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1.! lu.st 40 ~curs huvc seen tbt" muturin~ uf Lhc-AmcricDn di~ctor ns a 1.,-c.:. ·nor, 
plocc<l besuk or even ul•1vc iJ,o ployw,igh, n11d ocoor. No longer the lmmp,u• 
<111) ,lrlli<r In theucatlve pi :t,>S. hlwy">ilirrcluri., mt'.Afullcn ue111nlyst. vis­

lilly ch;1m-..,1i,1g lhcJlri I drmcms nut! plad11g a rcrognlzable Mum\' 011 ~IC Jlf".JClit-.:. 
Th~ 1nus:l .sig11ilic!n1t lmnsfonmnmn of lhr:: role of t.lirn•tt1r look p Ltt:l' in tht: 1960s 

"' ,cg,unnl theatres wen: c.,plodin& i~U,> c.tl<tc11<.'I:, fueling~ nffil 1,,r n~w tlirreting 
l•lent. whU~ u d11nlmsh 111: t"<:IITIITl'Jrdal llro:wwuy markctplnco relictl eve, mc,rc 
heuvily on U1c .skill of din,,c100, 1" nllr••1 und i:rulify consumers. 'l11e U1Cauc indusuy 
tllvid,'(I i.1~1r in19 1hrue d,s11nct communlllrs, c;i(:h wnry uf the 01her, _.,.,11 w,tb hs 
O\ u lli!!.thctu·. YClluc, und pcxd uf tlir~Lurs. Thi: c11llt'p1enclJ1'5 nl' B1u:tt!way, with 
1hcirdcdl allOI\ 1u 1.r.uli1it1nJI 19~, c-cntury ways of 1,ro,Jucin; 1heo.tn:, were u11en1p<­
i11g to hnng on 10 thm nudJen,~ by n111vi11g 1>wny [mm ;.,,·1uu, dnuno wlcl large])· 
f}rododng houle,•iull ,v,ncdic, Wld mu5i,11I,, Rc~iunal. 1hea1rcs were uncmpllnJI 10 
llCL'(lmc u~ntcirs fur d1l"~rk·-.U n mmurrity ~rvltc-. to bu.lid 11~w ioc: I 11udic11c:'.l"S for 

plays l,cld unproflUtblc by commerc,al 1hr.01~ And there 
were i~W·~pcrirncnml tlu::,1res. l0Jl!CIY located ln New Yock, 
bu1 wiLhcountrrpart~ inothermQ.li of 1.hc,-ounuy, intc.nl upou 
cn:.otin~ u new thcutrical language artd uudlc,wc ror 1hd1 
pl•~•· 

forty ycru,; IUIJ.•I, llm,dwuy--thc most v1s1hlc w1J ,nu·on­
slgcnl oru,ose three ,lisparuic llicauicnl urc,m.----lla'l begun 10 
profit from die dfon, of the olhcr,1wu. Reg ,Ill.ii theatre< ltavc 
bcco,ur. ~"' U'ainmg gn.,umJ fordlt~Cl\lrs. E<1-,d111cntol dia,c­
lUJ's hnve contributcJ technique, adopted by dramatic W1J 
musiGII directors, ;u1d lhc c.,pcrlmcnlers have ocCllilonally 
vc11lu1~U 1>ruduc:llm1.s i,uo commen.iuJ thi:ulres.. Din:t1·or~ 
l111vc cmsscJ the:utricM buundurii:.s.. currylllg 1htir values \\111h 
them, cross-pollinating as they work. 

Bnladway: Style Over Substance 
Bruadway ,n ,r,., ·oo, rupn.-s<Ulcd 1h.e llOlioqal licnthnuu·k 

l'or tht:mricaJ pnxJuction v.aluc). but u.ml111uciJ Its tlrin begun 
111 the 1950$ WWllld valuing s1ylc o,·ei subst u,cc. llmllllw-Jy 
U.i1tl'h)t-s br:cnme ~xr,c,ts .lll functioning wi1hi11 an ineflicicnt 
and c,pcnsive 01111cpn:11curial $y,1<1111hm "''-'""'" each ,tw 
frum !C1ntch, cqnimncJ in wt onoquippctl wlll empty 19th 
century >1agc shell. Toduy, Bma<lway i~ u nalicmal showploce 
ror work 1h011, largely w:velop,,J cl~cwf,c,e. Bro.'ldw•y =p:. 
more than it sows. 

Wllilc lt was sllll p<>S>iblc to find w1 ample nudicn<~ for 
dram• on Brotulwuy in the 1960s. in this en1enninmen1-
[01--usctl uunosphct<. muslcul~ inoreu,m~ly brolmc coin or 
tl,c 11,aim. And even U11S thtnufotl fom, uu<lcrwc111 a. trans• 
fonna1io11 dJrcctQrially, moving fro,n the hnnd, of dr.un:ttk 
ill=ton; like O.,orgo Ahbottru1d Joshua l~1gon to a 11ew ~•n­
crntion of regJssours such as Gower Champion, Mic.hn"I 
Kitld. Joe Layton. 
Jerome Robbins, Bob 
Fosse, Tommy Tune. 
and Michael Benneu. 
Di rectors Susan 
Slroman an<l Graciela 
Daniele represent 
today's choreographic 
dominance of musicaJ 
l~catre. 

George Abbou • s 
pm1ege and heir appar­
ent, Harold (Hal) 
Pri,tcc. in collaboration 
wilh Stephen Sond­
hl'im, created musicals 
or sophisticalion and 
wit t:onsidcred to be lhe 
pinnacle ol' lhis 
American art form. 
Like Abbon, Prince ini­
tially produced in order 
to further his own direc­
t nnl p<uJccls But once ~Ulbhsl,ctl us ll m•Jor dlrce1or. he 
be!lill' tll funnion wldy ,u l11n1 rup,..-iry undci the ,.,gis vi 
utl1er·pnxlu·,en;, 1,•lth ~ stiles of new musicnl ,,ollubo,~tor's. 
Spcakin& about Uto lost JL'Cilde of his w11rk, Prince says, "I 
,u~ the ch.ango in 111y working mcU1od himt"I hecn • pe­
dally dramatle. However. over tlccutb lhore·s 110 4uc>tion 
ilinl I nm ~11ewhnt more u1i11u, bcfrnt I go into roh,.--arsn)_ 

111en: arc inorc 1cheai.sc.t.l 1~t:u.llngs with actors, and even 
"'t,l'l.shoJ)'-<111 of Uris im~cd by escalating costs. In the 
case of mu.km. 1hls dd1ilunnJ preparation cuts down on 
replacing costumes, orchestrations, even scenery. 8u1 occa­
sionally, it takes some of the fire out of what used to be spiril­
cd pnpru Y is:a11on " 

lly lhc 'oOs, BrwdwJy\ J1rclllCM u1u111atk <lht,,•u,r, Eliu 
K:izw1. had ,ltifl,il his focus III the newly fonncd Um In 
Ccmer Repcrrnry Campany. Rohcrt l..cw,s aud Hunlld 
c,urrn:1111 whu cmrtgcU :dung with Knnm lhm1 A111~1•h:l1':.. 

iou>I lm11n:.ssivc 1cpcrto1y omp.111y or the I g30s, the Group 
TltoOUI!, had only ll rcw tlro;)liwJy pruJuclnJ11S lef\ allC1lll O 
1hcm, But 1hcy ioflu,ueed " whole gcnero1in11 or t:.1i1er·n 
OSILtblishm<,nt directors, h,rgcly U1ruugh lhe /\~wr. Studio 
led by Kazim. Lewi .. ond Leo Str,sbcrg. They inoludetl 
Joseph Anthony, i'cter Kass. Gene Frnnkd, ,,itlmrPe1u1, ru1d 
Ulu Gnisb:ml. These dim•wr, c111pl1asi-.cJ u ps~chulog.ic:il. 
h11orl~r ,i>btcxl 1hlll work,:d ,veil fnr Ifie Jrnmas lxiing wru­
ten at the time. 

111 cunrrat, Mi~c Nlcl11,is cmerg,'{) as 1ho p1u<ligy or dio 
1960s, ul h1s most imprcs,ive wlth cumctlic directing. 
Nichols' cxtcno:r npp1oad1 dc,·clppc:d rnm1 lh\! _rough nnd 
1umhlc Chicngu ,chool uf uctlng as e,cmplilicJ by tit 
Second ily. lfo lmrkcncdl>uclc. lo u time "hen duleClors hail 
~cl exporicnce iri the lcchnical limin~ sklll, requjn.-d hy 
vfilltleville. Tod!ly, die dira:tur wltl1 theckiscst relatiunshlp 10 
these skills is lhc "'new vuulltvllli:111·· uctor/tllrcetor Bill Irwin. 

In 1962. Alun Schneider tlinccll:tl Edward Albee's "Who's 
Afhlid of Virginiu Wo,;,lrl.'' gnrnering the plnywrijli.11 m,1un­
ll111COUS iutcrn:uJonal reputatimL It would tak<-over 30 yew-. 
for another Bma,.Jwny pluy to gain its writer that di,tinctio11, 
the 1993 producllo11 ol'Tony Kmhucr', "'Angels In Amerien." 

direcltd by George 
Wolfe. Schneider had 
begun his directing 
career al Catholit: 
University and matured 
his talenl as resident 
director al Washinglon. 
D.C.'s Arena Stage. In 
addition lo Schneider, by 
the I 970s more and more 
direclors trained in the 
regions were direcling or 
transferring worl< lo New 
York, Most congenial 10 
Broadway were rc1i1ivals 
such as Michael Kahn", 

l' "Cal on a Hot Tin Roor' 
• (American Shakespeare 
~ Festival), Arvin Bmwn·s 

"Long Day's Journey 
into Night" and "Watch 
on the Rhine" (Long 
Wharf Thentrc). or 

Vivian M.ualon·, "Mumi11gs ut StV\.'11°0 (Ac-.idrmy Festival 
ThClltrc). Rettntly, it is lhc Tony Awwd-wiru~ng >Uccts.s uf 
R"bort Falls" rcvivol of .. D•••h of, Snlcimun" IThe 
Goodman Theatre) that received accolades. Falls subsequent­
ly directed Disney Productions' musical "Aida." It was the 
second time in as many musicals that Disney had called upon 
a regionally trained director, the fonner musical being 'The 



Lion King," with lhe unique American 
dire.:Lor and artist, Julie Taymor. 

Of his experience on Broadway and 
as anislic director of Chicago's 
Goodman Theatre, Falls says, 'Twenty 
years ago the dividing lines between the 
not-for-profit regional theatre, experi­
mental theatre, and commercial theatre 
were all tl1ere. More and more, all the 
boundaries have broken down, 
Indicative is the fact that I'm directing 
musicals for Disney, Julie Taymor is 
directing musicals for Disney In both 
cases, we were two people who had 1101 
directed a Broadway musical, but they 
gave us full support. Disney gave me 
license lo pul togclher lhe team I wanted, 
so ii didn't feel particularly different 
from the way I work al the Goodman. IL 
never fell like whal iL is, a corporate enti­
ty, It fell like a strong producing organi­
z;ition cummi11ed Lo doing the best pos­
sible work on Broadway. I'm in the busi­
m.-ss of running a not-Fur-profit theatre. 
We are opening a new $65 million com­
plex in downtown Chicago, presenting 
both classical material and new work. 
But I've always been interested in reach­
ing the largest possible audience. At the 
Goodman, I'm directing the premiere of 
I wo plays by Alan Ayckbourn In New 
York, I'm casting the national tour of 
"Aida." I think it's possible to have artis­
lic achievement and popular appeal," 

Despite infn..~uent exceptions, such as 
the current play "Copenhagen," tested 
first in London by England's Michael 
Blakemore, for the past 40 years 
Broadway production has taken on a 
continuously glossier appearance. AL a 
time when it has lhe resources to present 
work on the highesl level, Broadway's 
vitality as a creative initiator has Jimin­
ished. In lhe face of astronomical 
increases in production cosLS due to the 
incfficiem:ies of the enlreprencurial sys­
lem and enlrem:hed interests, individuaJ 
producers have given way to consor­
Liums of moneyed backer.;. On one hand, 
1his has given the Broadway director 
almost absolute power, since there is no 
single produi:er in a (X)Sition to act as a 
c.:n:ativc coun~lor as did the greal pro­
duc.:ers of the past-induc.ling Kermit 
Bloomgarden, George Abboll, Joe Papp, 
Robert Whitehead, and, yes, even the 
c.:ontroversial David Merrick Despite 
this freedom, Broadv.-·ay dire,.:tors have 
become t:'Xj'Xlts al and slaves to the cmfl 
of pulling the audiem:cs' 1.:hrun .. as ol\en 
as possible The audience rising tu its feet 
at the final cunain of a Broadway show 
has more to do with a director pushing 
the right bullons than sincere apprecia­
tion, and has bct:orne as common as 
s1anding fur Lhc Nation.JI Anthem 

Regional Theatre: 
Cultivating New Scripts 

Until the 1960s, direclors largely 
developed their crall from within the 
commercial Broadway, Off-Broadway, 
or stock theatrical system, The assistant 
director or the production stage manager, 
who kepi the Broadway show in shape 
and rehearsed under.;tudies and replace­
ment,;, would be assigned 10 direcl the 
road company or the summer stock ver­
sion, developing his own reputation in 
the process, And ii was usually a "his," 
not a "her" whose reputation was made. 

As resident theatres became estab­
lished across the nation, new directors 
tested themselves in a broad range of 
work under professional conditions. 
Women who saw no future for them­
selves in t.he c.:onunercial theatre of New 
York rounded Ll1ree of Ll1e early resident 
theatres. Nina Vance at the Alley Thealre 
in Houston ( 1947), Margo Jones al 
Theatre 47 in Dallas ( I 947), and Zelda 
Fichandler al Arena Stage ( 1950) were 
lhe t:ourageous mothers of invention 
who wanted Lo escablish theatrical ruols 
in their own home territory and create a 
place where !hey could lhemselves 
direct Doring the hard process of man­
aging, they discovered as much satisfac­
tion in cultivating an institution as in 
directing. 

The lrickle of resident theatres found· 
ed in !he 1940s and '50s became a Lorrenl 
in 1he 1960s Schools such as Yale, 
Carnegie Mellon, and New York 
University formed professional depart­
ments to train direc.:tors for what lhcy saw 
as a burgeoning n:gionaJ market This 
route Look the place of the old Broadway 
apprentice syslem for new clirettors 

Robert Falls 

Despile the visio!l?ry 1-:~<:.!!!rship 
shown by lhe fusl women .:.i~islic direc­
lor.;, male directors headed most of Ll,e 
new generation of theatres Outside of 
New York, the Minnesota Theacre 
Company (The Guthrie Thealer) 
became a tlagship for co1M1unity-sup­
ported theatre under lhe in0uence of Sir 
Tyrone Guthrie William Ball, a direct­
ing genius, and polentially America's 
greatest world-class direclor, founded 
San Francisco's American 
Conservalory Theatre; Luis Valdez 
founded El Teatro Campesino in San 
Juan Bautista, California; Robert 
Bruslein established the Yale Repertory 
Theatre; Adrian Hall and a gruup of the­
atre arlisls founded Trinity Square 
Repertory Company in Providence, 
R.1.; and Gordon Davidson was 
appoi111ed artistic direccor of the Mark 
Taper Forum in Los Angeles. As direc­
lor-5 and artistic leaders, their example! 
inspired others, and by the I 980s !here 
were over 300 well-est:Jblished nol-for­
protit professional thealres situated 
around the nation 

As Broadway's hit or miss nienlalily 
became increasingly treacherous for 
playwrighlS, an interesting reversal took 
place. Agents who never considered 
sending new plays lo the regions sud­
denly became aware that theatres away 
from the spoclighl of New York crilics 
were a good place to develop new 
scripls. Regional directors became 
adept al cultivating them. 

The strength of these instilulions was 
in the visionary leadership of the direc­
tors who founded them. A regional the­
atre is most apt Lo falter when ii is creal­
ed by or led by a board of 1rus1ees, 
because the governing impulse is not in 
i!Self artistic One of the greatest exam­
ples of chis type of failure was the 
Repertory Thealer of Lincoln-Center, 
founded in 1960. The Cemer's board 
wanted ..i ~1manent lheatrica1 1.."0rnpa­
ny, a National Theatre, to complement 
ilS other constituents, the Melropolitan 
Opera, the New York Cicy Balle!, and 
the New York Philhannonic, all instilu­
Lions \' 0ith long and honorable records of 
arlistk achieveme,nt The Center 
appointed Elia Kazan and Robert 
Whitehead as co-direclors. Both were 
notably successful on Broadway, bul 
with no experience in guiding a classi­
cal repertory company. Kazan had been 
a part of the great Group Theatre of the 
I 930s, but that company had never 
shown an aptitude for the classics. After 
two years of critical failure, Lincoln 
Center's board fired Lhe cream of 
Broadway and brought in Jules Irving 
and Herben Blau, who had founded San 
Francisco's A,tor's Workshop, an rso­
Lcric and anci-Broadway company noted 
for its scagings of Brecht, Pinter, and 
Seekell Their work al lirsl appeared 
na:ive, and amateurish. Blau resigned. 
Irving continued, and just as he 
appeared lo be maslering the challenge, 
resigned in the face of financial cut­
backs. Afler decades of troubled mgani­
zation, an entirely differenc manage­
ment concept emerged as the Lincoln 
Center Theater. Today, it operales with 
financial success under the leader.;hip of 
Andre Bishop and Bernard Gersten. 
Neither is a director. 

The Experimenters and 
Off-Orf Broadway 

Concurrenl with the political and 
rnda! upheaval of lhe 1960s came 
young dircc.:tors experimenting with 
new fo1 ms, de,onslrurting lhe tradition­
al ways of approaching plays, reorga­
nizing the priorities of conventional drn­
malurgy. Not since Eugene O'Neill and 
the other experimenters of the 
Provincetown Players created their new 
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works in the 1920s had !here been such 
a 0urry of creativity in American 1he­
a1re. Joe Cino opened his hole-in-the-

···~all coffee house on Cornelia Streel in 
the lace 1950s, and by the '60s he 
became lhe Dolly Levi of the under­
ground lhealre world, pairing budding 
playwrights with new directors. Cino 
introduced playwright Lanford Wilson 
Lo director Marshall Mason. They col­
labor11ted for the fir.;! Lime on "Balm in 
Gilead," which was produced by Ellen 
Stewart al her Cafe La Ma Ma, created in 
imi1a1ion ofCaffe Cino. Whal Cino and 
Stewart created were hothouses where 
young directors and writers could create 
without artistic compromise or union 
restrictions. Much of the worlc was ama-

lis!eurish, but it was rich in ideas and 
experimentation and, occasionally, 
reach~ the level of world-class theatre. 

A number of these experimenlalislS 
bec..ime internalionally influential: 
Mabou Mines and ils collaborative 
actor/directors, including JoAnne 
Akalaitis, Lee Breuer, Ruth Maleczech, 
David Warrilow, and Philip Glass; 
Richard Foreman who formed Lhe 
Oncological-Hysteric Theatre; Andre 
Gregory and The Manhauan Projec1; 
Robert Wilson and the Byrd Hoffman 
Foundation; Richard Schechner and the 
Performance Group; Elizabeth 

-,J.eCompte and members of The 
·woosterGroup, Spalding Gray, Willem 
Dafoe, and the late Ron Vawter; Martha 
Clarke and Jolie Taymor developed by 
Lyn Auslin' s Music-Theatre Group; 
from La MaMa came Tom O' Horgan, 
Andrei Serban, John Braswell, and 
Wilford Leach; Charles Ludlam and his 
Thealre of the Ridiculous; and the Bread 
and Puppet Theatre founded by Peter 
Schumann. They followed the anarchis­
tic footsteps of The Living Theatre 
directors, Judith Malina and Julian 
Beck, Founded in 1946, The Living 
·1newe advocated independence from 
all resLrainlS and, in doing so, attempted 

,.._no free theatre from its ossified tradi­
tions. By 1964, the Living Theatre com­
pany ned an inhospitable America 10 
Europe, later journeyed Lo an even less 
hospicable Souch America, and then 
back 10 a welcoming Europe. They 
would return permanently to America in 
1984, with work that seemed daied and 
amatewish But some of those inspired 
by their spirit or lhealrical invention 
became world-dass artislS working with 
rigor and intellectuaJ ronviction. 

Theoreticians Mary Overlie and 
Wendell Beaver.; explain how some of 
these experimenlal direclors work.by 
deconstructing theatrical language into 
six "Viewpoints," vertical levels of Lra­
ditional hierarchy. These viewpoints 
begin with "story" on top, followed in 

,.;.tJcscending order by "emotion, time, 
movement, design, and space." 
Trdditional directors tend Lo create their 
work in this order, Viewed simultane­
ously, together in this descending order 

. of importance, traditional theatre 
~l'ppears lo have a unified language. But 

when these six levels are laid side Lo side 
with no one viewpoint taking hierarchi­
cal precedence over another, this hori­
zoncal selling allows freer, if more ran­
dom, access to lheatrical language. 
Therefore, time m.ay take precedence 
over story, space over emotion, design 
over movement, etc. All or only one or 
two of these viewpoints may be incor· 
porated. The experimental direclors 
began playing wilh these elemenls Lo 
provide various angles on the disordered 
universe they saw around them, They 
did nol invent a new theanical language; 
they simply used this lechnique as a tool 

r.;.l'J reorder lhe priorities of tradilional 
ihealre, giving it a fresh approach. 

Director Anne Bogart has embraced 
the viewpoinlS, creating additional cate­
gories, sometimes making them the pro­
duction itself rather than just a Looi for 
investigation. She says of her invesliga­
Lions, 'The way I have solved the prob­
lems of the world is by forming my own 
company, the SJTI Company. I looked 
at the regional theatre movement and 
decided to make up a new ideal that can 
funclion in the way I want 10 work and 
for whom l want to make the work­
audiences who ruive an appelile for edgy 

work. I want my company to become 
the Kronos Quartet of the theatre 
world." 

Off-Broadway: Two Arenas 
Today, there are two OIT-Broadway 

arenas, one replicating upcown thealn: 
on a smaller scale, and the other mod­
eled after regional not-for-profit, institu­
Lional theatre. In the 1960s, Off­
Broadway's revivals often upstaged lhe 
original J'roductions, especially when 
produce by Circle-in-the-Square and 
the Phoenix Theater, both founded in 
the 1950s. Circle-in-the-Square began 
as Jose Quinlero's Loft Players, and the 
Phoenix Theatre maintained a company 
of actors directed by Stuart Vaughan in 
a diverse program of ancient and mod­
ern classic plays. Quintero turned 
Broadway failures in10 success through 
a sense of company, actors working 
together repeatedly to creace a theatrical 
vocabulary that enabled chem to build 
on previous work. Quintero subsequent­
ly severed his Lies with Circle-in-the­
Square, and the producing enlily, under 
the direction ofTed Mann, moved into a 
new theatre in the Broadway district in 
1972, finally ending production in the 
1990s, The Phoenix seemed lo be con­
stantly seeking new inspiration and, like 
its namesake. rose again and again over 
the succeeding decades in new incarna­
tions and with new directors until it dis­
banded in I 982. 

The nagship of New York produc­
ing theatres was crealed by Joe Papp as 
the New York Shakespeare Festival. 
By 1957, Papp became legendary by 
winning a batlle with parks czar Robert 
Moses 10 permil Free Shakespeare in 
Central Park, and in 1961, lhe 
Delacorte Theater was constructed He 
and associate producer Bernard 
Gersten crealed an empire of four the­
atre spaces in the Astor Library on 
Lafayetle Street, which was dubbed the 
Public Theacer, The Public became lhe 
base for an endless stream of new mul­
licullural plays and musicals, the train­
ing ground for directors, and the sheller 
for 1he Shaliko Company, Eliot Feld 
Ballet, Mabou Mines, The Family, and 
the Marlha11an Projecl. Papp's subver­
sive mission was to outdo Broadway 
under the umbrella of a not-for-profit 
inslilulion. Upon Papp's death in 1991, 
1he bacon was passed to his anointed 
director, the experimenter JoAnne 
Akalaitis. Undermined by a critical 
campaign by The New York Times, 
which Look exception to her downtown 
approach to theatre, Akalaicis was dis­
charged and replaced by director 
George C, Wolfe, with several 
Broadway successes under his belt 

While the Public Theacer did much 
lo support the career.; of minority direc­
tors, two institutions stand out as hav­
ing had the greatesl hiscorical impact on 
the careers of African-American actor-5 
and direclors, The Negro Ensemble 
Company (NEC), founded in 1967 by 
Douglas Turner Ward, Robert Hooks 
and Gerald S. Krone, and New Federal 
Theatre, founded in I 970 by Woodie 
King, Jr. Aller almost 20 years of extra­
ordinary work, NEC faded away and, 
today, remains in name only. This year, 
New Federal Theatre is marking its 
30th anniver.;ary and practically stands 
alone with ils mission or presenting 
mulliethnic plays. 

Durable 1970s inslitutions, crucibles 
for new playwrighlS and director.; that 
became mainslream OIT-Broadway pro­
ducing theatres, are the Manhattan 
Thealre Club, led by Lynne Meadow; 
Playwrights Horizons, founded by one 
of Off-Broadway's most durable emre­
preneurs, Robert Moss; and Circle 
Repertory Company, founded by 
Marshall Mason, Lanford Wilson, 
Tanya Berezin, and Robert Thirkield. 
Of the three, MTC and Playwrighls sur­
vive 10 the presenl and are among the 
mos I pro Ii lie producer.; in New York. 

Where will directors of lhe future 
develop? Whal will fonn their visions? 
It should be noted chat Anne Bogart 
heads Columbia Univenicy's directing 
program, JoAnne Akalaitis chairs the 
Bard College drama program, Lee 
Breuer has been teaching at Arizona 
Stale, and Mary Overlie and Wendell 
Beavers' viewpoint curriculum is taughl 
al New York Univer.;ily and by myriad 
disciples throughout the nation. • 


