phaced beside or even ubpye the playwright and actor. No longer the transpir-

it partner in the creative process, today's direclor ts most often a catalyst, vis-

ibly ehimeling themncal elements wnd placing a recognizable stmp on the practice.
The most signilicant ansformation of the mle of director ok place in the 19605
us regionul theatres were exploding into existence, fueling o need for new directing
talent, while & dismmshing commerciul Broadway marketplace relied ever more
heuvily on the skill of directors o attract wd gratify consumers. The theatre industry
divided itself it three distinct compunities, each wary ol the other, each with 11s
o gesthene, venue, mid pool of directors, The entreprenetrs of Broadway, with
their dedication to traditional 19th century ways of pmJucing theatre, were stenpt-
ing 1o hang on 10 their audiences by moving away from serious drma wsd lurgely
producing boulevird comedies und musicals, Regional theatres were altlempting 1w

! g I Yhe last 40 yeurs huve seen the mutunng of the American director as 3 creator,

hecomne centers for theatrical community service, w bulld new local sudiences for

plays held unprofitable by commercial theatre. And there
were new experimental theares, largely Tocated in New York,
but with counterparts in other areus of the country, intent upon
creating o new thestrical languoge and audience Tor their
phays.

Forty years luter, Broadway—the most visible and intan-
sigent of these three disparute theatrical arenus—has begun o
l::“m fronm the el¥ons of the other two. Reglonal theatres have

scoe the training ground for directors. Experimental diree-
tors lave contributed techniques adopted by dramatic und
musicel directors, and the experimenters have occasionally
ventused productions into commercial theatres. Directors
hitve crossed theatrical boundaries, carrying their values with
them, cross-pollinating as they work

Broadway: Style Over Substance

Broadway in the "60s represented the national benchmark
for theatrica) production values, but continued its drift begun
i the 19505 toward valuing style over substance. Broadway
directonrs became experts at functioning within an inefficient
and expensive entrepreneurial system that creted each show
Trom serateh, contwined in an upequipped and empty 19th
century stage shell. Toduy, Broadway is a national showplace
lor work that is largely developed elsewhere, Broadway reaps
more than it sows.

Wiule it was still possible to find an ample audience for
drama on Broadway in the 1960s, in this entertainment-
focused wtmosphere, musicals increasingly became coin of
the realm. And even this theatrical form underwent o trans-
formation directoriully, moving from the hands of dramitic
directors like George Abbott and Joshua Logan o a new gen-
eration of regisseurs such as Gower Champion, Michael
Kidd, Joe Layton.
Jerome Robbins, Bob
Fosse, Tommy Tune,
and Michael Benneut.
Directors Susan
Stroman and Graciela
Daniele  represent
loday's choreographic
dominance of musical
theatre

George Abboll’s
protégé and heir appar-
ent, Harold (Hal)
Prince, in collaboration
with Stephen Sond-
heim, created musicals
of sophistication and
wit considered (o be the
pinnacle of this
American art form
Like Abbott, Prince ini-
tially produced in order

Death of u Salesman direcied by Robert Falls
Kevin Anderson and Brian Dennchy

The
Craft of

Directing
comes of Age

by Arthur Bartow, atistic birector, Dept. of Drama, N

Tisch School of the Ans

There are more rehearsed readings with actors, and even
workshops—all of this imposed by escalating cosis. In the
case of musicals, this additional preparation cuts down on
replacing costumes, orchestrations, even scenery. Bul occa-
sionally, it takes some of the fire out of what used to be spirit-
ed ymprovisation
By the '60s, Broadway's grewtest dramatic director, Elig
Kazin, hud shifled his focus to the newly formed Lincoln
Cemer Repertary Company. Robert Lewis and Harold
Clurman, who energed along with Kuzan fom Amerdod’s
most impressive repertory company of the 1930, the Group
Theatre, had only a few Broadway productions left ahead of
them, But they influgnced w whole generation of Eastern
estublishment directors, largely through the Actors Studio
led by Kazan, Lewis, and Lee Strasberg, They invluded
Joseph Anthony, Peter Kass, Gene Frankel, Arthur Penn, and
Ul Grosbard, These directors emphasized o psychologieal,
Interior subtext thut worked well for the dramas being writ-
ten ai the lime
In cuntrast, Mike Nichiols emerged as the prodigy of the
1960, ut his most impressive with comedic disecting
Nichols' extertor approach developed from the ough and
tumble Chicago school of wcting as exemplified by the
Second City. He harkened back Lo o time when directors had
direct experience in the technical tming skills required by
vaudeyille. Today, the director with the ckwsc:l relatinnship o
these skills is the “new vaudevillian™ actor/director Bill Irwin
In 1962, Alan Schneider directed Edward Albee’s “Who's
Afraid of Virginia Woolf?," gamering the playwrght instan-
taneous international reputation. It wonld take over 30 yewrs
for another Broadway play to gain ils writer thal distinction,
the 1993 production of Tony Kushner's " Angels in Amenca,”
: directed by George €
5 Wolfe. Schneider had
begun his directing
career at Catholic
University and matured
his talent as resident
director at Washington,
D.C.’s Arena Stage. In
addition to Schneider, by
the 1970s more and more
direclors trained in the
regions were directing or
transferring work lo New
York. Most congenial lo
Broadway were revivals
, Such as Michael Kahn's
# “Cal on a Hot Tin Root™
= (American Shakespeare
% Festival), Arvin Brown's
“Long Day's Journey
into Night” and “Watch
on the Rhine” (Long

to turther his own direc-
tnal projects. But once estubbished us o major director, he
began 1o function solely in that capacity under the aegis of
other producers, with a series of new musical colluberators.
Speuking about the last decade of his work, Prince says, "1
suppose the change inmy working methods hasn't been espe-
cially dmmatic. However, over decades there's no question
that 1 am somewhat more cautious before | go imnto rehearsal

Whart  Theatre), or
Vivian Matalon's “"Mormings at Seven” (Academy Festival
Theatre). Recently, it is the Tony Award-wihning success of
Robert Falls® revival of “Death of a Salesman” (The
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 former musical being *“The




Lion King,” with the unique American
director and artist, Julie Taymor.

Of his experience on Broadway and
as artistic director of Chicago's
Goodman Theatre, Falls says, “Twenty
years ago the dividing lines between the
nol-for-profit regional theatre, experi-
mental theatre, and commercial theatre
were all there. More and more, all the
boundaries have broken down.
Indicative is the fact that ['m directing
musicals for Disney, Julie Taymor is
directing musicals for Disney. In both
cases, we were (wo people who had nol
directed a Broadway musical, but they
gave us full support. Disney gave me
license to pul together the team [ wanted,
s0 it didn't feel particularly different
Irom the way [ work at the Goodman. It
never [elt like what iL is, a corporate enti-
ty. It felt like a strong producing organi-
zation commilied to doing the best pos-
sible work on Broadway. I'm in the busi-
ness of running a not-for-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
two 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 infrequent exceplions, 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 the resources to present
work on the highest level, Broadway's
vitality as a creutive initiator has dimin-
ished. In the face of astronomical
increases in production costs due o the
incfficiencies of the entreprencurial sys-
tem and entrenched interests, individual
producers have given way Lo consor-
tiums of moneyed backers. On one hand,
this has given the Broadway director
almost absolute power, since there is no
single producer in & posilion (o act as a
creative counselor as did the great pro-
ducers of the past—including Kermit
Bloomgarden, George Abbott, Joe Papp,
Robert Whilchead, and, yes, even the
controversial David Merrick. Despile
this freedom, Broadway directors have
become experts at and slaves to the craft
of pulling the audiences’ chain.. as oflen
as possible. The audience rising to its feet
at the final cuntain ol a Broadway show
has more to do with a director pushing
the right buttons than sincere apprecia-
tion, and has become as common as
standing for the National Anthem

Regional Theatre:
Cultivating New Scripts

Until the 1960s, directors largely
developed their crail from within the
commercial Broadway, Off-Broadway,
or stock theatrical system. The assistant
director or the production stage manager,
who kepl the Broadway show in shape
and rehearsed understudies and replace-
ments, would be assigned to direct the
road company or the summer stock ver-
sion, developing his own reputation in
the process. And it was usually a “his,”
not a “her” whose reputation was made.

As resident theatres became eslab-
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 the commercial theatre of New
York founded three of the early resident
theatres. Nina Vance at the Alley Theatre
in Houslon (1947), Margo Jones at
Theatre 47 in Dallas (1947), and Zelda
Fichandler at Arena Siage (1950) were
the courageous mothers of invention
who wanted (o establish theatrical roots
in their own home leritory and create a
place where they could themselves
direct. During the hard process of man-
aging, they discovered us much satisfac-
tion in cultivating an institution as in
directing

The trickle of resident theatres found-
ed inthe 19405 and * 50s became a lorrent
in the 1960s. Schools such as Yale,
Carnegic Mellon, and New York
Universily formed professional depart-
ments to train directors for what they saw
as a burgeoning regional market. This
roule look the pluce of the old Broadway
apprentice system for new directors

Anne Bogarn
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Desgile the visicnary l=2depship
shown by the [irst women :1tistic direc-
tors, male directors headed most of the
new generation of theatres. Outside of
New York, the Minnesota Theatre
Company (The Guthrie Theater)
became a flagship for community-sup-
ported theatre under the influence of Sir
Tyrone Guthrie. William Ball, a direct-
ing genius, and potentially America’s
greatest world-class director, founded
San Francisco's American
Conservatory Theatre; Luis Valdez
founded Ei Teatro Campesino in San
Juan Bautista, California; Robert
Brustein established the Yale Repertory
‘Thealre; Adrian Hall and a group of the-
atre artists founded Trinity Square
Repertory Company in Providence,
R.l;; and Gordon Davidson was
appointed artistic director of the Mark
Taper Forum in Los Angeles. As direc-
tors and antistic leaders, their example
inspired others, and by the 1980s there
were over 300 well-estublished not-for-
prolit professional theatres situated
around the nation

As Broadway's hit or miss mentality
becaine increasingly treacherous for
playwrights, an interesting reversal took
place. Agents who never considered
sending new plays to the regions sud-
denly became aware thal theatres away
from the spotlight of New York critics
were a good place to develop new
scripts. Regional directors became
adept at cultivating them.

The strength of these institutions was
in the visionary leadership of the direc-
tors who founded them. A regional the-
alre is imost apt (o faller when it is creat-
ed by or led by a board of trustees,
because the govemning impulse is not in
itself artistic. One of the greatest exam-
ples of this type of failure was the
Repertory Theater of Lincoln-Center,
founded in 1960. The Center’s board
wanted u permanent theatrical compa-
ny, a National Theatre, to complement
its other constituents, the Metropolitan
Opera, the New York City Ballet, and
the New York Philharmonic, all institu-
tions vith long and honorable records of
artistic achievement. The Cenler
appointed Elia Kazan and Robert
Whitehead as co-directors. Both were
notably successful on Broadway, but
with no experience in guiding a classi-
cal repertory company. Kazan had been
a part of the great Group Theatre of the
1930s, but that company had never
shown an aptitude [or the classics. Afier
two years of critical failure, Lincoin
Center's board fired the cream of
Broadway and brought in Jules Irving
and Herbert Blau, who had founded San
Francisco's Actor’s Workshop, an eso-
leric and anti-Broadway company noted
for ils stagings of Brecht, Pinter, and
Beckelt. Their work at first appeared
naive and amalteurish. Blau resigned
Irving continued, and just as he
appeared (o be mastering the challenge,
resigned in Lhe face of financial cut-
backs. Afier decades of troubled orguni-
zalion, an entirely different manage-
ment concepl emerged as the Lincoln
Center Thealer. Today, it operates with
financial success under the leadership of
Andre Bishop and Bernard Gersten.
Neither is a director.

The Experimenters and
Off-Off Broadway
Concurrent with the political and
sucial upheaval of the 1960s came
young directors experimenting with
new foims, deconstructing the tradition-
al ways of approaching plays, reorga-
nizing the priorities of conventional dra-

maturgy. Not since Eugene O'Neill and |

the other experimenters ol the
Provincetown Players created their new

Continued on page A38
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works in the 1920s had there been such
a flurry of creativity in American the-
atre. Joe Cino opened his hole-in-the-
«wvall coffee house on Comelia Streel in
the late 1950s, and by the ‘60s he
became the Dolly Levi of the under-
ground thealre world, pairing budding
playwrights with new directors. Cino
introduced playwright Lanford Wilson
to director Marshall Mason, They col-
laborated for the first lime on “Balm in
Gilead,” which was produced by Ellen
Stewart at her Cafe La MaMa, created in
imitation of Caffe Cino. What Cino and
Stewart created were hothouses where
young directors and wrilers could create
without artistic compromise or union
restrictions. Much of the work was ama-
&v%urish, bul it was rich in ideas and
experimentation and, occasionally,
reacheg the level of world-class theatre.
A number of these experimentalists
became inlernationally influential:
Mabou Mines and its collaborative
actor/directors, including JoAnne
Akalaitis, Lee Breuer, Ruth Maleczech,
David Warrilow, and Philip Glass;
Richard Foreman who formed the
Ontological-Hysteric Theatre; Andre
Gregory and The Manhautan Project;
Robert Wilson and the Byrd Hoffman
Foundation; Richard Schechner and the
Performance Group; Elizabeth
-¢-eCompte and members of The
“Wooster Group, Spalding Gray, Willem
Dafoe, and the late Ron Vawter; Martha
Clarke and Julie Taymor developed by
Lyn Austin's Music-Theatre Group;
from La MaMa came Tom O'Horgan,
Andrei Serban, John Braswell, and
Wilford Leach; Charles Ludlam and his
‘Theatre 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
Thealre advocaled independence from
all restraints and, in doing so, altempted
~z0 free theatre from ils ossified tradi-
tions. By 1964, the Living Theatre com-
pany fled an inhospitable America to
Europe, later journeyed lo an even less
hospitable South America, and then
back to a welcoming Europe. They
would return permanently to America in
1984, with work that seemed dated and
amateurish. But some of those inspired
by their spirit of theatrical invention
became world-class artists working with
rigor and intellectual conviction
Theoreticians Mary Overlie and
Wendell Beavers explain how some of
these experimental directors work by
deconstructing theatrical language into
six “Viewpoints,” ventical levels of tra-
ditional hierarchy. These viewpoints
begin with “story” on top, followed in
=~=descending order by “emotion, time,
movement, design, and space.”
Traditional directors tend 1o creale their
work in this order. Viewed simultane-
ously, together in this descending order
_of imporlance, traditional theatre
=Iopears 1o have a unified language. But
when these six levels are laid side 1o side
with no one viewpoint taking hierarchi-
cal precedence over another, this hori-
zontal setting allows freer, if more ran-
dom, access to theatrical language
Therefore, time may take precedence
over story, space over emotion, design
over movement, etc. All or only one or
lwo of these viewpoinls may be incor-
porated. The experimental directors
began playing with these elements to
provide various angles on the disordered
universe they saw around them, They
did not invent a new theatrical language;
they simply used this technique as a tool
0 reorder the priorities of traditional
eatre, giving it a fresh approach.
Director Anne Bogart has embraced
the viewpoints, creating additional cate-
gories, sometimes making them the pro-
duction itself rather than just a tool for
investigalion. She says of her investiga-
tions, “The way | have solved the prob-
{ems of the world is by forming my own
company, the SITI Company. | looked
at the regional theatre movement and
decided to make up a new ideal that can
function in the way | want to work and
for whom [ want to make the work—
audiences who have an appetite for cdgy

work. | wanl my company to become
the Kronos Quartel of the theatre
world.”

Off-Broadway: Two Arenas

Today, there are two Off-Broadway
arenas, one replicating uptown theatre
on a smaller scale, and Lhe other mod-
eled afler regional not-for-profit, institu-
tional theatre. In the 1960s, Off-
Broadway's revivals ofien upslaged the
originalfroduclions. especially when
produced by Circle-in-the-Square and
the Phoenix Theater, both founded in
the 1950s. Circle-in-the-Square began
as Jose Quintero’s Lof 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 into success Lthrough
a sense of company, aclors working
together repeatedly to create a thealrical
vocabulary that enabled them to build
on previous work. Quintero subsequent-
ly severed his lies with Circle-in-the-
Square, and the producing enlity, under
the direction of Ted Mann, moved into a
new theatre in the Broadway district in
1972, finally ending production in the
1990s. The Phoenix seemed 10 be con-
stantly seeking new inspiration and, like
its numesake, rose again and again over
the succeeding decades in new incama-
tions and with new directors until it dis-
banded in 1982.

The flagship of New York produc-
ing Lheatres was created by Joe Papp as
the New York Shakespeare Festival.
By 1957, Papp became legendary by
winning a battle with parks czar Robert
Moses to permit Free Shakespeare in
Central Park, and in 1961, the
Delacorte Thealer was constructed. He
and associate producer Bernard
Gersten created an empire of four Lhe-
atre spaces in the Aslor Library on
Lafayetle Street, which was dubbed the
Public Theater. The Public became the
base for an endless stream of new mul-
ticullural plays and musicals, the train-
ing ground for direclors, and the shelter
for the Shaliko Company, Eliot Feld
Ballet, Mabou Mines, The Family, and
the Manhattan Project. Papp's subver-
sive mission was to outdo Broadway
under the umbrella of a not-for-profit
institution. Upon Papp’s death in 1991,
the baton was passed to his anointed
director, the experimenter JoAnne
Akalaitis. Undermined by a crilical
campaign by The New York Times,
which Look exception to her downiown
approach to Lhealre, Akalaitis was dis-
charged and replaced by director
George C. Wolfe, with several
Broadway successes under his belt

While the Public Theater did much
lo support the careers of minority direc-
tors, two institutions stand out as hav-
ing had the greatest historical impact on
the careers of African-American actors
and directors, The Negro Ensemble
Company (NEC), founded in 1967 by
Douglas Turner Ward, Robert Hooks
and Gerald S. Krone, and New Federal
Theatre, founded in 1970 by Woodie
King, Jr. Alter 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 anniversary and practically stands
alone with its mission of presenting
multiethnic plays.

Durable 1970s institutions, crucibles
for new playwrights and directors that
became mainsiream Off-Broadway pro-
ducing theatres, are the Manhattan
Theatre Club, led by Lynne Meadow;
Playwrights Horizons, founded by one
of Off-Broadway's most durable entre-
preneurs, Robert Moss; and Circle
Repertory Company, founded by
Marshall Mason, Lanford Wilson,
Tanya Berezin, and Robert Thirkield.
Of the three, MTC and Playwrights sur-
vive lo the present and are among the
most prolific producers in New York.

Where will directors of the future
develop? What will form their visions?
It should be noted that Anne Bogart
heads Columbia University's directing
program, JoAnne Akalaitis chairs the
Bard College drama program, Lee
Breuer has been teaching al Arizona
State, and Mary Overlie and Wendell
Beavers' viewpoint curriculum is taught
at New York University and by myriad
disciples throughout the nation.




