. Maurice Argent

played Willy, Muriel Landers was Linda, Tom Rosqui was Biff, and Richard Glyer performed

“Barbara Bl aden, AAct or sd Wor ks ho Ban Mateo &gimeDaderdbert50 Decent 1
1959, A8.

“2Blau, Impossible Theatrel52; BlauAs If 178.

*Blau,As If, 152.
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the role of Uncle Ben. With this productiddan Franciscaritics tooknote of the rising
standardsopbr of essi onal i sm in the company. Though a
already brought the play to San Francisco on tour, Theresa Loeb Cone, head drama critic for the
Oakland Tribune o pi ned t hat At hi s gr gedopnvestithe thageathyat e ur s
with even de e’pThoughshe fipdgiinf Warkshog veas anly two years old, the
production ofDeath of a Salesmaemonstrated that this amateur company was already
exceeding the professiomapr acdwctiingn.t hfe@nlry 60Xt
superl|l atives could convey this showds excelle
well as the staging and light design of Ralph McCormic. Indeed, Cone suggested that the
intimacy of the small Elgin space, whildtked an orchestra pit that might otherwise distance an
audience from the action on stage, contribute
illusion of participating in the Miller drama, to which [Irving] managed to give such universality
that hardly a viewer can escape i dS8aesmajithecat i on
Workshop once again offered Sunday evening performances for students at 7:00 p.m.

After productions of Chekha@v$he Cherry Orcharddirected by Blau)Noel Cowadd s
Tonight at 8:3Q(in which Stan Weese made his directorial debut with the company), and the
humorous i ncongr ui Oedipus Rewphahe anonymgoussiegidval ferdnehs 0
farce,Master Pierre Patelir{both directed by Blau}he company mouad a second Miller play,
The Crucible on December 3, 1954. The play was an unqualified hit for the Workshop and
helped to launch the theatre to professional status.

Though another Bagirea theatre, the Peninsula Little Theatre, had already announced

their upcoming production of the play, the Workshop production opened first, making the

** Theresa Loeb Q®, Death of a SalesmaBi ven Best SQakland TriuneSarch B,4954, £18.
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Wor kshopds production the West Coast premiere
(who had first appeared on stage with the company in 1952 as Lovhdegida Gable),
directed the Wor ks @rucipl@whichpstarced lwving as dohn Pmdtor and
Pointer as the antagonist Abigail Williams. The program for the production credited no stage
designerfomf he Cr Wail moesd@s bar eo st afgdunam pbackdropanda consi
few minimal props such as a bench, a lectern, and a stool. Yet local critics averred that the
excell ent production presented the play with
Arequire el abBrate backdrops. o

Resmnse tolrhe Cruciblevas overwhelming. On January 2, 1955 (almost a month after
the production had opened), Theresa Loeb Cone reported@aitt@nd Tribunehat
performances were still fAconsi §Betmeteddpf sol d ou
Jmnuary, the run of the production had been ex!
attended that peopl e ar e *Canepredidedtheproducioh every
would have to be extended into March; she was incofiféet Crucibleranfor four months in
the Elgin space before being transferred to a new, larger theatre where the Workshop continued
performing its hit production. Thai the Workshoggtill limited performances to weekends
only, by April 1, 1955, the production had been seen by over 10,00@rBaytheatergoers and
had sold out 45 times at Elgin Stré&t.

The soldout run ofThe Cruciblemay also have helped Irving to negotiate officia

recognition of his c ocebrpasyd9p5inang ravetedl to NesviYarkn a |l i s m.

“Theresa Loeb Cone, fAAct or 6 sTheWecikes@akignd TfihunePecenibe, Top St a (
1954, E30.

“Theresa Loeb Cone,
““Theresa Loeb Cone,

A Ex p er Oaklad @riblineJAnidrw2H1955,fC13L . T . Expansi
iLi
“HActor Wor ks ho pLodiNewsS

E
Litt | eOaRlaneTaitueedanudry 28s1955B8.ni ver sar y |
entine] Aprildl t1856,112. o
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City to meet with representatives from Equitye professional theater union, while Workshop
member Rudy Solari temporarily stepped into the role of John Pr&stdpril, Irving had
managed to acquire professional status for his theatreAThe or 6 s WastheKirst bffo p
Broadway Equity house outside of New York to negotiate its own contract with the union rather
than to accept the standard union agreeruerdff-Broadway houses. Only five of the
company6s members were signed to Equity contr
Fry and Maurice Argent

The Workshopds unigqgue contract | iberated i
standardates of pay, allowing thieatreto continue to maintain a higfuality repertoire and
companywith the gloss of professional stataespite the fact th#ttroughout its fourteegear
existencethe Workshop could pay iteembers very tile. As late a4959, only two members of
the company were receivinga flli me sal ary, and the weekly sum
salaries (including the five Equity members) was only $2®uen Robert Symonds, one of the
most valued members of the company as hotbr and director, could not be paid a living wage
until 1960, when the Workshop received a grant from the Ford Foundation that included an
all owance for salaries for three of the ensem
Alan Mandell, was unpd; he lived in the back of his office at the Workshop. Gale Herrick, a
retired businessman, served as a business advisor to Irving and Blau for the nominal sum of $1 a
year. Herrickés salary doubled to $2 im year w
|l ate 1965. Yet the Workshopbés relative povert

theatreds artistic iTmetinggssibletTyeater Avsh iBll e uh e xvwd wli ch

“AEquity Contracts Si gOaldadd ThbyneSprilE8, 1986cE2R r s 6 Gr oup, 0
®Barbara Bl aden, AAct or sd Wor ks ho Pan Mateo &gimedDaderdbert5o0 Decent 1
1959, A8; Joseph ZeigleRegional Theatre: The Revolutionary Stéyew York: Da Capo Press, 1973), 54.
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|l i ked to see most of our pe ogwiteutgakaiypdresened | f r o
the artistry of the actoiisand the theatreasawhdfevhi | e Bl au felt that Af
profession are prone by nature to incur risks
opinion and tolbeavargdf, d moeoutiightihastlbeltoe what has not yet been
approved b3Thefacthhatithe Workshom, from the first, had no expectation of being

able to provide even a basic subsistence wage to its members, freed it from the temptation to

appeal to public opinion and resoras so many regional theatres ditb producing the kind of
mainstream, reliable plays which had already proven their marketability on Broadway.

I n addition to elevating the ydroingplsony ds st a
managed another coup: he found a new home foMbrkshopi n t he heart of San
professional theatre district. In early 1955, Irving acquired the use of thee@Btheatre at the
Marines Memorial Association for tlempany Located at the intersection of Sutter and Mason,
the new space at the Marines Association was two blocks from the Geary theatre, which was
home to professional touring shows in San Francisco. The Marines would serve as the
Wor kshopds mai ndtuaaqd itome aotfert hfeorc otmpeany 6s exi s
and subsidiary spaces like offices. Thus, the Workshop retaiadtign Street spadacilities
and used the smaller space to mount productions and private performances of those scenes that
compmany members continued to use as training sessions to hone their craft. The acquisition of the
Marines, however, proved timely, as t®rkshopwas forced to abandon the Elgin space in
1956: the building was demolished to make room for the expanding Saoisemhighway

system.

*1 Blau, Impossible Theater 60.
*2Blau, Impossible Theater 60.
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Irving and Blau proclaimed the move to the Marines a triumph for the little theatre
movement in San Francisco, and commensurate with their new status as profeSsatitiakhe
directors remained practical and cautious in compaatgers: the move to Marines was,
initially, provisional. In fact, Irving announced that tWorkshopwould delay announcing the
dates for i ts n BlajorBamparawhiedthe company teStdd dhe/wasers at
t hei r newTHe maie carofiththe 6@0Iplus seats at the Marines Memorial nightly,
then the Workshop will be encouraged to produce more shows there. If not, the Shaw play and
subsequent productions will be staged® at the
The Crueible needed to be restaged for the larger Marines theatre space. As Robert Ross
had left the Workshop company, Blau was assigned the task of directing the new production,
which ran for another two months in the new space to continued praise in thd poesggh the
Marines theatre could accommodate an audience almost three times the size of that at Elgin
Street, the box office receipts continued to
this unusuallywels t a g e d p ¥ thed Warkshopso togkThe Crucibleon the road to
nearbySanta Rosa, San Rafael, and Stockédrthe Santa Rosa Junior College, the Workshop
performed the play as part of the performances offered at the Northwest Drama Conference in
February, 1955; of the three perfaances offered at the Conference, the Workshop alone played
to a full house of 700 at Santa R38@he Crucibler e mai ned in the companyd.
of its most successful and dependabl e product

revive theplay whenever company coffers ran low.

A Act or Wor ks ho pLodi NewsSentinkl Aprilalt1956,12. o

“Theresa Loeb CoNeew Daftind TribunedpriTld, 4955 B3.e

“Ther esa LOaeinoRea rse Cofmi ng t o Adakland TsibuMay 8,4965, B3. 0
fLafayette Osl er, @kidkDadydourma) Febriag 6, CH&5nP.us , O
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Though Millerds plays were perhaps the mos
Workshop, the popular American playwrights from the 19B880s constituted just one small
part of the Wor ks hop6 skKamdhmauisét,dhe Werksip® sisepert o
in this initial st ag econetmentioscanonadl dadsicdranvas,n g and
primarily drawn froowh at woul d have been termed the fimod
Workshopds repertoire indickBhuredp dwaseoffnigr satnd Bl
modernismand the corresponding naturalist/realist traditidmnch had developekh America A
ssrong preference for English and I rish works
influence upon play selection: Blau was still writing his dissertation on the plays of W.B. Yeats
and T. S. Eli ot during the f edndothhiswoademieveorks o f
and his involvement with the Workshop, Blau demonstrated a preference for the literature of the
early-20"-century avangarde. Irving, the experienced performer, director and professor of
theatre, seems to have been shapettidyprevailing climate of the American theatre in his
selection of plays for the Workshop to produc
considerably out of fashion by 1952 in the Un
atCirclen the Square in New York would begin to r
American theatre at midcentury continued to be dominated by thevéixs&d modernist tradition,
as demonstrated by the immense popularity of such playwrights as Ariller; Vennessee
Williams, Lillian Hellman, and William Inge in the 1940s and 1950s.

The dramas of the first wave of European modernism, which had inspired Miller,
Williams, Hell man and others, dominated the W
four years ofts existence, 1952956.The t heatreds first productior

was He nr HdddalGhbtemvhidh ®pened October 10, 1952. This was followed by
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producti ons @dlod®addingDecemnber,r1@52),0l 8. 8yg ePlayboy of the
Western WorldFebruary, 1953) anDierdre of the Sorrowghe first American production of
the play, i n NovembeThe Chér9 6rehardJund, ids4),Sea@h e k hov 6 s
0O 6 C a sPeunda Demanthlso in November, 1955, as paftadoublebi | |  wi t h Synge
Dierdre) andThe Plough and the StagsOct ober , 1956), MissduiAugust S
(starring Viveca Lindfors) an@ihe Stronge( the two Strindberg plays were presented on a
double bill, in September, 1956). The compaisp produced traditional classics of the Western
canon, i ncl TheMiseg JMianlei, rledds3 )Lysistratg i sStogpphhoacn eess®
Oedipus Rexand the French medieval comeiife Farce of Pierre Patelifin October, 1954).

The Wor ks hreferénce foe Europegngylp over American plays reflected
Bl auds dhesahtampararyf American drama, a disdain which he voiced in his academic
work. Inanearhar t i cl e, MAThe Educat i onEdacationblAteatr®| ay wr i
Journalin 1952, Blawcritiqued the American drama for lacking imagination and digHifshe
problem with the American drama, wrote Blau, was its ambiguity, which stemmed frakaf la
rigor and responsibilityAmerican playwrights were simply not required to malecisive
choices or to resolve the dramatic attans which they had invented. Yet despite the
predominance of European plays and Bl auds di s
repertory did include the works of major American playwrights in theseféur years. The
company pr o deaheid SMasrhamdTheé Gruciblen February and December,
1954, respectively. The Wor k sSuanperand SSmokepr oduc e
1953, andcCaminoReal n 1955, a n dTh&-lowefing Beaahin 1056et s 0

1956:1959: Transition

*Herbert Bl aun OAfT hteh eE dRilicatipnal ridieatre Jourod.1 (March, 1952), 6.
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1956 and 1957 were years of significant change for the Workshop. In 1956, the
Wor kshop pr oduc dotheBCeurageand hetBildrencatyg¢adlager, they
produced SanMagngforBedotR@éesés productions constitu
first experimental foray into plays of second wave of European modernist drama, which would
subsequently become the defining mission of t
secondwave modernisté&rmas of Europe ultimately constitut
contribution to the American theatre. The second of these two produttfaits)g for Godotis
perhaps the most significant production in th
first launched the Workshop to national and international attention when the company was
selected to represent the professional Americ

The Wor ks hop 0Mothgr Caurdhgenas lese succesdful at the bokiaef but
still a significant milestone in the American theatre. FoMiaekshop was the first professional
theatre to pr odatleeCoBage andbhertChilBreaneAméritadHoweverthe
production was poorly received by an audience largepyepaed for the Epic theatre genre.
Blau was already familiar with Brecht through the critical work of Eric Bentley, the primary
scholar and translator of Brecht in the Engl:i
Character St upublishedin 1954 érheDoumahaf Aesthetics and Art
Criticism, he reveals that he had dnlSeaechaf Jheatre ad Bent
(1953)®*Bent |l eyds text included a chapter on Brec|
European productiaof Mother Courage

Nevertheless, it seems that the Workshop did not know much about the particular play. In

Aslf Bl au insists that he Ahad barely heard of

®Herbert Bl au, AA Ch a dourcd & Aestiiics ahyArtCfiticishthlg19%4), 5H8.Blaw
guotes Bentleybés book in a footnote on page 53.
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Francisco Statéand a fellow playwright) James Schevill suggested thetplaym. Schevill had
wi t nes s e gperfMmande asyMadame Ranevskaya@he Cherry Orchardand became
convinced that she would be excellent as the eponymous Colragetterof 1954, Schuvill
asked Blau if he had re&ddother Courage o bserving, AThis, it seems
wonderful role for your wife and a play to think about dairiy
Two years later, the Workshop produdddther Courageln orderto beasfir e v e ent 0
B r e c hid tideatraretipeir production oMother Couragea s t hey <todietitdhe, t hey A
theories and struggleo the limit of our naive®our ces t o defpcsty @B ar sel ve

Yet the Workshopb6s good intenti othescompanye hampe

lacked theamodelbiicher or mode |l book, which provided the
how Brechtds plays were perfor medAsiftathehei r i n
woul d have | i ked t o bdcauseevenkvaso littie bf 8reamtoAsidelfronb o o k

tips from Eric Bent | €%Thoughl eolieetionobsix madel baoksc h ar o
had been published by the Berliner Ensembl e i
indicate that he did not have assdo the collection until 1957.

Just as Schevill had suggested, Manley was cast as Courage. Eugene Roche played Pete
the Pipe, the Dutch cook who joins Courage. Robert Symonds was cast as the Chaplain. Sean
Young played Courageds el dest son,ortreyalbfi f, and
Swiss Cheese. Jinx Hone was welteived as Catherine. In an attempt to reproduce Epic

Theatre staging conventions as the company un

*¥Blau quotes ScheVil6 s | Astf 208.r i n

%9 Blau, Impossible Theaten 03

®1 Blau, As If, 187.

“Her bert Bl Mather CuBagee cThhted sRi t e of War BdoadtionahTheatR doyrnah m of E
9.1 (1957),11 0 . I n a footnote on prauguaredordonjth mEnypictures,®famet s t hat
European productions has been published by Brecht and his colleadiresiararbeit: 6 Auffihrungen des

Berliner Ensembleé Dr e s d e n, 1952) .0
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production was as sparse as possible. The stage and lighting designestyHaron, was
simple: the stage opened onto the theatreds b

action. Props were simple and spare. One reviewer complained repeatedly about the simplicity of

Couragebds wagon, whichubBedwiashadidhem@Wor ksbkgm
fortunes, 0 altering its appearance throughout
fortune® | nstead, the wagon was the same throughou

also quite plain: simple garmentsriiuted tones (the same reviewer complained about a lack of
color in the production). No makeup effects were used to age the characters throughout the show,
and their faces appear bare in production photographs. While Blau recagdfthat Manley
wasdl e to convey Mother Courageds aging, her A
the play, reviewers in 195061 lketheploms,stagnd, atdhat M
costuming never change®i! found no r eas onuldnbthavdkemedher Cou
more perceptibly during he%intieiRcritgesafthestagings s er t
conventions, the local critics reveal their confusion over the nature of the play. The critics
expected the Workshop to mowother Couragess if it were part of the naturalist/realist
tradition of plays, which had comprised such
theatreds early years.

The actors6é performances may have been res
thoughitt s uncl ear i1 f this choice was the result

performance was critiqued by two reviewers for her repetitive use of a particular gesture or

movement of her hands: Pai ne Kni ckeehalesank er co

®Paine Kni cMoteer Goaragé &r Wo ii k s h o an BrédiscohronitléJanuary 17, 1956, 21.

% Blau, As If, 204.

®“Paine Knickerbocker , f Mbittheh dBRanNaantseo Carmicldanuarg29, a Last
1956, 9.
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voice, 0 andCoiebhles esaed oelhat Manl ey firelies too
detract frofiBoeh pontraytaédoManl eyds work wit
performance as the Chaplain. As the heroine of the pimeage is far more central to the play,
and those repetitive gestures may have been an attempt to establishgasteiior Courage.
On the other hand, what the reviewers observe
multiple sclerosis. Ap as Blau has recalled As If, Manley was already beginning to experience
Adebilities in her bod¥d during rehearsals fo
In part, the foreign nature of the Epic Theatre was to blame for the cool reception of
Mother CourageReviewerswereipr epar ed f or the experience of
Inhisreviewj t s headline touting t heKnigkerbodkerct i on as f
complained that thetular heroinewasinot endearing € a target neil
admirationd®® Thissuggests that Méne y 6s per f or mance actually exe
verfrendungseffek, offering audiences neither the satisfaction of a sympathetic heroine whom
they could cheer, nor an unsympathetic villain they could condemn. IKfackerbocke 0 s
assumptiohi bhh®anhayg 6 serimpsrliesdhe weaknese df the drama
indicates that at least one audiemsember had missed the point of the Epic genre; rather than
emotional identification, the audience of the Epic Theatre neuable to critically evaluate
events and fifform an opinion. o
The pacing of the play, which Blau and his actors had carefully scored so as to enhance

the alienation effect of the play, also upset

®Paine Knickerbocker, @ Mbittheehr 6BRafdehnsseo hranicldanuarg29, a Last
1956, 9; Ther es aMdhereCouraG® n b | o i MaktandiWabbingXanuary 14, 1956, DA4.

" Blau, As If, 204.

®pPaine Kni cMoteer Goaragé &r Wo ii k s h o an Bré&tiscaCGhroractelanuary 17, 1956, 21.
“Bertol t Br ec htBrechH @itTheatre:tThe®evelopmentof an Aestheticand trans. John Willett

(New York: Hill and Wang, 1957), 121.
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devotingmub st age time to context and exposition.
omnibus, verbal novelistic character of the play became more and more active, visual, empathic,
concentrated and diBamelieiedthetearlwscenssretddsignecetm d . 0O
alienate audiences from the action, to prevent sympathetic identifitadmithat critical
distance could be maintained throughout the productions, even as the emotional crises of the
deat hs of each of Mot hetoundeomine thegepi®gsialitgdithd dr en t
play. Unfortunately, the San Francisco critic
structural necessity of this slow initial pace. Knickerbocker complained of the boredom and
confusion induced by thi's o me what t.¢Hhensoa pl@agb Cone agree:
is far too drawn o ut?Defending sislenueeyd7 review,i t at i ngl y
Knickerbocker observed that the Workshop had misrepresented the subdued pace of the play
whentheytoutedi as a fidramatic earthquakeo in their
written).”

The overstatement of the playbds tension an
by t he Wor ks hAonounang theaplai as tin antgr piece, the Workshp 6 s
advertisingoversimplifiedthe irony and complexity dflother Courage | n Br echt 6s pl
both a product of an acquisitive culture and a condition which perpetuates acquisitive capitalist
values. Thus, Workshop audiences arrived expecting an attack upon war and encountered
somet hing el se entiprleliynt HKnhiactk efirt bhoecrkee rhéasv ec cone e

sharper weapons against waro was not misplace

Bl au, fvbther Courage® 5.

“"Paine Kni cMoteer Goaragé & Wp r & s h o p Sad Franciscd Ghidriiclelanuary 17, 1956, 21.
“Theresa Loeb Mothar @ouragi\ il tl roir d®akiandWabungXanuary 14, 1956, D4.

“Paine Knickerbocker , f Mbittheh d6BRanNeakantseo &monicle Faouargy29, a Last
1956, 9.
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Bl aubs didactic program note foradobkiéedtpr oduct i
ameliorate the situationt dfferedlittle more than a brief introduction to tii@eign Epic style
painted in broad strokesnd constrained by the distancing el
foreign locales:

[The Epic theatrejvas to be a sociological theater, scientistid &actical, opposed to the

spirit of illusion and magic which had been the prime sioetkade of drama since it was

born out of the Greek mysteries and again out of the ritual of the Church. It was to be,

furthermore, a didactic and critical theater, vehall the conventions of the stage would

functononbeh | f of manés “alert intelligence.

Blau offered a brief introduction tdother Courageas a pl ay fAGedimanoni cl i n
Thirty Year st Wat ,Ohebskavaedt er s Abatfadedtmoder n i |
suggest to Workshop audiences the significamaelevancef the play for San Franciscans in
1956.Despite the fanfarant i ci pati ng t he Amer jMothenCoprage mi er e
closed aftepnly seventeemperformances.

One yeardter, Blau published a reflective article on the production in the March, 1957
issue ofEducational Theatre Journghow Theatre Journglentitled,Ai i Mot her Cour ageo
Rite of War and the Rhythm of ko In the article, excerpts of which later appearedothThe
Impossible TheatrandAsIlf Bl au bl amed the critics, the Wor
culture in general for t heVother Goyragea diasri Iryt uall o sawn
trust suit of our c o mrathmietsaMotrerCourageattacksnot st at i n
only war, but all forms of sub d°8auwirisistedthat t o t h

the play had to be closed early because San Francisco was unwilling or unable to face the fact

that Americads economy was Astructured on the

“"Herbert Blau, fAThe Epic Theatre of Brecht.o (program 1
Bl au, fiMbther Courage® 8.
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destiny of our timeeéalteddegeskdowiteit usel Whau
want t® hear. o

Whet her t he Woswartdl o pearsit oratpthe theatrecmeunted another
new European drama t he f Waitihgfov Godg Thyughathe 1955 a mu e |
producton of Waiting for Godowas a seminal moment in the history of the Workshop, this
production was not the American premiere of the play. The play had premiered one year earlier,
opening on January 3, 1956, at another regional theatre: the Coconut GrinaiBdaiyp Miami
Fl ori da. The premiere was directed by Al an S
work in America. Schneiderds production faile
failure in Miami depressed me more than any experience had in the theatre, though | had
from time to time anticipated its”  pndaumtembi | ity
producer Michael Meyerburg transferred Schnei
albeit with both a new cast (steug Bert Lehr and E.G. Marshall) and a new director (Herbert
Berghof). Brooks Atkinson, reviewing the production Tére New York Timefound much to
praise in the cast, but was more guarded in h
Waiting forGodotis an uneventful, maundering, loquacious drama, Mr. Lahr is an actor in the
pantomime tradition who has a thousand ways to move and a hundred ways to grimace in order

to make the story inter es tiThogghtheapdodctiohalgtam i c al ,

Bl au, fvbther Courage® 8.

"Al an Schneider, fAWaiting f dasebBakorkWalitiripr Godot é@l.eRuby Gahra |  Chr o1
(New York: Grove Press, Inc., 1967), 57.

Brooks At ki nWaitingfor@dBletc Myt &@s y Wr apped NewYork filmegdprdk. at Gol
20, 1956, 21.
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for 60 performances in New Yor kcauseRélgbnan r ecal | s

New York, o and that it was fisome time before
The single most important and bé&sh own pr od u c t iWorkshap,Godoth e Act o

also became the foundation upon which the San Franciscan company began to establish the basis

of its mature artistic identitynithe summer of 195@fter Mother Couragebut beforeGodo),

the entire company engaged in a discussioneftt heat r eds mi ssi on, purpo

this time, the company was becoming restive:

reassessment of purposed as Workshop members

AWhy does The Watddesitireally want? Wisat ddes&? How dol fit

i n%Tie directors were aware of the growing need for a clear statement of identity and

purpose, but could offer no definite answérd: he hi st ory of The Wor ksho

action,notconsi ous of its own working out. ¢é we had
€ Random in origin, the theater had begun to
but that still needed definition. ®@aestilwor k co

heterog®tneous. o

After this seminay the Workshoplecided to institutés first planned season, in which
the plays to be mounted were selected in advance ratheadhaot throughout the coursef
the year. Th@rogranmed seasononstituteda s hi ft i n the Workshopds ¢
the actors and towards repertoire as the sour
his literary focus, was a proponent of the planned season. He suggested that the Workshop

should use the pgrammed season as a kind of platform, engaging individual plays in dialogue

9 Blau, Impossible Theate235.
8 Blau, Impossible Theated 70-171.
8 Blau, Impossible Theatre169170.
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wi t h each otpgedormareaitdelf anwactivity af aitiqée, with one production
reflecting on anothei®® The planned seasdherefore changed the Workshop: the conypan
began to craft seasommswhich individual playsverebe selected for their contents and themes,
and placed in juxtaposition with other plays in the season. The program notes which Blau was
writing for Workshop productionalso evince this shift, beginning darect the attention of
Wor kshopds audiences consistently toward the
Waiting for Godowas part of the first season in which
explicittychoset o ref |l ect t he ¢ ompanWaiisgfov@otoftlees . Addi t
Workshop also instituted its first pggkay discussions withis audiencs, thereby inviting the
San Francisco community to interact further with the theatre just as the thegaretb solidify
its own identity.

Blau directed the production &fodot which opened February 28, 1957. Eugene Roche
and Robert Symonds, praised for their work togeth&tather Couragestarred as Vladimir and
Estragon. Joseph Miksak perfomed the ofl®ozzo and Jules Irving was Lucky. The boy who
serves as Godotods messenger was played by Mik
designed the setting, which was minimalist and bleak. The single skeletal tree, its branches
drooping, suggested a graspiclaw or a withered hand. A wine cask, half sunk into the ground,
is almost indistinguishable from the mounds of stones that separate the acting space from a dark
backdrop painted with the occasional horizontal streak of light. A wire strung betwepnléso
at the back of the stage suggested a tightrope, or perhaps the remains of a fence. Once again,
Jean Parshall designed the costumes. The tramps appeared in dusty oversized Chaplinesque suits.

l rvingds Lucky was cr own e dflongicrinkled ehitbhait. The c ap an

82BJau, As If 209.
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costumes and the set (particularly, the Works
Bl inbs premiere French production, photos of
on tour in Germany) were includedtnhe Gr ove Pressod first edition

The Workshop balanced this bleak atmospher
emphasized the inherent humourinthepkan i cker bocker found the pro
when it played in San Francisch;e t rampsd fAamusing bickering ar
boredomo aonftfiedoetde atno PraeidnfaryeexhygtWagreer 6s s
praised the fAsuperbo cast for their energy an
ofsyttering brilliance in his brief moment). T
circus, o0 and Blaubs direction Hkegplayitmbued t he
reflected both fna fearful | on e ldastebbosnneasnd t he
which expressed itself in ebullient&Though not the American premiere of the play, the
Wor kshopds approach to the play seems to have
Beckett production in America, as critical reception of sgoent performances indicate.

I n subsequent years, the Workshopds mature
companyods productions of the new European dr a
Bl aubs progr am n o Waiting forGodb h ee ngri ad wedt, i adirwhof i s G
indicates that the company was convinced that the new drama would be key to its emerging
artistic identity. The program note challenged San Francisco audiences to ask themselves the
same questions which were circulatingintde r k shop: AWho am | ? What a
Waiting for Godatthe program suggested, offered a kind of answer, for the play contained a

valuable lesson about the virtue of selk a mi nat i on: AAl ways there is

8 san Francisco Chronicjé=ebruary 28, 1957, 20.
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impressionwe exist;tu habi t i s the great deadener. 't t a
us human, and c on s*ThedMorkshap filsomftered its firsn@gegy t y . ©
discussions after performancesWiting for Godot suggesting that the theatre was eatpest
seeking to delve into these questions of identith its audiences.

Blau, who had written the program note, renewed the attacks on American culture that
he had made in his article dfother Couragdwhich emerged in print simultaneously with the
Works h o p 6 s p rGodol Ee suggestedaiat European literature offered an antidote to
right American wrongs. Habit, fthe great dead
the fimalady of the [contemporargdnfagsei:om os mi &1
the enormous buf f oo®ATausinuredAmerticans acquizsted tonnjusticesl | . 0
which betrayed their humanity. As an example, Blau pointed to local current events: the abuses
of McCarthyism in Hollywood, where publicatiohke Red Channel§ublished in 1950)
perpetuated a blacklist which |l asted until th
tmewasting activities (their fineurotic gameso)

cul tur als

Clrrgns events seameato demonstrate to Blau that the cultural hysteria of
McCarthyism had reached a fever pitch in 1957. John Henry Faulk, the humorist who had been
fighting to end censorship and the blacklist, had been labeled a communist lyinigiNew

York organization AWARE, Inc., in February of the previous yean act which had resulted in

his firing from CBS in September, 1956. In 1957, Faulk sued AWARE for libel. Though

AWAREOGs | awyer s (-comnitteeicdunselgRoyMCohDanratagey taydhe

%Herbert
Bl au, 0
8Bl au, 0

Bl au, AWho is Godot?d0 (program note)
ho is Godot ?0
ho is Godot ?0
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trial for five years, Faul kés plight remained
Edward R. Murrow openly supported Faulk and helped finance the long trial.

In the face of this cultural hysteri/aiting for Godobffered amodeloi good c | assi
discretion, o which could fAteach ¥Tlsethicloframear e an
of |I'iterary reference in the program evinced
experimental or avargarde, also belonged the classical canon of the western tradition. The

director fr amed Gpdotandéis noveMatonme DiegticekGeovetPess had

just published Beckettds English translation
greatest Enggh-l anguage poets: T.S. Eliot, W.B. Yeat s,
reflects the influence of the directoré6és acad

Blau was breaking new ground in the American theatre as he fused pedagogasnchth
production, applying literary theory to his direction of plays.

Waiting for Godowas a hit in San Francisco; however, the single most famous
performance of the Workshopdés production (ind
in the year, under very different conditions.
toured theiproduction to an unlikely setting: San Quentin State Prison. The performance by a
professional theater company at a maximum security prison was almost without precedent; the
last time a professional performer had visited San Quentin State Prison had b2&8, iwhen
French actress Sarah Bernhardt had appeared®fti¢osvever, this was not the first time

Waiting for Godohad been performed for prison inmates: in 1954 an inmate at the

87 Blau reveals his background in English literature in his program notes, and his proclivity for dense references:
AfTeach us to care and not to c¢ ar AshWedeeadayhe fiisspodmo si t st i |
written by the poet uponisiconversion to Anglicanism. In it, Eliot presents a figure who has lacked faith in the past
struggling toward God, much as Blau suggests in the program noteatiatcan reform American cultural

hysteria.

8 Martin Esslin,The Theatre of the Absu(@arden City: Anchor Books, 1961), xv.



65

Luttringhausen prisom Germanyhad received a copy of the French plagnslated it into
German, and cast and mounted production for his felfdws.

Still, the small cast and crew were nervous about their audience of fourteen hundred
i nmat es. AFrankly, we were scared to death, o
cowering the story for the prison newspaper,3a@ QuentinNews A You had never s
this type of play, and we ha d SanQuentnlaskedan y ou
stage, so the Workshop perf or maaaudignte®f dr ama on
A mu sneeh, bicepsover | owi ng, who parked é on the aisle
s t u’¥The réstless crowd soon discovered their expectations were going to be disapipointed
but were fascinated by the production. Within twmutes the inmates were hooked, and at the
playdés end”? fAAIl shook. o

The Workshop production @odotwas an unqualified success at the prison. Two
separate reviews were published the next day iS&meQuentiiNews the prison newspaper.
Thefrontpage r evi ew, #fAWorkshop Players Score Hit He
strength and solidarity as an ensemble, suggesting that these were the values which the inmates
most admired. Yet it was Irving, as Lucky, who was again singled out for spegar ai se. filt
Lucky who held them here. Lucky. No oh@and everyone in the world. In juxtaposition with the
other characters, Jules Irving made this neuter sowfdiagl more real than life, or as nebulous

as Godot. The frenzied monologue at the @nithe first act brought a spontaneous

8 William HutchingsSamuel Beckettds Wai ti n@Vedtport, CTGRrakbget PubliskeriRef er en
2005), 82.

YAWor kshop Pl aye Sa QSeotia NesydNdvémber 2Bel95,, 10

“Et aoi n Shasdfh EirsiN ifi dire Bas Quentin Newdovember 28, 1957, 3.

“Etaoin Shr dl u,-Nifidvte Sa Quertid NeadNoFembes 28, 1957, 3.
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demonstrati on f r om®larethry, pving graciauslydprasad the auidienc . 0

of i nmates: MAResponses were rapid, spontaneou
groups ithas beenourpleasur® ent er t ai n . oGodotivadtbecome a cuwal we e k s
force at San Quenti n, P ekzezt ot 0 sO rvid theribdgT h i n K !
yard?*

Inmates at San Quentilike thoseatltit r i nghausen, identified w
intermindle waita s we | | as lrvingds Everymdbutldigl di dno
the symbols,d report®dnonlki $ npnlaa e alifect@lraphed s
Blau realized thathe absence of memory was also a¥ifReleased from # burden of their
private histories, Vladimir and Estragon at least were offered thediapeating anew at each
moment.The virtue of uncertainty, the value of waiting, and the possibility of continual renewal
even amil the wreckage of bodies in thec h a r n edf thennmdes egiuched a chord at
SanQuentin Godot hi mself was no mystery: AGodot i
of theSan Francisco Chronicle Anot her sai d)fAfRéléogothaclut si de
tomorrowidi ghbtbesa adding, AAnyway, maybe th
Maybe next month, ornextyeaio r whenever . Like the®Tan said.
Workshop performance and the subsequent popularity of Godot at San Quentin became the stuff
of theatre legend; in 1961, Martin Esslin recounted the event in the introduclibe Theatre
of the AbsurdThe performance also sparked the formation of an official theatre troupe at the

prison. Rick Cluchey, an inmate at San Quentin who missed tfegrpance, was so intrigued

“AWor kshop Pl aye Sa QSeotio NesydNdvémber PBel95,, 10
“Etaoin Shr dl istN ifigvire Ban Quenid NewdNoFember 28, 1957, 3.
®Etaoin Shr dl u,-Nifigvte Ban Quenid NewdoFemies 28, 1957, 3.
% Blau, Impossible Theate231.

H Of f st aTheatre. ArtsJuly 1958, 4.

BHWor kshop Pl aye, & QSeotio Nesyddvémber 281957, 3.
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by the aftermath that he coordinated with prison authorities and with Workshop member Alan
Mandell, who helped the inmates develop the troupe which became the San Quentin Drama
Workshop.
The San Quentin production contributedhe increasing prestige of the Workshop, and
helped to launch the Workshop to national and international atteiti®é858, the Workshop
accepted an invitation from the U.S. State Department to represent the professional American
theatreat t h e aWim Brusdedmsth their production ofcodot The Workshop also
accepted an invitation to perfor@odotin New York for several weeks before they traveled to
Brussels, where the theatre company hoped to raise additional funds to help cover the expenses
of traveli for the State Department offered no funding support to invitees bound for the Fair.
Reception of the play was cool in New York. Upon their arrival, Workshop touted their
production in their adverti sinhagdhamsoroGsplaysofof t h
the century, o continuing to*Bimpihdhesiztei t e cEiorme

wasdenigratedy Brooks Atkinson aTheNew York Times wh o consi dered Meye.!

production superiolCiting his preferencefo fit he t or por, the mournful
anxiety, the heavy feeling of frustrationo in
Atkinsonat t acked Bl auds fAdeci siVwughAtkineod and fl i ve

acknowledged that the Workgho pr oducti on was fAtonic, 06 he was

Beckettds pl ay s houWatndfer Gadoivas ceraprisedof nsi st i ng t

St

obfuscationso and | auding Mr. Lahros perform

Amoonstr uohkf s &%Thaghdikinsarfoundt h e Wo r Godolficamo s

% New York TimesSeptember 7, 1958, X8.
WBrooks Atkinson,

ast TTheoNew ¥ork Himgaagush 6) 1958a22.
©YBr ooks Atkinson,

ast TTheoNew ¥orlirhesrAagush 6) 1958a22.

Brussel

to
to Brussel
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intelligent production of an uni naneperhapgtheb!|l e p
clarityyof t he Workshop | et the tragedy of Beckett

The Wor ks hop@Galotfar thé Brusgels leam was dlso criticized while the
theatre wasin NewYork il recent | yBrweaadwdy mreedu ditei o fof
Godot, 0 currently running here prior to prese
Vernon of Arlington, Virgini aNewVYorkdimesili nc anoe t h
away not only disappointed that | had not bee
that this production would represent the Unit
primarily with the origin cmhotAmeriean gither in: Al n th
origin, setting or dialogue. o If a play coul d
representative of the United States, o ¥ernon
With audiences dwindling and negativegs in théNew York Timedt became apparent that the
Workshop might not be able to acquire sufficient funds for their trip to Brussels while in New
York. Ultimately, the Equity association stepped in and provided the company with a grant to
assist them.

However, the companyds di f fnearlyEedptengber,justn Ne w
weeks beforeth&/or k s hop 6 s s ma | was to leaverfor Brgssets onnSppiemiyer 13,
the State Department contacted Irving and Blau and informed them thatéys manager,
James Kershaw, who hadcebeen a member of the Communist Party, was fiunsati sf ac!
per son. 0 TWéreadwsedrthatdershawsshould not attempt toeléfaw country. The
State Department refused to offer the Workshopsaigdy to offset the additicad cost of

flying a replacement for Kershaw from San Francisco to Mevk, nor for the cost of training

25 Dr ama Mai Gddatgnd Adbome Ot h e NewDyork firagsSEppember7s 1,958, X5.
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Ker s hawods .The pompanydethanrobligation to the people of San Francisco who,
through a lendty fundraising effort had gener ated t foethel i ondéds shar
Wor kshopdéds trip. The directors decided to acgq
pulished a letter of protest. They presented the letter to the entire company first for review and
approval as they felt any public protest must represent the unity of the entire theatre company.
The resulting letterincludes r evi sed st at ement rtisticinteniomsaAdc t or 0 s
identity in 1958:
Participation 1 n t helelAantarosticcampatéoce.R\ehrep dep e
partisan only in preserving the liberty of partisanship, in the choice of our plays and
among the members of our company. This, we feel, is the necessity of a democratic
t heater. | f our wor ktitudeasn laege part rdspangibienet i on ¢é
have no political character except that we cannot abide political censorship of our work.
The final sentence, in particular, became a guiding principle of the mature theatre. It was still a
core value of the orgarazion in 1964, when Blau quoted itTine Impossible Theatre
The comic emphasis of the Workshop production was also novel when the Workshop
performedGodotat t he 1958 Worl dbés Fair in Brussels.
were surprised bythreo mpany 6 s ifinWwWheernp rveet aptliaoyneed t he show i

European actors frequently commented on the amount of physical activity we Usedlew

York Times evi ewer who reported on the Workshopos |

inffluence of Atkinsonds opinions, insisted that i
what he had in mind when he wrote this tragic
Aartistic interpretation of t hetheatiasrexaveder s o w

three curtain call$®*

“Keith Fowler, AA History of the San Francisco Actoros
1% /Godoti N Br uNevs Yotk SimgsSeptember 18, 1958, 36.
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Thus,Godotconstituted a significant turning point in the history of the Workshop:
building upon their experimentation with the new drama, which had begun the previous year
with Mother Couragethe Workshop seed a timely artistic success. The play coincided with a
shift in the Workshopbs focus away from the a
guiding the selection of their seasons, which were now programmed in advance in order to place
plays in caversation with each other (whereas before, plays had been selected at random
throughout the year, according to the needs and abilities of the acting ensemble, with less
concern for the ideas the plays might contaBgdotwas more than a part of the firdanned
season; it was also the play which occasioned the firsigtmgdiscussions with the audience, a
practice which the Workshop continued in subsequent seasons. Thus, as the Workshop began to
feel its way toward its own mature identity, it begarehgage in conversation with its
community. The program note for the productio
for identity, and the Kershaw affair in New York occasioned a new statement (rather more
strident than i n ni9s5s3i)ono.f HRihnea |Woyr,k sthhoep Vo r k s h ©
Godotat San Quentin, in New York, and at Brussels provided new visibility for the company at
both the national and international level.

In 1958, the Workshop also began a partnership with the Ford Faamdatich would
keep the theatre in the national spotlight long after its tour at Brussels. That year, the Ford
Foundation unveiled its neRRrogram for Playwrights, and invited regiodahericantheatres to
apply to be selected to participaiéne ten theaes selected from among the applicants would
produce a new play by an American author from a list of works selected by the Ford Foundation
for production. The Ford Foundation was not primarily interested in the decentralization in the

American theatre, hosver; the Program for Playwrights was designed with the hope that one of
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these regional productions would spark enough attention that the play might subsequently

transfer to Broadway. Thus, the design of the Program for Playwrights reinforced the tributary

status of regional theatres. Regardless of the inherent conflict between this attitude and The

Wor kshopds express mission to prove that good
The Workshop applied and became one of ten theatres around the $iattxito receivefeord

Foundation subsidy. In factie Workshop partipated in the program twice: in 1958 and again

in 1959,producingSi d n ey Mhedlasiee Baslinm September, 1958ndMiriam

St o v Bhe Rotks Cried Ouh November, 1960.

Despite the Workshopds changing repertoire
was not antithetical to the theatreds mission
in nurturing and producing emergent writing talent in Americat dsifNichols had reported in
1953 that The Act dopiogde e playsrigiaspvithpalcanpanecdpatile
of understanding and sympathizing with their work and performing it as it was intended to be
performedd Blau exhorted the companyinat t er dated October 28, 195
that we need to give new plays major product.i
and we need to solicit the Dbestiongoltheesasnswe c a
many of them havaot done this before is that there was no theatre they could respect to write
f o8l auds | etter was Thelulblanerame RaviswSeptemlper, i nt ed i
1960, as a singularly farticul at e colabaraterment o
with the Ford Foundationés Program for Playwr
companyyor their audiences. Both Michael sd and St

Francisco critics and poorly attended by local audisrand closed early. This is not to say that

Ni chol s, fAnot her Ne w L i tSahFancisboeChrone|eOctdber o

Yiuther u
1953, 14. Herbert Bl au, TuMesedrawhRelied.1(1960),189. ow t h

p Ste
18, e

Bri
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the Workshop utterly failed to find new works by American authors which appealed to San
Francisco: James Scheuvill, a colleague of Blau and Irving at San Francisco State College, penned
The Bloody Tenetvhich wa wellreceived when the Workshop produced it in 1957. Local San
Francisco poet, playwright and painter George Hitchcock (who later founded and ran the literary
journalKayakf r om 1964 to 1984) wrote plays for both
theatre group, the I nterpl aye PremethduboundidThd& s hop |
Housewarmingn 1958 andrhe Busy Martyrwhich was particularly welteceived, in 1959.

Despite the unimpressive results of their collaboration in the Progranafavigjhts,
the Workshop continued to partner with the Ford Foundaltiot959, Blau received a $10,000
travel grant from the Foundation to tour Europe for a year, visiting major art theatres and
observing their rehearsal and production techniggés.a mippsoved influatial for the
theatreds future, cementing the directordés co
Blau attended productions of the works of emerging playwrights like John Arden and Harold
Pinter and acted quickly to secuhetrights to these plays. As a regional theatre, the Workshop
still did not have the economic wherewithal or the professional clout to compete with Broadway
producers for the rights to new plays. For ex
Workshop he rights to hiockA-Doodle Dandywhen the company applied for them in 1955;
O6Casey had insisted that the playds Ameri can
quick action in Europe which allowed the Workshop to secure the rights to prenttere bo
Pi n tBethdaysPartyand AiSeéemg@&=:ant Mu s gomething @ an afisicncoup
for a small regional theatre from a city on theffang Western coast of the United States.

In addition to these valuable additions to the Workshoprepeegi Bl auds trip o

the opportunity to observe other theatres at work in Europe. He was impressed by two directors
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(and their companies) in particular: Joan Littlewood and her Theatre WorkstiegpWest End

of London, and Rogd?lanchon, based in Villeurbanne, outside of Lyon in France. Both

directors had founded their theatre companies with groups of amateurs who had, over time,

solidified into permanent acting ensembles. Both directors were outspoken proponents of the

politcal | eft: Littl ewood embraced Marx as Pl anch
sympathetic to Littlewood and Planchonds polii
were willing to take with dramatic texts in order to make their palifpoints. Blau critiqued

Pl anchon for fl atteni merytVane Litdewbodfori cs i n Shake
oversimplifying the character of the English middle class in her Marxist opposition to the

bourgeoisie.

Nevertheless, Blau admired the roughlviiat y (t he viril e Agustoo)
companies as exhibiteHenmyWaRkPtd abchohéwopdosdupt e
Br endan Theélbstagmbnsd S h e | a gAhTask2keflHaneyeyas®admired the
unified productions which resultecbfn the shared political commitment of the permanent
ensembles. In this way, Planchon and Littlewood became valuable exemplars for Blau of style
and Aliving theatreo: APl anchon é proves, as
we mean by thadead term living theatre come from having something personal and urgent to
say®The Workshopds repertoire was settling int
and secondvave modernist works, but the company was still grasping to establashintsoice.

Bl aubs tour in Europe convinced the director

B au, ABright Angels, o 94.
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way, way out, further than we have gone with
own theatrical® style or message. 0

Bl a u 6 salsbcoraincedlhim that the Workshop needed teetd permanent scenic
designer; like the permanent ensemble of actors, Blau observed that the permanent designer in
the European theatre |l ent continuity and unit
hel ping to unify a theatre c¢omplaingagreedvithni que m
Blau and immediately offered the position to Robert LaVigne, who accepted. LaVigne was the
first of several designers who collaborated wiite wider communityf artists inSan Francisco,
in order to bring the latest developments in visual and plastic arts to the staging of Workshop
productions.

In 1960, the Ford Foundation agamvited regional theatre® apply for subsidy: this
time the charitable organizan was interested in suppaorgj professional acting companies
outside of New York which could produce works of Broadway calibee Foundatiomwas
primarily interested in investigating whethatented actors who might otherwise be working on
Broadway cald be convinced to work in other parts of the countayd for a slightly more
modest pay rate. Regional theaters were invited to compete for a handsome subsidy (provided, of
course, that a matching contri butanddhateaclas pr ov
theatre reshape their respective acting companies to contain a certain number of actors which the
Foundation deemed of suitable caliber). The Workshop applied and, along with the Alley
Theater in Houston, the Arena Stage in Washington, &r@.the Seattle Repertory Theatre,

received subsidy

Bl au, ABright Angels, o 99.
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The subsidy was problematic, however, for severaloFtbeu ndat i onés sti pul
violatedcore Workshowalues. The ensemble which had played together for years was suddenl
host to a new group of awswho were paid far morethano st of t he Wor ks hopds
inducing disparity into the community of acto
would be afforded a comparable salary by the gfamthermore, the Foundation wanted the
Workshopto attract a weeknight audience, though the troupe had long since realized that San
Franciscans rarely went out during the week. The economic demands placed on the theatre by the
subsidy forced a sudden intense growth of the theatre which violated thesMoro p étesm | o n g
policy of #Aslow growth, o6 and whTheobghduttsey coul d
tenure as a subsidized Ford theatre, the Workshop suffered accusations of economic
mismanagement, as it struggled to meet the terms of its agre@ém®&®66, looking back upon
the thendefunct Workshop, Paine Knickerbocker (letige theatre reviewer and sometime
antagonist of the Workshop at tBan Francisco Chronicle r ef | ect ed t hat, ADul
of the leadership of Irvinesjcland Blaut he Wor kshop achieved distinc
That the Workshop has been forced to fold is neither surprising, nor a target for scolding. The
actors subsidized it long enough by working for peanuts; the theatre crews by their unflagging
e f f d% Newertheless, Ford subsidy was a crucial influence upon the mature Workshop: to be
singled out as one of four exceptional regional theatres cemented the national prestige of the
Workshop, attracting the attention of major critics and reviewers who puthkestieusiastic
accounts of the theatre in national journals. Henry Hewes toured the two western Ford
subsidized theatres (the Workshop and the Seattle Repertory Theatre) in 1961 and wrote about

them in theSaturday ReviewHarold Clurman came to observe Workshop and wrote about it

paine Knickerbocker, fAWhat i s He arSarbFrascsdoChranicldluly t hat i
31, 1966, Datebook section 3, 9.
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in The Nationn 1963. Robert Brustein visited the Workshop in early 1965 and contrasted the
excellence of the regional theatre with disappointing productions in New York at the APA and at
Lincoln Center inThe NewRepublic The grant also put the Workshop into the company of other
respected regional institutions, encouraging flattering comparisons, such as Howard Taubman
made between the Workshop and the Alley inNesv York Times evi ew of | rvingos
of Misalliancein 1961.More significantly, the challenges posed to the Workshop by the Ford
Foundati onds requirement of acquiring matchin
both production style and audience valeek th¢ i ons.
pressures of Ford subsidy actually led the Workshop to further refine their commitment to the
new European dramas.
19591964: The Mature Workshop

By 1959, the Workshopdés repertoire had set
plays, dawing on the canonical classics and the new sea@w modernist works. In 1959, the
only American plays pr oduc e BusyMartytamel Wo rckhsated s 0
Plaster Bambindsubsidized by the Ford Foundation, and starring Viveca LindfalsBurgess
Meredith). The year was otherwise characterized entirely by European plays, with the exception
of three Japanese Noh plays, recently transl a
versions of the classic texts. This tritl#l of short peces was directed by Mitchell Lifton in
early June. The rest of the year was drawn entirely from the European continent: Irving directed
John Os bhe Ententagnéns February. Vincent Porcaro (who directed a handful of
Workshop productions and servexbre frequently as a set designer for the company) directed

Jean Cdletindemal Bachingstarring Tom Rosqui as Oedipus) in April.
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Il n May, Bl au di r endgandstaBimgrRasqui as Blevewha t t 6 s
continued to appear ifihe Infernal Mahineon Thursday nights at Marines, andendgameon
Sundays, Mondays, and Tuesdays at th® Worksho
Endgamevas t he production with which the Actords
studio theatre on Mason Streehe block from the Marines Memorial theatre. The Workshop
refurbished the 148eat Encore in the spring of 1959. The little theatre filled the void created by
the loss of the Elgin Street theatre in 1956; the company finally had a dedicated secoad theatr
againfone which soon became h o mgarde dramasiarel RWor ks hop
Davisdéo Midnight Mime Shows. The second, smal/l
more time crafting a production: the 148at Encore was never going tpleee the 63&eat
Marines Memori al as the Workshopdés mainstage
mont hso of Endgame&@dr sals for

In June, before he departed for Europe on a grant from the Ford Foundation, Blau
directed S €acka-DOdll€RandyWith 8lau abroad, a number of guest directors
were brought in to direct Workshop productions. The two American plays produced that year
were both staged in Sept embe BusyMadybierwhich Gol ds by
Hitchcock alsosar r ed, and | r v i dfagdPtster Bambine\dncedtiPorteme | 6 s i
both designed and directed FEptaphfor@edige Diloen and A
October. Finally, Robert Symonds directtk or The Submissioand Morgan Uptowlirected
The Chairsvhen the Workshop produced the two lonesco plays (translated by Donald Allen) on

a double bill in December.

Y5 Tom Rosqui Pl ay iodaklart WribungMay 10,r1958 83. e s ,
110Bjau, As If, 249.
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Subsequent seasons followed this model. In 1960, the Workshop produced a few more
American plays, though European works camgith to dominate the repertoire. That year, the
theatre prddhec ®&e v $ h(dinscdedby BidiampBalle who founded his
American Conservatory Theatre in San Francisco as the remains of the Workshop crumbled in
1965) , D ¢Ther Mamiageeot Mr.dMsssissipp( an articl e on Mr . De¢eroroe
just been published in the October, 1958 issuehef Tulane Drama Revigw, Har ol d Pi nt e
The Birthday Partf one of the Workshopds most <Swacaoned dsf u
Day,ard J o nV®lpone&d s

Of t hese pThaBrthday Partywas perhapsthe most popular production the
Actor 6 s niourktsend p( on pCauciblevihe ddpendéblé hit)eGlyane
Wickham, the head of the department of drama at Biistolersity (the first such university
department in Britain), a director at the Old Vic and friend of playwright Harold Pinter, came to
San Francisco to direct the play. The origina
London, receiving only fauperformances before closing unceremoniously, and San Francisco
critics believed the Workshop WhPerhapsttmki ng a c
minimize the risk, th&o r k s Iprododhicsyi Pi nt er 6 s f i r st i gpemedrin can pr
the smallEncore theatre, which was devoted to more experimental plays. Robert Doyle starred as
Stanley, Joyce Lancaster played Peg, and Robe
and McCann in the production. Alan Kimmel designed the setting and Rivkatgecgdtumes.

Local critics proclaimed the play compelling and entertaiitiifga bit obscure for some.

Whil e Knickerbocker declared fAPinter wishes t

Athe symbolism representnetpodedtha sha ewvickenotbeo bscur e

M AThe Birthday Partki ¢ k s  Up QaklaRe Teitunedugdst 13, 1960, B5.
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certain what Pinterés play was #Adriving at e

mi | d'Neveiheless, both unanimously praised the cast and the designers of the production,
emphasizing the important atmospberir ol e pl ayed by James McMill a
particular.

The obscurity of the play notwithstanding,
taste for plays with this fAenigmatic approach
audience attedance:*® The production oThe Birthday Partygontinued at the Encore for four
years, until it finally closed in 1963. Tiec t or 0 s Ja\® over200@gformances of the
play, and when the Workshop was i nnwlb62,¢heé t o pe
company tookl he Birthday Partfalong withWaiting for Godotthe same production which
had played at the Worl dodos Fair TheBifhdayBastel s f o
paved the way for ot her iptriosdhucdri aommése ibsyt :t h eP ifimt
DumbwaiterandA Slight Achdollowed in 1962 The Caretakem 1963 (although originally
proposed for 1962, th&/orkshoplost the rights to the American premiere to Broadway).

The only American play produced by the Worksimof960 which was not necessitated
by For d s ub s iAdTpuchwoatee PaeDintedad byl Béas, the production suggests
that the Workshop was tryi ng-redpectek@reegp-thepace wi t
Square theatre in New York, demaasing the ability of regional theatre to compete with the
highest quality of theatre occurringin &Bfr oadway companies. For Bl au
production ofOur Townin July, 1959 in New York, before embarking upon his Foretled

year abroadinEr ope, and been struck by the company?os

"2paine Kni cBktedaytPartyk eR q weir fSan Frafclsa Chramicleluly 19, 1960, 31. Theresa
Loeb ConefBirthday PartySt r on g, Gulkland Tribunetuly 18,1960, D35.
WTheresa LBirthtayRanySer ofl g, Gaklang Tribuneluly £8,1960, D35.
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July 6, 1959, Bl au had reported that, of all
had fia cast wé*Quoiunltde rnoodts noaw doughoddhdPoetnt1958 n o f
had been the American premiere of the play, a
reputation (following on the heels of his 1956 revival'bé Iceman ComethTom Driver had
al so written admiringleglef @O0OnntkherobatwoPkayas
which appeared in the December, 1958 issughef Tulane Drama Review journal which both
Workshop directors considered so important that they attempted to use it as an incentive in a
fundraising drive forth&WVor k shopos 1960 season.

I n 1961, the Workshopb6és offerings were aga
Hewes, who visited the company in August and saw productions o hetBirthday Partyand
King Lear, praised the Workshop in an article 8aturdayReview pr ocl ai mi ng t he t
varied highbrow repertoire fa heartéflheng surp
year began with a visit from a distinguished guest director. Alan Schneider, the primary
American dir ect orlaynwho I$ad jostudirdctedBlee Amezidan piesnierp of
Kr app6s dtthesProvidcetgwe Playhouse in January, 1960, arrived to direct Hamilton
Wright and Guy Andr oTsviokling of arr Eyetyefortunatelyt therplaye act s,
was so poorly receed that Irving closed the production after two performances in order to
prevent the Workshop from losing funds.

It was Ilrving who directe&rapeob®Wo,theshopaspge
company6s next product i olaywithlamewiAmeicap@ay,r ed Beck

Edwar d 2Zobdmye OBRecogni zing the generic similarit

4 Fowler, 419420.
"Henry Hewes, fBroadway Sawusdy ReviewAygust26,1061e26.Fr i sco Ki ds, 0
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European Theatre of the Absti the Stage Society Theatre in Los Angeles had just paired the

two plays together on a double bill ireBember, 1968"For |1 rvi ngds San Franc
Beckett also provided an important context and frame of reference through which to understand

Al beeds play, for the Workshopbés audience was
had already pradc e d B &Vaiting fortGodeandEndgameo acclaim.

With this double bill of Absurdist plays, Irving decided to provide his San Francisco
audiences with an obj ectcastothglayntwicgeandtalkemateic t or 0
performance nights so that one could fisee the
di fferent casts. o Not only did audiences find
could iluminatesomef t he mysteries of the two Apuzzlin
the two productions very clearly illustrated the important contribution made to a production by a
skilled actor. Irving generally refrained from lecturing his audiences, allowimg the&raw their
own conclusions from the demonstration. Howev
history in order to contextualize some of the differences. For example, Irving suggested that
Robert Symondso6 greater daxixereiasreae twiet mcBealkdes
his role and caused his performance of Krapp
cantankerous and more engrossingo than Al bert

kinder man. 0O Thell-rcd ceeviewre d :e sasfotne rw aasl |w, Kni cker kL

not hesitate to reread a poem, particularly one of some complexity. Here different nuances color

1 The term had been coined by Martin Esslin in an article which appeafée ifiulane Drama Review 1960,
which previewed the main arguments of his seminal book of the same name which Doubleday published in 1961.
HADual PrognamdAah SwtaaNugs Newdecmbere9, 1960, 23B.
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both plays, making the second visit an unusual opportunity to observe the work of two much
talkedabot modern pgPfaywrights. o

After starring as Krapp, Robert Symonds directed his third production for the Workshop
in 1961, a doublITlkke Maidsda n d oE d wieihe Wisbwihle deferan
Workshop actor had honed his directing skills overyder's in the private training sessions
initiated in 1952 and which still continued, out of the public eye. In the 1960s, Symonds emerged
as a major director of Workshop plays and joined Irving and Blau as part of the core triumvirate
of Workshop directors Af t er Genet and HoniKnglLeArdarmlu di r ect
Il rvi ng di rivesalliareain Getolery thesWorkshop rushed to claim the honor of
of fering the Amer i caSe rpjream terMu stBfau dinedied)sasAD adreaned
the Workshopos rights to produce the play (wh
about to expire and Ardends agents refused to
had inquired about obtaining the rights to theyptaorder to produce it the following spring, and
Ardends agents had agreed; curiously, however
in New York until 1965. The Wor k sThreefbisterd osed t
(directed by Symonds) n  Nov e mb er a nBackeldrected b& @addsby)linh 6 s
December.

Il n 1962, the Wor ks hBripdmarr&Sdrdiceetet! byMraingk Har r i s
St r i n daéneerofgDaalidirected by Symonds), and mounted their own production of
Henry IV, Pat | (directed by Irving) after Blau expressed his disapproval of the crude bawdiness
of Planchondés production, which he saw whil e

the Workshop again seemed to compete with other theatres, attempting tbypitsvewn

"8paine Knickerbocker, # A Sdn&ranciscoChrofdedzlrsry 80, 1961, 38lew Cast s,
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productions that the companydés work was the e
but i n Europe as well . The WédlappyDhygsparriagi s o mo un
Manley as Winnie and directed by Lee Breuer, a young actor whbdgdhoning his directing
skills in the Wor kshopos prTwelfth Night(directadbpni ng ses
Symonds ) , TheMGlass VMeaagesi@d i r ect ed by | Gallaofigegted and Br
by Blau). The year closed with a pair diost Pinter playsA Slight Achddirected by Breuer)
andThe Dumbwaitefdirected by Timothy Ward) offered on a double bill in late December.

The first production offered in 1963 was w
di r ect eldlegphtiliu Dhis playi | i k e AGiftolFairgin 19581 was not weH
received and cl osed earl y. However, even the
AMr Bl au is no Edward Al bee, 0 demonstrieetes th
T and that the San Francisco public was developing a standard of taste for the new European
dramai and its American counterparts.

The Workshop mounted three cl| as¥olpaneakdur ope a
S h a k e s pammng of tbesShregboth directed by Symonds, who was developing a
reputation as a talented di Meja Bapbara(diréctedEdyi z ab et
Bl au). The Workshop devoted the rest of 1963
The Balconyo grea critical acclaim and box office success. However, the consistent attention
paid to the scantilglad actresses in local reviews suggests that titillation may have been the
maj or draw of the production. Kninedkngheibocker 6s

portrayalso id°typical of the tone.

"paine Knickerbocker, AA Sensat i 8an&rancisbrCorahicleApilé4,n At t he
1963, 39.
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After The BalconyBr euer di r ect eTthe Uddemantétiduger nhei moé s
Sternhei mbs work was part of the first stage
had only just appeared in print1®61, in volume four of hislodern Theatreseries), and Irving
di r e ct e The Caretakeenrlafe November, the Workshop produced a double bill of new
American works: Irving directe@ihe Masterpenned by James Schevill. Blau direciéere!

YouDiglby I rene Maria Forn®s, which was the firs
work.

The Workshop cl osed t ICaucagian&Lhalk @irclerhEridBer t ol t
Bentl eyds translation. The productiamdn was dir
director at the Berliner Ensemble, who was at Stanford University from 1963 to 1964 as a
visiting professor and director (he later joined the faculty for many years). Joseph Zeigler, who
worked as the Wor kshopos d iflacteddback on ths prodpction | i ¢ r
in Regional Theatre: The Revolutionary Stdgé 9 73) as fAa high pointodo foc
uni ted all ithe peculiar, estranged, but vehe
(59).

The production o€aucasian Cha Circledemonstrates the confluence of various

contributing factors in this | ate Workshop pr
university, the strength also of Blauds conne
cultivatedwhiet abr oad i n Europe on his grant from th

commi t ment to Bentleyds transl ations of Brech
as fAsubl i meo '¢Ehe@ascastaryGhalk Qraelas hardly the pinnacle the

Wor kshopds existence, nor the perfect express

120 7eigler, 57.
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strengths of the company, 0 as Zeigler c¢cl ai med
Waiting for GodotKing Lear, or Galileo better representth@eanpany 6 s uni que powe
strengt h. I nstead, what Zeiglerbés comments re
of the Workshop and its relationship to its local community.

Characterizing the Workshopob6sorad afia omathe p:
with the city, o Zeigler c¢claimed that the Work
someti mes OholieEst alaini $shomedt i proncsumOement s,
as a city, was i n | enoughtobe prétentiods.sTkelpfogrammedshic i nt
of San Francisco could not 'Atismonsomorisimtthen, The Ac
that Zei gl er s houl GhucassarsGhalieCirdlelaza piWmaclekobsbhcogss) s
for Zeigler seemed to hawarived in San Francisco with the preconceived idea that the city was
wholly antagonistic to the theatre company. Y
demonstrates that the theatre did, indeed, maintain positive ties to its community: the long runs
of popular productions of seconave plays likeThe Birthday PartyWaiting for GodotThe
Balcony andGalileo (among others), the admiring praise from local newspaper critics in their
revi ews, even Knicker bock e rMotherCoarage(afterteadingp ol og
Esslinds book on Brecht better acquainted the
contradict Zeigerods statement.

Probl ematically, Martha LoMonaco takes up
Workshop inThe Cambridge History of the American Theainea paragraph which reveals a
bias against San Francisco as a parochial backwater far from the sophmstadticulture of

New York. AThe Actor 0s -Wepeckeddvarywhereiexceptai honael | vy ,

121 7eigler, 5556.
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This situation, untenable for any regtonal th
This gross oversimplification, which suggests the VBbdp was a hapless victim of a city too
ignorant to appreciate the value of the theatre, overlooks the fact that the Workshop crumbled
when its directors raided the company of all of the strongest talent and removed to New York
with themtorun LincoinCener . | f any single moment doomed ¢
Bl au and I rvingb6s decision to |l eave San Franc
The 19631964 season was the final full season at the Workshop. After premiering
Conr ad B DefenteoffTgigmarly in 1964 (directed by Symonds), the final Workshop
productions of the season wer e MDhelirebugsi Gor el
(directed byNglkadthelguangdi r eamed by Symodhks), an
Birds, which Blau adapted as a jazz/vaudeville sepaf local politics (much as he had adapted
Lysistratain 1953). Blau also directed the production.
In the summer of 1964, the Workshop received an invitation from Lincoln Center in New
York to bringa production to perform as part of a festival repertory celebrating the opening of
the Vivian Beaumont theatre. Unfortunately, as the Workshop reassessed its budget after three
years of Ford subsidy, the directors decided to reject the offer: the Workshiomot afford the
financial risk of travel.
The 19641 965 season openedTheWalbasddionJbhar d L ampel
Her sheydés 1950 novel of the Jewish wuprising i
entire company seemed to have been sonediny the heroic content of the play that they were

blinded to its deficiencies. Though Aparticip

122 oMonaco, 243.
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significance for the majority of the**company,
Robert Symonds then direcd Wi | | i a m TH&Cauhtrg Wifegnnidgsacclaim from
Robert Brustein as fione of the finest Restora
interesting because it managed to remain indigenously American without sacrificing a sense of
highstye ?8The company mounted a do @iHe RemibgiHbuse of Co |
and Har o [The Chllectorore Feldrisary 11, 1965 at the Encore. Irving, who directed,
again resorted to using the betk@mown European playwright to establish a geneame for the
new American play (lrving also knew that he <c
paired it with Pinter, for San Francisco had embraced the British playwright). This was the last
production offered by the full Workshop; two weekigtalrving, Blau and a dozen Workshop
actors arrived in New York to assume control of the Repertory Theatre at Lincoln Center on
March 1, 1965.

As it matured, the Workshop developed a national and international reputation for its
daring repertoire of seadwave modernist plays. Partnership with the Ford Foundation was
instrumental to the Workshopb6és expansion, as
Workshop generate funds from the San Francisco community which matched the subsidy coming
fromFordFord forced the company to abandon the pc
its gradual development since 1952; yet the Workshop did not abandon its core values in its
attempts to generate funding. Rather, the Workshop further reinforced its commeche
European dramas which had become the foundation of its professional reputation. For example,
in 1960, l rving developed the idea of partner

Guil do among the Wor ks h onpdé arrargyemerstsofar a discoonsed r i b e r

1B Eowler, 771.
Robert Brustein, #fHe aThaNew Republ@anuatyi30, 1965532Pr of essi on, 0



88

group subscription tdhe Tulane Drama Reviemith editor Robert Corrigan, then sent out
12,000 brochures to Workshop subscribers and other preeminent San Franciscans on June 1,
1960, as he | aun c haddunding driveWithe broshurespofiesed f 1 r st F
membership in this new Guild at three different funding levels: $30, $100 or $500. Membership
in the Guild included a season subscription t
subscription tarhe Tulane Dram&eview'?> The fact that Irving offered an academic journal as
an incentive in this guild demonstrates his own particular investment in creating an erudite
audience, but also one which was better prepared to engage with the new European drama. In
1959 and 160, The Tulane Drama Reviewad included articles from lonesco, Brecht, and
Gorelik, a review of Adamov 0CaucasiaraGhalk Circder t i cl es
and Martin Esslindéds ATheatre of the Absurd, o
(published by Doubleday in 1961). Though 1 rvi
materialize, his collaboration with Corrigan afide Tulane Drama Revidarther demonstrates
the Workshopds commitment t o t hhemenoofbethof it s
directors with the emerging academic journals devoted to the study of theatre.

Nor did Irving give up the dream of a fAhou
the 19631964 season, the Workshop began to discuss the possbiiityplishing its own in
house journalProloguewhi ch was to fApresent articles of i
product i orme Tdaneramnh Rexigavticles corresponded neatly with the
Workshop season in 196@rologuewa s e n v i s iedhareachouaespubiicitycirgan, but

a serious review of dramatic opinion, incorporating guest articles from distinguished theatricians

125 Eowler, 452.
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and a'f’iniing seams to have found a satisfactory platform for communicating with his
t heatreds pavbdtbNew Yaki as berbecanmee regular contributor tbléve York
Timesarts columns during the years the Repertory Theatre at Lincoln Center ran under his aegis.
The Ford Foundation also required the Workshop to vastly increase the number of
productiors offered by their theatre. The Workshop had to discover ways to encourage San
Francisco audiences to come to the theatre on weeknigbitsething which the theatre
company had never accomplished before. Once again, a European model offered the best
soluion for the Workshop: for the first two years of Feubsidy(196631962) the directors
instituted aEuropearstyle repertory system of performanoéfering three to foudifferent
pl ays throughout the week at trekTheatrebndthet heatr
tiny Encore.The theatre was applauded for its daring experiment: Joseph Zeigler reflected in
1973 that the decision to attempt repertory m
an experiment that was radical for its tioté” Howard Taubman, who visited the theatre in
1961, praised ASan Franciscobds professional t
aplomb of the great E% opean repertory ensemb
The variety of attractions, including special featuresRk&.D a v Midn@ght Mime
Shows on Thursday nightselped to lure reluctant San Franciscans to the théatoeomic
necessity inspired the shift to a repertory system of production, but thgechiso reflected the
changing identity of the character of the Wor
continent in 1961, writes Fowlgi, The deci si ons to keep three pas

revive another were in keeping with the Eurapegpertory traditiofiwhich Blau had observed

126 Eowler, 701.

127 7eigler, 54.

Howard Taubman, #ASan Fr an ciMisal@ance BéweYork Emedviaydlg, 196hr k s ho p
22.
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in the theatres hea@ddvibsaisteadd omh itlhee gHraggasd] ar t
and their durability as symbol s0%f the Worksh

During the second year afilssidy (19611962),the Workshop shortened its season,
produced fewer new plays, kgpbpular plays acte in the repertory and revived others. The
theatre continued to struggle to attain a viable budget and to raise funds to meet the Ford
Foundat uwiremedtsThenrggshop abandoned the repertory system and returned to
straight runs ints third year of subsidy. Though repertory had proved a savvy economic
maneuver, allowing the theatre to kEep popul a
Birthday Party which received over@ performances in three years, and which had been taken
on tour to the 1962 Wor)lthddersand®arepertorvhad Seat t | e,
exhausted the ensemble and the directors. Nevertheless, tHeottis®tason praded the first
taste of economic stability the WoHappgDagsp had
foll owed by TvelittaNgbts ip e a\WieTdls GlassMemagerjérving was able to
crow to the Ford Foundlai on 6 s \WowryihdNbe mber , 1962, that Amy |
highest it has been in 10 ¥ yeat¥®

Also in November, 1962, as the Workshop began its final year of Ford subsidy, an
outside organization approached the Workshop with a unique proposition, one which might solve
theperennial problem of funding. wovember 15, 196 5tanford University representatives
met with the directors and members of the Wor
Workshop a new kind of professional association. The University wanted toslibeus
possibility of incorporating the Workshop into their campus as a fully professional resident

company where students of a new graduate program could receive quality training.

129 Eowler, 556.
BOEowler, 637.
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The University proposed the Workpupop | eave

though the theatre company would retain its legal autonomy and be allowed to spend part of
every year ofitampus in San Francisco. Stanford offered to underwrite the Workshop and
provide it with a theatre, technical assistants and apprentice adtiaes space, equipment,
accounting services, and even full professorships to Irving and Blau (including ténseejned

a perfect marriage: Blau and Irving both held degrees from Stanford, Manley had served as an
artistin-residence there in the late4l3®, and two years later, Carl Weber would be serving as a
visiting professor at the university when he directed at the Workshop. In additioany ways,

Irving and Blau crafted the Workshop on the model of their own ideal university theatre. For,
despte the fact the university was, Blau felt, uniquely positioned to experiment with little
produced dramas, fiBeckett and Brecht are sti
Adamov, and Genet, not to mention unknown playwrightsYet the offer dscussed in

November of 1962 was tentative, however, and ultimately, Blau and Irving dEciprenarily,

it seems, over the problem of having to leave San Francisco, where they had worked so hard to

carve a niche and establish and audience for seriea¢h

Though the directors turned down Stanfordo

overture from the Repertory Theatre at Lincoln Center in New York, dividing the tightly
ensemble they had been building for years and taking a chosen few withableno the center

of American theatre, after devoting fourteen years to a theatre which was in every way dedicated
to the process of decentralization. As Blau had writfethe Workshop (and of American theater

in general) inThe Impossible Theatgi we, al |l of wus, need to rid

131 BJau, Impossible Theatef72.
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we do in the provinces is mere biding of time, a training ground or a tryout for the
Metropoliso™?
The first overture from the Board of Directors came in late autumn of 1964 and was made

onlyto HerbertBlai not Jul es Thelwmpossigle Théatleadbeées published

earlier in the year, and the bookds fiery rhe
i mpression that the English pr odsmdishment was t he
phil osophy. fLeft to his own devices, Il rving

from The Actordés Workshop, o observed San Fran
time friend of both dir édhaveprospered)daminganouniaiosc e pt e
of money, and running all opposition out of t
per manent i mpression upon the spirit of the A
continued, dl eft iRaumight havewoduake (had kedrsupledidtall) b e r
erudite plays for selected friends. He might have composed poatiy withheld it from an

undeser viiThoughiHbriisiwaxeddpoetic as he imagined other futures for his friends,

his language isavealing: even close associates, who knew that Irving (like Blau) was directing

and actinginsecordave plays, believe the theatreds mis
Blau.

With the publication of his fMbhadcometst o, 0 B
dominate the public face of the Workshop, ove
director, and fundraiser who kept the Worksho
Aadmini strative advisor 0 at ditedioes atWiocolk Gehtermm, Gal

New Yor k, [TohelNeve Yok dilmesmatbisc|l e announced, ifGal e Hi

132BJau, Impossible Theate81.
¥Mark Harris, fBl au and New Yoik figpeF@uarg 2101065, SMI6. t he West , 0
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CoastwithBlauT e a mo ( my &Thus, Wiespite the)fact that it was Irving who had
overseen the survival of the Workshop for thirtgears, Lincoln Center first approached Blau,
alone, about taking over the Repertory Theatre.
When Blau protested the oversight, the board of directors approached the two directors
together, inviting them to consider replacing Elia Kazan at the helne &i?epertory Theatre.
Blau and Irving hesitated.n an i nterview with Fowler, Bl au r
difficult time 7 a month or so we had to think. There were many vacillations. The offer was
tempting, but at one point we called a halt toldhegaining and turned it down. We decided
definitelynott o accept it é but they persisted, and v
we had something to say and here was the offer of this great public platfdithough the
directors realized they o@d not tell the members of the Workshop without plunging the
company into chaos and dividing it into factions, they did not want to make the decision solely
on their own. They told their wives, Robert Symonds, and Alan Mandell (the general director at
theWorkshop, and of the Repertory Theatre under Irving and Blau). The secret was not entirely
contained, however. Throughout the month of deliberation, erratic behavior and sudden
intrusions into the Workshopbés community indi
phones would ring in the offices, and suddenly all doors would be shut and locked for
ultimate privacy. Irving and Blau, on certain days, would simply not show up for
rehearsals of the upcomidglius Caesarand the only explanation offered was that they
had had to make another sudden trip to New York. Strange and elegantly vested older
men, looking completely out of place in the dingy Workshop quarters, circulated among

ragamuffin actors, nodding among themselves and whispering in corners with Irving and
Blau*

Bl ouis Calta, fAGale Herrick TiedNeweYork Time®ecen®er 45 1965066.t h Bl au
1S Eowler, 789.
136 zeigler, 146.
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On January 31, 1965, the announcement was made to the Workshop: the directors would be
leaving for Lincoln Centeand would talk privately with each member of the company about
whether or not they were invited to come along. Except for the double bill of short plays slated to
open in two weeks at the Encore and a visiting tour of Emlyn Williams as Charles Dicleens, th
rest of t he -Me5rsdasohwopldbe cahceléds

Blau penned a letter (signed by himself and Irving) to send to all Workshop season
subscribers announcing the decision, the ear]|
options availabléor refunds or donations of remaining subscription tickets. In it, Blau offers an
explanation of the directorso motives for | ea
funding after thirteen years spent struggling to remain economically sdBlantexplained that
the call from Lincoln Center constituted an opportunity to attain the highest realization of the
Wor kshopods centimalt ar gpeniraiyrag iodeats values.
Idea given substance by the peoplewhokelv ed in it, o0 the |l etter sta
that the Idea which their theatre had come to standdan at t empt to fAprevail
habits of mind that made theatre i nicdudbes coun
enacted in any physical |l ocation, not just in
influence would extend across the country, o t
offer from Lincoln Center as a national endorsement ofdba Which their theatre had been
promoting: fstThhe I Adeadrwhli Mor Kkshop has made its
from Lincoln Center, as we see it, is the most material certification of that Idea. Our
appointment, then, is not a San Francissoe or a New York issue but a national issue. And it
is being seen precisely that way all over the

constituted an opportunity for the Workshop to enjoy for the first time the kind of technical
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riches that Bhu had so admiredparticularly in the German theatreshen he toured Europe in

1959. ALet al l of us realized what the opport

Lincoln Center are by far the best tiahericahas to offer to the Idea deloped here. There is

no other situation in the American theater wh

However, the directors assured their audiences, that they would not abandon the principles which

had guided the Wo h&kbbdkofiom LintoneCentento ShuberuAfiety ast

well as anyone, but ideologically we shall remain as we always have been, three thousand miles

from Broadway and what it represents. o The di

Lincoln Qeamntdeart east onado € what we have done her

example (elevated now by the preeminent platf

American theatre that witlT have repercussions
San Francisco novelist Mark Hafwhose playtriedman andSon the Workshop

produced in January, 1962) introduced the directors to New York in a lengthy article Navhe

York Timesin it, Harris offered the same evaluation of the choice to move from San Francisco

t o New YleydkchangeAkse cdast for another, Irving and Blau will proceed exactly in

the longstanding method of their partnership. Greater resources will be at their command, but

fundamentally the stage i s a stagheyhavand the p

always addressed themselves, and to nothing beyond. They have no program. They never had

a n y*®Yet it could be said that the directors had a program of playsl true to their vision at

the Workshop, they opened their season at Lincoln Cemtdr\ww B ulRahmtea s Deat h

(which Bl au ad aTpdaGauhlry,WifeNy S anCetrrdeme@sdfsAltongartre had

not been produced i n NewaucasiankChakiCicee 1948) and

137 The letter, dated Febary 2, 1965, is quoted in Zeigler, 131
¥Mar k Harris, fBl au and New Yoik figpeF@uarg 2101065, SMI6. t he West , 0
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I n the space of eight years, from 1956 to
produced twenty one dramas of the seemagte, including a number of American premieres
(e. g. , M@hereCounaged sP i Birthday Bagty A r Begzjenidt Musgraes Danc e
and Wh5BEai ng)oTdoughanyl956 these dramas were considered-geaade, even
revolutionary, by 1970 they had been incorporated into the canon, and were considered classics
of dramatic literature in the United States. This transfaonavas the result of the commitment
of regional theatres like the Workshop to the production of these new plays across the United
States in the 1950s and 1960s. Yet the Worksh
exceptional commitment to tltramas of the secorslave was not produced in a vacuum, not
solely the product of a visionary schethn r ect or | i ke Her bert Blau. T
history reflects the complex and overlapping influence of all the contributing factors developed
in the previous chapter: the productions of other directors (with whom Blau competed to prove
the Workshopds excel | enc e)-gritics likeeErioABentldy, Martin t r an s
Esslin, and Ruby Cohn, whose exploration of the segamde dramas haped Bl au and |
ideas and productions; the emerging academic journals, the content of which inspired the
Wor kshopdés repertoire and to which I rving wan
paperback editions of secomave literature by # Grove Press and Hill and Wang, which Blau
was devouring almost as soon as they were available, and the importance of the University

programs as centers for study of the seearalv e, whi ch nurtured Bl auds

and attracted talented taborators like Schevill and Weber.
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Chapter Three: A Contemporary Theatre in Seattle, Washington

On March 23, 1965, Dr. Gregory Falls and his wife, Jean Burch Ba#lg, stock
windfall to form a new professional theat@mpany in Seattle, Washingtdn.a way, the Falls
were two years too late create the theatre they wantétle coupé had moved to Seattle in
1961when Dr.Falls assumebtkadership of the University of Washington School of Drama, and
Falls had been planning to found a theatre oblven . Yet after the 1962 Wo
in Seattle on October 21, 1962, it wasdl businessman Bagley Wright, not Falbpo
established a board of dedicated theatre patrons and founded the Seattle Repertory Theatre. The
theatre inherited the Sil@ Playhouse facilities, which had been designed and built for the
Worl|l déos Fair. One of Fallsdo former theatrical
the theatre company.

Falls was undaunted. Though he had initially planned to open aetligattheSeattle
Repertory Theatte commi tted to a repertoire of canonic
Art hur Mill er), i n trhebegaret@arecegnizefirbeatie washhengryVor | d 6
for a different kind of drama, the same desnine was incorporating into the changing repertoire
at the UW School of Drama. When he and Jean Burch founded their theatre company in 1965,
they decided to target this niche markétey decidedo devote their energies to producing
serious contemporadramas which their competitors at the Seattle Rep and the Cirque
Playhouse would not produc€onvinced that there was an audience for Albee, Kopit, Pinter,
D¢rrenmatt l onesco, hBeeyc kneatme d Mrhoelierk vaenndt uWes ,s
Theatreo

Updating the University Drama Program
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Falls had arrived in Seattle from VermamtLl961to assume control of the University of
Washingt ono6s ffomlitsfauhderoGienniHughes,avho wagected to retire.
Yet Hughes gave no sign that he intended to do so. Urslieradership, productions at the
University had enjoyed elite status in the Se
|l i st was the opening night Flaildts atnh t19& 8Re rmtwho
twenty years a blaclie-andeveningdr ess af fair with e¥ery six we
Despitethe respeca c c or d e dp rSacchwootl ibesns by Seattl ebds th
of the facultyhad become increasingly dissatisfied t h Hughesd | eader ship.
pressed the University ptadices. €he folowingtyddlee Sc hool 6 s
Academic Policy Review Committee recommended
program. The committee feltthe Sohol 6 s curri cul um was too focus
practical challenges of play productidhe committealsoprescribed a drastic reduction in the
number of performances offered by the Schitaecommended performances be limited to
Wednesday, Fridaand Saturday nights only, and that all University theaters be closed annually
for the entire month of September for maintenance.
Finally, the committee also recommended changing the criteria which governed the
sdection of plays for productiorthough tle School of Drama production history included
classic plays by Sophocles, Shakespeare, Moliere, and the dramatists of the first wave of
European and American modernism, the committee félughestoo often favored
commercially successful plays, like thagelerence Rattigan, Gilbert and Sullivan, and Noel
Coward. Between 1950 and 1960, the School of

frstwave moder ni s m: including eight by Shaw, th

¥Richard Randall Hansen, AG@ohtereporineThaealgdCh)nReactice ve. Artisice at t | e 6 s
Guidelmres, 0 ( MA Thesis, University of Oregon, 1982), 18.
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Chekhov, two by Ibserand two by Strindberg. In this same period, the theatres produced seven

plays of Shakespeare, five of which were comedies; three plays by Moliere, three plays by

Gilbert and Sullivan, four plays by J.M. Barrie, three plays by J.B. Priestley, six pldNceby
Coward, and six productions of Terence Rattig
staged nine of Hugh e s 0A Touwmof Hedvealytlse Showboatn g t he d
(September,1950), a revival AfTouch of Heaveat the Showboat (May951),The Dream and

the Deedht the University Playhouse (February, 19%®),the Side of Angedd the Penthouse

(January, 1953Columbine Madonnat the University Playhouse (November, 1993)¢

Pl e as ur e @atsthe Rdnthoudd (Mareh, 1956y the Side of Angebst the Penthouse

(January, 1956 h e P 1| e a s u at¢éhé RentiAolsk (AlGush EI56), dmdnsatlantic

Comedyat the Showboat (November, 1956). Under pressure to alter his curriculum and to

change both the type and number of playsiuced annuallyHughes resigned as the head of the

School on June 30, 1961, and Falls was hired to replace him.

Fall sdé task, as the new headremtatioDafthema, was
programAs hereflected in 1978, the Universityavss anxi ous t hat the Schoo
into the second half of the twentieth century . . . part of this meant building a professional
faculty and attracting the students and faculty who were interested in the work that was of
concer n H*%roaddresatheltwin.indperatives to professionalize and modernize the
program, Falls recruited Britishactdri r ect or Duncan Ross to develo
In 1967, the School of Drama unveiled its Professional Actor Training Program, a graduate
progam in actor training headed by Ross. In 1968, Falls brought Arne Zaslove to the University

tojonRossaspr of essor of acting and also to run a

40Hansen, 17.
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problem following University directives to alter the character oftfoeluction repertoire at the

School of Drama. In fact, in an article published in 1960, Falls had stressed the importance of
staging quality plays with | iter-a-thymbsi gni fi ca
criterion is that no play should be pmrihed in a high school that would not at least be accepted

for reading and discussion in a contemporary literature course. Or, to put it more specifically, |
seriously question the artistic and literary qualities of any contemporary plays that havennot bee

subjected to the severe criticat® test of prof

Falls, whomHughes considereiia ni ce guy, but ¢é a rubber s
administration, o was indeed an obedient repl a
prescribed by the University, including a res

had resisted for yeat§?In an interview withSeattle Timedrama critic Louis R. Guzzo, Falls
revealed that he wdfsuashbhamncdcdomigng oHibglye®Bod ofi st he
decadestHugheshad refused to allowhe University to control thecSh o duhds.S'he School

fipl anned its own budget and drew much of its i
often generating large profits that could be stee back into thec®ool***

By relinquishing contRalshadiadveecrl atrheathaSlteno celf & se
boxof fi ce policy hampers the educational funct.i
longer compelled to generagrofit, Falls announced he would stajgg r e at pi eces of
l i teratur e, playsthatovdr ed iimg@tt oeowalcommsks. 06 Under

Dramads productions had been celebrated event

“lGregory A.-SEabbs, Dii Himgh i ¢ s :TheMDlearing House3®2gOctolvef, 2960), o r ? 0

1081 09. Though Fall s6 aschooleveldrameaeducaapdhdre is ro season td believei g h

Fall sé standards would be | ower for a university setti.|
142 Glenn Hughes to Dr. Charles Odegaard, November 11,1961 (University of Washington School of Drama records,
accession number 7141), 1.

"L oui s R. Gu z kusic: DiaméoSchiad EndsrS&fu st ai ni BegttlePTonesSeptgmber 17,

1961, 38.
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to his audience at the expenseofhis udent s. AFor whom are the pl e
educational i nstiO.uthilosn ?t hile hder aansakteidc si np rl1o9g6r a m
entertain the theatgyoing community, or is it obligated to teach art and literature to the

students? Certainly my vote goes with education before entertainment, with the student, not the

M c. o

pub
Howe\er, when Falls listed playwrights whose work he considered modern,

noncommercial and exciting theatre, the brief catalogue hardly differed from the fare offered by
the School of DSamandbeeg, HFglyes Safit r®, Brech
Though the School of Drama had only produced three sewcandy e pl ays under Hug
l eadership in the 19 5RedesgoandThe Bald Saprartmil958andf | on
B r e cHrivat &ife of the Master Ragcen 1959) , Fall sathtt&ei sf har d
second half of the twentieth centurp | nodreearms laternfhenFalls commited his own
professional theatre to a similar program of serious;aoonmerciakcontemporary works, he
seems to have been motivated primarily by his desire to find a niche market for his theatre rather
than personal commitment to the secoval’e dramas in particular.

The changing repertoire of tlsehool of DramaheatresreflecedtheUni ver si t yo s
mandatehat Falls shift the focus of the production away from popular commercial successes and
to update the repertoire with contemporary pldyee light comedies and modern classics (such

as the plays of Shaweand h@6 NMeaislils) owh iDaha maadk fa

offerings under Hughes, began to be punctuated by serious pieces from the contesegoraty

“Gregory A.-SEabbs, Dii Himgh i ¢ s :TheMDlearing House3®2gOctolef, 2960), o r ? 0
109.
“SHansen, 17.
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wave of modernist drama as Falls brought the
twentieth century. oo

INnNovember of 1961, t he LddkBackinlAngeatteed uced Os b«
Uni ver sity PINadtappeared.at the Renthause dheatre in June, D62
August, the SchoheRoommnu mt edd ubil ret eri dTHe Gmwatt h  Ma X
Rage of Philip Hotzat the Penthouse. In May of 1963, a dotliileby Albee American Dream
andZoo Storywas produceat t he Showboat Thdaektor,Bhe I n June,
Submissiomppeared at the Pent hou #archingSonghé® ve mber ,
performed directed by Duncan Rass | n 1 9 6 4ThievBsa Corpsesndraléers Women
was mounted at the ShowboaQaucasianChakCiucer vy, f ol | o
February, anTde Qaratakemr July. A 1965, ther Seh®of Drama paired
Beck&tappods wWwiatsh deenpmitisonsa double bill of absurdist drama
(directed by visiting artist Mel Shapiro of the Arena Stage)l n 196 6, SWdastteagh De
of Honeyappeared at the Playhouse in March, followgd bA| Wahedés Afrai d of Vi
Woolf?Wh i t iISrag g appearBdt the Showboah October, 196&nd was followed by
Al b eEgedything in the Gardeim November. Also in November, 1969, student Jim Martin
di rected Br eBadl atdhe Uneversity Playhpulseaay a thesis project. In April 1970,
another studentJay Humprey d i r e c t e @aligGlaattbesPénthouse for his thesis
project. Tk 1971 s e as oak dasgoat theEkodboaEalls, Bn experienced
director,ony directed three of theZoeStpryarmithe: t he doul
AmericanDream n 19 6 3, @audhsiaB Chalk Qirtlé $964.

The Drive to APublishb?o
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Despitethe demandsofhiskew posi ti on as the head, of the
Falls longed fomore practical theatrical work as a director. However, in the first nine years of
his tenure at the University of Washington, from 1961 to 1970, Falls only directed five plays. In
addition to the three seconehve dramas listed above, tieectedThe Most Happy Fellat the
Uni versity Playhouse i n F &HhetLandofthe Dragotatttie and a
Showboat in January, 1969. Clearly, when Falls expressed a longing to direct more theatre, he
meant he wished to direct preonal theatre. As he told thational Theatre Conferenaea
survey in the early 1960s, fAan amateur theate
secondary ki*fFat Fabsf diractmgraféssonathéatre was akin to publicatipn
and hefelt it was his duty to remain active in the field as a director at the professional level. In
fact, in an article published iEducational Theatre Journah 1966, Falls insisted that
Abappreciationd of art dopeest ennocte Or etghuaitr ee xtehceu tsi
stating that the performing artist who creates art is engaged in an act of critical intellect akin to
that of the historian or dramatic criti’Whilest udyi ng at Londonés Centr
and Drama on a Fulbright scholarshidBb01951, Falls had realizédtdh ow much | neede
professional contact, how much | wanted to publish, if you will, and that | would be an
incompl ete t eadh®rh.iof | didnodt p

Twice before, Falls had supplementeddgademic teaching cardsy forming
professionatheatre companies: in Toledohio, Falls and Stuart Vaughaad created a
summer stock comparcalled the Mad Anthony Players in 1993e enterprise, fuded by a

frienddbs inheritance, had | asted all of t hree

148 Theater in America: Appraisal ar@hallenge eds. Robert E. Gard, Marson Balch, and Pauline Temkin (New
York: Theatre Arts Books, 1968), 86.

“"Gregory A. Fall s, fEducdtienal Theatre Jowarndld.1 (March, 1966)8at r e, o
18 Hansen, 13.4.
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weeks before folding, leaving Falls and Vaughan some two or three thousand dollars in debt. At
the University of Vermont, where Falls had been the Dorect the Drama program before
coming to Seattle, he formed tBdamplain Shakespeare Festival in Burlington, Vermont. The
Champlain Shakespeare Festival had produced three Shakespeare plays annually. Each play was
given nine performances, and the playseyserformed in repertory throughout the month of
August. The plays were presented on a thrust stage in a small theatre that only seated 227
audience members. The permanent company consisted3® @@mbers, half of whom were
students from the Universityf Vermont at Burlington, where Falls was a professor in the
Speech Department. Student workers could earn six University-bredii r s of A Theatr e
Practicum. o

As the head of the School of Dranaanumber ofindergraduatstudents approached
Fallsduringhis first year in Seattle, askifigr his help in finding summer employment as
apprentices in summer stock compani@sthe time, he closest program Falls could find for his
students was in Eastern Minnesota. Falls realized that if he founded ahetee t he could
potentially satisfy his own impulse to Apubl.
students with the experience of working with a professional company, and take advantage of a
ready pool of free labor. Wth the encouragement tife University, Falls conceived of his new
theatre as an opportunity for both faculty an
provide both students and faculty with access to something that was simply not available [in

Seattlein 1961 forthoe who were professionally co'fipetent

“Wal ter Boughton, AA Directory of SulBdocationallTheat@et r es Spon
Journal12.1 (March, 1960), 30.
%0 Hansen, 21.
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The founding of the Seattle Repertory Theatre in 1962 posed a problem for Falls
however. Initially, Falls wantetb create a theatre with a classic repertoire on thehwddhe
Champlain festival he haglstablished in VermontThe Seattle Repertory Theatopened with a
production ofKing Lear, andannouncedt would mount one or two Shakespeatays each
seasonFalls realized he had to change his plans. Even though he plarorganae his theatre
as a professional summstock venture, which would be active while Beattle Repvas dark,
Seattle was a small city, apdobably could nosupport two regional theatres offering the same
repertoire. As Falls felt that the qualty community theatre paled next to that of professional
theatre, the founding of the Seattle Repertory Thedgereinforced his conviction that his own
theatre would need to be a professional wventu
Rep here we couldné6t start as a community the
bean Equittt o mpany from the beginning betause this

Fall s6 position at the University actually
head of the Drama progr am, Falls was consider
theatre and was often invited to make speeshéise community. He soon noted a developing
trend in the requests: fAover and over again g
about the theatre of the abs wWathgforGdodothal was r e
gone around and | wasnot particularly sympath
the Absurd. But | said, 6You Klodkedjntot here are
Shakespeare all these yeamnd the people are askingp out cont emp’6ea bt g6t hi n

recollection of the particular interest\Waiting for Godos uggest s the influence

BlHansen, 27.
152 Hansen, 223.
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Wor kshop, which perf or mehdBirBeéag Ragy tt 6tsh @ | Wy r lach @ s
in Seattle in 1962.

Though Falls preferred the classics to the contemporary drama, he realized that there was
a demand for secorstage European modernist works in Seattle thaS#adtle Repertory
Theatre with its commitment to the classics, would never fulfill. Here, theas a basis upon
which he could found a theatre company and sa
General Manager of ACT, observed in a letter in 1966, ACT, like so many other regional
theatres around the country, was created in an attenypéak the mold of the regional theatre as
Atributary theatre. o0 The fledgling company as
productionsofcuttinge dge dr ama, i n order to Aextend the
too many yearsthoseofu out si de of New York have had to b
either in New York or sent out to use in packaigesmetimes like packages to the
underpri¥il edged! o

Yet Falls did not find it easy to commit to the new drama; nor could he turazesfigpm
New York. In its tenuous early years, Falls continusifpyed front he t heatr eds mi ss
peppering ACTO6s repertoire with classic plays
Even the contemporary plays which Falls chose were almoktsexely those which haalready
demonstrated capacity for commercial success through recent, lengthy runs on Broadway and
Off-Broadway in New YorkUnlike the Workshop, which committed to a repertoire of the
secondwave dramas at the costof finangabccess i n the 1950s, the Sc¢

decision to produce a program of secoval’e plays was motivated by widespread acceptance of

and curiosity about these dramas in Seattleinthelnid6 0 s . Despi t e Fall sod6 r ¢

133 Gregory Eaton to Evelyn Watters, June 6, 1966 (A Contemporary Theatre arabession number 211081,
Box 1), 1.



107

produced almost amany dramas of the seceméve as the Workshdpand in about half the
time.
ACT and the University

By the time Falls began to plan his contemporary theatre in 1965, he had also changed his
mind about involving the University in his theatre company. 1828 interview with Richard
Randal | Hansen, Falls hinted darkly about the
Champlain festival, which had blueemoftdFaleiadil al. 10
wanted to retain ultimate control ova@s new theatre, so when he and Jean Burch established
ACT, theyinitially organized it as a fgorofit venture and funded it privately with their own
weathHowever, though Fall so6 t Fallsdrewheaviwapoen of f i ci a
University resources to help his private theatre function. For example, the University of
Washington School of Drama professor of costume dedagnes Crider, designed the costumes
for many of ACTO6s producgifonsgmost ¢ ckyt.adtt Hteoh & h|
return, fAat the end of the season every costu
directly to the Univesity and went into their stoak. Fal | s P2 xpl ai ned.

When Falls reorganized@T as a nosprofit organizationhe once again turned to the
University community tdelp himwith the transitionHe further knit ACT into the fabric of his
theatre when he invited his Dean to join the
personnel were drawn from the UWtEdty and students. In 1968, UW graduate student,
Gregory Eaton,r epl aced Wil liam Tayl or as ACTOs gener a
Ross to head the acting program at the University of Washington. The British actor, director and

scholar had ben the head of the Old Vic School in his native England from 1954 to 1962. Ross

%4 Hansen, 24.
1% Hansen, 46.
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began directing for ACT in 1966 and acting with the company in 1967. Falls increasingly
dependedupoRoss 6 consi derable acting talent in the
In 1966, the Univeity of Washington hired Margaret Faulkes a oneyear appointment
asvisiting facultyfo t he Chi | dr ends Dr a poaireptor and cdaunder Fa ul k
with Brian Wayof the Theatre Centre in Londamcompany which had been developing
educatimal plays that could be performed for children in their schoolrooms and halls since the
950s.Fal | s t ook adyv dendivaepaienocefict Fautdkesdsexkxheatre,
guidance ACT foundedac hi | dr ends t heatr e prheatig.rFautkes t he EI €
agreed to direct four plays during the sumthet were designespecifically for young
audiences. These pieces, fANdeveloped at the Th
many thousands of Englisbdagehobd expobseeceBeat al
a European cultural experient8The cast of the Eleven 0O6Clock
Washington undergraduate students in drama, w
which have been developed soaessfully at the theatre Cenfré ACT also initiatedan
apprentice progranm 1966.Apprentices trained with the stage managers, publicity departments,
designers, and directors of ACTO6s programs; t
acting, the pprenticeships afforded few opportunities for aspiring actors to appear next to the
professionals oistage These summer positions were filled by students from local universities,
including the University of Washington.
In 1967, Falls hired Arne Zaslovie teach acting at the University. A graduate of

A

Carnegie Mellon University, Zaslove had trained as an apprenticearmlenme di a del | 6ar

1% Greg Falls to Mrs. Bea Hudson, May 25, 1966 (University of Washington School of Drama records, accession
number 71041), 1.

157 Greg Falls to Mr. Forbes Bottomly, April 26, 1966 (UniversifyWashington School of Drama records,

accession number 7141), 1.
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master Carlo Mazzone from 1962 to 1964, then travelled to Paris on a Fudiehigharship from

1964 to 1966. d wasthe first American student to train at the Ecole Jacques Lecoq. Together

with Ross, Zaslove headed the neddymed Professional Actor Training Program. Zaslove was

al so put in charge of ACTO6s chil dr enaoper,t heatr

director of the Stanford Repertory Theatre, joined the faculty at UW in 1968. Loper had already

directed a pr od uAfterihe Fallinal®67,Adaiofe,joining UM faeultyd I

subsequent years, Loper (who also acted in and directedcpimduat theSeattle Repdirected

Black ComedwandThe Homecomingand appeared id Delicate BalanceWaiting for Godot

andRhinoceros As t he Uni v e r RrofessjonabAictor Wairsing Praoggategan 6 s

to produce its first classes of graduatasny found work at ACT, including John Aylward,

Marc Singer, Jo Leffingwell, Stuart Gillard, John Kauffman and Gary Reimgkeertheless,

throughout the first si x the 8chcolof Doambega@G®iasn e x i st

actors explicitlyfor the professional stage, Falls insisted upon making annual trips to New York,

where he auditioned actors for the starring r
A number of visiting artists at the UW also contributed their professional talents to ACT

productons. |l rish actor Michael Dunne also perfor

company in a number of performances. Dunne first immigrated to the United States when invited

by Fall s t o preerChretakem 1D6d at he Wntversityd Bunne thappeared in

Pet er Jled&dbficeyéeéos gr eat acclaim in 1965 and rejc

Arsenic and Old LacandThe Caretakerln The Public EyeDunne was directed by Mel

Shapiro, the former resident director of the Arena Stage. Falls had hired Shapiro to serve as a

resident teaching artist at the University of Washington in 1965, before he headed south to

become one of two directors leading tieav professional theatre at Stanford University in the
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fall. While at UW, Shapiro lectured and guedstected a double bill of absurdist classics,

Kr app6s dndTeaMaitissApother visiting professor at the University, Malcolm Black,

who taught inlie theatre department for two years from 1968 to 1970, also directed at ACT.

Black selectecCrabdancethe work of hislong i me fri end Beverly Si mon,
closing show in the 1969 season.

In short, however independent Falls may have wafA@t to be, he needed the
Universityds resources and talent as the fled
community. Terry Murphy, ACTO0s general manage
personnel constitut ed nquisidelofeSpeg Fallsihimselfiothg est c o
quality of the theat¥Y8y1976,the symbioticaralationghip sf UM n e ar
Drama and ACT and the devel opment of both org
established and even Fatis longer seemed to think it mattetédt the two were intertwined.

Indeed, as he explained to Donovan Gray, he had crémtgutofessional theatre expressly in
order Ato attract ®aculty to his department. o
Contemporary Drama in Contemporary Staging

ACT announced itprimary aimwas to preseriit heatre i n a contempor
that reflect our times, nestages and modes of productif’ Falls decidedhat a thrust stage
woul d best serve these aims. The deepandy3@feetwhi ch
wide, 0 would be modeled on the Vivian Beaumon
the Guthrie Theatre, Fallsannounc&®al | s6 announcement that his

on the Guthrie and the Vivian Beaumont seems to haveaeealculated statement designed to

%8 Hansen, 30.
19Encore September, 1976, 11.
¥30hn Hinterberger,

Seat t | eSeatle Poksintdligeacer Miatohdl @ 1965, Z2u mmer T
®¥john Hinterberger,

Seat t | eSeatle Poksintdiligeacer Miatohdl@® 1965, Z2u mmer T

1 Jen 13
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generate excitement about his theatre by linking it ideologically to some of the most prestigious
theaters in the country. For, though Falls claimed the work of other diredBathrie, Kazan
had inspired his decisig the seHleffacing director had actually been directing productions on
thrust stages for years with his Champlain Shakespeare Festival in Vermont.

To house his new venture, Falls purchased they#grold Queen Anne Hall located at
709 First Avenue W&, just blocks fromth8 e at t | e Re p Seattl®@Rlayhoukdr e at r e 6 s
facilities at the Seattle Centdiocal architects James Saunders and David Hewitt directed the
remodel of the building. The interior was cleared to the outer walls in order to accateraod
new 425seattheatreACTOSs proxi mity t o t healsmsontabbtéditos hed R
the impression that ACT was designed to be a complement (or even a competitoSeattiee
Repertory Theatré and consequently, the new theatre enjogeme ofthe st abl i shed t he
prestige’®? As The Seattle Podntelligencero bs er ved, ACTds season open
Seattle Repertory Theater closed its 19685 season, offering Seattleites the opportunity to
enjoy professional theatre continusby throughout the year, in almost the same location.
The First Seasons: 1968967

AThis i s an exper i meSedttle Postialigehceronppenirgl ai me d
night, June 29, 19651 We want to find out i f thdaemrine i s an &
S e a t'®Howevar, it does nateem that Falls had much faith in the experiment himself: the
first season at ACT includezhly one play which could feasibly classify as part of the second
wave of modernism. This was the opening produ

farceelOh Dad, Poor Dad, Mamads Hung YAGT in the CI

This location also meant ACTo6s patrons could take adyv
BHACT Opens: PFhe b SantldPostnteligenser June 29,1965, n.p. ACT Scrapbook. Seattle

Public Library Arts Reference (AIS qR792.09797), vol 1 (19689). Seattle Public Library (Central Branch),

Seattle, WA.
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followed this wth productionsoff e nne s s e eCatdn & Hot TanRepd Fr ank Gi |l r oy
Whoo6l |l SaveHolwar Bl &wbbwn? ds on DarkatheMobpanda m Ber n
closed with a pair of one acts by Peter Shaffee Private EaandThe Public EyeGi | s oy 6

work had premiered OfBroadway at the Phoenix in 1962 and been awarded an Digeglay

was contemporargnd awarevinning, butPlowboyh ar dl'y cl assi fi ed as a n
It was a realistic slicef-life drama about the disappointments ofdife f ai | u rRask. Li kev
of the Moonfirst produced in 1945, was a curious choice for a theatre with an avowedly

Acont empor ar y o Thdlealtheatrerritics seemed Desitédnt to pronounce too
strong a sent ence ungo Insteadhtieey streggledttolfirdgpdsitive 6 s o f f e
aspects of ACTO6s cWaynedaohrsdnydrachaactitie at theattlef Tenes n g s .
seemed to feel compelled to make excuses for the play (which had a reputation for mediocrity

and banality)inhissvi ew: AAs a professor of mine used t

even be a good pl ay; *RoltStrimbeigsat tiBeattimPosto od t he at

=}

Inteligencerwas | ess inclined to mask hi s akésasdai n.
vivid wrendh of fancy to make it plausibte®>*Ch ar i t abl y, he added that !/
much out of [the pl &y] as the vein could stan
Li k e GCRlowhoytledShaffer plays had recently closed after a respectable run on
Broadwayi 163 perbrmances, at the Morosco Theatre. However,lalsok e  @®lowboyo y 0 s
Shafferdos plays were conventional comedies an

experimental theatre to which Falls reagpposedlyommitted his organizatioff.he highlight of

wayne Johnson, @AACT The Seate Bmespudust 11N1966, 35.h o w, 0

®Ro |l f St mMarkmtherMpon Fifids ItsetfSeattle Postntelligencer August 11, 1966, n.p. ACT
Scrapbook. Seattle Public Library Arts Reference (AIS qR792.09797), vol 1-(B8®. Seattle Public Library
(Central Banch), Seattle, WA.

Ro | f St mMarkmtherMpon Fifids ItsetfSeattle Postntelligencer August 11, 1966, n.p. ACT
Scrapbook. Seattle Public Library Arts Reference (AIS qR792.09797), vol 1-(B#8. Seattle Public Library
(Central Branch), Sxstle, WA.
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the production, in fact, seems to have been the skillful direction of Mel Shapiro, who was in
Seattle directing and teaching at the UW (and ACT) before joining the fiemhed Stanford
Repertory Theatre at Stanford UniversByh api r o6 s eXApemiadrsc e eads dieme
served him well in Seattle: Johnsarp p| audedab3hHapiyr dados properl y fAus
thruststag¢ suggesting, perhaps, that Fallsdé6 own dir
paled in comparison to the work oflmso r e experi enced coll eague. N
ACT production must be attributed to the inge
direction is always fast without being breath
addedsuggesting again that quick pace and excellent comedic timing were the preferred
gualities of serious contemporary drama in Seattle.

Whil e ACTO6s first season péadundeestimaiedtheo me pos
expense of running a theatre and overestimated the audience that his new theatre would be able
to attract. ACTO6s attendance averaged only 35
closed at a lossvhich Falls and Burchad to cover from their private finances. Before opening
a second season, thiegorporated their venture as a Aomfit organization. The decision to
change to noprofit status was motivated by economic concerns and by the precedent set by
other regionbtheatres in the country like the Cleveland Play House, which had made the change
decades earlier, in the 1926=lls had observed that the major support in the arts came from the
private sector, from organizations like the Ford Foundation. He becamecanc ed t hat Ay o
could not raise money seriously without being4poofit, and there was no way Jean and | were
going to continue to subsidize $50,000 or so a year. Our manager Bill Taylor felt that this was

the way the rest of the theatres inthe coumteyr e goi ng: the Arena Stage
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the Guthriei these were allnepr of it t heatres trying t°% be ins
Once again, Falls tended to follow trends. Looking to other institutions who seemed to be
making a bid for becomguimportant institutions in their communities, he followed the
established model as he worked to accomplish the same feat for his own theatre.
In its second season, ACT adhered more closely to its mission statement, producing
Al b eTmyAdice adoubld i | | o The Bollectiomnd®he Room and D¢Theenmat t
Physicistsas part of an expanded season of seven plays which ran for two weeKEheach
remaining four plays wer€éhe TypistandThe Tiger(on a double bill)A Thurber Carnivalin
White AmericaandArsenic and Old Lacd’reviewing the season in April, Stromberg devoted
most of his column D¢grrenmattds and Al beeds p
itheater with a vengeanceo by addisnoght®fida touch
All three plays werewelt ecei ved by critics and by ACTOs
proclaimedTiny Alice fAexciting theatre, o noting that thi
even if the audi ence c®MHéwanddtheaudiende thattheégiag pl ay
was finot for those who seek escapist entertai
language. For showoers who are not lazy in the head, however, the play poses a challange
trying to puzzle out all thosguestons and exposure to beautifully f
Johnsonds prai se wWhePhysicistei Rad8hli g efsf cervai nd
6meatyd play of withhépossisleeacepion inyAliced' Fa r |
JohnsornThe Physicistsvasthe more effective of the two plays becaiiseas easier to

c o mp r e The Rhysicistdior all its puzzles, has the virtue of being much more

%" Hansen, 47.

Rol f Stromber g, @ T hSeattte aostintelligender April N5 el866,dA nc e, o

¥Ed Barker, fAWhoos AThe Seatde TingsuhE20,4266,85. Al bee ? 0
"Wayne Johnson, @6l ns aheSdnttledlimesmusi1s, 1966 59ci nati ng, 0
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comprehensible than the Albee play and, moreover, its subject matter has rather more modern
relevance tharhat of Tiny Aliceo Yet despite his preference for
encouraged hiseaderdo make their own decisions about the relative worth of the two plays in a
parenthetical editori al comment: fAYou can st a
ACT also encouraged its audiences to engage in debate about these controversial plays,
instigating a series of pogterformance talkbacks. The practice began Witty Alice A small
typewritten slip of paper, imperfectly cut by hand, was tucked into the program for the play. It
announced that:
Because of the contr oyleQTshasamadersgetiair e of t on
arrangements with Le Rapport to have coffee and discussion sessions immediately
foll owing each nightoés performance. Such s
Ronald Satlof, directors at A.C.T. this season, Greg EatonTAmtanager and John
Gilbert, actor with the Seattle Repertory and A.C.T. , will participate at separate sessions.
Frequently members of the cast will join them. You are invited to drop in after the show
for one of these informal sessioHs.
Asimilarslipwas tucked into the program for Dg¢rr enmae
Afanot her of those plays that people enjoy tal
good discussion after tonightos shdowecastand Rapp
staff will f r’eTheicasnd, indirecireference t a precedent established with
Tiny Aliceindicates that ACT was developing a stable core of repeat audience members at both
its productions anthe postproduction talkbacks.
The discussions must have been Thevely and
CollectionandThe Roomthe pair of Pinter plays with which ACT closed its 1966 season,

assumes a |l evel of erwudition and fal9e0si arity

Seattle audiences that the San Francisco Acto

" Theatre Program foFiny Alice 1966, A.C.T. Collection (792.09797 A11), Seattle Public Library.
2 Theatre Program foFhe Physicists1966, A.C.T. Collection (792.09797 A11), Seattle Public Library.
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review, Johnson deftly identified both the influence of the realist tradition and the ways that

Pinter had altered the familiar outlines of plot and ottaerao produce an absurdist work.

Johnson presumed his reading audience was familiar with Pirandello, and suggested the ways in
which the Italian playwright served as a prec
Pinter is saying that the trutli any situation cannot be captured and pinned down like a

butterfly. But while in Pirandello there is the sense that the truth is available to sezaeiad)

mind, Pinter insists there is no truth, only tensions and conflicts that can never be finally
reoncif’2dhosonds review also presumed Seattle
criticism on PThougaauthestThe CaletteprandThg Roomthiégre is a

sense of pervasive menace whi ch hasnvoki|lgc o me a
the term coined by British critic Irving Ward
appeared in the British journBhcorein September, 1958°J ohnson appl auded Du.
skilled direction of the play for maintaining the delicate beéaof humor and threat which

War dl e had pinpointed as the definitive quald:@i
produce because of this coexistence of comedy with menace. Director Duncan Ross has done a
brilliant job not merely of balancgithe two but of seeing to it that they are constantly involved

with each other. o

Falls rounded out the remainder of the second season with four recent New York hits and

a revival ofArsenic and Old LaceaNith the revival, Falls was already struggling¢define the

Wayne JOACATs Bre,orfes wi The SeatleriTimeSeptéber 1451968, 21.

sSee: lrving War dl e ThefE@orerReddgr Lofn dMen a dMed hiuren, 1965), 91
article mentioned four new playwrights (Pinter, David Campton, Nigel DeNrks Simpson), the critic held up

Pi n tTherBothday Parta s t he paradigm of the new fAtheaThei cal cl| i m
Birthday Partyexemplifies the type of comic menace which gave rise to this article. For in the playemtseita

meretricious and easily manufactured fictional device, stands for something more substantial: destiny. . . . Destiny
handled in this way not as an austere exercise in classicism, but as an incurable disease which one forgets about

most of he time and whose lethal reminders may take the form of & jakan apt dramatic motif for an age of
conditioned behaviour in which orthodox man is a will:i:
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niche hedd establ i s h edalerfFalls explained thatheveantedéo j ust o
mount ol der plays as a kind of touchstone for
go back and pick out aehowitlhandledihe dititudesand prablanms p | a
that existed when it was written.od

The four remaining plays mounted in ACTOS
New York. Three werawardwinning off-Broadway plays from 19631ar t i n Dudnber man 0 s
WhiteAmericaa n d Mu r r a yTheSygpistarglBha TigeraA Thurber Carnivahad run
for 223 performances on Broadway in 1960. Of
one which brought Seattleds audiences Avital
ideas, attitudes, '®nhduglpDubebd rdéns mplfayuredeé melse @
1930s ALiving Newspaperso in structure, his h
the days of the slave ships to the struggles to integrate Little Rock Central High School in 1957
was entirely relevant in 1966. Theopuction became an objectlesfonSe at t | eds own r
prejudice as Wayne Johnson, tBeattle Timetheatre critic pointed out. E three African
American actors, whom Falls auditioned in New York and hired to perform in the piece, were
unable to sawre apartment lodgings in Seattle because of their race and were forced to stay in a
hotel.

Rolf Stromberg, the reviewer at the Seattestintelligencer devoted his column on
June 25, 1966, to an interview with Clark Morgan, one of the three ostracized African American
actors. In his conversation with Stromberg, Morgan cited a few of the indignities he had suffered

as an African A megawhitemwomarsstandfor B8 milgdswatherchian sit

Wayne Johnson fi Wa nt eTtheSedbd Timesi-ébruary IWH 66, P7. r ect s, O
"Wayne JdmWhsedAmerica@ ACT Pl ay i s TrhenSedttly Tiragduwhe 22,6966, 650 g , o
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beside youd and Aencountering conf'inual troub
Nevertheless, Morgan optimisticaijated hat fit hi ngs have changed fo
since | gdal&eytoergproving thehlat of the African American actor, Morgan

insisted, lay not in enforced integration, but rather in embracing the European model of the
permanent acting ensemble. This ensemble approach to the acting company would allow African
American actors the opportunity to explore a wider variety of roles, rather than those

traditionally reserved for them on the basis of their skin tone. For example, though he was

managing to get by as an actor in New York, Morgan complained to Strombeing tas

feeling stunted: Al 6ve played a preacher at |
out and do some work.o Though Fallsd theatre
offered himthe steady work andariety of rolesof the Eur@eanstyle ensembleralls hired his

actors (including Morgan) for the summer, as part of an ensemble which lasted throughout his

season. Aftem White AmericaMorgan appeared ifihe PhysicistsArsenic and Old Lageand

The Roomthe last three billsdf he year . fANothing beats steady
AThis is how European actors develop in their
American actors dondédt get. o Though Fallsd com

ensemblst ructure rather than a tight resident <co
plays each season, and some returned for many surhfhers.

ACT had expanded its operations during its second season. In 1966, the theatre produced
seven fays over fouteen weekstwo more than it had produced in its fiplay, terweek
program in 1965. | t (orgadizbeby Faalkeg)vhichimduntedfours t heat r

productions over the course of the summer. The theatre more than tripled its audience from 8,000

""Rol f Stromber g, f HSeattleRespteliyenderlune 25, 19@6e2l.s , O
"8 Hansen, 43.
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in 1965 to over 23,000 in 1966 (17,714 attend
t he El even O0O06CI oc kAdditomablytasuevéyof ACT sulabarileet | ons ) .
preferences confirmed that Fal |l s & omeeaddpiamr i ment
to the Seattle theatre scene. Half of ACTO6s s
plays of the season. The other half purchased cheaper subscriptions which allowed them to select
five of the seas oTiyAlicesvasthe mostpopalar play setected byttresn d .
group of subscribers, followed by (in order of preferefded PhysicistsThe Typist@andThe
Tiger, The CollectiorandThe RoomA Thurber Carnivalln White AmericaandArsenic and
Old Lace

A ThurberCarnival brought in the most attendance of any play in tlasce. The
discrepancy between the high attendance ratéBhfarber Carnivala nd t he pl ayods r at
unpopular position among subscribers suggesisthese attendance figures reflect the high
point of summer tourism in Seattle rather than the preferences of city nativ&sl tiarber
Carnival opened in early August (the month with the highest average temperatures and second
lowest average rainfaih Seattle)F al | s 6 r @nrganiv andl OldbLBceas lthe least
popular play among subscribers and with local critics, and brought in the deecxl
attendance oftheseason Johnsondés r anwisdw pdft itelde tphiee qpd aayld s
comdained aboutiticr eaky dmnaméguagywd and contrivedo ht
seemed to fit ACT6s mission toroduce dr amas

Looking back on the second season, Falls concluded that the second season had proven
t h a significant number of people in this area obviously want to see the significant

contemporary plays. € They know theyol |l I i ke

"9\WayneJ o h n AmenicL ofis i n g HhetSeatile ymedugust 31, 1966, 14.
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see them. The kind of theater | want is the kind that will satisfy this audiemcger. In our
second season, | think we proved what we thought after our first season: namely, that there is a
discerning audience for the plays of our time done now. People want to see plays that are
intellectuall y®Fatl ks @ stggentgthetdigeetdr telenmpetsonal
investment in the plays of the secendve. Unlike Blau, who posited thdétaiting for Godot
held the answer to the Wor kshopopsrpogeatnd i ts au
midcentury, Falls merely wantedfios at i sf y ¢€é a-udpleaseiseaudience goehato
his theatre could stay in business and he could continue to direct professional theatre.

ACTO s snu@66garsesed attention for Falls at the natioeal; in the late
autumn Falls reeived a grant from TCG (Theatre Communications Group) to travel to several
regional theatres, so that he might observe their operations and their productions, and network
with their staff. Falls selected five theatres in four cities along the Easterrasalvbere he
was already planning to travel to attend a meeting of the National Theatre Conference in New
York in | ate November. Fallsdé tour behpan at t
was met by director Jon Jory (decades later, in 2000 wlmrid join the directing faculty at
UW). Falls continued on to The Hartford Stage Company, then to the Trinity Square Repertory
Company in New Haven, and finally to Boston, where he visited both the Charles Playhouse and
David Wheel er 6s Bbstomddlse waesmpasypyiofed by the ot
productionsseveral plays which he sam histouwer e | at er i nc ceaponsr at e d
For exampl e, Falls was fdAparticularly takeno w

EndgameACT prodiwced the play in 1978 At the Charles Playhouse in Boston, Falls attended

WwWayne Johnson, HGACT HheSeatle TinpOdbbegd) ¥66,6He ason, 0
181 Greg Falls to William Boughton, January 9, 1967 (A Contemporary Theatre archives, acoassien 2118
001, Box 1), 1.
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a pr oduct i TheBakdnywdieh heeats@iscluded in his 1970 season at ACT. At the
Theatre Company of Boston, Falls saw a productiohofms t r ongdés ;buist Goodni
apparently, he was more impressed with a play he did not see, but merely heard about: Peter
We i Mardi-Sade Upon his return to Seattle in mizecember, 1966, Falls immediately wrote
Cory Revis at Samuel French vispressingdesagtd . Fal |
mount the play 1 mmediately in Seattl e: ADo yo
chances of being able to do a production here this summer. | mean what are our chances of
getting the ri gH*Thoughdallshas na able to acduire theirights frthe
play in 1967, théarat-Sadevas t he chi ef attraction of Falls
attended produwdarhgtory.i n ACTO0s five

F a | répatdtion as an educator and the head of an excellent dramawith@special
program devot ed Isodtractédithe idteresnoblsFertam MeKennag theaDean
of the School of Creative Arts at San Francisco State Cdielgere Irving and Blau had taught
until the early 1960s), late in 1966. In DecemidcKenna wrote to Falls to announce that his

institution was pl anni n @ramaEdicatient Stafuganch at i on al

Improvemend i n Sept embperri mdr yl 9&6i7m oifhet hi s conf eren
current status of the dramatic arts in the elementary and secondary school curricula, and to
exchange concepts which may result in more effective approaches to the use of drama in
educat i on. dedBattehdshe goaferende and to deliver a dinner address entitled,

iThe Essenc® of Theatre. o

182 Greg Falls to Cory Revis, December 14, 1966 (A Contemporary Theatre archives, accession nurdb@ti2118
21188, Box 25), 1.

183 Fenton J. McKenna to Greg Falls, December 7, 1966 (A Contemporary Theatre archives, accef&on num
2118001, Box 1), 1.



122

Given the overwhelmingly positive response
further expansion to the ACT program in its third season, inclughrgttempted regional tour to
the Alaska 667 Expo (unfortunately, ACTO6s app
damaged the performance venue beyond immediate repair or use)lafadiscussions became
aderigeurf eat ur e of @nChosbed at thdLie Rappod €offee House. Falls extended
this opportunity for discussion (and increase
by devel oping fian evening class deWdacadd to th
televisionChannel 9 developed short programs on the ACT season which aired throughout the
summerl n many ways, Fallso6 theatre was exempl ar
to combine the resources of the University and the professional theatre@dwostthe second
wave dramas to the Seattle community.

However, Fallsd repertoire was once again
safe classics or popular hits. Asin 1966, Falleaoffe d t hr ee ab eki@diatst wor k¢
SeaandStrip Teaséd t he | atter an Amer The aretaperoemi er e) , an
documentary play on a c¢ dheDepotyaedfos playd dessgnedjoe ct
appeal to popular tast€he Fantasticks, Luv, After the Fadnd a revival of William Vaugha
Mo o d Jhé GreatDivide Whi |l e in 1966 Falls had brought |
with his theatreds mi s siTlharegasonhtseemspwadtigebexs s st a
office.

The 1967 season o0p e nladOmeiagaim, FMs knit hes theaBectdh i s g a
the University community, hiring William West (the director of the Stevens Playhouse, and

visiting faculty at the University of Washington for the 19887 academic year) to direct the

BRol f Stromber g, f A#aitle Fosireetigercer Mayill, h96735i ve , o
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play. At f i r sdeisméxplicablefor a diractol netivater bydmfkice receipts,

for the doubITee ThpistamdThe TigeBrobugltd ig thd I@vest attendance of any

ACT production in 1966. However, Falls still looked to New York as the establishedrstafida

a playsoé marketability, anldvhadren foo901 pgoductimris Br o a
and earned Schisgal a Tony nomination in 1965. Despite its popularity in Newldoik,i d n 0 t

fit ACTO6s mission. I n f a dhe play asposéudistdligent®a: u st ei n
Awhil e Schisgal's materi al is potentially sat
demulcent, so that the Broadway audience can have the tribute of theyardtvithout its

t r i b u l®aThd laral aiticen Seattle adopted a similar, although less vehement, thew:

play provided lighthearted entertainment, but lacked any significant value. Johnson pronounced

i t a 0 sclafted, kghthearted, lghh eaded, and al toget hdée wacky
pl ay was finot an 6i mpor t*%mtné Fmlbey o eai&diegn it
on the way home that it becomes apparent that
hands it would be onl vy *®mwhlechl yt haen d usp orfa dSicchd Islg
out and an additional performance had to be scheawled, | i am Pol fus (ACTG6s P
Representative) crowed, A Webuy &sadekoy.pnyacttiwe r epor
are schedulingraadditional perforrance early Saturday evening to handle the requests for
tickets. I1tds great! Would t h¥&Cleadyhtey all are
administrative staff of ACT defined success in terms of the box office, rather than how the

theatre might accontiph its avowed artistic mission.

185 Robert BrusteinThe Third TheatréNew York: Knopf, 1969), 92.

Wayne Johnson, f ACTThBSeatileTisnehingi4rl86 68.e ason, 0

B"Ann Fawes, afiMany Sp |SeattldRostreetligeficariJume 14,0967, 24.

18 \illiam Polfus to Penelope H. Teal, June 22, 1967 (A Contemporary Theatre archives, accession number 2118
001, Box 1), 1.
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One local critic, Rolf Strombergoticed the trenilandt ook ACT t o task f ol
choice of mainstream fare. AWhy, suddenly, mu

Fantasticks, 6 whichlils omardltyerthaticegl i0og ISt fr wlm

know. AThe Lyric Opera has it, Seattle Pacifi
deal of the musical to be a b'®Fallssabmitedahe musi
rebuttal letter to taPostintelligenceb s edi tor in early June. Citin
breaking run, Falls claimed that ACT would be
productions of the important plays ofoftbeur ti m

moder n Amer 1*nahis wayhFalls teisforcedthe message that for him, New York
remained the central arbiter of taste when it came to theatre in the United States (for a long run
Off-Broadway renderedihe Fantasticka n i i mp o randathat ecopdmisydéoye his
choice of repertoire, rather than aesthetic ideals.

Fall so6 | et t esive, evendpetulantmote, a hedadniiteedhis continued
distaste for the dramas to which he had committed histhéat& d o s o mesunpreay s ev
which should be seen professionally in Seatt!/|
produce some plays which | do not like very much, but if they qualify as an important play of our
time, ACT will do them. @&Jro¥ek arfd &ilroy playsat ACk.e d 6 Pi
We think we should risk this delightful prodigy of American-Bff o a d Wia gurioas that
Falls would claim that Gilroy, Pinter,- or AlDb
1960s. Gil r oy dydelodgectothetsante genre asahataflPinter, Albee, and
MroUek; Gilroyés play was fairly recent (it h

award), but neither its content nor its stylistic qualities were particularly revolutionary. The

B9Rol f St r omber @®Ru nFebtePosinteliydncegMaR2?, 1967, 16.
Gr eg Fal | s, Thé MinhtgsticRRrdeattla Rostntelligencer,June 11, 1967, NW Today section, 3.
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ActsorWor kshop had established Pinterds nati one
The Birthday Partyn 1960 (a play which the Workshop had also performed for Seattle
audiences at the 1962 Worl dbés Fair)oducedhe s ame
the American pFoeStoner Ehef MAbbelk d6pgr emi ere was al
accomplishment for Fallsd youngTandobaihate. The
even been published in an Englisinguage translation in the United Statets Jae Grove

Press, which also held the rightsStrip Teasewould publishTangothe following year, in

1968. However, in a city so clearly predisposed to welcome the absurdist drama, the play hardly
seemed to constitute mgéeirtisa&kt. OF a&lulrd hiemr vaok eed tit

Broadwayo as hi s | Uhefanthstiocksa tAiCoTn wfaosr cprreocad vecdi nt go

professional theatre in Americao as part of t
States theatresaGregory Eaton had written in 1966Y et Fal |l so |Twe t er i mp!l i
Fantastické | ongBroadwady qualified it as fian i mport

the centrality of New York in the American theatre.

Stromber g di d ettertbut nowmlpythgPogstion tFeall |l regddamlic er 0 s
theatre criticonly reviewed two ACT productions in the summer of 1967: the(bkglays and
Art hur ANerthdFelr 6Bur t her mor e, when Pdheri ck MacDot
Fantasticksappeared in #PostIntelligencer it was squeezed into a narrow column at the
margin of the page and ran to only 38 brieflinesre cr i ti cso6 snub i ndicat
with Falls and his theatre for failing to live up to the exciting repertoire ACT hadiggdm

ACT followedLuvwitha dr ama t hat seemed to perfectly

Rol f Ho The Daputydtie €ontroversild o c ument ary drama about th

191 Gregory Eaton to Evelyn Watters, June 6, 1966 (A Contempdtsgtre archives, accession number 2008,
Box 1), 1.
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approval of Nai genocide during World War Il had premiered at the Fveikksbiihne (Free
Peopledbs Theatre) under the direction of Er wi
followed by productions all over the European continent (and outrage in Rome). The American
premiere of the play occurred just over one year late February 26, 1964. For the American
production, producer Harold Shumlin advised Hochhuth to condense the play, which was then
adapted by American poet Jerome Rothenberg, a
five-act length, whichwouldtakk o met hi ng | i ke ei ght haodar s t o pe
half-hour playing timé-®? Just before the production opened, the Grove Press released the first
American publ i cat-lengtmscrpft Hochhut hds full

Though the opening night performance in Néark had been picketed by 150 people,
and 100 policemen had been placed inside the theatre to maintain order, the play opened without
incident and ran for 318 performances on Broadway. The run was not without incident, however.
After Life publishedanarti| e whi ch rebutted the playds cent |
purchased advertising spaceTime New York Timemd published his own resportg&in July,
Shumlin sued the New York Transit Authority and New York Bus Advertising for removing
posters adertising the play from the sides of bus&dn October, Shumlin announced that he
was cancelling the planned tourdie Deputy ci t i ng t hat Athe cancel | &
refusal of several theaters in other cities to accept engagements and lsyfii@ant number of
cities offering subscription arrangements. &

Balti more, Minneapolis, St. Paul ahd Mil wauke

Howar d Taub ma DeputyOhh e Tkl Mewv Y drksTimeSebruary 27, 1964, 26
LA Shumlin Repl i e 3heNewYark Tiniesayds, 1964, 350 f e, 0

s am Zo IDeputyPwostersiRetun t o TBeuNew ork JimeSeptember 22, 1964, 43.
S HDeputyCal | s Of f a TNewYork HieOCobari, 11964, 28



127

Falls had to wait until 1967 to stage the productidre fights to the play had been
frozen through his 1966 season, when he first
tour had failed, the Theater Group (from the University of California at Los Angeles) had
mounted a national tour in 1965 which hadewed national interest in the work. Boston theatre
critic Elliot Norton, who had reviewed both the original Broadway production and Gordon
Davidsonds completely restaged UCLA productio
superior. Davidson had oken to emphasize the symbolic rather than the naturalistic qualities of
the wor k. N o r tifdme Deputypad beert derned with Asantuch iart and intelligence
on Broadway, it might have toured the country successfully instead of beginning amgl &ndi
did with the sensatice e e k er s o f® New Yor k. o
Gi ven Fall s0&6 i n tofiaesuscesses,ntisentiralynpossilolegthathe, kke
those fAsealsat s oof New Yor ko whom Norton dispal
play by the combversy surrounding it. However, witfthe DeputyFalls was able to fulfill the
stated mission of his theatre and to satisfy his desire to keep his theatre in the black. Though the
play was already four years old, and UCLA had mounted a national touetws garlier, Ann
Faber at th&eattle Postntelligencerr e port ed t hat ACTO6s 1967 produ
to be performed by a professional company of f
For the local critics, the production constituted an exciting and groundbrealent
and best exemplified ACTO6s function in the <co
Contemporary Theat er G perhayps &st aii snpm isdodgigettr € unct i o
Seattleites the opportunity to see the significant plays of our tire&tor8§ has this function been

more clearly satisfi eTtheDepuyido begAGTWaypmpeododbnis

sam ZolDeputgtwo, Thour i n RleeNevaYprk Gimeg®ecenmber a0, 1965, 58.
Y"Ann Faber, f AithStriddoiDepusy S@aitle Postntelligencer June 28, 1967, 20.



128

review. Both critics were aware of -sidledimitsf | aws
depiction of Pope Pius Xll. Inhisreviewh nson echoed Taubmandés 19614
Bernard Shawodés plays proviidemee a nb evthtierh md del c
Church i s pr esenstuebds twaintche ,é0 fporrocvei dainndg a fAdi al e
argument®Faberd s er ved that Rothenbergéds cuts had ex
humanity to somé&Fabeths cbmmanteeshoed Taubma
condensed script fisharpens the playds inncendi
the play is a remorseless, furiau® a c flunggieectly at the person and policy of Pope Pius
X1 P o

Both critics also noted the weaknesses ofBallsd i r ect i on and his cast
which exacerbated the melodramatic quality of
production lacked variation, that Falls' and his cast seemed to have mistaken volume for
i ntensi ty. 0 AGnEatsp\wluncecndcdes notrsettle dogvn to letting the
pl aywright get about his business until the t
noting that Falls seemed to have directed Thomas Connolly (as S.S. Lieutenant Kurt Gerstein)
itbap his scenes &%Jommdorpreficea that dohn Long, svhoelayiedathe
hero Father Fontana, would fAbecome more effec
bit into the role and does notbeddlanaed by gdlighttye s o
|l ess Amincingod portrayal of ?Raber Madlpaesimlaper f or m

observation: fAlt i s probable that by the end

wayne Johnson The®épQyl 6he Seatttediméedane 28, 1967, 23.

Ann Faber, AACT MoDepusy S®aitle Postitelipencditiune 281867, 20.
Howar d Taub man, Defuty® p & hTsiet Nievd York Time§ebruary 27, 1964, 26.
Ann Faber, AACT MoDepus B@attle PostitallipencBrtiune 281867, 20.
2Wayne Johnson TheépQy dhe Seatte dime¢dane 28, 196723.
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have stopped playing at the top of their esicThis mercy and subsequent end of the confusion
of volume with pace cdaheDepatkevACYOspprcddlucpiod
The flaws suggest that Fallaunlike Gordon Davidson at UCLA played up the sensational
potential of the text inik direction, much as Shumlin had in the American premiere on
Broadway. Despite the fact that the UCLA production had received higher critical acclaim, the
Broadway production (with its |l ong run of 318
Howe\er, both critics enthusiastically recommended the pldgspite the production,
not b e c aThesDeputysthe most impdrtant play to be performed on a Seattle stage this
year: not the most beautifully acted nor the most imaginatively directédh@snost important
play, o concl uded F aB%Similaly, Johnkoa stressed theifpotaace of r e v i
the play: AThe ACT production is not without
loudness for intensity and simple rapidity formetic pace. But the production does have the
essential virtue of bringing the play to life: of bringing vitality and believability to the characters
and the ideas aridmost importani o f i nvol vi ng t f°ForthediticeACde i n b
existed to bing the serious dramas of the contemporary theatre to the stage, even if the
productions themselves were not strong.
ACTO6s pr oTheRepubstriikinglpdemonstrates the spread and general
acceptance of the seceméve dramas in America which hadoorred by the mid 960s. In
1956, the Actords Wor kshop oMothed @ounragwpeaforci sco h
seventeen performances under fire from | ocal

t o Br e c BrividRscapof hadyclanedit asan example of Epic Theatriough Robert

WZAnn Faber, AACT MoDepusy S@attle PostitellipencBrtJune 281867, 20.
Ann Faber, AACT MoDepusy B@attle PostitallipencBrtiune 281867, 20.
Wayne Johnson TheépQy dheSeattle Eimeslene 28, 1967, 23.



130

Gorham Davis, reviewing t hepla@ortheNew VYorkdiesd f i r s
in 1963 argued that the fAepic requires a very
performs, foralll8 document ati on. He has none of Brecht
sophi s t?®Alsalikd Mother Gourage Hochhut héos play emphasize
Rhine industrialists to |little men arfd women,
This was the message which Blgaimedthathis audiences (and the local San Francisco critics)
had found so unpal atabl e ,thatru¢ dJowce Bithe &anmdomsmé s 19
against the productioryet eleven years later, in Seattle, Hoalnt h6s pl ay was endo
critics and audienceJ e Deputyeven brokduvd s r ecor d atitiresptdence f i gu
general agreement among the critics that the quality of the production itself was poor.

Fall so6 directing wortkfferingia sioudhgeekbislh ACT M
Out at SeandStrip Tease Though critics had agreed that Fe
i mbal ances in Hochhuthdéds script, Stromberg an
boon to the Polish playwgiht 6 s new dr amas, providing pace an
dialogue that were, at times, overldfgOf the two playsStrip Teasewhich ACT gave its
American premiere, was considered the stronger text. Stromberg was less impressed with
Mr @Kd s aypthan he had been with other secataste dramas, and proclaimed that the Polish

pl aywr i gfhappsr oyorrikat el y b the Riepagterous notthedbsdrl e at er

®Robert Go r Thabepubmy Rolf $iochhiith. Forward by Albert Schweitzer. Translated by Richard

and Clara Winston from the Germdbgr Stellverter 352 pp. New York: GroVhe Press.
New YorkTimes March 1, 1964, BR1.

"Robert Gor Thabepubmy Rolf $lochhiith. Forward by Albert Schweitzer. Translated by Richard

and Clara Winston from the Germder Stellverter 352 pp. New York: GroVhe Press.
New York TimedMarch 1, 1964, BR1.

®Both Johnson and Stromberg
presents MiheSeatkeTPeay s, § 12,
Seattle Postntelligencer, July 12, 1967, 6.

MRol f Stromber g, f ASEdrlé BostitaligenceriJulyl2, 19676y , ©
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At The Seattle Times Johnson was more ent husithtlsetsame . The
themati c concerns that Johnson had identified
with serious, important questions he nat ure of free will, choice

while Johnson, like Stromberg, found tlaait atSeaoccasionally felt contrived, once again, he
reiterated that the reason for ACTO0Os existenc
well-crafted and excellently acted production, the two Mrozek plays provide an eminently
enjoyable evening of tiager. The plays are pointed and pertinent, saucy and spirited, funny and
touchingiand just a I|little kooky. They are clearly
CONTEMPORARY Theat®%r is all about. o

The local critics were understandably disappainteen, when ACT followed its
production of these exciting new dramas by Mr
Mo o d Thé Great Divide A r t h u Afterhie FallaadTided=antasticks A CT 0 s
production ofThe Great Dividelike its revival ofArsenic and Old Lace 1966,proved how
poorly the play hagvithstood the test of time. The play, which had premiered in 198§,
irrelevant to the contemporary point of view at AGT the PostIntelligencer Patrick
MacDonald described the playasaduy fAmel odr amati ¢ museum piece
more than Y% s t thwuir | Aftir thel Ralthaddly made a better impression:
Johnson found Millerés fiembarrassingly autobi
h?lZ

Marilyn Monroe panful to watch?™“He credited the ACT cast for doing what they could with

the Aformless, discursive and vapid script, o

Wayne Johnson, AACT The Seatke fimedulyM?, @96% 37. Bnphasys $n thé original.
lpatrick MacDonalad mofi 29 Q& ulgé ladIemtie RdstatelligeMaevAugusy 100
1967, 19.

Z2Way ne J cAfienthedrallDp & n's aThe Peaxte Timeduly 26, 1967, 26.
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production, explained the reason fatberthanhe pl ay
dramaturgicalAfter the Fallwas the first play by a major American playwright to have been
written explicitly for a thrust stage. In fact, the thrust stage at the Vivian Beaumont theatre at
Lincoln Center, wher endailyll964 had beenpohezofthe madels forr e mi
ACTO6s own t hrYetshis justiicatignesuggeptedchat ACT was nothing more than a
derivative tributary theatre, copying the model of the Beaumont stage and the plays that were
staged there as well.
With its final production in 1967, ACT returned to the dramas of the sewawd,
pr oduci nThe Garetakere rTohse producti on seems to have s
with Johnson, who began his review hdwhat e mi ndi
types of plays he considered Ai mportanto and
not be stuffy or dull, suggesting that ACT need not continually resort to insubstantial
entertainment likd he Fantastick$o please its audience:
The purpose and the community utility of A Contemporary Theater were vividly
demonstrated again | ast night in the openi
of the seasorThe Caretakeby Harold Pinter. The play is an important contemporary
playbyan i mportant contemporary playwright, a
engaging and thoroughly professional. And
commitment and its pledge to Seattle playgoers. Labelichyd play or a writer
Ai mporaadbdgesthatés frequently used to di
and the writer dull but both are somehow o
weekly dose of cuathoor.The Caretakeron the other hand, is important because it is an
exellent play: funny, touching, frightening and expertly crafted. And Pingard
Englishman now in his mithirtiesi is important not only because he is one of those rare
writers with a mastery of the dramaturgical craft but also because he has somathing
rarer: unique, unmistakable styl&®

I n addition, the high quality of ACT&6s pro

entirely capable of delivering its avowed mission. Falls, whatever he may have thought of the

BWayne Johnson, fAACT Dohe SeateeTimeSepemben 6, (987, 26t ak er , 0
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Theater of the Absurd, againditee d fAwi t h sk i?l*Johnsonsingledeutsei t i vi ty.
designer S. Todd Muffatfa UW graduateand actor Duncan Ross for particular praise.
Muffattids set for the play depicted a single
is filthy and junk is piled in all the corners and on one of the two beds. A bucket is suspended
from the ceiling to catch water from the | eak
bucket throughout the play became a kind of aural icon for the squal@ désign; Faber, who

reviewed the play for thBostIntelligencet f el t t he ACT pr-ocatchingt i on fAn
bucket as imortant as the unseen treeg e Cherry Orchar@**® Duncan Ross, the head of

t he UWG@&sonaPActorfTeining Prograanddirector of a number of ACT productions,

appeared in a rare acting role as Davies. Faber claimed Ross stole the show; Johnson ardently

procl ai med Ross®6 characterization fAbeauti full

over whel mi ng. | ttd sngasasgadodd ea sjeceln ofn aac Seattl e
Crisis: 1968
Falls and ACT6s board of directors planned

suspecting their theatre was about to struggl
Aexper i mérmkobdisaserAshdéd e prepared for ACTO6s 1968
attention to the professionalism of histheaf€C T6s demandi ng schedul e or
performers with two weeks of rehearsal time before each opeksrgresultlocal reviewers

hadofteno bser ved t hat ACTOs pr otheactors seemed unpeegased s h a
for their openingnight performances. In an attempt to improve the quality of productions, Falls

decided in 1968 to expand the run of each production to threleswide reduced the number of

%Wayne Johnson, fAACT Dohe SeatieeTimeSeptemben 6, (987, 26t ak er , 0
’Ann Faber, AACTO6s L as tSedttle RopintdigeaceriSspteftert6al9d7,i8s hment , o
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productions to seven, which still resulted in a much longer season of taemtyeeks rather
than the tenor fourteerweek seasons ACT had previously offered.

As always, Falls was aware of the economic risk posted byothget seasorACT
would needo attract a significantly larger audience than it had in the past to each of its
productions in order to sustain the extended rurexplicably, Falls decided the best way to
increase the widgsead @ p e a | of A @Qvouidde to dbdéndon thenpgireiples on which
his theatre was foundeHBor his 1968 seasonals secured the rights to a number of
commercially successful hits from New Yor k Ci
for contemporary p@lys of the Etopean secondwava,nd cr i ti cso6 praise of .
purpose each time it produced a Pinter play,
take a chance on seeing a play tH%dls has not p
eliminatedthe classics and pared his offerings back to those plays which he thought he could
mosteas | vy sell to a Seattle audience, filling hi
smattering of recent hits in New York.

The season began sSawtDancewn thd KilliagnGrobindbiolwed yoyo
Henry Li vawardnwsndingbh?i eP e t e r RogahHuiit 6f the Suand then James
Go | d mkheldos in WinterA double bill of comedies followed, comprised of another
Shaffer play Black Comedy andCaptain Fantastic Meets the Ectomorptritten by Barry
Pritchard (a former Seattleite). Of these pl&®syal Hunt of the Surreated additional
econonic difficulties for ACT.Royal Huntseemed taerve as a kind of stasd for the musicals
which Fdls had been producing every year: the production was the most expensive of the season

as it required the largest castamiy play ACT had ever produced, and was staged lavishly,

Barry Pritchard, # lSeattlePostiteigenceriNovemb& B,d4968, Narthwest Today
section,13.
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suggesting that Falls was relying on spectacle (rather than the conteatityraftthe script) to
sell the show to his audiences.

Falls did return to the absurdist drama at the end of the season, closing the year with
Al b eAdélisate Balance f ol | o we dWalding foBRodok e Y e D sby t he ti me
season finally returned to the dramas on which ACT had established its identity, the damage had
been doneEh?caused Maxine Cushing Gray, the Arts Editor atAhgus a local weekly paper,
to observe that ACTthedmdmanheé husgdediaatio
having picked up an ov e f"lIACToseemeddchdvdsdaadectitds En gl i
mission entirely. The local critics continually pressed ACT to fulfill its mission. Box office
records suggestthat3ea | e6s audi ences shared the criticsdé
theatreactually declined slightly from over 25,640 in 1967 to 24,173 in 1968.

Onl y B d&odotahe final play of the season, receivedadades from the critics.
The play, wheh had premiered in Paris in 1952 and in the United States in 1956, was the oldest
production of t he Godotaermned dgsless: erifice stréssed thattheplay i | |
continued to provide fAnew i nsi gykkBodotcoulchbtiny t he h
one fAup t o Mlraay Moogan, whesurpdisinglyconfessedhathe knew little about
the play before being given his assignment to
the play and e x hohoddeakind® a thausahdeargum@ériseaed wartnthe | t s
intellectual life of the ar e?dJohMsanopingdthatut t he
Godotprovided more than a textbook gyuof the theatre of the absurd; it provided insight into
humani t yeeingGadetwilf in shértShot only bringyouuwpo-d at e on what 6s be

happening in modern playwriting, but it wil!/

Z’"Maxine Cuching Gray, fAPro Actors Adasdee F19886d Day at Se
8Murray Mor gan , ArgisCeptemlizer20,A968 7.e , 0
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happening withi andtoit he moder n h dhradiencesseethédtto sioare thé
c r i assesssnénGodotwas the best attendgdr oducti on of ACTO6s 1968 s
unanimous embrace of the production by critics and audience demonstrated, once again, that the
secondwave dramas had spread throughout the United States and that a vibratallrghed
audience existed for these plays. Yet Falls, who dirggtatbt remained strangelyven
perverselyambivalent about the theawef t h e a b s ur dsodotpefhaps indicatesc e s s o
that there is an audi entdohdsanin Npvenab§ts | i ke it , o
Fall so | ack of faith in his own Byroject pl
changing the theatr egbesr rreepferetcaieralsAztbal@rsieahti sisti o
his audienceGodotma y h av e e n doeah a Aigh hidies butst ecalld not offset the
losses incurred by the theatre with its unpopular earlier offerings. ACT wavered on the brink of
collapse. Doggedly, Falls decided to attempt another season in 1969, reverting to the repertoire
which he had mmised Seattle in 1965. The results were immediate and impressive: by the end
of 19690s season of abs ur ddioget halbthredefi@t pfila68, wo r k s,
and had begun to finally commit his theatre to the mission he had been repmateglést four
years.
1969 and 1970: A Return to the Mission
Robert Gustavson kneir 1969 that ACTheeded to reconnect with its core audience: the
subscribers. fAl think we have to make ACT as
be, 0 he told Stromberg in an interview. #AAs |

h a p p e Tilf AGT.was going to entice Seattleites back to the theatre, it needed an attractive

"Wayne Johnson, fAQodol dleSeatdedimesSept@nber 813, 1968, 38.
Wayne Johnson, AACTO6s Wo e JheSdatterTgnesNovetnben 3 1968, Gld.st Money,
ZIRol f St r omber GelebratidnCHeattte ®ostBtellmaneer April 6, 1969, 6.
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schedul e of plays. Fall 6s s dlhec tdiiares tfoard st heen
commi t ment to hi s tFalleplannmeeseven phaysifogi9&éAd leturmedte s i o n
the fourteenveek schedule of 196Four of the seven plays were drawn freoropean dramas
of t he s ec onTheHomecaningd, B in e REMdE®SOs b o rinadmissable
Evidencea n d WMarasSade Three of the four playisthose by Pinter, Osborne and Weiss
iTwere five years ol d. l onescod0s play was ten
spoke forcefully to contemporary society, the choice to produce lonesco in 1969 (eight years
after Zero Mostel had appesd as Berenger in the celebrated Broadway run of the play) was
hardly as revolutionary alJackandifbe Chéaranioscantbogr,0 s c h o
1959.

The season opened wiGtelebration anew musical i Tom Jones and Harvey Schmidt,
and cloed withB r i a n Philadelghla,dHere | Comedndthe world premiere of a play
written by a local playwrightCrabdance written by Vancouver, B.C. native Beverly Simon.
The production o€rabdancewvas one way ACT reconnected with its mission i ehet e n d
professional theatre in Amer iicaadadattenpttoEat on ha
promote the theatre as the successor to the A
the closure of the San Fr anheonlytheatreAccAmericab s Wor k
which fAregularly brought out** At¢chetimeSroknbelgy We st
reported that both Falls and Allen Fletcher (at the Seattle Repertory Theatre) had been working
to produce new plays, but failing to find@d material to produce. ACT also changed the
language of its programs in 1969 to stress its investment in the local region, and began to display

the work of local artists in its lobbjdangings and throws from local weavers Judy Thomas and

2Rol f Stromberg, fAHow You GdnaitlaPostreetigencérHume 2F1967727.Br oad way
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Betsey Bess werhung during’he Homecomingn ear |l y July, and Don Shg
and Ann Gr egor y06s Phlaelphia, Haregl €Eomiaiuearly Septanmbermtigis
way, ACT sought to demonstrate that it was not simply a tributary theatre, rengostati
Broadway hits, but was actively contributing to theatre decentralization in the United States.

Local critics seemed to agree that Pintero
not to let the puzzling nature ®he Homecomindissuade them from attending. Johnson urged
his reader not to look too hard for a message that they distracted themselves from the experience
of the play itself: fAAnyone who feelsidrhe nec
psychiatrici exganation for the characters and their actions. An infinite number of explanations
are possible (one per audience member), but none is essentially necessary. The play exists
vitally, fascinatinglyi wi t hout them; and ther edanofthdie wonder
t he &PAtheAbgus Murray Morgan began his review wi:t
AThough s u gheHoegomiagow endtage at ACT, is as ugly a play as | can

r e ¢ &1Deespite his vehement dislike for the playit§elp ar t i cul arly Pinter ds

Morgan compared to fiscorpions in a bottleo),

forced him to attend ACTO6s production, as he

actors. Inthe end, Morganendes ed t he production, i f not the j
unli kely to |Iike but sure to remember. 0

Eug ne IRbimeessthie ezond of the four secem@ve plays produced in
1969, was welteceived Even the lastninute substitution of direct@krne Zaslove (on book)
for Peter Ban (who had taken ill just days be

play did not deter audiences nor critical pra

ZWayne Johnson, AACT ThdSeaite TiRddulyt9e1069,i552 Funny, 0
Z*Murray Morega mAgids@aydl, 1969, 7.
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Li ke ACTO6s pr odGoddtdurmgtheprevioBseseagon, totaldcstics pronounced
t hat | Rhmecerawadss st i | | r e | e Rhenacerosvad weritem a deeadel t s  a g €
ago, 0 reportAgusiMbhheg amemacithe appeal of® the mirt
Similarly,Johnsb not ed that Il onescobs play grappled w
problem which only became more critical with
crowded and pressurized society: that of how a man can maintain his own individuality and resis
the manifold pressures to run with the he?d."

I ntriguingly, the odheaa Oclia@misdiedwdenrelhongh wa s
the dramas of the second wave of European modernism had a record of popular acclaim among
Seattle criti(dout Ok o rArCénwasgpanpdddifeoaaltcrtics in)
1967, Ann Faber and Wayne Johnson hadlha ecomme
Deputyon the strength of the play itself (and in spite of a poor productimemissible
Evidencegposedan inversion of this situation in 1969. Despite the generally good quality of the
production overall, and the fAskil/l and stamin
Mai tl and ( @slroor)ne @so hanmstoin had t o tabyncede t hat
deadeningd and fAnot so mif'dheweakness layirstiseisdiiptte as i
Mai tl and was an underdevel oped character, |ik
failed to humanize his antiero enough to garner any sympatbythe unlikeable attorney.
Worse, the suggestion in the second act that
his mal aise hardly raised an eyebrow among th

insinuation as a tacky ploy. AttlegusMur r ay Mor gan sneered at Osbc

Murray Mor gan RhinicEresntt e A Srgug August 1, 1969, 7.
Wayne Johns o rRhinofsA C T theSehtte Fimeduly 28, 1969, 30.
Z"Wayne Johnson, #f AlGaimissipleRvideng@&he Beatte dilaugust 6, 1969, 36.
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AEven i f é the dialogue i s meant to tell us t
point is pointless. Bill*s not a bore, heods a

Recalling the poweakBazkin ADgeb oJronhendsso ne alrol ci aetre d
failure in Maitlandés | ack of courage. Ji mmy
had fAia busting vitality and an irrepressible
andavigoroupoi nt to his bitterness.o |If Jimmy Port

surmi sed, he woul dii ehvaevre ififath e ctkeed on®Byrearpe of <
contrast, Maitland merely wallowed. Perhaps the play would have fared better ihithad
foll owed on t hRhinbceresl sa nodf tlhoen ecsocuorbasgeous Ber eng
against conformity. Seattle enjoyed the dramas of the segand, and even embraced decade
old plays for their contemporary relevaricbut only if they engaged with such deep
philosophical questions as how anght retain integrity or individuality in an imperfect or
confor mi st s dnadmegible Evideredrerely commasmed. Critics who were
ready to endorse a poor production of a thoug
1969, and Ssttle audiences stayed away.
ACT soon recoupeits losses on the Osborne flop with the last of its four productions of
the secondvave dramas in 196® e t e r ThedPersesuion and Assassination of JBanl
Marat as Performed by the Inmates of the &sybf Charenton Under the Direction of the
Marquis du SadeOnce again, the national popularity of the play meant that ACT had had to
wait three years before it was able to acquire the rights to produce the play, during which time
any fears Falls mayhaltead about the playbdés commerci al pot

assuagedMarat/Sadehad opened on Broadway in 1964, and earned Weiss a Tony Award for

2ZMurray Mor gan lnadmissibla EvelenceA i sAl. &gug August 15, 1969, 7.
Wayne Johnson, #f AlGaimissipleRvideng@&he Beatte dilaugust 6, 1969, 36.
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Best Play in 1965. In fact, it is curious that Falls had not heard of the play before his tour of east
coast theatres in 1966. Falls decided to produce the play after he heari laltoditl not seé
David Wheel erbés production at the Theatre Com
Brook film adaptation onl y woerkladmtyetbdeet he pl ay o
performed in Seattl€® Competitively, ACT jumped to prepay the royalty payment on
Marat/Sadein June of 1969, after Clark F. Sergel at The Dramatic Publishing Company notified
Gustavson that another theatre in the vicinity had adem Ipaking inquiries about the play.

ACTOs nwaddirected by Arne Zasloend model ed on Peter B
production of the Englistanguage premiere at the Royal Shakespeare Company in 1964. ACT
used the same English translation of the scrigtBhaok and the RSC had used (by Geoffrey
Skelton, with verse adaptation by Adrian Hall), @b usedhe music composed by Richard C.
Peaslee for the RSC production. Li ke the stag
the playwas sterilend i mposing: Athe cold, grey room | o
di sinfectant; a barred door and | arge ®xpanse

Of all of the productions mounted by ACT in the first six years of its exis{@R&S
1970), theMarat/Sadédb e st demonstrates the potential of F
envisioned: as a forum where students and faculty from the School of Drama could have the
opportunity to do professional workhe Marat/Sadewasthe frst mainstage ACT production to
be cast with a large number of Mersity of Washington students, showcading talents of its
first class of studenfsomt he uni v er $rofesgidnal Adtor Teainmg Rrogrghm a

letter to Sergel, Gustavsoeported that the production would be cast with eight professional

#0As Johnsonreportéddn hi's review, part of the attraction of ACTE
Johnson, AACT Pr e s darat/SadeFihe Seattle TimeaugGst 20,1960, 84
Blwayne Johnson, AACT P Maa/®ade Ghe Janle ToanedAugust 20,3960,183%0.i n g
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actors, ten amateurs, and eleven unpaidprofessional extras (the studerft§)Even stage
designer Jerry Williams was a recent graduate of the School of Drama, who had earned his M.A.
in design in 1965The University system also afforded Zaslove additional rehearsal time to
developtheensembiea cr i ti cal comp©mewmgh | AC Wed stsidg Iptl asyu
schedule only allowed Zaslove two weeks to rehearse the play with the entiteecdgtector
(whose particular specialty was physical theatreamdmediaechniques) had been working
with his UW students for months in advance to prepare for the production, developing the
particular ticks and idiosyncratic afflictions of their méiytanstable characters.

The critics were divided over the quality of the product, howéward their accounts of
the first night performance differed in key w
static, 0 and t urrimgthatridal drcas whithgglses andithrabs aad 2 9
expl odes and b r*¥Bytcdntast, SyhiatLdwis at teeéttle iPastntelliyencer
found the production uneven, the work of the student ensemble too separate from that of the
Equity prtimeimadmen ithdved constantly, the pl ay
flying off like separate spokes without a hub. As it is, however, the different elements of the play
function consecutively instead of simultaneously and thus we are made too awatehoig\a
play within a play within a play; too conscious of the gap between the Marat/Sade dialectic and
t he screams 28iil, thehpmduttionmede ia spkash in Seattle, Madat/Sade
was a triumph for the symbiotic collaboration of ACT and UW Drama, combining the talents of

UW professors, UW students, the luxury of an extended rehearsal period to develop the

%32 Robert Gustavson to Clark F. Sergel, August 8, 1969 ( Contemporary Theatre archives, accession number 2118
001, Box 1), 1.

3Wayne Johnson, AACT PMaa/Sade Ghe Jeattte Timddugust 20369 3d.pi ng
gyl via Lewi s, MaAfSadelso oSt igfifnugs eo f3eattle Pastnieligence) Andust 200

1969, 42.
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ensemble performance (which the University program could provide) and thegiooalism of
an Equity company (which ACT maintained).

Financially and critesabkyt afe@puatohib9 68 eatas
Seattle. fAMore and more people speak of ACT a
boredom,bnswoonfeadmiringly. AMore and more peo,
presents interesting plays interestingly, a theater which more often than not makes good the
promise of entertainment and stimulation which prompts people to go to the theaterrst the fi
p | aZds avesultat the close of the summer, over half of the $40,000id&ficn 1968 had
been paid off, and the theatre set a new record for attendance.

The 1970 season adhered to the pattern established in 1967 and 1969: ACT produced
seven mys in a fourteemveek season. The repertoire includedr absurdist works and an epic
pl ay: TheBirthday Rarty B e cHBodganted <Ge The BatenyTom St oppar dos
Rosencrantz and Guildenstern are Deada n d Bhe @audadiad Ghalk Circlélowever,
for the first time in 1970, the critical response to the sewoank dramas started to reflect the
effects of the passage of time on these plays. In 1968, local critics had insisted that the sixteen
yearold Godotwas still relevant, and in 196Bat the dilemma posed in the tg@arold
Rhinocero6 had only become more critical-wave t he i n
dramas were so widely accepted in the United States, so far from revolutionary, that they began
to feel a little dull,even boring.

The season o0 p dhmedBdhdayfattyhandxhe Britighplaysrighdince
againproved a Seattle favorite riics applauded the production along with the rising standards

of professionalisnat the theatre, including the work of twiwV graduates (Jo Leffingwell and

Z\Wayne Johnson, fACTThéSeatls TirmesOataber 1251068¢c8. s , 0
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Marc Singer) and one teacher from the Univers
ensemble for the summdreviewingThe Birthday Partyor the Seattle Timeslohnson opined
that dAif t he g u ddctioniymamtained throughow {heeseydaly seaspnt o
theatergoers are in for another summe?®® of the
Seattle clearly preferred its serious contemporary drama to be delivered with a dash of sardonic
humor.Foy whi |l e Johnson praised Pi nitaadsibasgelpl ay f or
funny,hdm Voor hees Epdgamdatedin tBeeseakoa fortth@ anrelieved tedium
of Beckebltaskffhesom. o
Voorheesd revi ew matrhkee dl achal tcurrintiincgs & orienstp ¢
wave dramas at ACT. Complaining that Beckett o
Voor hees Bndgamemidgh h aj usit as vWEHRolthelirsttimegtted as acH
strength of the nowlassicda ma it sel f was not sufficient rea:
While Faber and Johnson had recommenidesl Deputyn 1967 on the strength of its ideas
rather than its production, Voorhees now wondered why he was at a theatre at all, if he was not
going D be provided with theatricality in staging. The age of the sea@wd dramas finally
seemed to be affecting the critical reception
had been given its American premiere in New York in 1958) had takenafdheerevolutionary
edge off theseconédwave dramas though, as the reviewer for thegusobserved, there was
still plenty to think about in Beckettodos pl ay
Endgamas the play in which Samuel Beckett has two of the four characters encased in
garbagecans, a dramatic device that puzzled and infuriated some critics when the work

was first performed in London in 1957. Time and more exposure to the works of Beckett
and other absurdists have made less obscure the symbolism of the discarded older

Z°Wayne Johnson, @ R&LY dixsSeatld Tineduaes24, 1970, B10.
Z7John VobBnddameEs 0 s & Wo r The Seattle TimeSepbember 2, 1970, B12.
Z8)John VobBnddameEs 0 s & Wo r The Seattle TimeSepbember 2, 1970, B12.
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generatiorbut there is much that remains enigmatic in the production now on stage at A
Contemporary Theatr&®

Both Johnson at thEEmesand Morgan atthArgusl evel ed a simil ar cri
producti on o fTheEaucasianlChalkEirce\thiletMogsa nd6s revi ew conc
with the assessment that fABrechtos book remai
ecology, 0 he added that Fallsé production wou
the entire first act’® Johnson expressédistration at the serious and political tone which
seemed to be universally adopted when address
browk ni tting treatises have been written about
theater as an ingtment for social change that the normal expectation to take to one of his plays
is that it will be supepolitical andsupepr eachy about t he %daheds and i
revi ewer seemed to be al most reliededtitonrilpa:
abundance of humor. o6 Throughout his review, J
the first half of the product i o Howeveriichis Mor g a
brief synopsis, Johnswanla dsanagufafgemi(lhieard eBrce d
is Atoo good for this evil worldo) suggested
techniqué’ like his politicsi heavyhanded and oversimplified. It is telling that neither Johnson
nor Morgan found meh to recommend in the productiantil John Gilbert emerged as a
Atriumphant|3¥BfenhydésAddakkma was no |l onger i nt

commentary on society; the critics enjoyed th

93 A, C. T. N ehArgus SefteanbeE 1 01970, 6.

Murray Morgan, fACent eArguiAugustd,;1978,7.C. T. on Brecht,h o
“'Wayne JdhaktpnAnadt he rThefSeattle Bnie®uyguast 5, 1970, F2.

2Murray Morgan, Cent eArgudAugustd,:190A7. C. T. on Brecht,6 o

fi
*Murray Morgan, fACent eArgudAugustd,1978,7.C. T. on Brecht, B o
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ove came his di d#&%nt1976, thensetiouswdmrhas of the seadnd wave seemed to
be most appreciated when they stopped being quite so serious.

Nowhere was this evaluation stated more cl
critical revi ew of ACThe8alcpny\tdrheestwasovery cledrthat e an G
he felt Genetds ideas conti nuedonbfo be rel evan
revolutionaries as being motivated by the fact that they are out of power; his description of
politics, the military, of religion and justice as an interlocking, reinforcing arrangement strike a
fami |l i ar ?*A9the@rgus Marray. Morganaged t hat the playds ide
certain ga nfépoweverthe denrencd thesscript reinforced some stylistic qualities
which Voorhees felt had become dateaid the style of the production now diluted the impact
of Genetds ideas:

Ti me has stolen sWmenof fGenstodosawhiomfhder Bal

rurdown At heatero in New Yor k . . But. the pl

A C T Badconycomes to us after a decade that has included new awareness of what

power is and what it means, of the presence of revolution, of new freedom of expression

in all areas of the arts, a decade that has included Vietnam and Masters and Johnson,

LaughIn and underground newspapers, the Chicago Seven and Spiro Agdesade

ago, AThe Balconyo was startling and provoc

Genetods ideas and a®¥'k, @ABut is it a good p
The answer, Voorhees insinuated, was not an unequivocal affirmative. Once again, boredom
threatened to swamp the deliverylofée pl aydés i deas, and the probl
rather than with Falldés direction. Too often,

talks, talks, talks. It may be provocative discussion, but one becomes impatient for the play to

move on. 0 The nudity and perversity of the br

“Wayne JdhaktpnAnadt he rThefSeattle BnieRuguast 5, 1970, F2.

John Voorhees, Vi e Balcbny tdeerSeastle Tinmeguly B rnI7ODE6.ACT 6 s
“Murray Morgan, f CRaleanye Argudduly 10e1970%6. C. T. 6's
#’John Voorhees, Vi e Balcbny tdeerSeastle Tinmeguly B, 17D CT 6 s
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from the San Francisco critics when the Workshop staged the production in 1963, failed to
all eviate the boredom of Ge naemnptdoditillate wath hints s c en e
about Mai t | amaddissible Evklanalaidinyyti maused critics to
Asimilarcr i ti que ran through C&osencranBarglr sd r evi
Guildensterrare Dead The critic reportedth& t oppacdar actersdo | ack of
t he situat iWaiting forrGodBte ckteotptpdasr d6s di al ogue, Ar emi
mundane repetition and playi ng iviketSeattlsvwasd s 0 o f
well-acquainted with the theatof the absurd but added nothing new to the ¢&fite.1970,
five out of seven plays produced by ACT were dramas of the second wave. The theatre was
finally producing the serious and important dramas of the 1960s it was too lat&he dramas
which ACThad claimed as its a i s 0 nwerdn® ®rnger eevolutionary; they were canonical.
If audiences were hesitant to accept these plays in 1970, it was because they were beginning to
seem tired not because they were novel and challenging.
Reflecting back o the theatre, its founder, and its mission in 1979, Gustavson opined
that Falls and his society halivays beerools of theconservativeestablishment rather than
rebels against it. This had | imited Fallsd ab
establishing ACT, as Gustavson explained:
Greg wanted, | think, to read a level of play content that would titillate . . . to a certain
degree but not push it over the line where he might risk offending anybody. And that held
him back from taking on mor@dventurous programming. Some people . . . feel that
Greg really sold out years ago in terms of really doing contemporary work, and | think
theydore right. Ités not necessarily a crit
standpoint thathte theatre started out to be a showcase for contemporary work and

probably has not fulfilled that goal to the extent that a large potential contemporary
audience in Seattle would like to have s&én.

“8Car ol Moseacrantz, Guildensteml i v e aTheSéafleTimesluly22, 1970, D19.
2 Hansen, 3910.
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Given Fall sdé own r e lwaw dranascaad his stated disliipeftne he s eco
theatre of the absurd, what is remarkable is how many of these plays ACT produced in the first
six years of its existence, 198970. ACT produced 19 dramas of the second wave in this
peri od. By ¢ o mp ankshap ofrSan Fraritieco énty preducéds21 dkaomas of the
second wave in the ten years between 1956 (when the theatre midotited Courageand
1965 (when Blau and Irving departed for New York). Falls, who constantly looked to other
directors and other thigas (particularly those located in New York) to assure him of the
commercial viability of a script before he produced it, directed almost as many plays of the
second wave as the revolutionaries at the Act
This fact is a testament to the rapid change which had already taken place in America by the time
Falls opened his theatre in 196and while A Contemporary Theatre contributed to the
movement by continuing to introduce the secarae dramas to American dadces in a
remote corner of the United States, the theatre was-adater to the movement. The
production history of ACTO6s early years in th
had already been embraced by American audiences in general

Fallsd6 theatre is also significant for its
Even ACTO6s commitment to bringi rwipltheaesawhich e pr o
concerns itself with the significant ideas, attiés, and problenaf our times) served as an
outgrowth of the University mandate given Falls when he assumed control of the School of
Dramainl196it o bring the theatreds repertoire nint
cent®®rg.dhe 1960s, Fhutareebfebedi thmatdathkea

States |l ay in fAia grassroots movement toward r

Qvay ne JdrwWheedAmericai ACT Pl ay i s TrheSeattly Tineesiuwhe 22,6966, 551 g , ©
Hansen, 17.
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by Athe | arge American university hiring a tr
regional theater’8Though ACT was never Ahiredo (and the
the two organizations were closely connected.
Board of Directors; University professors, graduates and students performediesaged for

its shows; resources like costumes and properties were shared; and visiting artists at the
University, | ike Mel Shapiro, contributed to

Il n return, Fal | s0 t htythe opportunity tb expaadiheis grodutteem t s an
experience to include work at the professiona
achieved the kind of collaborative and mutudiBneficial relationship which the NTC was still

theorizing in 188. Though Blls left the University of Washington in 1976e two

organizations still maintain close ties today, a testament to the lasting influence of this

midcentury experiment in Seattle.

BlTheater in America85-86.
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Chapter Four: The Cleveland Play House in Cleveland, Ohio

Founded in 1915, the Cleveland Pl ay House
theatre still in operation today. Originally organized as a voluntary association of Clevelanders
interested in the dramatic ar ClevelandgiagsofP| ay Hou
Afoutstanding merit that would not otherwise b
| ack of c omrréimthei192Ds, thepheatrarkorganized itself as a professional rather
than voluntary organization and emergedpart of the Little Theatre Movement, one of the few
surviving theatres of that movement. As Norris Houghton observed in hisAtéhce from
Broadway @A Cl evel and Pl ay House € generally consi
the PasadenaPlayroe , of t he 6 Li t t*f Ehe thdateealsorineorpbtatedasae nt .
not-for-profit organization in the 1920s. Decades before the Ford Foundation began making
contributions to test the viability of establishing and expanding the professional theaide
of New York), the Play House was the recipient of two handsome grants from the Rockefeller
Foundation. A grant of $38,000 in 1936 helped the theatre off the $100,000 mortgage on its plant
at 86" Street, which housed the Brooks and Drury theatres. In 1945, Rockefeller made another
grant to the Play House in the amount of $25,000, in recognition of the contribut®layhe
HouseChi | drend6s Theatre provided the city of CI ¢

Like the Play Hose itself, the directors who managed the theatre in the 1950s and 1960s
were also products of this era, for Frederic McConnell and K. EImo Lowe had been managing
the Play House since 1921. The two directors had enthusiastically contributed to the ieimoduct

of the first wave of European modernism in the 1920s with productions of Przybyszewka,

22 plexander C. Brown and K. Elmo Lowe to Eric A Grubb, February 20, {88Connell papers, Box 1), 3.
%3 Norris HoughtonAdvance from Broadway: 19,000 Miles of American The@ew York: Harcourt, Brace and
Co., 1941)68.



151

Chekhov, Lapek, Maeterlinck, Synge, |l bsen,

Bernard Shaw. As audiences declined in the 1950s, McConnell and Lévet taied to keep

Pi

t he Play House afl oat by reducing the theatre

1958, the year that McConnell stepped down as the Director of the Play House and assumed a

subsidiary position as Lowe took over the daiignagement of the theatre, McConnell had

become convinced that the Play House must adopt a new stance toward finances: the theatre was

no longer seksufficient. In order to attract the support of charitable organizations like the Ford
Foundation, he reaed, the Play House must renew its commitment to outstanding, non
commercial dramas. In the 1950s and 1960s, these dramas were, frequently, the plays of the
second stage of European modernism. This foundation, McConnell believed, was the key to
reestablishng t he Pl ay Houseds status as an art
A Model Regional Theatre

Given the longevity of both the Cleveland Play House and the consistency of its
directorship, the Play House in many ways anticipated the model of tbeaktiieatres that
blossomed across America in the 1960s. The Play House had already incorporateef@as a not
profit cultural and educational institution in the rii20s. The theatre maintained a subscriber
base which supported its functions, and a nurobés actors were members of the professional
Actors Equity union, though the Cleveland Play House remained staunchly opposed to the
unionization of its technicians and stagehands.

From its early days, the Play House offered cultural and educatignaitopities at little
or no cost to the citizens of Cleveland, particularly its young people. The theatre maintained

three separate programs which encouraged young people to engage with live theatre: the

Chil drends Theatr e, t érredt@as the RlagHouse 8chgolrofotlger a m

t

he

(a
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Theatre), and the Shakespeare festival. Hundreds of children, from ages eight to seventeen,
enroll ed annually in the Childrends Theatreods
expense but sotduedsetntrse gpasitdd aita oom fee to cover a
for which they received ti cR%®thse tCohidtdtreemd st hleh
produced three plays each year, each featuring eight or ten performers who were cast from the

ranks of the Childrendés Theatre.

The Play House also maintained an apprenti
tuition-free training program each year to about twenty students who pay with their labor for the
opportunity of working with a professionabst f and | ear ni n*gThoughe at er t e
individual apprentices6 assignments varied, t
to provide the apprentices with a hammtsexperience of the process of producing a play for the
professional,gi onal st age. AProducing a play for pro
being a part of the whole creationo was what
st age t°%tAa éffori wagmade in the late 1950s to reshape the appreijipesgram to
improve the quality and quantity of actor training provided to the apprentices. In 1958, Lowe
turned the School déds acting classes into Aproj
by senior members of the Play House ensembiesldeed short plays and scenes for
performance. Promising apprentices were often recruited into the professional company. After
serving thePlay Houses an apprentice for a year, students were eligible to receive a cash

fellowship from the theatre for threext season, which would serve as a kind of modest salary as

®paul Mooney, @AChi | d"Se a é6@levdldnckRiesBepteniber 27519605 1l. 2 8

Jjom Beaufort, @ACI evel aChritisScienceuMonitadpril 27| 1857, 1lHlou s e , O
®®Frederic McConnell, AA message from Frederic McConnel
house, 0 August 15, 19515 (McConnel |l papers, Box 2),
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the student progressed throughthb e art a rekdbss. Ther eafter, Fell ows
appointment to the pAid professional company.
The Play House provided these activities largely ahits expense, leaning on the
profits of its regular season of plays to provide the funding for these service programs. Yet the
directors considered these activities some of the most important contributions that the theatre
made, as a cultural organizatido,its city. Charitable foundations also took note oftthe e at r e 60 s
service to its community.
The Pl ay House also designed and built one
anticipating by several years the architectural design trend which arrivethe/glecondvave
dramas. In 1949, four years before Tyrone Guthrie captured international attention with his new
open stage at the Stratford Shakespeare Festival in Ontario, the Play House set another precedent
when it opened its third theafiea model ope stagé in a converted church at Euclid and"77
Streets. McConnell collaborated with local architect Frank Draz to renovate the old Second
Church of Christ Scientist into a 58@at auditorium surrounding a projecting apron stabe.

The fope nMcEanrelypeeferded ® sall the form, was built without a proscenium and

front curtain. I n 1959, American Institute of
in a travelling exhibition on fAArt softhefidct Cul t u
theatres in this country to us/é"Sa agpacervtagae

i mportant exafmplne 1®f6 0t hiBs otokme .Ad ki nson wrote

platform stage long before platform stages becames h i b?# Bhe spacé also inspired Elia

#7Frederic McConnell to George Seminoff, January 29, 1961 (McConnell Papers, Box 1), 1.

%8 Julia McCune FloryThe Cleveland Play House: How it Begaieveland: Western Reserve University Press,
1965), 116.

29 Frederick Gutheim to Mr. K. Elmo Lowe, Novéer 24, 1959 (McConnell Papers, Box 1), 1.

#0Brooks Atkinson to Frederic McConnell, July 28, 1960 (McConnell Papers, Box 3), 1.
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Kazan, who visited the Play House in 1960 to
Vivian Beaumont stage at Lincoln Center is commonly believed to have been inspired by
Gut hriebs openarsd aliesne aap &ltirat fRutdh Fi scher 6s
Pl ay House suggests that the New York theatre
In the course of luncheon conversation, Mr. Kazan digressed from movie talk to
comment at some length tme physical facilities of the building at Euclid” . . . He
pronounced the theatre and its stage Omagn
the building originally was a Christian Science Church and that Frederic McConnell was
responsible fothe plan. Mr. Kazan then related that he last visited the Play House in
about 1929 (the 85St. building). He added that he was particularly interested in the Play
House operation at this time because of his plans for a repertory theatre as part of the
projected Lincoln Center for the Performing Arts in New York City. Mr. Kazan said that
he is patterning the New York operation, to a large degree, upon that which exists here at
the Play Housé®*
19571959: A New Repertoire and New Collaborators, ChangindPar adi gms of Theat
Business
The late 1950s constituted a period of change for the Play House; changing economic
circumstances forced a reevaluation of the th
period of reflection, McConnell becamenvinced that the Play House must once again renew
its commitment to the serious artistic and intellectual drama, themmmercial drama of
substance, to which the theatre had been dedicated in the early days of its formation. McConnell
became adamant ailt the importance of establishing a consistent repertoire of these plays as a
sign of the Play Housebds function as a cul tur
define the Play Housebs ident it yrefieshedthe Blayp ar t
Housebs national profile and prestige: among

to apply for nomination to represent the Unit

Wor |l déds Fai r iyearsBbsidizedolatbostjon with thehForeé FEoundation, a

®'Ruth Fischer, AMemo of a Meeting with Elia Kazan, o Oc
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proposal for a new theatre from Tyrone Guthrie and Oliver Rea, and an overture from Western
Reserve to redefine the nature of the theatre
university. Ironically, thesaew developments occurred during a trying period of straitened
resources for the Play House.

In the midst of the postwar economic boom, the Play House was losing money.
Audiences were shrinking. McConnell and Lowe tightened their belts, reducing staff and cutting
expenses, but struggled to keep pace with the falling attendance figures. The lRayséid
111,171 tickets in the 195953 season and 111,357 in the 299584 season. In 19555, the
number dropped to 91,993; and dipped further to 84,936 in thell®¥H6season. By February
28, 1958, si x mo n t-rhosth geasanipe thedire had sole approxiend@tedy ni n e
48,200 ticket$ putting the Play House on track to sell only 72,400 tickets for the-1958
season. One year later, on February 28, 1959, the theatre had only sold 46,600 tickets. Neither
the directors nor the Trusteesuld explain the change; as McConnell advised Lowe against
planning a long (seveweek) run ofNo Time for Sergeants 1958, he sadly reflected that
Ati mes today sideom tre atse ndi fwlee rd®Astthe decadeavare t 0 f a
on,eachsseson presented the Play House staff with
to level off, if not reverse the curse of declining attendance which we have suffered the last
several seasons. o0 In the end, aonmei(and®ma of f ac
lesser degree, Lowe) that it was time for the Play House to commit itself to a new repertoire of
serious artistic plays, and to a new model of theatre business (one which involved increased
subsidy). These factdmoaunidnalgude d sti loen, Plt daye 1$d &

1957 invitation to the Cleveland Play House to apply to represent the professional regional

%2 Erederic McConnell to K. Bho Lowe, November 13, 1958 (McConnell papers, Box 2), 1.
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American theatre at the Worl dodés Fair in Bruss
awarded the SaWoFrkamoipsad msAectadr) Ggyeatteneredlaay Hou
subsidized Ford theatre, Tyrone Guthriebs int
American repertory theatre operation, and an overture from Western Reserve University.

The debate aha how best to curb the decline of audiences sparked discussion and
refl ection about the Play HouseO0s 8imce P15n al mi
the Play Houseds mission had been thatwdudi ng t o
not otherwise be available to Cleveland audiences because of their lack of commercial
a p p €%Yet giadually The Play House had retreated to safer economic ground. Already in
January, 1950, Lowe complained to McConnell that thisdf@ige pragnatism was crippling
the theatreds artistic integrity. AOur presen
due to the fact that for years everybody has worked so hard that they have had little time for
thinking, o %8 We tarptsarder forehe truly theatric in the best sense of the
word, 0o he urged. fAHaven6ét we always done this
rate. Too often we are stuck, and throw somet
complicatons made the status quo desireabld[. 6 Thi ngs mi ght get out
had to keep a firm grip and up to a point you were undoubtedly right; The Play House now has
t hr ee By 57r as BlcConnell explained to John Beaufort ofthestian Science

Monitor, the policy which directed the program for each season was one of general appeasement

23plexander C. Brown and K. EImo Lowe to Eric A Grubb, February 20, 1961 (McConnell papers, Box 1), 3.
2% . EImo Lowe to Frederic McConnell, Jan 10, 1950 (McConnell papers, Box 2), 4.
25K, Elmo Lowe toFrederic McConnell, Jan 10, 1950 (McConnell papers, Box 2), 6, 1.
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and entertainment: plays wer e nhHsetiionothe t o attr
community . . . The box office is the dominanttfatr because %t has got tc

However, Mc Connel | di dndét want the box off
Pl ay House repertoire. He believed that the A
benefited by its removal from the mari®a ¢ &’.As he wrote the Trustees of the Play House
and of the Play House Foundation in August, 1955, he did not consider thé 9®54eason,
during which attendance had averaged 40% of P
seasontherehadmet and purpd®e,d he asserted.

At the end of the 1957958 season, as McConnell stepped down as the head of the Play
House (he remainedent af f f or four more years as a const
director of Play House productions), he urged Lowewh o r epl aced him as fADi
House, to take up the crusade he had proposed
now, you will be a boon to the Play House, 0 M
energy and lively and vaiée mind. We are due a kick in the pants, a resurgence of stimulation
from within and without, which in your decisive way you will give. You will grab for new ideas
and if necessary scrap outworn old ones. The past is not to be disparaged, but enwdiratks
have to be | aid, and new growth envisaged. o T
was a new repertoire, one which constituted a return to the original guiding principles of the Play
Houseds existence: i ThPeH. fom bbjviort iha programiohhagh  wi | |

guality plays and productions together with good and strenuous promotion. And such a program

®30hn Beaufort, @CIl ev eChastah8sence Maniolmil27, PP67ai0. Hous e, 0

®"Frederic McConnell, fAMemo to the Trust eigustl5X955t he Pl ay
(McConnell papers, Box 2), 5.
“®Frederic McConnell, fAMemo to the Trustees of the Play

(McConnell papers, Box 2), 3.
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must be maintained with consistency. We must abolish our several siegpolicy of
6entertainment hawbi®®ehl.idos already ex

The Play House had already secur-B8 one suc
season: B e MdtherlCouragewleioh bpen@dsDecember 10, 1958. After the initial
bustle of the seasonds openi ngCoimalldvrote eotvdtd e d an

urge him to curtail his plannedfoure e k r un of Dor ot h yMoaiqueto Mi c hael

allow Mother Couragg o open earlier and run for three we
reputation, Brecht  huarsg ead .r efipFuutratthieorn,, oM oM chGCeorn nGeo
considerable publicity potential é ?°t is the

In addition to being the first time for Epic Theatre in Cleveland, the Play House
mistakenly believed its 1958 production of Brec Mosher Couragavas t he pl ayds Am
premiere. The play had actually premiered in the United States more than two years earlier, on
January 13, 1956, when it had been produced a
Wel | es 6 h a dectpghe play oneBdoadivay (irdan adaptation by Marc Blitzstein) in
1958, but this plan never came to fruition. Thus, the Play House production was only the second
production of the play in the United States,
earlier production suggests that the Workshop, despite its rising national profile, was still little
known in the United States in 1958.

In their excitement, various local critics repeated the misinformation about the premiere
(which still appearstodayn t he Cl evel and Pl ay Houseds websi
the Play Houseds contri but iCenelanddlailDealari can t he

reported on December 7, 1958, fABertolt Brecht

Erederic McConnell, fANotes on St hRapersBex2),2.ng, 0 Sept emb
20 Erederic McConnell to K. Elmo Lowe, October 26, 1958 (McConnell Papers, Box 2), 1.



159

covetedAmerican premiere and its Drury auditorium the electric atmosphere of an international
theatrical f est i Theéxciteveed nversvdaahad been gssumedio be the
pl ayés American premiere was onltyabroadior eased b
Europe. ThePlain Dealereagerly reported thaflother Couragh ad fiwon f i rst pri z
international drama festival -languagedaranslagionbyast vye
Eric Bentl ey, fan Amer i odaged and diregctedooneaoftite eadly a mat i
Germanl anguage productions, o had fAwd%hemore succe
Cleveland News e por t ed t hat when pl-sickened,pastbéllim r st pr o
Germany it wa&s an instant hit.o

The Clevelangublic was also excited about the contributions guest director Benno
Frank would bring to the production. Though M
found them confusing’* As he wrote Frank in 1960, he had always been troubled by the fact
tha he felt he was fAunable to understand what
by English and American writers. That is to say, | was never able to get away from emotion and
illusion which Brecht was supposed to déngspecially in Mother Gurage in which there was

pl edtlyn. f act, it was not untBretht Me@anamibis | r ead

1Pl ay House Wins Br ec h ClevBland Pan DeaterDecémber 7,i195& n.p. Bo w, 0
Scrapbook 95. Cleveland Play House Archives, Casst®¥vn Reserve University.

APl ay House Wins Br ec h ClevBland Pan DeaterDecémber 7,i195& n.p. Bo w, 0
Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.

2 AMother Couragat P | a yCletetanddNewsdecember 6, 1958, n.p. Scrapbook 95. Cleveland Play House
Archives, Case Western Reserve University.

"Frederic McConnel |, AA message from Frederic McConnel
house, 06 August 15, 1257 (OMc Qamgree 1110 pdp ercL,onBieX | 6s | et t
guotes Brecht as he muses on the nature of actors and acting, demonstrating that the director was at least familiar
with some of Brechtds t heor i e sproddcediiother Cduagecl1998h eat re bef
2’5 Frederic McConnell to Benno Frank, April 5, 1960 (McConnell Papers, Box 1), 1.
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Workt hat he felt confident enough to assert tha
Brecht and get some*’*theatrical sense out of i
Frank, by contrast, was a native German, friend of Brecht, and had enjoyed a
distinguished international career agil@ctor of opera. Born in Mannheim, Germany, Frank had
directed the Schiller Opera at the Hamburg State Theatre in the early 1930s before emigrating to
Palestine in 1933, where he directed and managed the Palestine Opera company. In 1938, Frank
emigratedo the United States. In New York, Frank worked with the New York College of
Music and the American Opera League. Frank served in the United States Army from 1943 to
1945, and was Chief of Theatre and Music for
Germany until 1948. After the war, Frank returned to America, and directed at the Play House
and the Karamu theatre in Cleveland. A naturalized American citizen, in 1960 Frank was
decorated by the German government in recognition of his work reconstruetinga@theatres
after World War 1.
Frank had met Brecht when the latter came to the United States in 1941, and counted the
late playwright as a close friend of long standing, a fact which few reviewers failed to cite.
Frankds | ong framddisihs pf avinit hi B8riecywtwi t h hi s f
theatre, meant that the director was able to provide Cleveland audiences with a textbook example
of Epic Theatre production. As titain Dealere x pl ai ned, fADirector Bennc
close friend of the distinguished late playwright. They met when Brecht fled from Nazi armies

to take refuge in the United States, where he wrote the play in 1938. They discussed its future,

Brechtds unique theories r egar ésethepriegeqouldde t he a't

2% Erederic McConnell to Benno Frank, April 5, 1960 (McConnell Papers, Box 1), 1.
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best i mpl eme n t*¢EeniAnhurBpaseti ane of the raviewers forGheveland
News noted the unique opportunity afforded the Cleveland public to sample the classic Epic
theatrel though he clearly indicated that he kassue with the confrontational amgalism of
the style: fADirector Fr an-Pischter styletoermaxmg réalisdce | i t y
and expressionistic theatethe dramatized harangue that was mirrored in our federal theater in
the .%06s
The production was faithful to Brechtods id
As Tom Ong o6 s Cathele Usverse Bulletinevellss the production combined live
action and projections, provided summaries of the action of eacé, sdentified locale with

written signs, and provided an ironic visual counterpoint to the musical accompaniment which

bluntly reaffirmed the martial atmosphere of
What is the new stage for m? d&lortodconmey any wa n't
at mosphere, © Brecht once demanded of a des
functional and minor | i ke properties.® Thu

6Sweden, 6 O0Pol and, d OFranconi abedwvhiler wher ev
tramping all over a ravaged Europe in the wake of the Protestant and Catholic armies,
peddling her wares from a wagon like a USO canteen with a profit motive.

Then, too, there is a white sheet affixed to a proscenium curtain on which are
flashed at intervals, the date and a brief written summary of the action. A huge movie
screen at the rear forms a background for leaping colors that heighten the conflagration
scenes. During the musical passages, down comes a velvet trapping loaded with shields,
drum, bugle and other instruments of Wat.

In contrast to the military pomp and circumstance of velvet and arms, the instruments which
produced the musical passages had been altered in order to warp the sound they created: the

meager band te adeumand a piandivath dandpaper or something wedged between

Pl ay House Wins Br ec h TheCevelamhPlain DealeDeveenber % 2968, rBpo w, 0
Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.

At t hur MBthem@ourbgePir oves Geni us Hakeveldno BlewsDacembBrdy 1958, rop.
Scrapbook 95. Clevelanday House Archives, Case Western Reserve University.

Tom Ong, MotRer €Gouragabass Pl ay Ho (Catlelic PmiverseiBalletieDecember 11,

1958, n.p. Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.
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the strings to gi v é&°Farthemotegtd jnstrpneentavere loaateeeoff f e ¢ t .

stage in the wings of the theatre, refocusing audience attention on the artificiality ofjthe sta

production. Spaeth observed that Frankés prod
which hung in full view on a bar over the aud

I n addition to wutilizing Epic techniques i
frequentybr ok e t he fourth wall and engaged the aud
actors to ignore stage interpl a®¥AndwhileSpathangue

found the direct address fundr amatth e ,a sttdd |
performances. Harriet Brazier (McConnell 6s wi
but praise for her epic stature, her mettle, and her convincing portrayal as an unlikeable cutthroat.
ASo compelling does linglprefitearthat yoe tea gedum@lyisarty fot hi s h
her when she gets a bitter comeuppaRBlane, 0 refl
Dealer®®0Ong found Max Ellis Ain rare good formod a
didnoét thuhk makeneas b &FThellocal anitics hadenothiny buapraise . o

for the entire cast, which included Kirk Willis as the Chaplain, Leslie Cass as Yvette, Martin
Ambrose as Eilif, and Peter David Heth as Swiss Cheese. However, the major gasideut

from Brazier) was clearly Barbara Busby, who played the role of Katherine. Some of the praise

may stem from the fact that Katherine is clearly a more likeable character, and several critics

praised Busby for qualities which Brecht had written thi part. Only Timothy Murnane,

#0Tom Ong,fi Br e &bthedbCourageHa s P 1 ay H o (Catlelic Pniversei BalletieDedember 11,
1958, n.p. Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.

BIAr t hur Mofher EdufagP rioves Geni us Hdlse Cldyimad News®Decdnbar hls 1958,
n.p. Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.

%G1 enn C.MotRen Couraged,b sfo r b i n JheTleveland Plain DealeDecember 11, 1958, n.p.
Scrapbook 95. Cleveland Play Housghives, Case Western Reserve University.

#3Tom Ong, Mother Gouragaass Pl ay Ho (Catlelic PmiverseiBalletieDecember 11,
1958, n.p. Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.
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writing for theCatholic Universe Bulletin pr ovi ded a more detail ed act
Murnane praised Busby for her inventive wordl
masterful use of pantomime ¢tonvey the fear, courage and agonizing frustration of a pitiful
victim of manés inhumanity to mano constitute
production®®*

Yet despite warm reviews of the cast and musicians, critics confessed that they found the
playdul I, much as Loeb Cone and Knickerbocker h
AThe | ong drama, with its interminable curtai
Mot her Couriageds twagomur sts and excelfentEnglsit i ng p
version by Eric Bentley and the bright spots of musical drollery by Paul Dessau, the message,
whatever it is, is too | on dlevelandPres8liThegrtés c o mp |
agreed that the play simply took too long to eggrits message, though few ventured to state,
definitively, wh a tasiddfroma gehedatcontemsatian gfditler and war.
Ongb6s evasive commentary is typical: AFor a w
Mr. Brecht to finishmaking his poini but the Play House got it across, finally, in three hours
and 17 minutes flat. o

Il n sum, then, the play was not recommended
audiences. However, the production was singled out as the purview ofssderers of theatri
or lovers of serious theatre. In contrast to the critics in San Francisco, who simply could not
recommend the Workshopdéds production in 1956,

the importance of Brecht and the historic gigance ofMother Couragdo contemporary

#Timothy A. Murnanefi Cy ni cal chr oni Cathelic briverseBullétisDederaberi12, 1968y n.pd
Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.

ZPaul Mooney, fAbI| e MBtheuGoyrag€ a ® m Pa iThesClewslad, PeessiDécember
11, 1958, n.p. Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.
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theatre, which justified the production even if the play itself was not as entertaining as the critics
woul d have |i ked. fATheater, above all, should
upliftsatloy | ast nor resolves any problems, 0 compl
estimated that proclaimed the pl &y fa must fo
Mo oney0s idhatrthe play faifed to resolve its problems or to provide an
uplifting ending indicates that the critic did not have very extensive knowledge of the Epic
Theatre before the Play Housebds production. T
away from the serious experimental plays of fiwstve modernism to lightéare during the
Great Depression and World War I, had obviously established a precedent of producing plays
with tidy endings and moral uplift. It was this reputation, which continued into the 1950s with
Play House productions &fi ni a n 6 sMr&MdaThing andTime Out for Gingerthat
McConnell sought to counter with his productionMidther Courage
Mooneyds complaint also indicates that Fran
textbook example of Epic Theatre and incite its audience to astgiead of pacifying them
with a tidy closure to a neat narrative. However, the play seems to have failed to generate
conversation or response. fAWe are nd¥ inspire
Mur nane agreed; he f ouonlde Bhuisgbhyldisg hpte riifoofr maann coet h
overlong tract that will be of more interest to the confirmed theater patron than the entertainment
s e e K%83paeth could not recommend the program, despite the fact that he applawrRleg the

Housefor finallybre a ki ng a dul | repertoire of recent Br.

#°paul Mooney, HfAAbI| e MbtheuGoyrag€ a ® m P @ iThesClewsland Bres®ecember

11, 1958, n.p. Scrapbook 95. Cleveldflay House Archives, Case Western Reserve University.

#"Tom Ong, Mother @ouragdbass P 1 ay H o (Catlelic @niversei BalletieDedember 11,

1958, n.p. Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.

Z8Timoty A. Murnane, fACyni c a lCattwlk UniverseBulletinDedemberal?, @968, h.put i | ity
Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.
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after belaboring the Play House for mirroring Broadway yesteryear, to give the back of my hand
to this provocative, if unhapPThoeghMother si on i nt
Courageproved to be a play for art patrons rather than the general population of entertainment
seekers, Spaethdés critique reveals that the P
new identity had been recognized.

With such circumspe&ndorsement, it is not surprising tihébther Couragdailed to
generate the excitement (or box office return) that McConnell had originally hoped it would. In
the end, Lowe only scheduled the play for two weeks; it ran for all ten performances at the Drur
Theatre, but attendance averaged a mere 13.9% and in total, the Play House only sold 737 tickets
to Clevelandods first Epic Theatre production.
and of itself, solve the dilemma of the shrinking Play $&audience, as McConnell recognized.
This did not mean that the Play House should abandon the challenging play of quality and
substance, however; in fact, McConnell urged Lowe to commit more thoroughly and with greater
consistency to a policy of qualitya i sti ¢ productions. fAAt a cert
Lowe, fAthe theory of a débalanced6é program may
So sure. Variety among the good, yes,Unlialances to good against bad, with a lean toward
thegoobr str dhAgndplvahyi.lde t he Pl ay House was fAstar
OedipusMother Courage and S e a Rictu@$ icthesHallwayor which the Play

House only managed to sell 796 tickets, another financial low point) in thelB®83seson, as

BIAT t hur Mother €dutageP rioves Geni us Hdlse Cevpland Newsecdnbear hls 1958,

n.p. Scrapbook 95. Cleveland Play House Archives, Case Western Reserve University.

Frederic McConnell to K. EIlmo Lowe, fire: Production P
1.
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McConnell observed, fAwe starve with other thi
consistent, and no® so neither fish nor f owl
The Play House never committed a majority of its repertoire to the production of the
second wave modernidtamas, as it had committed to the first wave in the 1920s. However, the
Pl ay Houseds production history in the 1960s
into the Play Hous e 0s MoteegQouragdad faited af thésoxns . For,
office, it had garnered respect from local critics, who proclaimed the show required viewing for
serious theatre patrons. For the serious theatre patron, then, the Play House offered productions
of AlTheeAmérisan Dream | o nThesBald SopranandRhinoceroma nd P iThet er 6 s
Caretakerin the 19621963 season, all of which were directed by Thomas Hill before he joined
the ensemble of the Seattle Repertory Theatre in 1963. Thel®8d3season included John
Mo r t i Time DocksBrieand Arthur Kp i ©bs Dad, Poor Dad, Mamads H
Closet and | Othe 19641e916i5n s eSaos oSha d Galdeband ed Br echt 0s
D¢ r r e nTheaRhysiditsthe 19651 96 6 s eason Wholdsd&d rAl e ®ds Vi
Woolf?, 19661967 included GeorgeaTb o r i 6 s ar r Breclgt ennBecoht1967#1068t | e d
included a double bill of short plays from Pint€he CollectiorandThe Dumbwaiteand later,
Samuel Baitndgfer Gadstin the 19681969 season, thbeatrep r o d uc e drhePi nt er C
Birthday Party; andEndgamean for two months in the 197171 season.
McConnell was well aware that committing the Play House to a repertoire of serious,

artistic drama would alienate a significant c

1Erederic McConnelltoK.Blo Lowe, fAre: Production Program, o Decembe
1.
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buildinganew audi ence, and wil |l ?*?edvevertMc@oenelibvash e ad m
willing to sacrifice economic solvency for artistic virtudecause he was increasingly becoming
convinced that the regional theatre could no longer survive in America asly @ummercial
venture. As early as 1955, McConnell had complained to the Board of Trustees of both The Play
House and the Play House Foundation that the economic pressures placed upon the arts
organization as it struggled to support its charitable @gico gr ams had become un
are expecting too much under present day theatre conditions when we look to our entertainment
of the public in the production of plays not only to pay its own way but to support our
educational activities of the Schawsind t he Chi |l drends Theatre and,
bal ance owed®on our plant.?od

As the Play Houseds financial difficulties
1955 and 1958, McConnell had come to reconsider the nature of the theatraress
organization. In his letters and memos, he began to stress the critical importance of subsidy to
Pl ay House survival. In his December 3, 1958
McConnell observed that committing the Play Housetoapmograf ar ti sti c excel |
mean Subsidays[c]. But we have that already, but mostly because of @xtraculum work. We
might get more subsidagif], if the emphasis was on a distinguished play program, and not a lot
of auxi | i’¥AlexandrcCt Browh, Pregsideént of the Play House Foundation, agreed

with McConnell 6s eval ua tiiammtheimpottamoe of subsedg. inr e 6 s

Frederic McConnell to K. Elmo Lowe, #fdre: Production P
1.

®Frederic McConnell, fAMemo ho PhayTHosseeBoohdahieoR) ay
(McConnell papers, Box 2), 12.

Frederic McConnell to K. Elmo Lowe, #fdre: Production P
1. The fAsubsidaydo to which McComneolfl trheef ecrosntwe rbeutfiuvomd st
civic lifecbyrsoaohafexpragrams as the Childrends Theatr

Apprenti ces) ,graaspatformamees in shrenzet artsecélebrations, etc.
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a yearend letter to the members of the Boards of Trustees of both the Play House and the Play
HouseFoundati on, Brown agreed that the Play Hou:
support from the public and particularly from those institutions and foundations which realize
that the theatre arts should no longer be cast as mendicants any more thasi¢hkor pictorial
ar % . 0

In part, the Play House and Play House Foundation seem to have become convinced of
the i mportant benefits of subsidy through the
This was not the first time the Play House had enjoyed the largesse of aldt@doitindation; in
1936 and in 1945, the theatre had received grants, totaling $48,000, from the Rockefeller
Foundation. However, in the 1930s and 1940s, the Rockefeller grants had provided capital for
the construction of new theatres. The theatre itsdfbeen thriving financially. By 1958, in the
midst of a rapidly shrinking budget, Ford Foundation money brought new people and expanded
operations to the ailing theatre, finally counteracting the recent trend toward contraction and
reduced programs atdltheatre.

In addition, the prestige and national recognition of Ford subsidy brought additional
benefits to the Play House. The apprentice program, for example, blossomed in 1958; these
students were critical to Play House operations as they providagtuapor to all branches of
the theatre. As Leonore Klewer wrote to McConnell in August, 1958 before the opening of the
Pl ay Houseods first season with the Ford actor

apprentice correspondence, more so thamlukis time of year. We now have 36 accepted

Al ex. C. & tooheMembeéislokttie Boards of Trustees of The Cleveland Play House and Play House
Foundation, 0 December 24, 1958 (McConnell Papers, Box
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appr e By coatmst, h 1960 (the last year of the Ford subsidy, when the Ford actors
were on tour and not in Cleveland), the Play House attractedvoemyyapprentice$’’

However , t he ccedsfal gdjusimentsod-dradsubsidy alleviated the
economic crisis which had been inducing the P
repertoire with secondiave dramas. During the years of Ford subsidy, the theatre stopped
experimenting with ta secondvave dramas, despite the fact that this experiment had begun to
resuscitate the theatreds national profile, e
Department in 1957 to compete for nomination to represent the professional Iréggatra in
America at the Brussels Worldoés Fair. By cont
State Department nomination to go to Brussels, was almost driven into bankruptcy by the
stipulations attached to €oWdobksbkbapsdsdyomimhem
secondwave dramas, while the Play House would not begin to explore these plays again until
the 1960s.

The 1960s: A Place for the New Drama

In the 1960s, the second wave dramas were regularly incorporated into the Play House
repertoire, beginninginthe 19296 3 season, when t hehinobewmatre pr
andThe Bald Soprant he Grove Press had published Donal
i n 1958 )Americah reagn 6 & n d The Gatetakerdhsrafter, however, the Play
House generally only produced one of the seaemade dramas annually. Unlike McConnell,

Lowe was unwilling to risk alienating the maj
sacrificing the theatnrge 6Csl efvien aanmcdidasl choanrsne )t nbeyn t

artistic dramas.

29| eonore Klewer to Frederic McConnell, August 25, 1958 (McConnell papers, Box 1), 1.
297K Elmo Lowe to Fredric McConnell, August 16, 1960 (McConnell papers, Box 2), 3.
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McConnell had been urging Lowe to griinocerosnto production for over a year,
encouraging him to use it as the opening production for the-1962 seasoff® However, the
criticalresponsé¢ o Hi | | 6s four productions when they we
1963 season reflected the wariness the Cleveland community still felt toward the European
avantgar de movement, which reviewers alijfernately
they were familiar with Esslindés seminal 1961
despite the publicity which had been generate
premiere of the play on Broadway in 1961, whenRlan Dealerannourced the upcoming
product i onRhndcerdsthenjeusalisi 0ok care to assure Clevelanders that the play,
t hough fApgaertdtey, Gavwaanst nevertheless At horoughly
be called its Marx Brothers approachtorealiPet er Bel | amyods favorabl e
Rhinoceros eveal ed the criticbs bias against what |
nature of absurdist theatre in general: Alf o
mastery of the absuwb playwright Eugene lonesco, the avant garde theater would have a much
larger and appreciative audience. He has aimed at the brain and the ridiculous and hit both dead
c e n £°®And while Bellamy applaudeBhinocerodor the intelligence of both the proction
and the play itself, praising lonesco for his
fine play for intelligent people, o Arthur Spa
whatacleverboyam! 6 i n hi s r evtioeaofBall Soprdridi $paesh preferred u c

the American Al bee to European | oBaeSapano but s

2% Erederic McConnell to K. Elmo Lowe, May 30, 1961 (McConnell Papers, Box 2), 1. Regarding the opening

production forthe 1961 96 2 season, McConnel |l obs A&ndesendilleisfhdonldondt me
opener in the worldl Rhineocerogsic] could be anotheirAnd t he cast is not quite so t
%% S a Rliino®et t o Open TadClePelardyPlaikiDealsNevember 4, 1962, H5.

3Wpet er BRhindcera®yr,i cik s Ma n 6 s Thel@leveland Ptam DéaleNovemider 8, 1962, 52.

MArthur Spaeth, AAround Theat rSepsano& BreamydhdéiSupDeemhbdra s Av an't
12, 1962, B7.



171

andAmerican Dreanfwhich opened on December 12, 1963 for the holiday season) out of hand
as theatrical fare fit onl y dicdradewhd godanthe and | i
bi za¥PBpaéth recognized the reason fymical Hi | | 6s
satires of suburban affluence, the dramas shared a thematic focus. Yet Spaeth felt the
combination was a fAgi mmicko rather than a dem
Western society on both sides of the Atlantic. In his final evaluatiorgt®paonounced the
pl ays fAvery fey and intellectually pretentiou
observing, fAGod help the misguided soul seeki
hou®%. o

After this season, the Play House dat mount another lonesco play during the decade,
and more than four years passed before it produced another Albee play. However, the last of
Hi l Il 6s four abs ur @he €aretakeregoyad a muclommoee enthBsiastit e r 0 s
reception.

ThePlayHo s e 6s f i r st TPheé Catetakerlikp theotwlouondsao dramas
which preceded it, had received its American premiere on Broadwayproduction, which
opened in October, 1961 at the LyceumrTheater
successo in New Yor k, 3*¥ThersgiomabtheatrestseramblddSo per f or
secure the rights foroduce the play in 1962, bunational tour was launchdilst, starring
Barry Morse, Patrick Horgan and John R&8ghe Play House productipwhich opened

March 27, 1963, preceded a summer, 1963 production at the Cincinnati Playhouse and the

2Art hur Spaeth, fAAround T hdeapinSepsano Preaay ShéiSupDeeembdra s Av an't
12, 1962, B7.

3¥Arthur Spaeth, fAAround Theat rSepsanok Preaay h¢iSupDeeembdra s Av an't
12, 1962, B7.

Wil liam Glover, @2 PDetayadresCounty PailyoTive Nbeemhei 27,1962, 10Ei r e , ©

%3 Cal e @akland Tribune November 18, 1962, EL8. In fact, the Ac
the play in early 1962, but the rights were cancelled.
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November, 1963 production by the Actords Work
earliest professional productions of play outside of Broadway.

Before TheCaretakeropened, | oc al newspapers enthusi a
international prestige, and its controversial natubeth of which seemed to contribute to
excitement over the Play Houseds asaartitlgtitlepr oduc
APr-Wizeni ng Play to Open at Drury, o0 suggests t|
attend the production, eagerly announced that
flocked to Pinter s phinaognesofthenntbst exciting newe veritedlsafv e a c
t he d¥TleedavistoReviewandObserset r essed the playo6s contr
observed that it wabsutmodesn plays bytoimeef the besttyourigt al k e d
pl avy wr*{ théSowhwest Preseported upon the awards in London and New York which
Pinter had received for the play. Thewish IndependemindSouthwest Predsoth reprinted
praise for the play from Henry Hewes at 8eturday ReviewJohn Chapman at tiNew York
Daily News and Jbn McCarten at thBlew Yorker

Another point of excitement seemed to be the opportunity to see director Thomas Hill
(one of the most popular leading men in the acting ensemble at the Play House) perform, as no
fewer than ten reviewers noted that Hill woualat only direct but also perform the role of
Davies. Albert McFadden, in the role of Aston, and Charles Caron, in the role of Mick, rounded
out Hill 6s cast. P a dirhe sétniddgsiggnes and paihtey, dasignedather e 6 s

set and the lightig.

@ prwWizeni ng Pl ay to Open at OevelandPlag House ArchijvesnCage Wesmr ap b o
Reserve University.

"3 Cl evel and JéwisaRevigwand Obsergdtarch 22, 1963, n.p. Scrapbook 104. Cleveland Play

House Archives, Case Western Reserve University.
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The production provided a new twist on naturalist/realist conventions in the theatre, much
as Richard Haber observed that Pinterdés scrip
Cleveland was unaccustom®d.In his scenic design for the praction, for example, Rodgers
littered the attic tenement with all manner ofjinka | awn mower, a step | at
without pipes, an unconnected kitchen sink, a vacuum cleaner, piles of paper, a couple beds and
a statue of a Buddhiaandi oh yesi a pail hanging from the ceiling to catch the dripping water
from t he | €%¥eroaomwashaecordingdofGlean Pullen, grimy, cluttered, and
designed fAwith a *Hetgimarcleverperversioniofnatutalisticssgaging
technigesiand a staging choice which seems to have
production, Rodgers confined the clutter of the tiny room to one small acting area of the large
stage in the Play Houseds Drury frgewltorof | n o
familiar stage conventions, tdewish Review and Obsenex p| ai ned, APl aygoers
interested to know that the use of a limited acting space on the large Drury Theatre stage is a
deliberate effort by Director Hill and designerPRub d ger s t o suggest not or
cramped physical surroundings but also the cr
char a%'t ers. o

The acting also violated traditional conventions of stagingpst remarkably, at the
opening of the productio. As t he play begins, Pinterds sta

pantomi me: Mick is alone in Astondés attic roo

%8RI c har dThel@abetmker 6 fiNM29r 1063, 2. Scrapbook 104. Cleveland Play House Archives, Case

Western Reserve University.

3®WRi char dThel@abetaker © iMar ch 29, 1963, 2. Scrapbook 104. Cl e\
Western Reserve University.

Gl enn C. Pul bearetake\? It &y tbd wsley of HBleveland Refopddanch 20j t i es, ©
1963, 5. Scrapbook 104. Cleveland Play House Archives, Case Western Reserve University.

B Cl evel and JéwisaRevigwand Obsergdtarch 22, 1963, n.p. Scrapbook 104ew@land Play

House Archives, Case Western Reserve University.
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Silence. He slowly turns, looks about the room, looking at each object in turn. He loatkthap
ceiling, and stares at the bucket. HFHIlErosses
determined to make the most of Pinterds pause
with this opening sequence, much as @l®ilent prejrations at the beginning Bhdgame
punctuated only by sporadic | aughter, affecte
As Haber recounted, AWhen the curtain come

younger brother, sits alone contemplating that {fikéd room. There is complete silence which

seems to |l ast for minutes. He doesnodotisay any
well, people alone dondét ordinarily talk to t
certain cAvembhsoqsemwt review from |l ate in the

and his actors continued to tinker with this opening sequence to establish the unsettling

at mosphere of the play. By the end of khe run

surrounding him during his twminute silence at the beginning of the play; instead, he

contemplated the audience. As John Coyne reportédarCarroll Newsthe student newspaper

of John Carroll University inlé&lagorstdomsatae fiaft

for about two minutes™just staring at the aud
Through these unfamiliar conventions, and despite a slight plot that Pullen compared to

fa series of fascinating charact eemergeadgithet t e s

tragicomic appea™®Gl enn Pul l en opined that the fAexcell e

and Caron compensated for the playds | ack of

¥2Harold PinterThe CaretakefNew York: Dramatists Play Service, 1963), 5.

B3Ri char dThel@abetaker © iMar ch 29, 1963, 2. Scrapbook 104. Cl e\
Western Resee University.

4John Coyne, Cafcittepy es e 5 & 8 s UThewCarwolaNewsAil, 1963 ,0n.p. Scrapbook 104.

Cleveland Playhouse Archives, Case Western Reserve University.

Gl enn C. Pul | earefakefiMity Stydy dfifdumanedidss d i Eléveland RecordMarch 29,

1963, 5. Scrapbook 104. Cleveland Play House Archives, Case Western Reserve University.



175

|l onescobs characters as nolt hsitnrga wnomeen ,t hfaonu nadb sF
characters became Acomically, tragically huma
complementary rapport of the actors protrayisig][ t H'&Habepagreed, noting that,
Awhatever el se they ar e,rebheingpsreayea onethe Playhduseh u ma n
stagg not coldly observed fr ol IefactdHabet atibatezithe but f
success of Pinterdés play to its characters an
and recognizable to amdience long used to the naturalist and realist tradition in the theatre than
the abstractions of lonesco and Albee:

The Play House this season has given us the chance to sample the work of several of the

new playwrightg the playwrights who are sometimgrouped loosely under the label

060The Theatre of the Abs uRhidogerostiieh@dodlebila s Eug

of The AmericanDreathy Edwar d Al b &he BadrSdprahbamdenemc o 6 s

there isThe Caretakeby the young English playwrighitjarold Pinter.

All these plays differed from the conventional theatre pieloet also each

differed from the other. Ifhe American Drearsome familiar, distorted family

relationships were projected through flat, cardboard thin, cartoon characters eesdithe

was savage social criticism. Rhinoceroghe characters were human enough, but they

were put into a patently absurd situatiohuman beings transforming themselves into

rhinoceroses in a wild desire to conforma highly effective metaphor oféthuman

condition today. Now, iThe Caretakewe are given fully human characters in a human

situation>®

The humanity, which Cleveland critics unan
seems the key to the pl ayo0isghstusc,c eRsisnt elri kileg iovt ehs
materiai he shows us the encount ePButubliketearllee does no

productions of I onesco and Al bee, Pinteros pl

AT t hur The@Caetakei, s iProvocati ve Pl ay HeigRteSuhRresplarchP8 nt er 6s P«
1963, n.p Scrapbook 104. Cleveland Play House Archives, Case Western Reserve University.

Ri char dThel@abetaker © iMar ch 29, 1963, 3. Scrapbook 104. Cl e\
Western Reserve University.

38R c har dThel@abetaker 6 fiMa ri86B, 1.5&apbook 104. Cleveland Play House Archives, Case

Western Reserve University.

39Ri char dThel@abetaker © AIMar ch 29, 1963, 3. Scrapbook 104. CIl e\
Western Reserve University.
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engagement with the play and its messagéh®mworld, without inciting accusations of
pretension. I n part, the criticsd engagement
produced by familiarity with the playwright and the theories behind his dramaturgy. One local

criticdrewupons peech Pinter had given to prepare aud

pauses and silences: APinter rejects any sugg
communication, which he calls, O6that tdred, g
he said, o6l think that we communicate only to
takes place is continual evasion, desp®rate r

Spaeth, who had pitied theeimbsgmedéd s$bal &sa
the auditorium foiThe Bald Sopranaeported a quite different experiencd be CaretakerAt
the close of the play, he wrote, Pinter sent
concerned with selfismandés i nabil ity to c¢ o michandeéscapethis wi t h
eternal loneliness? Or is there a gpitical significance and are these the human symbols of
power nations unable to find a common ground and letting selfish interest force tbem int
isolated belligerence toward mutual destruction? Or did he have some other psychological axe to
gindior noné!'at all ?0o

Yet despite the positive influence of local critical acclaim, and the excellence of the
production itself, the production did natlsouti at least, noton Aprils  when fABreakf as
Comment atoro columnist Wes Lawrence attended

of April 10, 1963, Lawrence reflected, @Al won

line for ticketsto their Play House, where many plays that have captivated stenodinmgy

304 P r-Winning PlaytoOpenatDrr y, © n.d., n.p. Scrapbook 104. Clevel a
Reserve University.

#2IAr t hur TheCaetaker,s AiPr ovocati ve Pl ay HeigRte3uhRresdlarchP8, nt er 6 s P (
1963, n.p. Scrapbook 104. Cleveland Play House idesh Case Western Reserve University.
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audiences on Broadway are performed with as much professional skill as is displayed by all but
the very top afrawsenomedNewolwekvati on hencapsul
lay before Lowe in the 1960s: the Play House was once again offering Cleveland the opportunity
to see a serious, artistic drama produced with integrity by professionals of high caliber. And yet
the houses were not packed.

This was not the case with eygroduction of second wave dramas which the Play
House produced. In fact, in October, 1964, the Play House opened itd 98&4eason with a
product i orGalied Thdopenmd riight performance sold out, makiadileo the first
Play House seasmpener to sell out since 1988 Yet a poll in 1968 revealed that for the most
part Clevelandds audiences were not intereste
other genres of European secetdge modernism. Peter Bellamy publishedamoant of the
poll and its early results, observing that @t
that the Play House should put on more experimental ari8roéidway shows get their come
uppance on the basis of a poll recently taken amangth h e at e P*6rse thearée had ns . o
sent a list of 75 play® its 6,000 subscribers and the 20,000 members of its mailing list,
requesting that Cleveland choose the plays th
returns are nmowrypete im, AdpBel | aftBoadwaybr@r t he e

existentialist plays are practically out of the running. This does not mean that the Play House will

%2Wes Lawrence, fBr eTakOesetand Pio Dealgpril 18,t1968, n.p. Scrapbook 104.

Cleveland Play House Archives, Case Western Reserve University.

BAThe perf or meuntbedirstwaps i @ ys emluldi ence a Pl ay House opening
Peter Bel | &GalijeoOpieEnxsc i Rlianyg HrbeuCleeelar®lélais @ealgOotober 22, 1964, 52.

Scrapbook 106. Cleveland Play House Archives, Case Western Reserve University.

pet er Bel | amy-yp fi &€meedCleveland PlainoDesdeApril 14, 1968, n.p. Scrapbook 111.

Cleveland Play House Archives, Case Western Reserve University.
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not produce such plays. |t i s%Aitmeppofthelistat t he
was St drpsereenardzGisd Guildenstern Are Dekilst produced at the Edinburgh
Festival Fringe in 1966, the Royal National T
October, 1967, where it was still runningin 1968h e f act t hat Stoppardods
nominated for eight Tony Awards probably also enhanced curiosity about it in Cleveland.

Ot her plays i n the tAiftgthe Fallandihe Gruchblet 4§ bwemné s M
A Dol | ¢§s Old Nidha Iéetnan €meth and e vManan®SupewnarPeter

We i Mardi/Sadevas i n thirteent h pThaBirthdayp Partyvticathd i st |,

PlayHousenount ed t he f ol l owing season to great cri
voteforaplg does not mean, obviously, that itdos a
adding, fAlt means in many cases that a | ot of

make their own decision, as in the cas®o$encrantz and Guildensterit’ YetWe i ss 6 pl ay
had premiered in London in 1964 and Broadway in 1965, earned a Tony Award for Best Play
and Best Director (Peter Brook), and the Brook/Mitchell film adaptation had just been released
in 1967; it seems unl i kelryd tahbaotu tlLoo w ehbes daruadnae n
Actoros Wor ks hop ABidhday Paetynil360. Sitce tRen,nt hael beérs
produced by Center Stage in Baltimore, the Theatre Company of Boston, the Center Theatre
Group in Los Angeles, and the Trinity Sga Repertory Company in Providence, Rhode Island.

The poll, rather than reveali ngwaleoweds sub
dramas, seems instead to reflect the tastes o

generally, to prefer the natlist and realist plays which the Cleveland Play House had first

peter Bel | amyup pfaGicedt|avaaad Plain DealeApril 14, 1968, n.pScrapbook 111.
Cleveland Play House Archives, Case Western Reserve University.

%peter Bel | amyup pfaGicedt|avsaad Plain DaaleApril 14, 1968, n.p. Scrapbook 111.
Cleveland Play House Archives, Case Western Reserve University.
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helped to introduce to America in the 1920s. By contrast, a small but vocal minority continued to
cry for the theatre to produce more of the seewade modernist dramas. Just eleven déigs a
Bellamy reported the early results of the Play House audience poll @igheland Plain
Dealer, The Surpublished an editoricdumreview of Waiting for Godoby Henry Volk,
entitled, fAWe Want More Such Plays. o0

On Sunday, April 21, 1968, Volkhattd ended t he Pl ay Houseds pr
canonical play, directed by Stuart Vaughan. Vaughan, who had been actively directing in the
regional theatres in the 1960s, had made a career of directing Shakespeare and the plays of the
first wave of Europan modernism, particularly Shaw, rather than the dramas of the second
wave. For example, at the Seattle Repertory Theatre he ditGoggdlear Hamlet T he Lady 6 s
Not for Burning Man and Supermai welfth Night, Heartbreak House, The Importance of
BeingEarnestandJulius Caesabetween 1963 and 1965. In 1968, Vaughan was the head of the
Repertory Theatre of New Orleans, where he direCtedar | ey 6 s Aunt, Our Towr
Romeo and Juliet, Saint JoandArms and the Mabetween 1966 and 1969.

Theproduction, the first professional production of the play to be staged in Cleveland,
starred Richard Oberlin and Jonathan Bolt as the two tramps, in costumes that suggested a rather
more lighthearted version of the original Paris production (under heoatia slightly stout
Oberlin sported a knit shirt in a stereotypic
appearance cartoonishly blotted on with makeu

el ement into Beckettdoshpl blyyeawhesh ef mBeakbkyt
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added a city skyline on the backdrop at the back of the stage, reducing the sense of isolation
inherent in3eckettods dr ama.

Afterthe April2f'per f or mance, Vol k stayed for the P
play. The Play House had been offering such symposia about twice annually over the last three
years, during which time they had attracted a large and enthusiastic following. As a Tiic at
Sunr eported, Athese discussions (and the S. R.O.
| e g e n*&m higyreview of the production and symposium, Volk admitted that he was one of
those namel ess people whom Bel | aetimyesihpridt, ci t e d
that the Play House should put on more exper.i
had written an editori al Abel aboring The Pl ay
exciting theatre and going commercial with Broadwasnedies that were sufiee at the box
o f f P*0Mhile & single production did not constitute a revolution, Volk pra@edota s fi o n e
of the finest productions The Play House has put on in a decade. Richard Oberlin, Jonathan Bolt,
Mario Siletti, and Dawd Shell gave guest director Stuart Vaughan everything he could wish in a
tragicomedy performance of a play that each m

Furthermore, Vol k argued, that theavel ay Ho
evidence that Clevelanders do want plays that create excitement in the mind. More than two
thirds of the audience stayed for the symposium to check their thoughts against those 6f a three
member panel of anal yst s. 0issTthedead of thd dgpatment we r e

of psychiatry of Mt. Sinai Hospital; Professor Michael Birtwistle, head of the drama department

%'peer Bel | aPmya,y finNecends a Fuse, o April 20, 1968, n.p. Scr
Case Western Reserve University.

APl ay House SeWaking®yGogo#  ir i iThedSainAgril 18, 1968, B6. Scrapbook 111.

Cleveland Plg House Archives, Case Western Reserve University.

¥Harry Vol k, @ We WarheSurprit2s, 1968, n.;n ScPapbaok $11.&leveland Play House

Archives, Case Western Reserve University.
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at Case Western Reserve University; and Vaughan, who, since his dismissal from the Seattle

Repertory Theatre, had been directwith the Phoenix Theatre in New York. The play, Volk

wrote, was Asuperb, o and the symposium afterw
averred, fithe audience, in its questions, <cle
theplayaBeckett intended. The whole evening was a
could be proud. May we #Have more this coming

Clearly, there was an audience in Cleveland for the serious, the artistic dramas of the
second wave of modernism.Justcas ear |l 'y, it did not constitute
subscriber basenfact, Bellamy and Tony Mastani, critics for theCleveland Plain Dealer
and theCleveland Presdoth panned the play for being too avgatde and enigmatic. Despite
thef act that Beckettdos drama was by this point
plays ofthesecondave (Bell amy compared David Snell 06s
Aan | diTbetMarat8ade Shdv) , bot h ¢ o mp atroe da Biehcakpept et ndi sn gpol
expressed concern that Cl ev &tMastrdannnacaused not be
Beckett of fAnihilism, 6 and stated that he had
Aexasperatingo play, whi c theatreeconipandat theekmmamust age d
five years earlief>? Bellamy, assuming a curiously defeatist attitude, suggested that perhaps the
maj ority of the Play Houseds audience was sim

young people will get a largeharge out oWaiting for Godothan older people. The former can

¥Harry Vol k, fWe WaThetSumprit26, 1968, n.fjn ScRapback $11.&leveland Play House
Archives, Case Western Reserve University.

#Blpeter Bel-Rlaay , nddNbsn a Fuse, o April 20, 1968, n.p. Scr
Case Western Reserve University.
332 Tony Mastroianni Gadoti s St i | | ClavelanB Rréssppnib29,d968, n.p. Scrapbook 111. Cleveland

Play House Archives, Case Western Reserve University.
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inject into it their rightful impatience with the world as it is, quite obvious that their complaints
go back to t¥He dawn of man. o
Both critics, however, praised the production (if net fiy), and as with the
production ofMother Couragen 1958i both recognized the importance accorded Beckett in the
Western canon. ARegardless of oneb6s reaction
play, Waiting for Godotthere is no ddut its direction and performance at the Play House Drury
Theater are br i PAndadespite bis dBlid for therpjay, Maswotarni
obser ved t haWaitingfor @Godgthe PlayiHouge isdutfilling an important function
of the reglent theater, the function of offering the unusual, of leading popular taste rather than
al ways f oPThefact tmgMastroiandi considered the production of a sixtearold
play a groundbreaking event that could establish the Play Houdeaeg, rather than follower,
of popular taste suggests how conservative some elements of the Play House audience had
become.
In 1964, inThe Impossible Theatrélerbert Blau, inspired bgfeature on the Play House
in a recent issue dtheatre Artsheldup McConnell and his theatre as an example of those
Abrave and visionary voiceso0O who championed
a theatre of artistic integrity:
The truth is that there was never a more completely amateur theatdret@eveland
Playhousedic] unless it was the Moscow Art Theater. There were never actors more
entirely amateur in their approach than the Clevelanders, however professional their

training. Frederick McConnell, the director, has had not one but dozeffersffor work
in the New York trade theater. So far, he has scorned them. But if he ever should produce

3¥peter Bel-Plaany , n dddleveland FainsDealetApril 20, 1968, n.p. Scrapbook 11leveland
Play House Archives, Case Western Reserve University.

¥peter Bel-Rlaany , n dddleveland FainsDealetApril 20, 1968, n.p. Scrapbook 111. Cleveland
Play House Archives, Case Western Reserve University.

3%Tony MastGodoti a n81f i | A Clavelan® RréssApnib29,d968, n.p. Scrapbook 111. Cleveland
Play House Archives, Case Western Reserve University.
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for Al Woods with Jed Harris as stage manager, he would still be an amateur. And to

know what that means is to study and understand the record@letvedand Playhouse

from its first days in a packing box, and also to know that some day we will again divide

the theater not into professional and amateur but into amateur and*frade.

In the 1950s, in response to the increasing pressure of the theadrett Mc Connel | 6 ¢
response was to renew his theatr ed@dsmexialmmi t men
dramas which Cleveland audiences might not otherwise have a chance to see. The experimental
foray began with a production Mother Couragen 1958.While the production was not the
American premiere of the play, it seems to have been only the second production of the play in
the country. Often throughout the 1960s, the Play House was among the first resident theatres to
mount productions of the seabwave dramas, though it never secured an American premiere.

The Play House mount ed Rhamocérgm npd oRlileGaatofess o f |
after their Broadway pr emi er esTheHhpseistduting at r e d s
its 19641 965 season also came right on the heels o
translation by James Kirkup) in 19d3espite the fact thatrajority of its audience resisted the
secondwave dramas, an audi ence dtylmaGbdotnrl968,the s pr es
Play House maintained a steady commitment to the dramas of the semeomthroughout the

1960s,mounting thirteen European secemdve dramas in as many years between 1958 and

1971.

33%BJau, The Impossible Theates7.
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Conclusion: New York City

In the third volume oThe Cambridge History of American TheatR®stWorld War |l
tothe1990s Mart ha LoMonaco provides a ©CHhisists er on |
the only chapter (of twelve) which addresses theatrical activities outside of di&vCity in
this period. I n her two paragraphs on the Act
Franci sco, whiBcrho andawsa yii aass fpaors sQfbfl e, 6 was cul tu
1950s3%® |Its citizens, lacking the sophisticated tastes andatifidgments of people in New
York City, were illequipped to appreciate the intellectually challenging repertoire of-gaadé
drama that the Workshop produced. For supporting evidence, LoMonaco turns to Joseph
Z e i g Regionél Fheatre: The Revolutiary Stagg1973), a study which also presupposes a
strict line of demarcation that separates the regional theatres from the theatres and theatrical
activity of New York City. LoMonaco quotes Ze
Ahat e waftthaiSa®m Francisco. Alronically, 0 she wr
everywhere e¥Xcept at home. d

Zei glerds assessment, however, i s a gross
and critical praise for various Workshop productions sagVaiting for Godot, The Birthday
Party, andGalileo. LoMonacods observation t hatbutt he Wor
San Francisco is simply not borne out by history. These reductive statements by LoMonaco and
Ziegler are part of a wedstablisled narrative of American theatre history, one which is

organized by a binary opposition between New York City and the rest of the country.

¥'"Martha LoMonaco, fRe gPostWarldWRrél oithd £08@s. DbrhBe Wilmetleand i n
Christopher Bigsby, vol. 3 afhe Cambridge History of the American Theatde Don B. Wilmeth and Christopher
Bigsby (Cambridge, UK: Cambridge University Press, 1998); 2481

338 oMonaco, 233.

339 oMonaco, 234.
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Unfortunately, LoMonaco depends upon this misleading narrative in order to explain the
supposed failures and demidethe Workshop. But this dichotomy, which isolates the theatrical
activities of New York City from those of the rest of the country, establishes a false narrative
about the arrival and spread of secovalze European drama in the United States.

The spreadnd acceptance of the secamdve European modernist dramas in the United
States occurred in both the regional theatres and New York City. Many of these dramas were
given their first productions in regipmnal the
San Francisco produced t hvothek Goarage and ner Ghildermi er e s
(1956), SvEhinttiorégPd®a y , ThePBirthdayeParb{960; the first American
production of any ®emdeantp!l My9(496lna \he dsdatr@daemd e
Company of Bost ohivephikeePipyleed)dAd msntdem@ds Last Goo
(1966) and_eftHanded Libert 1 9 6 7 ) , TheSDevilind héGood Loyd and The nt er 0 s
Dwarfs(1967). In Seattle, Washington, A Contemporany@at r e pr e miStapr ed Mr o Ue
Teas 1967). I n Baltimor e, TheRoomand five of higpletches e mi er €
in the 19631963 season.

While | have focused my study on the question of how and why so many of the dramas of
the second wave of European modernism were first produced by the regional theatres outside of
New York, it is important to recognize that the regional theatres werbeonty agents
introducing these plays to the United States. The regional theatres were influenced by the
contributions of the work of a few key directors like Schneider, Blau, Wheeler and Murray, who
committed their careers to directing these plays; thik\wf critics and literary scholars like
Bentley and Esslin, whose reviews and academic articles helped to introduce and explain the

new drama; the rapid translation of these plays into the English language by such translators as



186

Frechtman and Allen; themergence of academic journals liKee Tulane Drama Review
devoted to the subject of theatre and drama; the commitment of key publishers like the Grove
Press and Hill and Wang to producing Englshguage translations of these plays and books of
scholaship on them; and the expansion of theatre programs (particularly at the graduate level) in
the American universities. In addition to the contributions made by publishers, critics, and the
universities, the New York theatres like Cherry Lane Theatrelren@iémpo Playhouse,
directors like Alan Schneider and producers like Richard Barr and David Merrick also
contributed to the introduction of the secamdve drama to the United States.

The Cherry Lane Theatre, founded in 1924 by Edna St. Vincent Millagearetal
alumni of the Provincetown Players, was particularly active in producing the dramas of the
second wave in New York during the 1950s and 19B6ginning in 1957 with its production of
Samuel EerdgamgthetAmerican premiere), thetheatremant e d Bappylays t 6 s
(1961, the wor | Reatpvate(mi 6 22)),, ThedEileed1aDH02s) , Pi nt er
The CollectiorandThe Dumb Waite(1962, both American premieresjevival of Endgame
(196 2) , PIBHI1O6G e tArdesican preme r e ) , Th&liover1864, the American
premiere)Kr app 6 s (WD, tasetandpeoductiontdappy Dayg1965) and Edward
B o n &aved1968). With two exceptions (Genet and lonesco in 1962), Alan Schneider
directed all of these plays. Perkape single American director most associated with the
production of Beckettds works, ScHKmappes hbhadsto
Tapein 1960, at the Provincetown Playhouse in New York. Cherry Lane was also an early home
for EdwardAlbee 6 s p | ay sThe Americad Dreammrl @61, 1962 and 196200 Storyin

1962 and 1963; ardfe and Deathn 1966.
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These productions of secomdive dramas at Cherry Lane were produced by Richard
Barri who, with Clinton Wilder and Edward Albee,comimi ed t o fAmado -program
wave dramas in the 1960s in New Y&fRBarr had a history of directing and producing the
plays of the absurd. He dir ect dleKildnagéthef i r st Am
Seven Arts Theatre, which opened on Nta22, 1960. He and Wilder hired Alan Schneider to
direct t he prTeeAmearicae Dreafat thd ¥dkdkyhause in January, 1961. In
October, 1960, Barr direct edbes tHairprlye Thielrln eoyf
Nekrosand Albe® Eam and Yanat the Theatre de Lys for the Matinee Series of the Greater
New York chapter of the ANTA. In addition to his commitment to the dramas of the second
wave of modernism (both European and American) at Cherry, Baweand Wilder also
produced the premi eMhe 0pr Ad u @t ido jaifectéd bysAtad ene Gas Wo
Schneider, which opened on October 15, 1962 at the Billy Rose Theatre.

Other New York theatreglsohelped to introduce the secen@ve dramas to American
audiences, and even occasionally mounted the American premieres of these plays. On October
31, 1955, the Tempo Playhouse opened Derek Pr
| o n e s\méddedirected by Earl Sennett. On April 2, 19580ls are Passing Throughn
inexplicably retitled adaptatioof D ¢, r r e nTine@Matriédge of Mr. Mississipgay Maximilian
Slater (who also directed the production) opened in the Jan Hus Auditorium. In June, the
Amer i can pr e miTae BaldSopahocandiack.esTheoSulsmissiapened at the
Sullivan Street Theatre, directed by David Brooks. In 1960, Jose Quintero directed the American
premi er e TlefBaldBreah@rtlednsthe-Square. In 1961, Joseph Anthony directed the

American premie o f | Bhmecsrasd thesLongacre Theatrand Gene Frankel directed

30David CrespyRicha d Barr: The Pl @sbondalg Soutbesn lliRgisddiversigy Press, 2013),
108.
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t he Ameri can pTheBlackarte Stf. Gwwanreklddsst WRHowt y h ou s e .
exception, these premieres occurred in the theatres @ro&dway, which served as a kind of
regional theatre movement within New York City itself.

By the late 1950d)owevereven commerciaBroadway producers like David Merrick
contributed to the introduction of secem@ve dramas to the United States by imporéing
number of English productisrof secondvave dramas. On October 1, 1957, the English Stage
Companyods product LookBadakin Angediratteddyg TooyRichardson,
opened at the Lyceum Theatre. English productions of five sagand dramas were brought to
Broadway inl 95 8 . On January 9, Ri c WerLessoamdTthe pr oduc
Chairs(in translations by Donald Watson) opened at the Phoenix theatre. On February 12,
Ri chardsono6s pr olthaEntertainenstamirfig Ol®isrpopenead atdhs Ruy.
On November 4, William Gaski | | &pitaph fooGkarget i on o
Dilonopened at the John Gol den theatre. On Octol
of P iQaretakerdpsned at the Lyceum, and on January 5, 1967, the Royal Shakespeare
Company brought t heThe Homecanmhglicetted bynPeter HallRathet er 0 s
Music Box. Each of these seven bills (comprising eight plays in total) constituted an American
premierei though none were American productions, each offered American audiences their first
opportunity to see these plays performed in the United States. In addition, the premiere English
| anguage product i on The Visitfnran aghptation byhMalrigerValenoyma t t 0 s
was a collaborative Angidmerican affair. The play, which opened at the LEohtanne
Theatre in New York on May 5, 1958, was produced by a trio of Americans (Robert Whitehead,
Roger Stevens and Robert Dowling)féatured anixed cast of American and English actors,

starred the Lunts, and wataged by the British direct®eterBrook. Brook also directed the
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American premieredD ¢ r r e nTihe@Rhysiéig§ i n James Kirkupds transl
opened at the Martin Beck Theaon October 13, 1964.

The arrival of Blau and Irving from San Francisco also contributed to the introduction of
thesecondvave dramas i n New Yor k. .demBristeated tlaeratlacylof vi n g €
the conception of New York and the regionadtres as two disparate woriddespite the fact
that the directors themselves repeated it. In their letter dated February 2, 1965, the dadctors
announced to the Workshopds subscribers their
thesubsairber s that, despite their relocation to t
Afii deol ogically we shal/l remain as we al ways h
and what i*Yertep@rivalisoerathes thedreturh of the two natie New Yorkes,
demonstrated that the introduction of secarave dramas to the United States was a mission in
which New York united with the regional theatres, especially by the 18680Stanley
Kauffman refl ected at t malLineandcCentefyvingdndBladii r ect or
had not abandoned th&an Franciscatheatre so much as transposed it to New Ybikrring
the demarcation between New York and regional theatre

The work of the Lincoln Center Repertory Theater, in its first seasdar Herbert Blau

and Jules Irving, is related to the subject of resident theaters as discussed here recently.
(Technically the Lincoln Center company is also a resident theater, but here | use the

term in the usual waly to mean a theater outside NewXor ) é Messr s. Bl au
came here after 13 yearso experience, brin
dozen actors who had worked with them for varying periods, a designer, and a composer.

€ In short, the Act or ésnovbto New Yiookp . hTaesr i n e s

principles and aims have not been compromtéed.
l ndeed, the repertoire at Lincoln Center dur.i

commitment to the plays of the secemdve. All four plays that were moted were European

341 The letter, dated February 2, 1965, is quoted in Zeigler2151
g5t anl ey Kauf f mainSo nieB | lanue sacnadha bieweyY onkgrimespilsl7, 5966, 119.
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works, a repertoire which reflected the Works
which was intended to become the national center of American theatre. Two of the plays were
classics of the r eDandordtso i Diedapted@mdalirected By;Btaln, this r 6 s
production opened the season on TOecQountyaMfe 21, 1
(a revival of Symondds 1957 production at the
performances of secorlave Europea moder ni st pl ays. -PRludu®&argnmed
The Condemned of Altofaa d apt ed by Justin OO6Brien), which
the American premiere of SartredleCdusSieh pl ay.
Chalk Circle(in translation by Eric Bentley), which opened on March 24, 1966, was the first

production of the play ever staged in New York.

Before the second seaswas half overBlauresigned as cdirector of the theatrdrving
remained, with other embers ofthe Wr k shop ensembl e. To this da
abrupt departure remain debatable. In his letter of resignation to Robert L. Hoguet, Jr., president
of the Repertory Theatre, Blaui mpl y st at ed t hatrightformetédol i mat e i
whatlcame to do i n t HéBlauwantron tb foundKRAKEN, ami nd . o
experi mental theatre troupe that maintained t
development and production. It would seem, then, that the restrictions imposed upon Blau by the
institutional nature of Lincoln Center (rather than negative reviews of his productions) were the
catalyst that provoked his departure. Whatever the case, Irving was forced to strike a
compromiseinie t heatreds repertoiremssgonwiththdhat bal an
expectatiorthat Lincoln Ceter would emerge as the national centeAmierican drama. Still,

Irving persisted in his commitment to the secoval/e European dramas. For example, in 1967

Milton Esterow, fAHer ber tTheBNewaYork Qmddansaryll4, 196791. n Repertory
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the Lincoln CenteproducedGalileoin 1967, despitéhe loss of Blau, who had been assigned to
direct the production.ie 19701 9 71 s eas on iQGoadlWordaa df Sézuéasnd t 6 s
Ral ph Manhei naddsthree Araenicarl peemieresof)secoval/e European dramas:

P i n tLendséapeandSilence(directed by Peter Gill, who had directed the world premiere of
both plays at the Royal Shakespeare Company in 1869)d D ¢ r rPlynStniadbergd s
(translated by James Kirkup). The highlight of the 12923 season was a festival of four short
Beckettplays, directed by Alan Schneider.

It should be clear, therefore, that between 1950 and 1970 modernist drama from Europe
was quickly taken up by theatres and audiences throughout the United States. The arrival of the
second wave of European modergisima challenges the diametric opposition of New York and
the regional resident theatre which organizes the standard narrative of American theatre history
at midcentury. The second wave of European modernism arrived impressively across the United
States irthe 1950s, as regional theatres outside of New York mounted many of the first
American productions of these plays, and later settled in New York, whashite the
impressive expansioof the regional theatre movementire 1960sremained the theatragital
of the nation. In contrast to the arrival of the first wave of European modernist drama, which
occurred almost exclusively in New York City, the professional staging and acceptance of the
secondEuropean drama was a national development, one thaters the false narrative that

still organizes the writing of American theatre history.
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Appendix A: Premiere productions and publications of secondvave dramas
in Europe and the United States

This catalogue identifies premieres and early productions of secavel European dramas in
Europeand the United States. In the United States, these premieres include those professional
productions mounted by key resident theatre companies, but will not include university
productions.

Guide to Abbreviations:
dir. = director
trans. = translator
adapt= adaptation
perfs. = performances
pub. = publisher
NYC = New York City

1947

April 19, 1947 Les Bonne§The Maid3 by Jean Genet; premieaet t he TAtheed r e de |

(Parig; Louis Jouvetdir.

May, 1947:Les Bonne¢The Maid3 by Genet; publishedy Mar c¢ Bar bezat 0s
(Décines.

July 31, 1947:Life of Galileoby Bertolt Brecht; Charles Laughton, trans. & addpaglish
language premierat CoronetTheatre, Los Angelegposeph Loseydir.

December 7, 1941ife of Galileotransfers to ta Maxine Elliott Theatre on Broadway

1948

University of Minnesota Prespub.;Parables for the Theatrdgy Bertolt Brecht; Eric Bentley,
trans.; volume includeBhe Good Woman of SetzuamdThe Caucasian Chalk Circle

May 4, 1948 TheCaucasianChalk Circleby Brecht; Eric Bentley, trans.; Englisdinguage
premiereby the Nourse Little Theati@orthfield, Minnesota).

June 51948:Herr Puntila und sein Knecht MatiMr. Puntila and his Mahby Brecht;premiere
at the Schauspielhaus (ZuricKurt Hirschfield& Brecht, dirs.

LOA
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1949

Haute SurveillancéDeathwatch by Genet; Gallimard (Paris), puBenet revises the text
extensively during rehearsals for the playbo
[

S
translation i s based ornhisédtionet 6s acting script

January, 1949: Berliner Ensemble created by Brecht and Helene Weigel at the Deutsches Theater
in East Berlin.

January 11, 194%utter Courage und ihre KindéMother Courage and her Childr¢by
Brecht;premiereat Deutsches Theat@Berlin); Brecht & Engel, dirs.

February 26, 194%aute Serveillancé€Deathwatch by Genet; premiere at Théatre des Maturins

(Paris);Genet& Jean Marchatdirs.

1950

May 11, 19501 a Cantatrice ChauvéThe Bald Soprandy Eugene lonesco; premiere at
Théatre des NoctambuléBari9; Nicholas Bataille, dir

1951
February 20, 1951:a Lecon(The Lessonby lonesco; premiere at Théatre de Poéteif;
Marcel Cuvelierdir.

October,1951s al e of Genet 6s books i sate$ egally prohib

1952

Benziger (Zirich), pubDer Richter und sein Henker, Der VerdacliThe Judge and his
Hangman, The Suspiciphy Friedrich Dirrenmatt.

Die Ehe des Herrn Mississipfihe Marriage of Mr. Mississippby Friedrich Dirrenmatt;
Oprecht (Zurich), pub.


http://uwashington.worldcat.org.offcampus.lib.washington.edu/title/richter-und-sein-henker-der-verdacht/oclc/6121174&referer=brief_results
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February 17, 195Zn attendant GodqWWaiting for Godotby SamueBeckett (abridged);
premiere in the st udiPRarigathe p&formdnceds deEosdedeagyd de | a
broadcast on the radio

April 22, 1952:Les Chaise¢The Chair$ by lonesco; premiere at Théatre Landpai(s;
Sylvain Dhommedir.

October,1952:En attendant GoddiWaiting for Godo by Beckett; Les Editions de Minuit
(Paris), pub.

1953

Wir warten auf GodofWaiting for Godox by Beckett; EImar Tophoven, trans.; Suhrkamp
Verlag (Frankfurt), pub.

Wattby Beckett,Olympia Press (Parispub.

January 5, 195Fn attendant GoddWWaiting for Godox by Beckett; premiere dthéatre de
Babylone(Paris) Roger Blin dir.

September 8, 1953Varten auf GodofWaiting for Godox by Beckett; Germatanguage
premiereat Schlosspark State Thea(®estBerlin); Karl Heinz Strouxdir.

November 29, 1953Man wartet auf GodafWaiting for Godoy, performed by inmates at
Reimsteid Prison (Luttringhausen).

1954

Grove Pres¢gNYC), pub.;The Maidsand,Deathwatchby Genet; Brnard Frehtman trans.
The Judge and his Hangmhag DirrenmattJonathan Capg.ondon), pub.

The Judge and his Hangmhag Dirrenmatt; Cyrus Brooks, trandenkins(London), pub.
Waiting for Godoby Beckett; Beckett, trans.; Grove Press (NYC), pub.

April 14, 1954A m®d ® e , ou Co mme (Amedsebrdlow taGRbRdrofr)tiays s e r
lonesco; premiere at Théatre de Babyldpariy; JeanMarie Serreaudir.

October 7, 1954Der Kaukasische Kreidekre{3he Caucasian Chalk Cirdliéy Brecht;
premiereat Theater anschiffobauerdammBerlin); Brecht dir.



204

1955

End of the GaméThe Judge and his Hangmjdsy Durrenmatt; Therese Pol, trand/arner
Books(NYC), pub.

International Federation for Theatre Research in Europe (IFTR) founded
Molloy by Beckett; Patrick Bowles and Beckett, trans.; Grove Press (New York), pub.
The Judge and his Hangmhag Dirrenmatt; Therese Pol, trans.; Harper (New York), pub.

March 9, 1955The Lessolby lonesco; Englistanguage premiere afrts Theatre Club
(London); Peter Hall, dir.

May 6, 1955The Maidsby Genet; American premiere B¢mpo Playhous@NYC); Strowan
Robertson, dir.

August 3, 1955Waiting for Godotby Beckett; Beckett, trans.; Engli#dinguage premiere at
Arts Theatre l(london); later transfered to Criterion Theatre

October, 1955Jacques ou la soumissiddack, or The Submissiphy lonesco; premiere at
Théatre de la HuchettedRs).

October 311955:Amededy lonesco; Derek Prouse and Dominique Clauyel, trans. & adapt.;
Americanpremiere at Tempo Playhouse (NYEprl Sennettdir.

1956

Der Besuch dernal t e agDsaimdnem Naohmo(fiche \asit of the Old
Lady: A Tragic Comedy, with an Epilogugy DirrenmattArche (Zdrich), pub.

Grove PresgNYC), pub.;Eugéne lonesco: Four Playy lonesco; Donald Allen, transiolume
includesThe Bald Soprano, The Lesson, The ChainslJack, or The Submission

La visite de la vieille dam@he Visit of the Old Womaby DirrenmattJeanPierre Porret
trans.;Flammarion(Paris), pub.

The Visit: A Tragicomedyby DiurrenmattPatrick Bowles, transGrove PresgNYC), pub.


http://uwashington.worldcat.org.offcampus.lib.washington.edu/title/besuch-der-alten-dame-eine-tragische-komodie-mit-einem-nachwort/oclc/624879&referer=brief_results
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Waiting for Godoby Beckett; Beckett, trandzaber and Fabdkondon), pub. This edition is
notorious for errata and unauthorized changes, some the resettsairship exerciseq lthe
Lord Chaxtiifieer | ai no

January 3, 1956/Naiting for Godoby Beckett; Beckett, trans.; AmericahCoonut Grove
PlayhouseNliami); Alan Schneider, dir.

January 29, 195@er Besuche der Alten Dan(i€he Visiy by Friedrich Durrenmatpremiere at
Schauspielhau&urich); Oskar Walterlin dir.

April 19, 1956 Waiting for Godoby Beckett; Beckett, translphn Golden Theati@&'YC);
Herbert Berghafdir.

June 5, 1956The Maidsby Genet; Englishanguage premiere atew Lindsey Theatre Club
(London);Peter Zadeldir.

June, 1956t 6 Ar bal t e pr ess LeBakdn(The Bacenyid éaines, IGaaen et 6 s
France.

November 6, 1956Fhe Bald Sopranby lonesco; Englisttanguage premiere at Arts Theatre
Club (London; Peter Wood, dir.

1957
Conversation aNight with a Despised Character: A Curriculum for our TirbgDulrrenmatt;

Robert David Macdonald, tran3.he Dramatic Publishing Compagoodstock, IL), pub.

Die Ehe des Herrn Mississipfihe Marriage of Mr. Mississippby Durrenmatt Arche
(Zurich), pub.

Fin de Partiesuivi Acte sans parole€EndgameandAct WithoutWordg by BeckettlLes
Editions de Minuit(Paris), pub.

Grove PresgNYC), pub.;Parables for the Theatrgy Brecht; Bentley, trans.; volume contains
Good Woman ofe&dzuanandThe Caucasian Chalk Circl@®aperback reprint of 1948 edition.

January 13, 195%All That Fall by Beckett; premiere on BBC Radibhird Programme
April 3, 1957:Fin de Partie(Endgamg andActe Sans Parolg#\ct Without Wordsby Beckett;

premiere (in French)tRoyal Court Theatrd_ondon);Roger Blin dir., Fin de Partie Deryk
Mendel dir.,Acte sans Paroles
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April 22, 1957:The Balconypy Genetpremiere afArts Theatre CluljLondon);Peter Zadek
dir.

May 14, 1957The Chairdy loneso, Englishlanguage premierigy the English Stage
Company at Royal Court Theafleondon); Tony Richardson, dir.

May 15, 1957 The Roonby Harold Pinter; premiere &ristol University Drama Department

October 1, 1957-00k Back in Angebby John Osborne; American premiere (British tour) at
Lyceum Theatre (NYC)Tony Richardsondir.

Novemberl9, 1957 Waiting for Godoby Beckett; Actordés Workshop

Prison; Herbert Blau, dir.; this touchstgperformances discussed bartin Esslin in the
introduction toTheatre of the Absurd961)

1958
Faber and FabdLondon), pub.TheMaidsandDeathwatchby Genet; Bernard Frechtman,
trans.

Endgameby Beckett; Beckett, tranggrove PresgNYC), pub.;cloth and paperback formats,
limited edition of 100 numbered copies.

Grove Pres¢NYC), pub.;Eugene lonesco: Four Playy lonesco; Donald Allen, trans.; volume
includes The Bald Soprano, The Lesson, The ChainslJack, or The Submission

GrovePresgNYC), pub.;Problems of th@ heatre, an essay, afdhe Marriage of Mr.
Mississippi, a playy Durrenmatt; Gerhard Nellhaus, trans.

John Calder Pregkondon), pub.Eugéne lonesco: Playsly lonesco Donald Watson, trans.;
volume included he BaldSoprano, The Lesson, The ChaasdJack, or The Submission

Les Negre¢The Blacksby GenetL 6 A r b(Bdcines, pub.

The Visit: A Play in Three Actyy Durrenmatt; Maurice Valency, trans. and addandom
House(NYC), pub.

The Visit: A Play inThree Actdy Durrenmatt; Maurice Valency, trans. and adé&gamuel
French(NYC), pub

January 9, 1958 he LessomandThe Chairdoy lonesco; American premiere (British tour) at
PhoenixTheatre(NYC); Tony Richardsondir.
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January 271958:Endgameby Beckett; American premiere @herry Lane Theatr@NYC);
Alan Schneiderdir. The Grove Press later released a {idélity recording of the production.

Februaryl2, 1958 The Entertaineby Osborne; American premiere (British toat)}the Royale
Theatre(NYC); Tony Richardson, dir.

April 2, 1958:Marriage of Mr. Mississippby Durrenmatt; Maximilian Slater, adapt. & dir.;
American premieregntitiedFools are Passing ThroughatJan Hus AuditoriunfNYC).

April 28, 1958:The Birthday Partyy Pinter;English premiere at Arts Theatt@mbridgé.

May 5, 1958 first Englishl anguage pr odu c Theisit(incah ad@ptatrombyyn mat t 0
Maurice Valency), an Angldmerican collaboration, opens at the Liftntane Theatre in New

York. Peter Brook dirds.

May 19, 1958The Birthday Partyoy Pinter; Arts Theatre (Cambridge) production transfers to
Lyric Theatre (Hammersmith).

June 31958:The Bald SopranandJack,or The Submissioby lonesco; American premiere at
Sullivan Street Playhouse (NY@avid Brooks dir.

Actord6s Worl

September, 1958V aiting for Godoby Becket;San Fr anci sco
theatre at the

American regional pr of e s(Brussetsq |

October 28, 195&ndgameandKr a p p 6 s Wy 8eckett; Ermlistepraiere atRoyal Court
Theatre(London)

November 4, 195&pitaph for George Dilloby Osborne and Anthony Creighton; American
premiere (British tourait John Golden Theat(dlYC), William Gaskil, dir.

1959

Faberand Faber (London), pubK r a p p 6Tape Bral Embeisy Beckett.

March 4, 1959La Derniére bandéK r a p p 6 s ) byBsckett Bezketeand Pierre Leyris,
trans.; published ihes letters nouvelles

July 18, 1959The Dumb Waiteby Pinter; German premiere Rtankfurt MunicipalTheater.

September 23,1959:e s S ®q u e s (The@endainbed bf Altojmay JearPaul Sartre;
premiere afhéatre de la Renaissanéta(ig; Vera Korene, dir.

October 28, 1959:es Negre¢The Blacksby Genet; premiere dthédre de Lutece (&1i9);
Roger Blin, dir.
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1960

Grove Pres¢NYC), pub.;Kr appds Last Tape abyBeckether Dr amat.i
Grove PresgNYC), pub.;The Birthday Party and The Room; Two PlaysHarold Pinter.
Kr app6s hy8eckett; published ikvergreerReview2.5 (summer, 1960)

La Derniere bande suivide Cendigsr app 6s Last )bpBeekettnBetkdtt, Ember s
trans.;Les Editions de Minuit (Paris), pub.

Les Seqgue s byrdéasPautlSarkd; Gatlimaad (Paris), pub.
Methuen(London), pub.The Birthday Party and Other Plagy Pinter.
Rhinocerody lonesco; Derek Prouse, trarGrpve WeidenfeldNYC), pub.
Rhinocerody lonesco; Donald Watson, trandohn Calder Publishe(sondon), pub.
The Balconyoy Genet; Bernard Frechtman, trai&aberandFaber(London), pub.
The Balconyy Genet; Bernard Frechtman, trar@drpve Pres§NYC), pub.

The Blackdy Genet; Bernard Frechtman, trarfis@aperandFaber(London), pub.
The Blackdy Genet; Bernard Frechtman, trarGrpve Pres¢§NYC), pub.

The Caretakeby Pinter;Methuen(London), pub.

January 14, 196K r ap p 6 s hy Beckett; Amaegcan premiere at Provincetown Playhouse
(NYC); Alan Schneider, dir.

January 21, 196(rhe Dumb Waiteby Pinter; English premiere (withhe Roon) at Hampstead
Theatre Club (London); production later transferRtyal CourtTheatre (London).

January 25, 196@Rhinocerosby lonesco; premiere at Odéon (Paris); Jeanis Baurralt, dir.

March 4, 1960The Balconyy Genet; Bernard Frechtman, trans.; American premieCace-
in-theSquare TheatréNYC); Jose Quintero, dir§72 performances

March 22, 1960La Derniere bandéK r a p p 6 s )byaBedkett;Backe#t, trans.; French
language premiere ah€&€atreRéamier (Paris); Roger Blin, dir.
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March 22, 1960The Killerby lonesco; American premiere&¢ven Arts TheatréNYC);
Richard Barydir.

April 27, 1960:The Caretakeby Pinter; premiere at Arts Theatre Club (London).

April 28, 1960:Rhinocerosby lonesco; English premiere at Royal Court Thegbtr@ndon);
Orson Wellesgdlir.

May 18, 19601 e Balcon(The Balconyby Genet; Frenclanguage premiere at Théatre du
GymnasePRarig; Peter Brook, dir.

July 1, 1960S a i n t Byslohb\Whiting; American prentiee by Act or 6s Wor ks hc
Sarvis, dir.

July 15, 1960The Birthday Partyppy Pi nt er ; Ameri can premiere by
Wickham, dir.

1961

A Night Outby Pinter;Samuel FrenciNYC and London), pub.

Happy Daysdy Beckett; Grove PregdlYC), pub.

Grove PresgNYC), pub.;The Caretaker and The Dumb Waiter; Two Playsinter.
Methuen(London), pub.A Slight Ache and Other Plapy Pinter.

January 9, 196 Rhinocerosby lonesco; American premierelaitngacre Theatré@NYC);
Joseph Anthony, dir.

January 18, 1961 Slight Achdy Pinter; English premiera& Arts Theatre ClullLondon).

February, 19611 6 Ar bal t e p ub Las Badnarent§TlecSareens@ Bétires, 6 s
Isére, France.

April 3-6, 1961:Waiting fa Godotby Beckett; maddéor-t el evi si on producti on
of the Week; Aan Schneiderdir. The full 202minute version of the film is subsequently

distributed bythe Grove Press Film Divisioa; 45minute film of Act 2 is distributetdy Films

for the Humanities (Princeton, New Jersey).

May 4, 1961 The Blackdy Genet; American premieeet St . Mar (N8Q;Géneay house
Frankel, dir.
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May 19, 1961 The Screenby Genet; premiere at Schlosspark State The@tes{ Berlir); Hans
Lietzay dir.

Jure 26, 1961Waiting for Godoby Beckett; BBC television production; Donald McWhinnie,
dir.

September 17, 196Happy Daydy Beckett; premiere &herry Lane TheatréNYC); Alan
Schneider, dir.

Octobe 4, 1961:The Caretakeby Pinter;Americanpremiere(British tour)at Lyceum Theatre
(NYC); Donald McWhimie, dir.

October 13,1961Ser j eant Mu sby JolmmAdnAmelranmpemierdy the
Act or 60 s MaberkBsam, dip ;

November 1, 1961Happy Daysdy Beckett; English premieia Royal Court Theatrd_ondon);
George Devine & Tony Richardson, dirs.

1962

Die Physike(The Physicisfsby DurrenmattArche (Zurich), pub.
Happy Daysdy Beckett;Faberand Faber (London), pub.
Grove PresgNYC), pub.;Three Plays: A Slight Ach&he Collection, The Dwartsy Pinter.

February 21, 196Die Physike(The Physicisfsby Durrenmatt; premiere &chauspielhaus
(Zurich).

November 15, 196ZThe Screenby Genet; Frechtman, tran&rove Pres§NYC), pub.
November 26, 196Zhe Colledbn andThe Dumb Waiteby Pinter; American premieres at
Cherry Lane TheatréNYC); Alan Schneider, dir.

1963

Methuen(London), pub.The Collection and The Lovey Pinter.

Oh, les beaux jouréHappy Day} by Beckett; Beckett, trand.ps Editions de Minui(Paris),
pub.
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The Physicistdoy Dirrenmatt; James Kirkup, tran&rove PresgNYC), pub.
The Physicistby Durrenmatt; James Kirkup, tranSamuel FrenciNYC and London), pub.
The Screenby GenetBernard Frechtmartans.;Faber and Fabgkondon), pub.

June 14, 1963piel(Play) by Beckett; Germatanguage premiere at Ulmé&heater (Ulm
Donau);Deryk Mende] dir.

July 4, 1963Spiel(Play) by Beckett; EImar and Erika Tophoven, trans.; publish&theater
Heute

Septembr 28, 19630h les beaux jourHappy Day$ by Beckett; Beckett, trans.; preview
twenty-second Venice Biennale at the Teatro del Ridotto.

September, 196®ur Lady of the Flowerby Genet; Frechtman, trans.; Grove Press (NYC),
pub.

September, 1963Baint Genet, Actor and Martyay Sartre; Frechtman, tran&george Braziller,
Inc. (New York), pub.

November 15, 19630h les beaux jourfHappy Day} by Beckett; premierat Odéon Thééatre
(Paris); Roger Blin, dir.

September 18, 1963he LoverandTheDwarfsby Pinter;English premiere at Arts Theatre Club
(London); Pinter, dir.

1964

ComédigPlay) by Beckett, Beckett, trans.; published_ies Lettres nouvelles
Faberand Faber (London), puli?jay and Two Short Pieces for Radhp Beckett.
Film by Beckett; produced b@rove Press Film Divisio(NYC).

SpravcgThe Caretakerby Pinter;Mi | a n , ttanskDéiay(Prague), pub.

The Marriage of Mr. Mississipgdy Durrenmatt; Michael Bullock, trans.; Jonathan Cape
(London), pub.

The Physicistby Durrenmatt; James Kirkup, trans.; Jonathan Cape (London), pub.
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January 4, 196&lay by Beckett and’he Lovelby Pinter; American premieres at Cherry Lane
Theatre (NYC)Alan Schneiderdir.

April 7, 1964:Play by Beckett; English premiere @d Vic (London);George Devingdir.

April 29, 1964:Die Verfolgung und Ermordung Jean Paul Marats, dargestellt durch die
Schauspielgruppe des Hospizes zu Charenton unter Anleitung des Herrn d€&l&ade
Persecution and Assassination of Jé&aul Marat as Perfoned by the Inmates of the Asylum of
Charenton Under the Direction of the Marquis de SdgePeter Weiss; German premiaite
SchillerTheater (Berlin); Konrad Swinarski, dir.

August 20, 1964 Marat/Sadeby Peter Weiss; Geoffrey Skelton, trans.; Englemguage
premiereby Royal Shakespeare Companyltwych Theatre llondon); Peter Brookdir.

October 13, 1964fhe Physicistdy Durrenmatt; James Kirkup, trans.; American premiere at
Martin Beck TheatréNYC); Peter Brook, dir.

December, 1964heEvergreen Revie® 4 p u b | i s Pk thidBistle kmest acaurate
print version of the play, the only one to

1965

Dramati st s @NY®) paby,Th&smvarfs and Eight Revue Sketchginter.
The Homecomingy Pinter;Methuen(London), pub.

June 3, 1965The Homecominby Pinter;English premiere by the Royal Shakespeare Company
at Aldwych TheatréLondon).

June 7, 1969:ive Like Pigsy John Arden; American premielog Theatre Company of Boston
atActor&¢ Pl ayhouse; David Wheeler, dir.

December 27, 196Marat/Sadeby Weiss; Geoffrey Skelton, trans.; American premiere (British
tour) by the Royal Shakespeare Company at Martin Becktiid@dY C); Peter Brook, dir.

1966

The Homecomingy Pinter;Grove Pres§NYC), pub.

Les Editions de MinuitParis), pub.Comédie et actes divefBlay and Other Fays) by Beckett;
Beckett, trans.
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February 3, 1966t he Condemned of Altotgy Sartre; Herbert Blau, adapt. & dir.; American
premiere aRepertory Theatre of Lincoln Cent@YC).

April 21, 1966:Les Paravent§The Screendy Genet; French premiere Htéatre de France
(Paris); Roger Blin, dir.

December 1, 196A r ms t r otrGgodlrsghtily &rslen;American premierdy Theatre
Company of BostorDavid Wheelerdir.

1967

Grove Press (NYC), pubA Night Out, Night School, Revue Sketches, Early RigyRinter.

Grove Press (NYC), pubThe LoveyTea Party and The Basemenwd Plays and a Film Script
by Pinter.

Methuen(London), pub.Tea Party, and Other Playsy Pinter.

January 5, 1967the Homecomingy Pinter; American premiere (British touf) Music Box
Theatre(NYC); Peter Hall, dir.

July 11, 1967:Strip Teasdy Mr oUek; American premiere by A
(Seattle),Greg Falls dir.

November 30, 1967The Dwarfsoy Pinter; American premiere (withe at hc ot eTheVNi | | i am
Local Stigmatig by Theatre Company of Boston; David Wheeler, dir.

1968

Grove Ress(NYC), pub.;Cascando and Other Short Dramatic PiebgsBeckett.
Landscapéy Pinter,Emanuel Wax for Pendragon Présendon), pub.

Tangob y S § a wo mRalph Manleeltheakd:; Teresa Dzieduscydkans.;Grove Press
(NYC), pub.

1969
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Methuen(London), pub.Landscape and Sileady Pinter.

Rowohlt(Hamburg), pub.Die Geburtstagsfeier, Der stumme Diener, Das Zimmer, Die Zwerge
(The Birthday Party, The Dumb Waiter, The Room, The DWayf®inter; Willy H. Theim,

trans.

Samuel FrencfiNYC), pub.;Landscape and Silentsy Pinter.

July 2, 19691 andscapendSilenceby Pinter;English premiereby Royal Shakespeare
Company at Aldwych Theati¢&ondon); Peter Gill, dir.

October 23, 196%Bamuel Beckett awarded Nobel Prize for Literature

1970

June 3, 1970Play Strindberdlater rename@omedy of Marriageby Dirrenmatt; James
Kirkup, trans.; American premiegt Lincoln Center Repertory Theafid¢YC); Daniel Sullivan
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Appendix B: A Representative Sample of Journal Articles Published on &
topic of SecondWave Dramatists and Plays, 1950970

This appendix provides a selective crssstion of the range of critical writing on the topic of

the secondvave dramas that was occurring during the 1950s and the 1960s, though | have
identified a €w publications that predate my period. This is not an annotated listing, but where
articles are reprinted from other sources, | have noted the original source. | have also provided
notes if the subject matter of the article (or its relation to the td@econdwave European
modernism) is not clear from the articl eds
not listed in the bibliography unless | have cited them in my dissertation.

Educational Theatre Journa(1949)

Vol/Number Author Title
4.2 (May, 1952) | Henry Goodman [Br echt as WATraditional
5.1 (March, 1953) Paul Hahn A note on Sartre antihe Poetics
* Proposes existentialist philosophy as model fol
tragedy
* ETJ5.3 (Oct, 1953) publishes two letters, both
rebutals

5.3 (Oct, 1953) | Richard B. Vowles| Existentialism and Dramatic Form

* Takes Hahn (above) to task, and Bentley (for
Playwright as Thinker

* Argument: Sartre has done precious little to
actually change dramatic form

9.1 (March, 1957) Herbert Blau Mother CourageThe Rite of War and the Rhythn
of the Epic

12.4 (Dec 1960) | Samuel A. Weiss |Os borneds Angry Young

13.3 (Oct, 1961) | James H. Clancy | Beyond Despair: A New Drama of Ideas
Special issue
devoted to
Modern Drama

Bernard F. Dukorgl TheTheatre of lonesco: A Union of Form and
Substance

Andree Kalil The Transformation of
Novel to the Stage.

14.3 (Oct, 1962) | Thomas B. Markug Jean Genet: The Theatre of the Perverse

Guenther C. Recent Books on Bertolt Brecand the Epic
Rimbach Theatre
* (review)

14.4 (Dec, 1962) | Andrew E. Doe B r e clehrsiuskePropaganda Failures

15.2 (May, 1963) | Bernard F. Dukore The Temptation of Goodness




216

* On Brecht

15.3 (Oct, 1963)

William I. Oliver

Between Absurdity and the Playwright
* Critical of Essl inosg
rather than shared content of the playwright§he
Theatre of the Absurd

15.4 (Dec, 1963)

Wallace Gray

The Uses of Incongruity
* Asserts that the technique of the Theatre of the
Absurd (incongruity) is10t new

17.1 (March, Bernard F. Dukorg Be c k et tPlays Pl avy,

1965) * Dukoreds article 1is
English National Theat
edition of the text

17.3 (Oct, 1965) | William I. Oliver | After Absurdity

FrederickThom The Quick and the Dead (review)
* Revi ew oTheatBroflReviole i n 6 s

Gr o s s vFou Blaywrights and a Postscript
Leonar d Ca hAeahtGarde dobm k o (
Rus s el | Th& Aangry Ttheatesd George E.
We | | w dhetTHedtre of Protest afthradox

18.2 (May, 1966)

Special Section: Sixteen Productions in Educatic
Theatre

* ETJ begins to feature interpretive criticism of
productions in educational theatre

Harry M. Ritchie

The Physicist§Tufts University)

Robert
Schneideman

The RoonmandA Night Out(Northwestern
University)

Herbert Blau

Dant on 0(Rep@®teraThéatre of Lincoln

Center)
18.4 (Dec, 1966) | Gay McAuley Samuel EentelaradtGo 6 s
19.4 (Dec, 1967) | Anselm Atkins Luckyds Spe eWditingifon GoBatAc K

Punctuated Sendane Arrangement

Manuel L. Alfred Jarry and the Theatre of the Absurd
Grossman
Ruby Cohn Marat/Sade An Education in Theatre
William I. Oliver | Marat/Saden Santiago

20.3 (Oct, 1968) | Leo Kerz Brecht and Piscator

21.2 (May, 1969)

Arthur Ganz

A Clue to the Pinter Puzzle: The Triple SelfTihe
Homecoming

21.4 (Dec, 1969)

Norman James

The Fusion of Pirandello and Brecht\arat/Sade
andThe Plebians Rehearse the Uprising

The Tulane Drama RevieWl9571 1967); TDR (19671 1968); TDR The Drama

Review(1968-)
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1.3 (June, 1957]

Martin JarrettKerr

The Dramatic Philosophy of Je&®aul Sartre

2.1 (Nov., 1957)

Bertolt Brecht
Trans. Beatrice
Gottlieb (1939)

On Unrhymed Lyrics in Irregular Rhythms

2.2 (Feb., 1958)

Bertolt Brecht
Trans. Eric Bentley

Two Poems
* The Legend of the Dead SoldsrdOf the Poor
B.B.

3.1 (Oct., 1958)

Friedrich
Dlrrenmatt
Trans. Gerhard
Nellhaus

Problems of the Theatre

* first published by Verlag der Arche, Zurich, 195

Gordon Rogoff

Mr. DUrrenmattBuys New Shoes

Eugéne lonesco

The World of lonesco

* Reprinted frominternational Theatre Annud,
ed. Harold Hobson (London, 1957), with
permission from John Calder Publishers, Ltd.

Donald Watson

The Plays of lonesco

4.1 (Sept.,
1959)

Eugéendonesco
Trans. Leonard
Pronko

Discovering the Theatre

Mordecai Gorelik

An Epic Theatre Catechism

Albert Bermel

Off-Broadway Review: Adamov in New York . .
and Out Again
* review of Ping Pong

4.2 (Dec., 1959)

Bertolt Brecht
Trans. Eric Bentley

Prologue taThe Caucasian Chalk Circle
* first printing in English

HansJoachim
Bunge

Trans. Bayard
Quincy Morgan

The Dispute over the Valley: An Essay on Bertol
Br e c ht ohe Caudasiay Chalk Circle

4.3 (Mar., 1960)

Eugéne lonesco
Trans. JackJndank

The Tragedy of Language: How an English Prim
Became My First Play

4.4 (May, 1960)

Martin Esslin

The Theatre of the Absurd

Adolf D. Klarmann

Friedrich Darrenmatt and the Tragic Sense of
Comedy

Eric Bentley

Two Books on Brecht

* revi ew ofThd théatre ofBertolt ¢
Brechtand Mar t BnechtBEHisd.ifeiand 6 S
Work

Lee Baxandall

Bertol tJBBrecht 0s
* an i ntr oduBasBademert o
Lehrstiick vom Einverstandnis
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Bertolt Brecht The BalenLehrstiick
Trans. Lee * Das Badener Lehrstiick vom Einverstandnis
Baxandall
5.1 (Sept., Wallace Fowlie New Plays of lonesco and Genet
1960) * Rhinocerosand The Blacks
Herbert Blau Meanwhile, Follow the Bright Angels
5.2 (Dec., 1960) Eugéne lonesco The AvantGardeTheatre
5.3 (Mar., 1961) JeanPaul Sartre Beyond Bourgeois Theatre
Trans. Rima Drell | * excerpts of a lecture given by M. Sartre at the
Reck Sorbonne in the spring of 1960
Oreste Pucciani Les Seques ofde@dPauldSarke t o 1
Michael Wreszin JeanPaul Sartre: Philosopher as Dramatist
Herbert Blau The Popul ar, The Absuri
Cordial eo
5.4 (June, 1961) Melvin W. Askew | D¢ r r e nTineMisit @ the Old Lady
Albert Sonnenfeld | Albert Camus as Dramatist: The Source of his
Failure
6.1 (Sept., Bertolt Brecht On the Experimental Theatre
1962) Trans. Carl R.
Mueller
Bertolt Brecht Theatre for Learning
Trans. Edith
Anderson
Kurt Weill AGestuso in Music
Trans. Erich
Albrecht
Max Frisch Recollections oBrecht
Trans. Carl R.
Mueller
Eric Bentley A Prologue
*  f or Bhe @acdadiad Ghalk Circle
Werner Hecht The Development of Br ¢
Theatre, 1918 1933
James Scheuvill Bertolt Brecht in New York
Bertolt Brecht To Those Born Afterward
Trans. James * poem
Scheuvill
Hugo Von A Prol ogueBadl o Brecht 6g
Hofmannsthal * first published 1926 in Vienna, reprinted in 194
Trans. Alfred first produced in 1962
Schwartz
Bertolt Brecht The Seven Deadlyrfs of the Lower Middle Class
Trans. W.H. Auden |* a fABall et Calanguadea 0,
and ChesterKallmaipu bl i cati on; first per
company in Paris in 1933; American premiere 19
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Bertolt Brecht On Chinese Acting
Trans. Eric Bentley

6.3 (Mar., 1962) George BWellwarth | Friedrich DUrrenmatt and Max Frisch: Two View:
of the Drama

Bernard Dukore The Theatre of Harold Pinter
Ruby Cohn The World of Harold Pinter
6.4 (June, 1962] R. J. Kaufmann On the Newness of the New Drama
Gerald Weales The Language dEndgame
7.1 (Aut., 1962) | Bertolt Brecht Brecht on Theatre: 1920
Trans. James L.
Rosenberg *brief introduction from Eric Bentley
7.2 (Win., 1962) Charles Marowitz | The Acension of John Osborne
Reid Douglas The Failure of English Realism
Ossia Trilling The New English Realism
7.3 (Spr., 1963)| Martin Esslin Walter Kerr and the Absurd
JeanPaul Sartre Saint Genet: Actor and Martyr
Trans. Bernard
Frechtman
Jean Genet A Note on Theatre
Trans. Bernard * written in 1954 at the request of Paris publishe
Frechtman JeanJacques Pauvert, to serve as a forward far
Maids

Oreste F. Pucciani | Tragedy, Genet anthe Maids

Benjamin Nelson The Balconyand Parisian Existentialism

Jean Genet To a WouldBe Producer
Trans. Bernard * translated copy 1961 letter from Genet to Polis
Frechtman poet Jerzy Lisowski e

grant permissions to a Warsaw theatre to produc
translation ofThe Blacksthe copy of the letter wa
made by Lisowski

SusanTaubes The White Mask Falls

Marc Pierret Genet 6 s The3creéhs avy:
Trans. Rima Drell

Reck

J. M. Svendsen Corydon Revisited: A Reminder on Genet
Bettina Knapp and | An Interview with Roger Blin

Roger Blin

Eugéne lonesco Noteson my Theatre

Trans. Leonard * 1961, printed by permission &ditions
Pronko Gallimard

Richard Schechner | An Interview with lonesco
and Eugéne lonescq
Trans. Leonard
Pronko

Maurtin Esslin lonesco and the Creative Dilemma
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Jean Vannier
Trans. Leonard
Pronko

A Theatre of Laguage
* printed by permission df 6 A r, Rahse

Richard Schechner

The Inner and the Outer Reality
* lonesco as abstract expressionist

Eugene lonesco
Trans. Bernard

Bedlam Galore, for Two or More

Frechtman * TDR Play Series
7.4 (Sum., Martin Esslin Brecht, the Absurd, and the Future
1963)
9.1 (Aut., 1964) | Eric Bentley Are Stanislavski and Brecht Commensurable?

9.3 (Spr., 1965)

Donald M. Kaplan

Homosexuality and American Theatre: A
Psychoanalytic Comment
* Genet, Camus, etc.

Richard Schechner
andAlan Schneider

Reality is Not Enough
* interview with Schneider about his directing
career

Bernard F. Dukore

West Coast Theatre: The Pleasure of Companig
* Actor6s Workshop, Se

Simon Trussler

Cruel, Cruel London
* review of Marat/Sadeat Royal Shakespeare Co

9.4 (Sum., Richard Schechner | Blau and Irving at Lincoln Center
1965)
10.3 (Spr., Robert Brustein The English Stage
1966) * refl ections on the f
Jan Kott ANoteonBecktt 6s Real i sm
Trans. Boleslaw
Taborski
Juris Svendsen The Queen i sEddDaddld : Br g
Gordon Rogoff Notes toward a Definition of Impossible Theatre
* critique of Bl aubs |
Dant on 0iswhibreBlau flailed to realize his
ideas
10.4 (Sum., Eric Bentley An Un-American Chalk Circle?
1966)
Geraldine Lust with | Marat/SadeForum
Peter Brook et. al. | * Lust moderates a panel on the significance of
Marat; panelists are Peter Brook, Leslie Fiedler,
Norman Podhoretz, lan Richardson and Gordon
Rogoff
11.1 (Aut., Richard Schechner | Blau and Irving at Lincoln Center I
1966)
11.2 (Win., John Arden, Walter Who6s for a Revoluti orn
1966) Wager, Kelly Morris| John Arden

and Simon Trussler
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Richard Gilman Ardends Unsteady Grour

Martin Esslin Brecht and the English Theatre

Simon Trussler The Plays of John Whiting

Richard Schechner | Puzzling Pinter

Kelly Morris The Homecoming
11.3 (Spr., Henry Popkin Theatre in Eastern Europe
1967)
Sgawomi r Strip-Tease
Trans. Edward * published by permission of Grove Press
Rothert
Jan Grossman A Preface to Havel
Vaclav Havel The Memorandum
Trans. Vera
Blackwell
11.4 (Sum., Darko Suvin Beckettds Purgatory of
1967) of Thermodynamics: Notes for anckmination
towards a Presubluminary Exagmination
Bettina Knapp, Two Interviews with Roger Blin
Roger Blin, Paul
Gray and J. Later
Strahs
--JOURNAL RENAMED TDR--
12.1 (Aut., Erika Munk The Relevance of Brecht
1967)
Reinhold Grimm Brecht s Beginnings
Martin Esslin Brecht at Seventy
Roland Barthes Seven Photo Models dflother Courage
Trans. Hella Freud
Bernays
Darko Suvin The Mirror and the Dy
Point of View
Lee Baxandall Brecht in America, 1935
Dr. Hans Bunge OnThe Caucasian Chalk Circle

TransHugo Schmidt| *originally appeared in Brech§chriften zum

and Jerome Clegg | Theater(Frankfurt, Suhrkamp, 1967) VI. 35875.
* printed by permission of Suhrkam Verlag

* TDR mistakenly attributes authorship to Brecht
the errata is noted and corrected in the letters
section ofTDR12.3

Carl Weber Brecht as Director

Ed. Erika Munk * edited from a lecture given at Tulane University
February, 1967

Bertolt Brecht BBO6s Ra ScenasrEstranging Shakespeare

Romeo and JuliefThe Servants

Harry G. Carlson et.| Dialogue: Berliner Ensemble
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al. * from an April 7, 1967 conversation between
Harry G. Carlson, Helene Weigel, Manfred
Wekwerth, Joachim Tenschert, Ekkehard Schall
and Barbara Berg. Berg served as an interpretel

Manfred Wekwerth | From Brecht Today
Trans. Martin

Nicolaus

Ed. Erika Munk * From Theatre der Zejt1964

Lyon Phelps B r e cAntigénsat the Living Theatre

R. G. Davis and Sartre Through Bieht

Peter Berg

Henry Glade The Death of Mother Courage

Alf Sjoberg Sensuality in Brecht

Trans. Leif Sjoberg

and Kaaren

Grimstad

Arturo Lazzari Brecht in Italy

Tras. Lina Vincent

Henry Popkin Brechtian Europe

Sandra Schmidt Competents and Dropouts

* reviews,including Genet at Center Stage

12.2 (Win., Lucien Goldmann | The Theatre of Genet: A Sociological Study
1968) Trans. Pat Dreyfus

Ed. Richard

Schechner

Bertolt Brecht The Beggar, or The Dead Dog

Trans. Michael

Hamburger

Ernst Schumacher | The Dialectics of5alileo
Trans. Joachim
Neugroschel

Siegfried Neher and Brecht
Melchinger
Trans. Martin
Nicolaus

Ed. Erika Munk

Erika Munk and The Actorods I nvol vemer
Joseph Chaikin Interview with Joseph Chaikin

Paul Dessau Composing for BB: Some Comments
Trans. Hella Freud
Bernays

Darko Suvin, Max | A Selected Brecht Bibliography
Spalter, and Richarg
Schotter

--JOURNAL RENAMED The Drama Review:
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TDR--
13.1 (Aut., Fernando Arrabal | Arrabal: Auto-Interview
1968) Trans. Bettina L.
Knapp
Ed. Kelly Morris
Fernando Arrabal | Solemn CommunioPanic Ceremony
Trans. Bettina L. * Solemn Communionas created July 8, 1966 at
Knapp Theéatre de Pochilontparnasse (Paris); directed
Jorge Lavelli
Fernando Arrabal | Strip-Tease oflealousyBalletin 1 Act
Trans. Bettina L.
Knapp.
Fernando Arrabal | Impossible Loves
Trans. Bettina L.
Knapp
Fernando Arrabal (L6 af faire Arrabal Espé
Trans. Bettina L.
Knapp and Kelly
Morris
13.2 (Win., Lee Baxandall The Revolutionary Moment
1968) * refining a definitionof naturalism to include
Brecht and Beckett
Simon Trussler British NeaNaturalism
*frames the British #frf
(Arden, Os brmoatnuer)a laiss tisy
John Lahr Pinter and Chekhov: The Bond of Naturalism
14.1 (Aut., Jan Kott The Icon and the Absurd
1969) Trans.E. J. * originally intended for a special issue of
Czerwinski Comparative Draman A The Theat
Absurd: Slavic and Wes
Allan Francovich Genet 6s Theatre of Posg
15.1 (Aut., Lucien Goldmann | The Theatre of Sartre
1970) Trans. Sandy

MacDonald

Comparative Drama

1.2 (Sum.,
1967)

Erich Kahler

Doctor Faustus from Adam to Sartre

1.4 (Win., 1967)

Charles R. Lyons

Some Analogies Between the Epic Brecht and t
Absurdist Beckett

2.1 (Spr., 1968)

Edward J.
Czerwinski

Dialog and the Socialist World: The Spectrum of
Influence
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* Polish journalDialog and Epic/Absurdism trends
in Slavic theatre (playwrights such as Havel and
Kohout)

3.3 (Aut., 1969)

Simon Karlinsky

The Alogical and Absurdist Aspects of Russian
Realist Dama

Ruby Cohn

Absurdity in English:

Adam Tarn

Witkiewicz, Artaud, and the Theatre of Cruelty

Zbigniew Folejewski

The Theater of Ruthless Metaphor: Polish Theat
between Marxism and Existentialism

Andrzej Wirth

Brecht andWitkiewicz: Two Concepts of
Revolution in the Drama of the Twenties

E. J. Czerwinski

Dramatists in Search of Self: A Backward Glanc

Martin Esslin,
Aleksandar Popvic,
Adam Tarn, Martin
Porubjak, Andrzej
Wirth, Jovan Hristic,
Ivan Englich, Milan
Lasica,E. J.
Czerwinski, and
Leonard Pronko

Commentary: How does thidiom of the Absurd
Differ from Traditional Dama?

3.4 (Win., 1969)

Farris Anderson

Sastre on Brecht: The Dialectics of Revolutionar
Theatre

4.1 (Spr., 1970)

Clas Zilliacus

Three Time<sodot Beckett, Brecht, Bulatovic

4.3 (Aut., 1970)

Anthony Graham

White

Jean Genet and the Psychology of Colonialism

The Kenyon Review

14.4 (Aut., Kermit Lansner Albert Camus
1952)
16.3 (Sum., Herbert Spiegelber¢ French Existentialism: ItSocial Philosophies
1954)
20.2 (Spr., Gerald Weales Theatre Letter |
1958) * Look Back in Anger, The Entertainer, Endgam
Henry Popkin Theatre Letter I
* brief descr LopkBaakim o f
Anger
20.3 (Sum., Louis R. Rossi Albert Camus: Th&lague of Absurdity
1958)
22.3 (Sum., Ward Hooker Irony and Absurdity in the AvarBarde Theatre
1960)

Ernest Borneman

Two Brechtians
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*revi ew of The hheatré\af Beltod t
Brechta nd Ma r t BrechtBsd.ifeiamd 0 g
Work
22.4 (Aut., Martin Esslin The Absurdity of the Absurd
1960)
23.1 (Win., Eric Bentley The Political Theatre Reconsidered
1961) * Brecht
23.2 (Spr., Vivian Mercier Samuel Beckett and the Sheakgig
1961)
23.3 (Sum, Herbert Blau From the Swamp to Azdg¢
1961)
25.2 (Spr., Roger Shattuck Making Time: A Study of Stravinsky, Proust and
1963) Sartre
James K. Feiblemar; Camus and the Passion of Humanism
26.1 (Win., Eric Bentley Bertolt Brechtoés First
1964)
27.2 (Spr., Leslie Paul The Angry Young MerRevisited
1965)
Robert Merritt Rebellion and Rhetoric
* Revi ew dlieLii efihe Dramad s
B | a Thé npossible Theatre Br u 8he e i
Theatre of Revalt and Ger Brama amia
Commitment
29.2 (Mar., William R. Mueller | The Absurd Quest
1967) and Josephine
Jacobsen
31.1 (1969) Ellen Conroy Camus at His Sources
Kennedy

Modern Drama

1.2 (Sept., Jean Duvignaud Theater in Paris

1958) Trans. R. G. Mahieu * Reviews of Brecht and Adamov

1.3 (Dec., 1958) Edith Kern Brecht 6s P apddtd Aanericahh e a t
Popularity

2.1 (May, 1959)| Leonard C. Pronko | The AntiSpiritual Victory in the Theater of
lonesco

Richard M. Eastmarf The Str at egy oEndg8mnaemu e |

3.1 (May, 1960)| Jacques Scherer Letter from Paris
* Brief introduction tolonesco and Arrabal

3.2 (Fall, 1960) | Ruby Cohn Waiting is All
*Analyzes the structure daiting for Godot




226

Ossia Trilling The Young British Drama
4.1 (May, 1961)| Richard M. Eastman Ex per i ment and Vi si on
Allan Brick A Note on Perception and Communication in

B e ¢ k Endgames

Rima Drell Reck

The Theater of Albert Camus

Leonard C. Pronko

The Prelate and the Pachyderm: Rear Guard an
Vanguard Drama in the French Theater

* ContrasBekewhnohbi |l 6o e s
Rhinoceros

4.2 (Sept.,
1961)

Anthony Caputi

The Shallows of Modern Serious Drama
* Caputi ds critique of
considers works of both the first wave (by authol
like Miller and Williams) and the second wave (b
authors like Beckett and loseo)

Francgoise Kourilsky
Trans. William Bell

Theater in Paris
* Review ofla Dernierebande Bec k e t-t
language translation®r app6s Last

William A.
Armstrong

Tradition and Innovation in the London Theatre,
196061
* Reviews of Whiting, Arden, and Pinter

4.4 (Feb., 1962)

John C. Wentz

An American Tragedgs Epic Theater: The
Piscator Dramatization

Jacqueline Hoefer

Pinter and Whiting: Two Attitudes Towards the
Alienated Artist

* Hoefer discusseBirthday PartyardS ai nt,0
both Arecently producsée
Actords Workshop. o

5.1 (May, 1962)

Dorothy Knowles

lonesco and the Mechanisms of Language

H. R. Hays Transcending Naturalism
* Discusses the new British playwrights: Delaney
Osborne

Peter JReed Judges in the Plays of Albert Camus

5.2 (Sept.,
1962)

Ulrich Weisstein

Cocteau, Stravinsky, Brecht and the Birth of Epi
Opera

5.4 (Feb., 1963)

Claude K. Abraham

Caligula: Drama of Revolt or Drama of Deceptiol

6.1 (May, 1963)

Roy Huss

JohnOs bor neds BWaykoslkar d

6.2 (Sept.,
1963)

James T. Boulton

Harold PinterThe Caretakeand Other Plays

6.4 (Feb., 1964)

Edward B. Savage

Masks and Mummeries nrico IVandCaligula

Richard M. Eastman

Samuel Beckett andappy Days

RobertS. Cohen

Parallels and the Possibility of Influence Betwee
Si mo n e Waleng fordGsdand Samuel
B e ¢ k ®aitingfer Godot

7.2 (Sept.,

1964)

Charles R. Lyons

B e ¢ k &ndgamesAn Anti-Myth Creation




227

Ralph Behrens Existenti al ACharThect e
Misunderstanding
Stanley G. Eskin Theatricality in AvariGarde Drama: A
Reconsideration of a Theme in the Lightldie
BalconyandThe Connection
7.4 (Feb., 1965) James M. Ritchie | German Theater Between tWéars and the Gentee
Tradition
* Refutes the idea that France has been the prin
influence on postwar English and American theg
describing the context
theatre emerged
Richard E. Sherrell | Arthur Adamov and Invaded Man
Reirhard Kuhn The Debasement of the Intellectual in
Contemporary Continental Drama
* Considers works by lonesco and Adamov
8.1 (May, 1965)| Marilyn Gaddis Sartre and the Ambiguous Thesis Play
Rose
8.2 (Sept., Ruby Cohn Berenger, Protagonist of @&mti-Playwright
1965)
John D. Hurrell John Whiting and the Theme of SE&struction
Leland R. Phelps D¢ r r e nDiecEhetdésHerrn Mississippihe
Revision of a Play
F. J. Bernhard Beyond Realism: The Plays of Harold Pinter
8.3 (Dec., 1965) Robert Holapfel The Divine Plan Behind the Plays of Friedrich
Durrenmatt
R. A. Zimbardo Genet 6s Bl ack Mass
Richard Lee FrancisBec ket t 6s Met aphysi cal
Charles R. Lyons | The Structure of Images Baal
8.4 (Feb., 1966) John Fletcher Roger Blin atWork
9.1 (May, 1966)| Keith M. Sagar Brecht in Neverneverlan@he Caucasian Chalk
Circle
AlbertaE. Feynman| The Fet al Quality of 1
Absurd
9.2 (Sept., Morgan Y. The Pioneers of Bertolt Brecht in America
1966) Himelstein
Allen J. The Falland After: Albert Camus and Arthur
Koppenhaver Miller
9.3 (De., 1966) | Ruby Cohn Acting for Beckett
Special Beckett
Issue
Jean Jacques Beckett and Expressionism
Mayoux * excerpted fronBeckett and the Paths of
Trans. Ruby Cohn | Expressionisng i wr i t t en i n Fr ¢
only in Ger mano)
John Fletcher Action and Pl ay in Beoqg
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Wolfgang Iser
Trans. Ruby Cohn

Samuel Beckettds Dr ama
*0slightly abridged Ve
originally appeared in German @ermanish
Romanish Monatsschrift

Edith Kern Beckett and the Spiri:t
Richard Schechner Ther e6s LoGalotof Ti me |
Gabor Mihayli B e ¢ k &adotand the Myth of Alienation

*from The New Hungarian Quarter®4 (Winter,
1966)

Jacques Dubois
Trans. Ruby Cohn

Beckett and lonesco: The Tragic Awareness of
Pascal and the Ironic Awareness of Flaubert

Curtis M. Brooks

The Mythic Pattern iWaiting for Godot

Melvin J. Friedman

Cirritic!

Anselm Atkins

A Note on the Structure ofluk y 6 s S p e ¢

John J. Sheedy

The Comic Apocalypse of King Hamm

Ruby Cohn

The Beginning oEndgame

David J. Alpaugh |The Symbolic StructAlur e
That Fall
Arthur K. Oberg Kr appo6s dndteetProlisaap ¥ision

Renée Riesklubert

B e ¢ k PlayBdiveeen Poetry and Performance

10.1 (May, Augusta Walker Messages from Pinter
1967)
RobertB.Heilman ([Duerrenmattds Tragi c (
10.2 (Sept., Gabriel Gersh The Theater of John Osborne
1967)
Victor E. Amend Harold Pinteii SomeCredits and Debits
Robert E. Todd Proust and Redemption Waiting for Godot
Ronald Gaskell The Form ofThe Caucasian Chalk Circle
10.4 (Feb., Sol Gittleman Frank Wedekind and Bertolt Brecht: Notes on a
1968) Relationship
StrotherB.Purdy |A Readi ng ThéKilerones c o0 s
Antony Easthope Hamm, Clov, and Dramatic Method Endgame
11.1 (May, Marion Trousdale | Dramatic Form: The Example &fodot
1968)
Konrad Schoell The Chain and the Circle: A Structural Comparis
of Waiting for Godotard Endgame
11.2 (Sept., Keith A. Dickson Brecht: An AristoteliarMalgré Lui
1968)
Maria P. Alter Bertolt Brecht and thBlOH Drama
Renate Usmiani Friedrich Durrenmatt as Wolfgang Schwitter
David K. Jeffrey Genet and Gelber: Studies in Addiction
Arnold P. Mr . Pinterds Belinda
Hinchcliffe
11.3 (Dec., Louise O. Cleveland Trials in the Soundscape: The Radio Plays of
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1968) Samuel Beckett

Charles R. Lyons | The Futile Encounter in the Plays of John Whitin

Charles C. Hamptonn Sa mu e | Béc ket t 6s

Jr.
Joan Tindale John Ardendés Use of ¢t}
Blindheim
Katherine H. P i n tAe&ligbt #chas Ritual
Burkman
11.4 (Feb., Otto M. Sorensen | B r e c Galile®: dts Development from ideational
1969) into Ideological Theater

* Read before the 84Annual Meeting of the
Philological Association of the Pacific Coast on
November 26, 1966 in Berkeley, California.

Andrew K. Kennedy| Old and New in London Now
* Stoppard and Osborne

12.1 (May, Robert Tembeck Dialectic and Time iMThe Condemned @&fitona
1969)

Eli Pfefferkorn Duerrenmatt 6s Mass Pl g
12.2 (Sept., Harry E. Stewart Jean Genet 6s LMBaiconor | 1
1969)

John C. Hammer Friedrich Durrenmatt and the Tragedy of Bertolt
Brecht: An Interpretation dDie Wiedertaufer

12.3 (Dec., Edith Whitehurst Godos Share: A MyThehi c
1969) Williams Chairs
13.1 (May, Kurt Fickert The Curtai n Sp eEhehysicists
1970)
Robert Jordan Serjeant Musgravebds P
M. D. Faber The Character of Jimmy Porter: An Appobéato

Look Back in Anger

David H. Karrfalt The Soci al Theme in Of

13.2 (Sept., Gerald Mast The Logic of \VidinsofPutg :
1970)
Allen Thiher Francisco Arrabal and the New Theater of
Obsession
Clas Zilliacus Samuel Emlels e titAd Mat t er
Fundamental Soundso
13.3 (Dec., Helmut Winter A Note on History and Politics in Recent Germar
1970) Drama
* Discusses Weiss0O dr a
Brian Murdoch D¢ r r e nRhysitidtsénd the Tragic Tradition
Sister Coron&harp | D ¢ r r e nRiag $trindbsrg
Ulrich Weisstein The Lonely Baal, Br ech

Hans JXerltimsames

CharlesN. Genno |[Pet er MafatiSads 6
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