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ABSTRACT . g .

As part of the second phase of a two-phase study of

the condition and needs of the live professional theatre in America

since the mid-1360's, this volume contains statements of the problems
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Actors' Equity Association, (2) Off>0ff Broadway Alliancey, (3)
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L . A, SUMMARY OF STATEMENTS - .
For easy referenc‘é,.we have summarized the problems and .

solutions identified by various theatre organizé.ti_ons ‘in Tables 1 and 2.
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Selected Problgms Facing the American Theatre
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Table 1 (Continued)

Selected Problems Facing the American Theatre
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Solutions Suggested by Theatre Organizations
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Qonald Grody .
. Actors Equg ty Assn., ]
‘ , v  MovémbBer 39, 1977 .

.,

* The major problem confrontlng the theatre agtist today, as described

by his union

Equity, as well as by the actor hxnsel"

is unemployment I

t
not the,dxggase ;tself.
society sufficiently to appreciate.
tribution.

~wjuld venture the heresy that this. dgscrxptxon resul’s frém looking tkrough
e wrong~2nd of the telescope, describing the symoton of the dxsease and
The chief problen of the actgr is the taxlure of
mater;ally and esthetxcally, his con-

)

Materially, the society rread legislature- in a most nxggardly faxnxon : .

dispenses its largesse to the#theatre.

‘With a budget of ralf a)trillion '

dolla~s -=that's five followed by eleven zeros--

6 million ddllars for the

theatre hardly seems sufficient. - In .terms that’ mxght be understood. that
means about one/one hundred‘tﬂousandth;of ‘the total U.S.prdgef. If the
. fongress feels we are worth that little. why should the polity feel other- «

wxse Yat the faiflure of the federal governnent 3s well as the multitude of _ €

state and munxcxpal government§ to acknowledge the theatre's contribution to )
B the American scene. in purely economic terms need Mot be .1aid. entirely. at the .. .
The theatre has failed institutionally to assert the ‘
As the theatre
it requires
Moreover,, ‘

. legislators' door.
dependency of other industries ufoh the tneatre'slsuocess._
v remains a cottage mdustry as well as a collaboratw:)art form,
a the employment of a host of other workers with diverse skills.
the theatre does not exist-in a4 vacuum but must rely on or énlargele@ployment‘
in such diverse systems and industries as transportation, retailing,
rastaurants, hotel, to name but a few. But a decent symbiosis has not yet
been created between the purveyors of theatre and the bureaucrats in govern- ‘ .
ment. Mhere are the studies of the Department of Labor as-to employment '
patterns and earnings in the theatre? Where are the iata of the Commerce
Tepartment to detail the interrelationships among the many disparate
erploying entities within the, theatre without which the theatre does not
Why, in the 290th year Qf 6ur Independance, is there no defined o
which charts a course R

. .

axist?
.oolicy Txecutively or Congre951onally proclaimed
for txe theatre and mandates massive governmental support.
Esthetically there is only silence. Regrettably, ‘the theatre is still -

a plaything, a £rill in the mxnds of most. To the terrxble'detrfhent of our .
Mation, tens of millions are denxed the qpportunity to be nade.alxve to the Y

beauty of our language and to the challenge of ideas. Is it not time for \ '\.

the regemptlon of Adams' pledge that' "I must study politics and war so that
" my sons may have liberty‘- liberty to’stuoy mathematics and philosophy,
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g=ography, natural history, naval architecture, navigation, commerce and
agricuvlture; in order to give their children a right to ‘swudy painting,

«poetr§, music, architecture....
“There being no virtue in polemicism alone. I would restate the "un-
- employment’ dilemma in these terms: There are probably ‘not enough actors ‘to
fill all the jobs that want filling in the theatre|if the needs of the '
'peoplé were satisfied by the Government. Thxs, then, is the principal
problem, to obtain acknowledgment that the theatre is a parqrof ‘the cir- ., N
culatory system of this Mation and that nothing less than a Eommitment in -
the grarjest terms, possible can be acceptable. .
Grand schemes and generalizations aside, what can be done now,
momentarxly, to assist the thé\tre artists =--and the audxence " For'one.:
thing, Actors' Equity Association, a union of aztorsd 23,000 strong, has a .
plan for a Mational Theatre which can be bought for a pittance --if terms’
of our Mational Budget. For the paltry-sum of 50 million dollars, we can R
provxde a theatre in every state. And when we say 550 rxllxon, we are bexng
conservative, because at that price you could give thre tickets away. (thch'
may not be a bad idea, since libraries and public schools are free.) This : »
{dea, supported by the data accumulated from the operations of theatres
throughout the Mation which function undqr union contracts, has so far
stimulated no one to great activity. Perhaps it is not camplxcated enough. N
Perhaps it should suggest a feasibility study to be followed by a panel of
experts who will brxng to bear all the expertise of t“exr various dxscxpl nes. .
But the idea is sound, it doesn't cost very much, and it can work.
Following the concept of*a broad- based Mational Theatre which, 1
hasten to advise, did not come from any producer but from the union of
theatre actors in the United States, is the fact that there has beén a ‘,f~\*
studied reluctance to permit the participation of performing ap¥ist unions'
representatxon on the governing boards of theatres, on the state and federal:
counbils that promulgate cultural policy and in the private and publiec _“‘
convocations where "aptistic” polxcy is dLscussed and dec1ded The current
debate 'in the arts world whxcl) centers about populism and elltxsm is per-
tinent. To suggest ‘that eli tism means that we should ever strxve for the N
best, for excellence, begs the question. The real issue fis: shall the arts ‘
be permitted: to become popular, i.e., shall they be available to the people
And, ineluctably, who. shall dec1de what is "sopular" fare. In a time when
the media are all-powerful, am I toe strxdent to suggest that the style-
setters and the pattern-makers don't vnow, their elbdows from their armpits -to

1
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a euphemi All this, it seems to me, suggests greITaér parzxcxpatxon from e A
among the actors and their representatives, who surely posseSs at .least an -

equal degree of discernment about the needs of theatre-goeqiggc»the media . . .
specxalzsts, educators and corporate dxrectors who usually make the&]udgments
Theatres and theatre worké}s are natural resources and need to be
» subsidized. The antiquated tax structure under which most~t:eatres operatea -
needs examination and overhaul. If a theatre is o be treated simply as a
piece of real estate, and I don't belere it should, then at the very least S o,
the revenues should be recycled so that the theatre as a whole, may ) i i
benefit. , - i }
- Bmcause of the vagarxes in employment of ‘Actors there must be af!orded . <
greater survival guarantees so that their capacxtyqfor creatién is not too
severaly dxmxnxshed Public andaprivate sta?xstzcs;confxrm that Actors as ' . _ .

a group belong to® the class known as working poor.” As such,.they are ‘ )

entitled to the special concern whxch the nation attaches to that class

Artists’ housxng facilities, such as Manhattan Plaza in lew Yerk City, are

. We need more Manhattan Plazas and in other cities . .

tion. At a time when other natural resources are bexng
too quickly dep d,.theatres and-t@atre a:txsts suffer from under-

. utiiization. The s must be used for. q‘re ‘than 24 hours a week, which
is eustomary, and an alliance must be estiablished between the educationa
system and the Theatre so tbaT'Bur youth jtan begin at 1e£§t as early as
school age to eﬂﬂrecxate the valye of life performance for which there
no sub#«xtute In tge hours betwee and 12 in the morning, Thegtrns all

. ov-r the nation should be filled wfth cq§‘iren's laughter as Theaire
bYetween 8-and 1l in the evening delight the parents of those children,.

Finally, actors and others in land out of the theatve can supporf

‘u,J. Res. 500 (95th Cong., lst Sess.), a proposed joint resol tion of she .
Congress to have a White House Conference on the Arts in 19379 Se!erei years
‘late in terms of the Carter Admxnxstratxon, but at least a step in the

right direction. The resofttion would declare, among other thxngs, "that

the development and encourpgement of arts activity in the United States are -
of the utmost importance {in the Natien's life and’ heritage, that cdéncern
' for the qualxty of 1\fe in Yhe Unxé‘ﬁ States requ;res constant dedication,
planning and reflectxcn on the state of the arts in the Nation; and that the

IS

only a first st
throughout the

- o -

arts have an xncreasxngly sxgnx?xcant impact on the economic sector of our .,
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sociaty.” I :do not,tak'e' thegse sentences to de high-sounding rhetoric -
and nothing more. ‘1 takes these words to be a part of %e important
nusiness of this Nation and I ask all theatre con8tituents to c'ha'lle'nge
the proponents of this Joint Resolution fo make the. dream of H.J. Res.
600, and Adams' assettioﬁ, a reality. .
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A COOPERATIVE ORGANIZATION ESTABLISHED TO PROMOTE RECOGNITION FOR. OFF OFF BROADWAY AS
A SIGNIFICANT CULTURAL FORCE AND TO HELP ITS MEMBER THEATRES ACHIEVE THEIR'ARTISTIC GOALS -

162WEST 56th STREET, No. 208, NEW YORK 1@019 (212) 7574473 w S

Thank you for your consideration. o .

The 00BA Staff

E1len Rudoliph
Kimberly S. Myers
Beth-Ellen Keyes

&




To Robert Anderson v (

. From: Ellen\y, Rudolph, Executive Director. Off Off Broadway Alliance (00BA) - ' °
‘Date: October 28, 1977 , .

Re: ~ Conditions and Needssof the 0ff Off Broadway Theatre Movemént f

,

> N . * .
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An 1dentffying character1st1c of almost any of the more than 200 Off Off
Broadway theatres {s the ”developmental" nature of their work: the concern )
with process, and with growth, and with the nurtur1ng of the 1iving artist.
The ”1nst1tut10nalizat1on“ of these theatres .- structur1ng them on a year-
round basis. with a consistency of adm1n1strat1ve, techn1cal. and art1st1c
leadershtp and support staff -- is an attempt to st1mulate this atmosphere

for growth. Because of this concern for process. neither artists nor aud1ence
feel cheated or "r1pped off" when a part1cular theatre piece does not gel,

does not provide 100% sat1sfaction Rather, there is an. awareness that the

9

work must continue. (Much education of critics, the public -- even Board

‘Members -- is still needed. , As the theatres become more visible, end as
many productions do move to the commerc1al arena, the process is often for-
gotten and the cr1t1cs and public begin to ask: "What is your next'h1t?“

“why dsn't you have something moving this year?“) <

The theatres' institutionalization, which stresses cons1stency of

|
personnel. has ‘allowed the Off Off Broadway theatres to develop very unique;

identities; i.e, a Circle Repertory Company product1on has a stamp of
its own and is recognizable as very different from a Playwrights Horizons
production, or an Interart Theatre product1on. A1l are excellent -- and
" very different. The productions are different from each other not Jjust

' because of different scripts or different budgets or different “houses,"
but because ofld1fferent “support'systems." A Circle Repertory Company ‘

production, for exanple. could not have been created in any other environment.

‘The Off Off Broadway theatres are not just “houses", orl1nterchangEable
auditoriums; they are families. (Throughout theatrical history, the most




tive work has occurred when this kind of extended artistic family has
_ existed -- people.who' work together again and agajn. Our best commercial
"theatre work also occurs in this atmosphere -- e.g. the Prince-Sondheim
- combination. or the former production technical teams headed by then-
production stage(hanager Porter: Van Zandt. The:difference between develqp-
men and comercﬂktheatre is' that in developmental theatre this family

'and process-oriented way of working is the rule -= fnot the exception.)

e e e e v o re—— e e

A theatre determined to nurture the living artist -- the Off Off »
Broadway theatre --*will often choose a play not because it is the best,

A: o ———
&

most perfect, most potentially popular play ever written, but because
the theatre oelieves in the writer. A given theatre may decide that the

'y
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- best way to help a particular writer is with a staged reading - or perhaps

) with a full production, and then a later staged reading to take a ook at
someé of the changes_nader» An audience has emerged which understands this
emphasis and wants to be part of the artist's growth. The Off Off aroaduay
audience is still an active part of the experiment ;-vpart of a community-- as‘
the Broadway audience was in the late 1920°'s to 1940's. The Off Off
Broadway theatre 1s providing a true theatrdcal alternative (artistically,
isooially, and economically) to the theetregoing public.

N _The ‘future “National Theatre" lies in the not-for-profit network of

+ M .
) o — : 1
o .
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theatres across the country, and Off Off Broadway 1s not only a part of }
+  that network, but. is the seedbed for much of the work that the entiré network
is doing or will eventually do. Because of Off Off Broadway s primary combg
mitment to the work of the 1iving artist, to an extent greater than within f
any other theatre constituency, and because of the influence of New York i
“City in the ‘nation's arts activities, these theatres are in a position to

profoundly affect the future course of the American Theatre. Off Off j

o 1y
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s ideas are now filtering into the mainstream of ney.ideas. new

foms. ew styles On any giVen day now, at least 1/3 of the New York Times:

ABC commercial theatre listings have originated in our developmental theetres.
The developmental theatre conlnunity is beginning to realizuthat it has
great strength collectively, and that if used properly. a National Tl\eatre

can arise in America.

SOME_PROBLEMS . | }
In general, the OFf OFf Broaday theatres are working uith 2 Mg‘.r Tevel
of sophistication no’ thiw was true five years ago. This is partly due to . -~
the greater accessibility of information -= from thf larger theatres,- from : | (4:
funding sources, from service organizations. and to maJor subsidy from funding
sources such as the New York State Council on “the Arts The theatres are at;
a point of transition that throws emphasis on the pains of growing larger
and moge complex, while maintaining a commitment to the ideals and an ident ' . )
from an earlier, simpler time. o ’ ‘ \'
The problem with some of the theatres, is that, they have been doing
top-quality professional theatre on a conmunity theatre budget. A theatre

can make-a go of it for only so long based on the charisma and energy and

vision of its leadership Sooner or later those wonderful qualities have to
be backed up with CASH or the theatre begins to deteriorate. ‘ :
‘ This is where the real problem arises: ° the bigger a theatre in ’the
Off Off Broadway movement grows, the more time the artistic director has to : “

spend away from the theatre. One third of his/her time can be spent trying
to raise noney -- not always successfully. Since the need for grant money ‘ g

l + so fat exceeds the amount of money available, the competition for funding

dollars”is fierce. Huge chunks of time must be spent writing proposal-s. going

to meetings. and explaining oneseli' over and oofa?\i:.-- and most often, |
rEKC getting rejections. The artistic leadership of the theatre belongs IN the

{IE /
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theatre, superyisin'g the production' of plays. Ris/her presence is essential

" for the art of the theatre to ﬂourish. But unfortunately, time must also:be

spent at luncheons, cocktails, etc., just mingling with the'thegtre community
to be sure everyohe knows you are ‘th'ece and vihat 1t is that * are do?ng.

“Mingling” becomes a real art form -- mingling in order to get to know a _Z. .
program officer, 1n hopes of getting an interview so that NEXT YEAR you might
get a bit of cash. (Nice as program officers might be, your problem when you

see them 1s.3money. More established regiona1 theatres- LORT theatres - “are

usuany in better;‘shape becacfe they are more apt to be dble,to hire f1rst-rat'e.

adninistrative staff to carry more of the 1iason and fund raising burden. Too

few Off Off Broadway theatres are fortunate enoo'gh to have the highly talented

full t1me administrators necessary.) Several very fine artistic di rectors are,,

“ the right to begin, and 1f necessary,. to begin agiin. ‘When one theatre 'grows. .

. there is a newer, smaller one to fi11 {ts place. When one -theatre fails, five

ering leaving the theatre because of this 1ncreas1ngiy consuming part

e1r jobs. They are finding {t hard to focus on who they-are. The 0ff
0ff Broadway theatre is 1n serious troub1e 11' 1t begins to lose its artistic
leadership. This consti tuency must find a way to employ the quath of ad-
«‘e b i

ministrative support it meeds. .And the whole system of fund1ng must be
seriously questioned. (Off Off amadway stands for the p1at:e which guarantees

more take 1ts place. But Off Off Broadway must also stand for the place which
nurtures you as you CONTINUE The largest of the Off off Broadway theatres
are somet'lmes caught in tRe void between funding sources that provide “seed -
mone* and those which favor “major institutions.”) o , , i
One of the financial mainstays of t* entire arena has been the TDF
Voucher Prograrn .- 3 totaﬂy democratic means of support that puts the burdeh
of choicé on the theatregoer and the burden of initiative (through inexpensive

2i
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'promotion possibiiities) on the theatres. wnore suph programs are néeded --
programs.in which ho value judgements are made and the theatres stand or i jlu
-fall by their own viability.
One of the most comoiex problems which the Off off Broaduay theatres
face is unionism The ciimate which nurtures the conditions and processes
" which encourage these theatres to thrive is one reiativeiy free of union re-.
strictions (as the 99-seat waiver houses {n Los Angeles have found). Off Off
Broadﬁ;;&management does not deny that artists must be guaranteed the right
to work with dignity. in factﬂthe manaoement insists on it; But “dignity"
within the small, developpental theatres includes the nature of the work |
.itseif -- the chance to be part of the discovery of a new facet of ones oun
talent. and to share in the excitement surrounding the birth of a new idea.
& new vision. "Dignity“ cannot always be defined in fiscal terms which apoly
to a kind of artistic orgahism which is NOT Off Off Broadway. The actors in
the Actors Equity Union, for examoie. want and need to work in Off Off Broadway
theatres -- not only actors who are getting their first Jobs, but highly skiiied.
highly visibie. estabiished talent who need to return to, Off Off-Broadway .
several times a year: in order to experiment. (They also know-now that many“.
of the ‘longest running roies on Broaduay will come out of a showcase production
that “moves ") The actors know that union overprotection to the point of
strangulation of an Off Off Broadway theatre is NOT what they need. (It should
be noted that more and more, the differences emong the various theatre arenas
are eit‘fr contractuai or phiiosophical. not differences in the quality of
talent. Actors circulate freely amogg Broadway, Regional, and off Off |
Broadway theatres ). » : . . '
The Actors Equity Showcase Code, under which meny of the theatres '
function, is also partly resoonsibie for the low earned income potential of

most of the theatres. The Code allows oniy 12 performencesvof a' production,
. , ) : ‘ E re

=
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which 1s prohibitiveiy restrictive. The audience builds as a show is about
.%/to close. The theatre then, in order to attract funding subsidy, must. turn
itself into an'“institution" which does many productions a yeor in order to
snon that it is “nere‘to stay”'and often must begin td'have subscription:
" drives or spend much'tiﬁle fund raising even before 1t knows what -~ or who --
the theatre is about. Surely, 1t is not simple to begin to so1ve any‘of this.
or even to find where the problem really begins -= but the guestioning must .

\begin now. ' . i .
P\

.4

The struggie to make Actors Equity understand hon the Off orf Broodway
theatres work. and what they are trying to do. is ongoing. and the Society
of Stage Directors and Choreographers (SSD & C) 1s now hot_on.the trail. Asi
_operating budgets increase and more theatres go on versions of the. AEA Off |
Broadway contract (they sign these contracts.,and/or pay equiveient rotes as
soon as they can afford 1t), the technical and press{agent unions will follow
suit. Also, the Dramatists Guild is trying to establish a prototypica1 uff

/

0ff Broadway playwrights contract. - .
A1l of these organizatiaons or unions clearly shou1d be trying to protect Tr
their members. ﬂouever. off Off Broadway tannot continue to be the major source
ot nourishment to the American Theatre which it is now, 1f unionism DENIES the
artist the right to‘practige the art. We nust 1eern from the history of Off
Broadway in the 60's that theatres must be given the rignt to beqin. without
pressure. so;bhot they may heve the oppoitunity to grow and prosper. A healthy
'Off Off Broadway movement gives birth to a major portion of shows wnich "go to
; | “contract” and providejyeers aof PAID work 14fe for our artists.
The next most important problem area concerns SPACE and THE C!TY itself.
On Spetember 27, 1977, Mayor and Mrs. Beame joined with 00BA in hosting a press
briefing at Gracie Uonsion which celebrated the history and future of the

Oif Off Broadway movement. In attendance were artists and odministrators

24
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| Eﬁ{i(ﬁfie]d that nas auything to do with people, one comes up ageinst problqgs of
=== ppoperty and real estate. Ina city Tike New York. vmere simost every tnoetro e

page il
from the City's almost 200 developmental theatres -- e.g. Ellen Stewart |
"~ from LaMama; Robert Ho;s irom Piaywrignts Horizons and the 42nd Street Gang,
. Marshall Mason from Circle Repertory Company, Lynne Meadow from the Manhattan . .
-Theatre—Club. Hoodie King from Henry Street's New Federal Theatre. as well
as Claude Shostal ‘and his staff. leading representatives of the New York
'Jand Long Island/Pressf:ond the staffs and board members of the arena's most
supportive funding sources. This press briefing was, we hope. the beginning
of what_ must develop into a concrete, mutually supportive connection betueen
. the City and its developmental theatres. ‘ ‘e
These theatre organizations are now locked into the economic redevelopw '
nent of many of New York City's neignosrioods. (Almost withdut exception. eny‘
area of the City which can again be called a "neighborhood" has some kind of
arts activity at, or emhracing. its center.) The theatres are recycling
previously‘unusabie or undesirable s;;ces all over the city and bringifl
communities back to 11fe. |
Two of the major proo]ems vnick\tne theatres face depend largely on ¢! “' . o
City's attitude toward tne tneatres-' 1 '« the problem of finding non-treditionelé
| spaces in which theatre can be created and performed, and then renovating
these spaces and bringing them "up to code“ (for the mutual good of both E
City and Theatres, this area demands innovative thinking, including possible
plans for ownership of the space not unlike “Sweat Equity" and other creetive
- and enlightened mortgaging and banking projects); and 2 - the theatres'
fnability, thus far, to hook fnto the information systems within the City
which could be of help -~ e.g. information regarding Manpower grants and Rea)
Estate Board decisions. The theatres are asking for a partnership in the
economic redevelopment of the City. Tney must develop a system of support for
tneir theatres within the myriad City Departments which effect tnem O | system which

will nurture the theatres and build the City. (Eventually, it seems. in eny
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, whelming odds to survive. The myriad regulations and requirements to occupy

, sense of community is strong now, and service organizations 1ike 00BA and the

_which have been "moved” either to Off Broadway or to Broadway. In some cases,

ERIC - R
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v ‘ page 8

is a tenant. and where real estate is at a premdum. the; theatres fight over-

a building which they often do not control are a constant drain on already

L]

taxed creative energies.)
-During the past several years. the 0ff Off Broadway theatres have come

to realize the value of collectivism in tackling many of their problems Their

Black Theatre Alliance (BTA) and Assocjation for Hispanic Arts (AHA), augmented -
by recently supportive activities of excellent service organizations like/ZCG
(Theatre Communications Group) and FEDAPT (Foundation for the Extension and

‘ .

.
Gl O O 2N D B O B = e
B o . R ‘

Development of the American Professional Theatre). are working toward

creative solutions. The theatres@aretpooling,information and expertise. The
aggressivé and creative leadership of service organizations must stimulate

a nourishlpg environment for develiopmental theatres which function in a

very difficult city. (Theatres which belong to these organizations are striking
the important balance between protecting their individuality -= the 0ff Off
Broadway arena must never homogenize == and collectivity. )

CONNECTIONS TO COMMERCIAL THEATRE

In the past three years, many theatres have grown strong partialﬂy

because they have had one or more very: successful and very popular productions .

-

the move has made a great financial and/or credibility impact on the Off Off ‘

<

.
L) .
.
< w
‘

Broadway theatre involved. It has been a wonderful exchange for the Off Off
Broadway theatre, for the commercial theatre, for the dudiénce, and most

partfcularly. for the artists involved. ~There are several very real dangers.
however: | ’ !

"Moving” productions is not what Off off Broadway is ABOUT. A produc?ion

.



- {4t was trying to save."

~ enc: 00BA History,

‘;;?' ’ |
| ' . i‘

must n6t be chosen because of its potential for popular. commerclal success. -

1f the “move" happens, wonderful. But as scon as "move" becomes “motive“

the process. growth, experimental meaning of off off Broaduay di appears. Off
Off Broadway as "alternative" disappears. T,

To quote Phil Blumberg, the literary manager ‘at PAF' Playhouse. on Long.
Island: “He must continue to affirm the differences between commercial and non= -
commercial art. Unfortuhately.‘the current (1nancial crisis in the arts has
driven these different theatres closer and closer together and this new ;é
aTliance may prove a dangarous one. Regional theatres are now providing chaap
testing grounds for commercially based work. These groups look to Broadway

as a means of earning needed cash and attracting “the attention of funding “;a
sources. Yet producing plays solely because of their commercial viability oﬁ
even worse, serving as try-out centers for Broadway-bound plays, be they Brecht
usicals or Alan Alckroyd farces, can only di1ute the particular identity of!
.a theatre. Broadway has a responsibility to its investors. non-commercial i
groups. have a responsibility to the development of theatre arts, and these
two duties cannot always be reconciled. If‘fesident theatres begin to see .

. their work in terms of individual hits and ops, this new alliance betueen

have destroyed the very movement

i

Broadway -and the\JEn-commercial theatre wil

vay of the o‘ld off Broadway .and -
» wiil have to be invented as reaotion. ,

Broaduay will go the sterile and strangl
yet another fringe genre udth three ‘of

” v
rd . ‘ .
R | N \\ c S .
‘EBR:bek Ny o N
cc: John Bos, Director, Performing Arys, NYSCA 26 i
Robert Marx, Director, Theatre Prdgram, NYSCA e y

Ruth Mayleas, Theatre Program, NEA™ - ; . R
OUBA F‘ct 5 !'t ’ ' ”* ’ . . ; . ® “
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- the Off Off Broadway community (as there always will be.). ‘00BA provided a - Il

~_matters in the common jnteres{, without

-~

-

S OFF OFF BROADWAY ALLIANCE ) . .

In January, 1972, the Black-Baumol Study of the New-York Theatre (conducted
under- the auspices of the New York City Cultural Council and the New York
State Council on the Arts) was published. _In February of that year, a
hearing was conducted at which the Study was discussed. It was evident

by the end of that hearing, that while several important theatre community
problems were analyzed in the Black-Baumol report, the conditions and =~~~
jmport:nce of the Off Off Broadway community had been almost totally .
ignored. . , . .o .

Many speakers at the hearing forcefully pointed out that a flourishing Off

Off.Broadway is crucial to the future of American theatre. The Off Off

Broadway Alliance was: formed as af_ifmediate response to this study, At a

meeting following the hearing,~the§l11 ance organized itself as a-permanent
body, elected officers and an executivé committee, and began work on obtaining
non-profit, tax-exempt, corporate status. It also began the first comprehensive
stagjstical study of the activities/of Off Off Broadway. :

| '
. " l
2

.
.
e
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There were vast differences in thé‘philosophies, needé, and pé?sona]ifies-in

forum where these differences could be aired and resolved when they concerned
ubtly inhibiting or interfering in

any way with the individualistic creativeaVisions which made our movemen ﬂ
a.unique and vital, force in the American theatre. R
In September 1972, a céntral service office for members of the Alliance was

established with grants from New York State Council on the:Arts, the Rockefeller l
Brothers Fund, and Morgan Guaranty Trust Company of New York. ' : '

< ;
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00BA is a coalition of New York City's major not-for-pr fit, professional
0ff Off Broadway theatres. Through advocacy, training projects, publications, |I

Today

dissemination of information, fund raising, audience development, administrative’
problem-solving, and répresentation. in union negotiations, 00BA works to *
nurture the conditions and processes which allow these theatres to thrive.

The coalition serves both the theatres -- by solving mutual problems of l
credibility and accessibility, and the public -- by keeping it informed of

the important changes within the theatres. O00BA also represents the theatres

4n discussions with other professional theatre,arends, and most important - ')
in all of its activities, 00BA encourages the exchange of ideas and information °
among its member theatres. v ) , - ‘ -

-~
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The fo11owing statistics are provided as an indication of the deve1opment

" of the Off Off Broadway arena over the past few years, and its current

- SEAtUS -as a major force-in-the-thestre-today. - -~ - SRR
- A. Funding: v '

1.° This ‘information was brqvided by the New York State Council
on the Arts, a major funding source for the Off Off Broadway
 tneatre, T ~ ,

. ~ SEE INSERT A

2. 1In 1976-77, $469,945.00 which represents 61% of the money
. spent by the Theatre Program of .the National Endowment for
the Arts for the category of Developmental Theatre went to
Off Off Broadway. - ’

~» “ .
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B. Relationship of Off Off Broadwq§ to other:Theatre‘Afehas:

. .The following statistics, provided courtesy of Actors' Equity
Association, indicate the extent to which Off Off Broadway has
become an important resource for Off Broadway, Broadway, Regional

“and’ Touring productions. . : :

SEE INSERT B )
.

C. Off Off Broadway as a Developmental Ground for Performing Artists:

We present this 1ist of szpécted_theatre ﬁrof!sstona1s who have
*  worked in the Off 0ff Broadway arena, many of whom continue to do

sO. :
' Greg Antonacci - Gretchen Cryer
William Atherton : Ruby Dee
¢ . Thomas Babe. . Robert De Niro
‘Lenny Baker " David Dukes
John Lee Beatty . o ‘Charles Durning
Eileen Brennan ‘ Robert Duvall
Kenneth Cavender Christopher Durang
.. John Cazale o Maria Irene Fornes
Robert Christian ‘Joanna Glass
Joan Copeland Ellen Greene

Michaél Cristofer Tammy . Grimes




C. ...Performing Artists, contd:

Gene Hackman
Jack Heifner
Ed Hermann
Pat Hingle

: Corinne Jacker
j Carol Kane
. Ed Kleban
Woodie King

Swoosie Kurtz

John Lithgow
Donald Madden
Richard Maltby
Nancy Marchand

-

> AN

Dustin Hoffman '
Albert Innaurato

ey Knight f

Viveca Lindfors
‘Lawrence Luckinbill

+ Lanford Wilson. -
- Kathleen Widdows

Roberta Maxwell
Kevin McDermott

- Terrence McNally

Mark Medoff

. Stephanie Mills

Edna 0'Brien -
Kevin 0'Connor

" Tom 0'Horgan

Al ino

Paul Rudd
Gilda Radner
Chris Sarandon
Roy Scheider
Maria Tucci

" Gearge Voskovec

Chris Walken
Ralph Waite
Henry Winkler
Garland Wright

ustin Pend1etdh‘

)

~ Also, in studying the recent programs of the following major regional
theatras: Guthrie, ‘Arena Stage, Center Stag
Mark Taper Forum, McCarter Theéatre; Goodman

148 actors had Qff Off Broadway credits in their biographies.

Seattle Reép., Long Wharf,
eatre,” we found that

off Off‘Broadway productions accdﬁnt for a largevportion of the tﬁeatre ‘
activity in New York City today -- last yvear there were more than 550 -

 Off Off Broadway productions. Off Off Broadway is also the major source
of new plays -- atleast 877 new plays were produced between 1972 and 1975,
and atleast 200 were produced during the the 1976-77 season alone.

f
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?IHSERT A

year

1974-75

1976-76

1977-78

1976-77

3

total
Theatre
Program

Budget

$ 4,637 ,559"

3,769,634

3,082,110

2,950,000

NYSCA THEATRE PROGRAM:

®

total
number
of

applications

-

. 255
3N5
292

294

138

total
number of
applications

funded

135

125

/

FUNDING HISTORY

- 1974-75 to 1977-78

total

number of
008
app]ications

85

m

175

s

total

number of
funded 00B
applications

56

a7

56

4
'

. total

amount
spent on
008
$947,757

915.420

888,200




- INSERT B

OFF OFF BROADWAY SHOWS THAT- HAVE MOVED ON TO CONTRACT o l
Production 0ff Off B'way Theatre . Work Week:- Actors
.y S T )
A CHORUS LINE - ~ N.Y. Shakespeare Festival . Current
BUBBLING BROWN SU@\R . AMAS Rep. Theatre " ” R
FOR COLORED GIRLS . " Henry Street Settlement .. o N |
- GEMINI . : .. Playwrights Horizons v " 7 _
. VANITIES Playwrights Horizons R " 6 l
1965/66 = o ;« T
ICE - Actors Studio Workshop : l
UNDERCOVER MAN . Herbert Berghof Studio o 3 2
6 FROM LA MAMA La Mama E.T.C.. ‘ 2 6
WAR/BIRDBATH, o .
THE RECLUSE - CHICAGO 5 ' ’ : '
THANK YOU, MISS VICTORIA - - '
THIS IS THE RILL SPEAKING S l ‘
1966/67 ' .
AWERICA HURRAH . La Mama/Open Theatre .79 : 8.
THE GOLDEN SCREW : Theatre Genesis 5 I =
I'M REALLY HERE . Open Theatre ,
GORILLA QUEEN ' Judson Poets Theatre - 16 20
THE KITCHEN . - 17 . 29 '
o - . o . \

1967/68 . . ~ | . ‘ | l
{ .o N.Y. Shakespeare Festival | , 21
DAMES AT SEA o Caffe Cino . no 8 l

- TOM PAINE : SR La Mama ~ 36 . n 1
IN CIRCLES ‘, “ .Judson Poets Theatre 27 10
RED CROSS Theatre Genesis “ ¢ 4§ 3 l
HAROLD ARLEN'S SONG BOOK - Herbert Berghof Studio ' 5 5
THOUGHTS QN THE INSTANT OF. . ' _
GREET ING A FRIEND ON THE STREET 3 l
968/69 S | - ]
THE BAND = Theatre 68/69 (Barr, Wilder, Albee) 125 9
FUTZ . - : La Mama 29 13 ,
PEACE . ~ Judson Poets Theatre o 17 1. '
1969/7 : : '
1I'FIE"UTFETIEST SHOW IN TOWN ] ’ “”
NO PLACE TO BE. SOMEBODY N.Y. Shakespeare Festival " 15
THE LAST SWEET DAYS OF ISAAC * ‘, ! l
PROMENADE. Judson ‘Poets Theatre ‘ 60 - 13 .
&1ARIA AND sspmnu . La Mama , 3§ , zg
. 32 13 ! 15 l
T. Schreiber Studio ' ' 7 ) .14




; Production
l 1970471

ANYA

SGEORGIE PORGIE
TAROT -

l'l97'| 72

RL
WHITSUNTIDE
SUBJECT TO FITS

,ll ' ,
1972/73
| *S CHILDREN
THE FAGGOT
THE CONTRAST
DEAR OSCAR
THE WHITE WHORE AND THE
BIT PLAYER

BOCCACCIO
SUMMER BRAVE

1973/7

mmr COMIN® BACK RED RYDER
~.SHORT EYES

B :DANCE WITH ME

FASHION

HOT HOUSE

ARE YOU NOW OR HAVE YOU

" "EVER BEEN

HOT L BALTIMORE:

19784/75 -
'SHWLFUR A SUMME

FAME

THE BOSS

- LAMPPOST REUNION
DEAR PIAF :
THE LIEUTENANT

AH NEW YORK
CELEBRATION :
[ COWBOYS/PANCAKES

- SEA MARKS

-
g

' 1975/76
LE PIE

. KNOCK KNOCK
THE MAIRY APE

" ME JACK, YOU JILL

q= DOTMARY ENGLISH CLASS
”EKC SHORTCHANGED REVIEW
SCUNICE THEY NAMED IT TWICE

JESSE AND THE BANDIT QU@EN»VJ

Page2

Work Week

“N. Y Shakespeare Festival oK ,

Off Off B'way Theatre
ﬁpundebout Theatre g
4
\
29
1 day
N.Y. Shakespeare Festival
Ciark Center RS ’ :
Judson Poets Theatre a2 -
. 34
, 5 days
Manhattan Theatre Club ‘
Equity Library Theatre 6
Circle Rep. Theatre 37
Riverside Church : .
La Mama " ?g
f}uch 8 Warehouse Theatre ‘
Riverside Church 7
Circle Rep. Theatre 147
nk Theatre
ok & Warehouse Theatre 1day
aywrights Horizons - 2
Churchyard Playhouse . 16
Top of the Gate . i 3 days
' 2

St. Clements .

Portfolio ‘ 2
Theatre Off Park (Taped for T.V.)
Hanhettan Theatre Club

\
N.Y. Shakespeare Festival 13
Circle Re. Theatre “ 22
I1.R.T. .
Cherry Lane Theatre 3
Circle in the Square : 12

»

Actors

13

10
12
22
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Production

|
f | |

1975/76 cont'd-" Off Off B8'way Theatre - "~ Work Week Acto
: mNCE Theatre . . : , T
CASTAMAYS ., +.  Marymount Manhattan College :
THE TRIP BACK -DOWN T. Schreiber Studio e S
OPPRETTA = » . Manhattan Theatre Club “

THE STY OF THE BLIND PIG  -La Mama | 8

, !

1976/77 ' Eighteen shows originating Off off Broadway went to contract this
past season, among them ASHES, THE TRANSFIGURATION OF BENNO BLIMPIE,
THE RUNNER STUMBLES.

g

'
'
. .
’
[ 4 l
‘ l |
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THE ALLIANCE FOR AMERICAN STREET THEATRE
32 West lUlst Street. -
. : Apt. 1l4Fr °
- New York City, N.Y.
10037 ,

A P A

© .
. = .
- ~ -

October 28, 1977

A

Dr. Robert J. Andersormr, Jr.

Vice President & Director, Economics
MATHTECH :
P.0. Box 2392 o S .
Princeton, New Jersey

Q8540 )

-

¢

Dear Dr. Anderson:

We, the ALLIANCE FOR AMERICAN STREET THEATRE, are interested
in your knowing about our ‘collegtive which 1s vitally concerned
about the state of a Jeopardizey art form ... AMERICAN STREET THEATRE.
This vibrant, volatile form which flourished during the turbulent '
60's and the earlier part of this decade, projected hundreds of now
familiar artists into the mainsfream of the performing arts. Street
theatre echoed the passions of its people. It informed, polarized - -
and certainly entertained thoseg/fortunate enough to find themselves
in its audiences across the country. Now, it is in jeopardy. because
public and private funding sources are not convinced that the Street
Theatre 1s, in fact, alive and|kicking! J

‘ ‘we, the ALLIANCE FOR / ICAN STREET THEATRE, are convinced
that you are aware of our work, However, in view of your study on >
"The Conditions and Needs of t'E Profeasional Theatre in America",

we have prepared the enclosed atement for inclusion verbatim as
an exhlbit accompanying ycur report.
.We trust thet you will find our statement and the enclosed
"editorials from the New York Times and the Wall Street Journal inter-
esting and informative. e trust that these enclosures will
reflect our deep condern that [American Street Theatre 1s insured the
“continued development, exposurie and suppOrt be ting one of America's
most unique, innovative and exciting performing ¥prt forms.

Thanking you for you,#Interest In this 1letter and the
enclosures, I am . '

4

. . B .
\J . (\-’ T e o
:’ . 2 Lol et Io :; 'un‘v' L ./(/L

'‘Mical Whitaker, President " — . o
ALLIANCE FOR AMERICAN S ET THEATRE e ~

N

!




.., ., A STATEMENT FROM THE ALLIaNCk FOR AMERICAN
| C STREET THEATRE

L

I. The major problems facing STREET THEATRE COMPANIES  today
(a) Administration frustrated by inadequate funds
(b) -Lack of liason person/agency between STREET THEATRE COMPANY
and Community . ¢ _ K .
Inadequate or non-existant rehearsal space
Sound equipment (a2 vital part of outdoor performances)
+ 18 often 1lnadequate . . ’
Effective promotion of a more positive image
Absence of sensitive support for colfective efforts

- - .

~~ L X a3
o A0
- Nt

The majdr dpportunities offered by STREET THEATRE
Performances are offered Free to the Publlc :
- (b) There are easily recognized Educational, Recreational,
~ n and Theraputic values to the communlty. - .
: (c) It offers exposure for professional artlists .
(d) It provides an opportunity to experiment with a

uniquely American art form and further aid in its developm1lt

(e) It makes a major contribution to American Popular Culture.

° Some major opportunities offered by the ALLIANCE FOR AMERICAN o
.~ STREET THEATRE ’ . l'
(1) Offers broad dissemination’ of STREET-THEATRE informa-—
tion : . .
(2) “Collective utilization of the resources of ALLIANCE .
‘members. - !
(3) Prowvides a mecahnism to support the younger STREET
THEATRE organizations in their formative stages. i
(4) Organize wﬁo research and document the methods and
\ techniques by which STREET THEATRE could be a more
effective tool in soclety. V I '

»

IT. Unless our -problems are constructively dealt with, unless our opportuniigge
are carefully evaluated STREET THEATRE will not survive. This calamity
would deprive the American public of rich ‘experiences in which they
can participate directly. -, .. : g n . '

.~ IIT. To solve the problems and capitalize on Opportunities
' T (a) Organizing (as we have) an ALLIANCE FOR AMERICAN STREET.
THEATRE - - S 'I
{b) Recognition by NEA, staté and local funding sources
~(c¢) Increased and more effective visibility

IV. We believe that we, THE ALLIANCE FOR AMERICAN STREET THEATRE can aid
‘in the accomplishment of “dbur opjectives: % ' L
(a) By gommitting our -4 dividual companies to the collective gj"
(b) By Wworking in conééyt. with Federal, State and City agencle
(¢c) By solicitinz/develooing support of the private funding Jl;

sourdes. ‘ .

(d) °By becoming a catalyst for existing and developing communi
service agencles. - .

~ (e) We-are professional non-profit entities where audlences ne1'

not pay to witness our ‘work. 3¢ . ‘
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Street Action.

Murders and other viotence by New York City youth
81233 contrast stackly with the vitality and talent:

+ . being exhibiad by street theater companies—many from"

wmilarly deprived environmentsein the Lincoln Center

Community Street Theatar Festival, -

With ltmited alternatives available, many of the esti-

roated 6,000 to 10,000 $2ng members in, the city often,

trazicatly, turm to sug and knife as outlets for their

" frustrations, According to poiice records, 27 deaths this - ‘.

. year have besn In a oumber of neighbore
hoods street theatsr~drama, music and dance performed
without chargs with the street as Stage—have proved

- successful in channeling teenage fervor into construc.
dve, creative artistry. The Lincoin Center festival, which
ruas entil Labor Day, highlights the advances made by
many gmups in-this new form of art. . .

In one area lﬂmmngamﬁmw

last June, 23 Puesto Rican and ltalian taenagers have
been rought tngether as a theator company in an effort
th alleviate the temsion and instill understanding, The
raupe, under tha direetion of perss Copani, an ex.drua
sudict, and the Peoples Union Betterment Parforming
Company, travels the streets of South Brookiyn.-Paric
Slape spesading the theme of reconciliation. :

Such endeavors are no total answer to eradicating
&2ng violence., But establishment of some city-financed
theater componiass, perhaps housed- in empty store-
(tonts, could dtter nthar directions not only for present
8ng members, but also for pre-teens whose »anly curreat
moda of rcognition is through gratfiti sciawled on a
subway car or the wearing of gang "colorg."

*
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ing List
» Rels.

] Atlantic’ Players
Vincent Napoili
486 East 4th Street

Mcancury bence Thr, Fdn.Inee — — -
fo_ Ronn Forella Studios
t 48th Street

ork, M.Y.- 10036, (ST) -+ T Brooklr. N.¥. 11218

-8y Children ’

*‘w-’ m Street ‘ L » , | . 5
ork, M.Y. 10016  (ST) Y | -

j .

dige Vitarious, Dtr. Cacil Alonzo Players

rérs & Artiscs of Co-0p cuy ~ The Alonzo Players
Pas Baychester Ave. 39S clinton Avenue

., ‘N.Y. 10475 - ‘.(S‘!) Brooklyan, W.¥Y., 11238 (ST)

t‘ll.l if. Bonanno, D!.t._ " ' Ms. Rosetts LeNoir :
hian Players Repertory Theater, Inc. -
15 e Blwd. ,, 63 West 86th Street
piclyd, N.Y. 11209 (sT) St.Psulk St. Andrew Church
— : er.% mu_4511

rnie McClintock, Dir. ' “thllil Repertory Calpany
Amarican Studfo Thr. 209 West 2nd Strest
5 West 127th Street - . New York, N.Y. 10011 = .
ork, N.¥. 10027 . (ST) Attn: Cregory Peavy (ST)

pdward Taylor'
. can

est lllth Street
» York, N.Y. 10‘02? - (8T)

- cleme. w mas -

v .
.

atunii & His African Dancers m. lnniyn lmn .
rs & Singers - . ‘Ass'n for HNelp of Retarded
st 125th Street . Children A

York, X.Y. 10035 (sT) 200 Park Avenys South A
o ~ New York, N.Y. 10003 (31!)‘

“. e -aw

1 City Theatre Mts. Dollse McLean, Coodatr.
ast 71st. Strest Aztists Collective
York, N.Y. 10023 (sT) Wadeworth Atheneum

) (’ 261 l.idnﬂcld Street

.

ke Cox, Dir. Mr. Roger -Furman, Dir.
1iance of Latin Arts, Inc.  Aztists Collective
jSJest S7th Strest 35S Clark Strest

ork, N.Y. 10019 (ST) plnﬁotd. Conn. 06120 (ST)

39




Strest

4
l’" List ,Comm, Rels. Dept.

(§T)

 P4tus Valker
to Africs Movement
3 Ogdea Avenue :
.(m

. .. .1
» b 4 “52 g

) hd.ru )

1 lilpluco
‘mgh Ave,
!o:k. N.Y. 100Q1

(ST)

R,

u_u_guu wue

(sT)

-

Phyllis Dazbassis |
Blackstone Valley Comm. .
Action Program |
150 Main Street’
Pavtucket, Rd. 02860

Sandras LeFlore

Boston Youth hrfotninz Co.

. o?ficc[ of Cultural Affairs
i 1 City Hall Plaza

- Baston, Mass.

Banks .
Road ° .. Central Area mci.vaucn\lm.
ox; 205 3406 East a .
‘\i‘a 1s, Wew York 12440 =3 ﬁ!u::h. "{l - (ST) . ;
” llr. u:m:w&«;. Hr. Pocc mlo. m'l Mgr.
- Productions, Inc. l
% !mlum' ivd. P.0. Box 124, Pract Station
N Bronx, N.Y. 10472 (ST) Brooklyn, N.¥. 11205 (ST)
e 5 . |
. ,,, Vo " Ms. Sandy Oven, Dir. -
treet Academy | Boys Rarbor, Inc. '
\ 19 East 94th Strest
uﬁ. n York 11216 New York, W.¥Y. 10028 (ST) |
(s ‘ l
Stres Acnd-y | g lf
[ :
o, laﬁ !’rk 11216 (ST) ‘ , L
The Black Expsrience Ensemble . :
S Bolmstead Ave. : : '
Albm i.!. 12203  (ST) -
e e m-s Carl cuy. pr, - ) .
C o Spectrum Theatre Co. .
120-60 200th Strast |, . , .
s‘t. ‘Albnn-‘", K.Y, 11312 (ST) . _ } |
. ‘3{ ' . . . ’--) ]
ik . 40 - ¥ oo '
e . »




minity Street
List, Coem. hln.bcpz.

Rhampton Child Care Ctzr.,
larbor Turnpike
ampton, N.Y. 11932

N (ST

“North, Director -
dgehampton Child Care &
ameational Ctr., Inc.
4 ptoa, N.Y. 11932

. (3‘!)
thleen 'l. Zutter
Council on the Arts
t 184cth Strest

e

h

July 1977

H
-

Mr. 'Jou.ﬁh Washington, Dir.

Brownsville Theatrs Project
388 Rockawvay Ave. ' '

. lrooklyn, N.Y.. 11212 (ST)
Ms. Margaret ﬁbore,‘ ;t.
prownsville, Theatre ject
388 Rockaway Ave. e L
Brooklyn, ¥.Y. 11212 (ST)

- e e emm— —

< New !otk’ poYo 10009

arles Moore Dancers & Drums

Of Africa

Priscilla Taylor !n:erprinu |

154 Crowm St.
Brooklyn, N.Y. 11225

Chicago Theatre Coal.i.l:ion
c/o Chicago Comm. Trust
208 South LaSalle Street
 Chicago, I11. 60604 > (ST)

Mz, charlu Vang, Coord.

Chinatown Planning CGuncil
43 me oadway
New York, N.Y. 10002 (3'1')

Classic Theater Co.
634 Fast l4th Street:

- - - - s -

Jehan Clements *

441 West 43rd Street . \ -

New York, N.Y., 10036

, N.Y. 10448 (ST)
g ton i _ V
by Counc:l.l on the Arts
Zast 184th Street Ty
s l,!. 19668‘ : (sT)
A (] Jotayo
hdlilyn ATts & Culture Assn.
D Eastern Pkwy. )
ya, N.Y. 11238 » (ST)

hudk Reichenthal
sdiilyn Arts & Culture Assn.
D Rastern Parkwvay

m. X.Y. 11238 - (ST)

' dualm v1cto:, uh
- N‘“ & Culture Aun.
"“ arn Parkvay

q 4

ya, ¥.Y. 11238 (s-r) o

S
!‘nﬂ lohan, Dir.

ers & Sisters United
ellbrook Avenue
Ihl.aud H.!. 10316 (5':)

o ' .

r

Ao

a— - - - ceaeme ae -

Ron Wentz
gildren 8 upcr.l-ental ‘rhr.
Box 494

Cooper Station’

. New York, N.Y, 10003 . -

Miss Hote Casella
1240 rark Avenue .

Apt. 4C ’
New Yo:k’ l.!o 10028 ' (ST)

-

Mr. )!ohandu Budhai

Centro Cultural Ballet Qu;l.lqu.

Quisqueya, Inc,
lov York, N.Y. 10032 (S!.)\

Collinvood Art: Cent.:
15006 st. Clair
Cleveland, -Ohio 44110

ICo- Un:l:y rlaym
c/o Goerge Michael McGrath

- 626 Ovington Ave.

Brocklys, N.Y. 11209 (st)

,,,,,,,

4

u:. Jose Ocuio

‘322 West 45th Street
!lﬂ York, N.Y. 10036

Mr. Walter Jones, Dir.
The Cornbread;Players
29 Hamilton Terrace

New York, N.Y. 10031

?

- (Sfl');

4

_(sT)

<
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. Commonweslth of Puerto uco -
(SI)

(sT)




‘j‘ tog uat. ;,; )
.. Rels. Dept.

-

08 Players Repertyry ¥dnt.
‘Wast 46th Street :

-

‘pDance for the New World

~551 Tremont Street

©  Page 3

= 1108 A . . TR :
York, N.Y. 10036 (sT)  DotEens Mase. (s1)
\ ' } (1) Dancin - Theatre Co ‘
m._t.. Thtr. pir. ' —-—-ﬁ y *
Cultural Ctr. of N.Y. :t‘;ﬂd;“ m:;up
1 Church St. John Ve :
sdral Charch of St. 30 Vallkill, N.Y. (sT) o
“tudll Av..ﬂ.!.!.’. - _ Lo e /
mu.emru:.— “ The Demi-Gods
Yernon, W.Y. 10550  (ST) 415 West 127¢h Strest
i ) ’ . . lﬂ !Otk. N.Y. 10027 (S'r) *
- " Dept. of nunu Resources Div.
e of Youth Services
i . 39 Baldwin Avenue ce :
Jersey c:.:y. l..!. 07304 (ST) .
- - ) .-~§‘ o - e -da’ L i v e W oo — - b - - " c——
_ Department of ‘rhu:re and ru-
> -103 Arts Building -
 The Pennsylvania State Undv.
. md.vmiey Park, Pa. 16802
(s'r)
M Inge Theatre .
v Genavieve RQuncan
) 228 West 62nd .Street .
- Mew ‘otk. K. Y. 10023 b (ST)
e, me . — .SL —5. Ed P — i "\"&;-.
nun John uccﬂ.l.
University
unduon. N.J. 07960 (ST)
: Duu Theatre : Mr, ui.eal, Whitaker, Dir.
409 West 44th Street ugt River Players
New York, N.Y. (ST) 32 West l4lst Street -
New York, N.Y. 10037
. . ‘ Edith Stephen Dance Co.
% 'S5 Bethume Street .
| \ ‘New York, N.Y. 10014
- 42 .

< |

- |

'0




grs List .
hity tclnciona Dept.

L 4 .

|
s Ualdm Dir. '

Cantro Campesino Cnltuul

274
Bautista, Ctut. 93065

[ 4

McClean

s Productions
ncoln Place -+ -
yn, M.Y. 11217

West 95cth Strest

-

Susmer Dance and rn-

‘ ental Intcnod:l.a !dn.
dway,

F::, ¥.Y. 10012 (s .

y Schwadb, D‘l.te

| PLerrepont Street
yn, X.Y, 11201 (ST).

e

(sT) )

- . s @ ceme g

ts in. In:nrae:ivi Arts

- - we - e

b s a— —-_—--— - — ——-

n Co. of Brooklyn '

- ey

RSO, . — e
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The Pairmount Center for (ST).
Creative & Performing Arts
1925 Coveatry Road
Cleveldnd H.ights, Ohio 44118
(sT)

' huci’ Lesser Dance Th.

160 West 71st Street ,
N.Y., N.Y. 10023 - (ST)

K

'Ms. Geraldine Pitzgerald
' 50 East 79th Street .

(sT)

New York, M.Y. 10021

o, N.Y.. 10025 (SD) "'7 "

t

i wm e we  weme

tl:y lothcnbm ‘

!’!.: erald Day Care c:nger

+ 206 West 64th Street

| New f!ork. N.Y. 10023 (sT)
" Martin muu
Fools Company =~
9 1llth Avenue : e

e s e -1 v emmeee . - -

Prederick Douglass Creative

Arts Center
211 West 129th Street

© et —— e v o« wmes wm.

Mr. J’ohn 0'Neal, Prod. Dit.

gu outhern Theater v
1240 sdes St. '
New Orleans, La. 70113

- p——— s
-

(ST)

i ————",
- - e .. -

Patrick Benry, Art, Dir.

Ixee Strest Thester
59 w Hubbaze Streat
chic 111. 60610

(s1)

Page 4

Carden Variety Mime 'rhu:.-,-

c/o M. Arlin '

110 Bank Street =~ '
New York, K.Yf, 100146 a (sT) .

Ruby Dee }&l Ossie Davis
Guylanor, lnc..

P.0. 1318 -

New Rochelle, ll.!. 10802 (ST)

. a— t—— = oLt -

o ——— o —————
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ling Lise .

.muy Relations lmt. | July 1977 " Page 5 , l

International Folk Dance !nl.‘

i , 51 Louisa Street’

¥ Q:ookl.yn. N.Y. 11218 (~§1.

Paulkner ' Imeginary People - Towa Theater Lab. l

em Cultural Council ... ¥s. Susan Haskins Pox 1166 |

7th Avenue . 87 Bast éth Strest ' Baltimors, Md. 21203 '

.o W.Y.. 10030 °  (ST) ¥.Y., N.Y. 10003 (5T) (sTHy™

S SN ~ Incredible Journey - T l

 Authur Mitchell ' 344 East 9th Street : -

w':- 2“1'“ ﬂ';:::f: ‘ " New York, M.¥. 10003  (ST)

w’. .o!o loml (sr) ) . ‘ l |

i . T © Ioner City Cultural.cer. . . 7

1 'Ptnu. ,W:"F Dir. . 1308 South Méw Hampshire Ave. : '

> ::::c: .:::: enea 'Los An;-u. Calif. o \ oo

 Grand Street &0 7 o l |

.s MY, 10002 (ST) _ e .

' Hr. Brian Hoton, Di.r. . .

. . Irish Rebel Theatre . I

s ) Imhff Azts Centaer - )

- 533 West Slst Street —

| Hew Yosk, N.Y. 10019 &) |

e - S Dycr e Sl e ==

del c;::t:;rng. of Boston - AEESE Pulsations Dance Movement . .

[ . 269 Utica Avenue =~ ./ -
t"ngff-::.g:l‘f Affairs Brooklyn, N.Y. 11213  (ST) , o

ton, Mass. 02201 - - (sD) . e S Jw

- .Ioner Transit Thea. Co. T

em s:mrt " .. 110 West l4th Street : !

7-1:?.:?'4“ 'n‘" New York, M.Y.r~10011 (sT) v ' :

3 m T . . : -

Box 82 ~ ‘ . L LT

s N.Y-12550 (sz) USRI vt -SR-S SIS s 5 .45 S TIRTIT «'

- neer Art ‘Thester . . ‘Rolando Jorel Rl

ﬁ c¢/o Julie Rilley-Lewis 43 Bond Strest ‘-

. 145 Heanry Street, Apt. 2C Wew York, N.Y. 10012 (ST) .

LT}

‘Lourdes Casal, Dir. :
Internat’l, Arts Relations
’000 308 788-11-. Sq. 3“.
New York, W.Y. 10036 (ST)

w8

_ Mr. Al Carmines, Thr. Dir. '

. New York, N.Y. 10012

Judson Memorial Church
35 Washington Square

(sT)

E L




ty Relations Dept.
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M West 64th Strest
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Mr. Joe Raidy, Dir.
Lake Area Comm/St. Thr.

- We¥eo 10023 (ST) 39 North High Street ‘,

{ . * Bridgton, Maine 04009 (ST)
Florence Anglin, Mgr Dir. Ms. Lorrie Davis (ST)
srbocker Creative Thr. .  Largo Players Ltd.

. Jdn., Inc. . ‘ 300.West_ S55th Street (19B)

‘, ghth Avenue ' . New !otk. n.Y. 10019

o:k. l!.t. 10019 (ST) .

l &l_ Veldhuis nancc Co-pm

. Ro¥.De #1
- Tanglewyld Rd.
. : Lake Peekskill, X.Y. 10537 ,
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' October 25, 1977

Dear Andy - 3

Enclosed is the statement from the
Dramatists Guild that you asked feor.

One further question:. have you attempted
to include in your series of graphs one
about the living wage of playwrights?
That is to say, how many playwrights are
able to earn a living exclusively from

.

their writing for th# ‘theatre?

“

_ The Dramatists Guild dould certainly suppiy
' a lot of the necessary information for you -

to. reach statistical conclusions. I think
it would be important to include in the

intended) the life-blood of the gheatre.

- >

Yours gincerely,

o

tephen Sondheim
- President

s -
-

* 3 WEST TH STREETNEW YORK NEW YORK 10936,/ 012) 1989366

Y
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’ wréght cannot exist by taking six months to a year in order to write
©a

" The primary function of the Dramatiqﬁs Guild is to'keep the play-
.wright: in the theatre. Give a playwright an empty stage and he'll

‘are awarded principally to acting companies and theatrical institu~
- tions rather than to individual playwrights. And it's true that

. wrigten now. As history Rroves over and over agajin, new ideas are

offers the playwright a’ freedom and a technical range that is more

and off-off-Broadway. It also-offers the audience of seriousuglays’vw;df

want to fill it, but if he's just beginning his career, he needs
to avoid starving, and if he's had some recognition, he needs -to
be able not to succumb to more lucrative calls of films and tele~(
vision. ’ — N

Most foundation money goes tb'interpreters and buildings: grants

playwrights need production as much as they need money «- a play
is just a pile of paper until it lives on the stage. .

But too often theatres distribute their grant money for necessary
expenses covering a wide range from Costumes to Audience Research .
rather than for the development of new work. The Dramatists Guild
would like to see portions of individual theatre grangs specifically
allocated for the nurturing of writers and new plays

Many' theatres. are currently having great success with the rich
repertory of a . cent of American plays. If theye is to be such
a repertory from whichh\to draw in the future, new|/plays must be

seldom popular; serious ney plays have almost no chance of being
produced on Broadway, much leqs of hag}ng extendeq runs. .

"playwright's problem lieg in subsidized A
could lie in
here are many

Some°'Qf the answer to t
repertory; some of it, surprising as it may sound,
the subsidization of the conmercial theatre, too.®
dark empty stages on Broadway waiting to be filled. \ For example,
it would take very. little money to produce serious ox experimental
plays at Broadway theatres on those single nights wheN they are
ordinarily closed, as is done at the Royal Court TheatXe in London.
The advantage of a Broadway stage for such productions is that it

often than not denied him in the more restricted environs of off-

an opportunity to returri to a scene, once culturally rich, that
should and must be revived. /

Furthermore, many'plays ﬁill not be picked up by regional and communit}'
theatres unless they've had a production in New York. Yet a play-

lay and then having it close after a few performances. He neither
4ains enough money nor enough satisfaction. Co .

Even now,, the Dramatists Guild is formulating a new contract with
the League of New York Producers whereby a playwright will get a
substantial. amount of money on completion of a play when it's optioned
for production, in.return for accepting reduced royalties when the
play is running. If such a formula should become. the basis of new

;21
|

-
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for their work.

" who want to stay in the theatre and reach those audiences.

»
. 1,

contracts, ‘a playwright would be paid for his time and work
whether - his play becomes a success or not -- and he could afford

to remain a playwright. As /for Government funding, direct grants
to playwrights would be of great help.in establishing the principle
that playwrights, like other workers, deserve a certain base pay

There are audiences waiting to be revitalized, audiences which ' ,
want thing they ‘can't get on television or in the movies, but "
which s$hun the easier plays and musicals. There are playwrights

who have something ‘to say about the world we live in, playwrights

The
National Endowment can help bring them together, not just in New
York but all over the country, by funding ever more grants, bursaries
and workshop facilities for playwrights on every level of achieve-
ment, ‘from apprentice to professional. If Great Britiagp, Germany
and the city of Paris (to pick but a few examples) can do it, the
United States Government should be able to, also.
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Dr. Rob¥ J. Anderson, Jr
Mithtech

P.0. Box 2392

Pr‘lnceton. New Jersey 08540°

' Dear Andy, " ‘
Enclosed ?lease find a statement by the League of Resident Theatres
to be insluded as an exhibit accompanying your report Mﬂ
Nat'lc{ al Endowment for the Arts

S rer.
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Donald Schoenbaum f .
Managing Director ’ . o
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: A STATEMENT BY THE LEAGUE OF RgSIDENT THEATRES - ‘2?

You ask, "What are the major probTemS'and opportunities facing the
theatre today?“ Since both are a her1tage from the past, we must go back
* into the h1story of the Amerafan theatre to understand them fully. In the
early part of the nineteenth century, most American cities had resident .
stock companies, and with the exception of a\fEH imported performers or </ 7
special touring attractions, these companies were.the American theatre. )
lee the stock compan'les all across Europe at that time, they were insuf-
’ficient artistically, under-rehearsed underpa1d under-1maginative. But
they were there, and they gavqupeir audiences at Teast a small taste of the
. gneat her1tage of world drama Then came the railroads, and with them, a
conven1ent means of access for the great stars of the time to any audience.
At first the stars would travel alone and play with “the 1oca1 company in.
each’ town, then they began traveltng with full compan1es of their own,
'usually taking with them, for reasons of economy, no more than one production
at a time. Just at the pOIﬂt when they might have begun to burgeon art1st1ca11y,
the stock companies. found themse]ves dying, replaced by “"the road" w1th {ts
large sums of cap1ta1 investment poured nto one-shot hit play? and one-part
star actors. o

If the stock companles had been 1nsuff1c1ent, ‘the road shows,- from the
standp01nt of the American theatre s long-term growth, were noth1ng short of
d1sastrous artistically. The creat1ve elements in theatrical product1on began
to be confined to a few liﬁge cities, and finally to onlyvone,,Nzy’York, which

fed the country theatre as_Pittsburgh fed it steél and Chicago beef. "It

- “

_/




_‘soon became apparent‘,“‘ writes the critic Stanley Kauffman, "that«;’ under the

" new system, the theatre had been tonverted from modes of cont1nu1 ty 1nto

hundreds of Separate ‘little enterpr1ses each one born to die, however Tong

only of vameﬁy but. of the chance for refreshment .and" 1mprovement of a roTe—=

-~that alternating repertory had provided. If the development of theatre
.. artists-had never been as consistent under the old system as was now nostal-

BN
gicaHy imagined, 1t had become practicaﬂy nil. Since the object of product1on

lays chosen were those that the largest number of peopTe would

most of ¢

the death was gostponed. Actors, now usual]y typecast were depr1 ved not .
was now t;:? how long a p]ay could run before it was permanently d‘lscarded l

rush to seeﬁas soon as possible, and which would be least missed when they weré :
thrown away. " - - |
Stnce 1920, many attempts have been made to construct an aH:ernatwe to

the comerc'tal product*lon mﬂ'l ‘The Theatre Guﬂd the, Gtvic Repertory Theatre,

i
1
and the Provincetown Playhouse in the 19205, the Group Theatre and the Mercury '
Theatre in the 1930s; following World h‘ar 1‘1 the rise of offeBroadway and
then off-off-Broadway. These attempts, barring the most recent, all faﬂed .
to su;vive. Being mostly in New York, in direct competition with the conlnerc'ia’l
theatre, some found themselves becoming what they had begun by opposing: ‘The . l
1

Theatre Guild became a producer of conmmercial Broadway comedies; the ,Group

-—

Theatre fell apart as its members became lavishly-paid movie st(rs, screen-
writers, and d1rectors. Not ti"lT the 1969s, however,.did any Varge number of

theatre artlsts begin to Took again for possibilities outside of New York

*Stanley Kauffman, "The Idea of Repertory" in Persons >the Drama,
(Harper & Row, New York, 1976) } l
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notably the founding of the Alley Theatl

a lackluster field of five or stx theatres, the League of Resident Theatres i

3

in Houston and the Arena Stage in
Hashington, D.C., as well as two. wandering companies William’ Ba]l S American

Conservatory Theatre (ACT) and_Ellis Rabb's Association of Producing Artists .
J ¢ *

\SPA). (The \_opposite fates of these last are worth noting: ACT‘s'e-tt‘led in °

an Francisco and is now we]l-established and growing; APA settled in New
York;»where‘Lt'tried.to compete as a commercial attraction, disintegrated;”
and died.) But a principal turning point came in 1963, with the opening'of
the Tyrone Guthrie Theatre in Mihneapolis. This was something néw in American
theatre, not a group of struggling youngsters in a converted brewery, or the
last shabby-genteel remains of a pre-1920 stock.company, but a worldsfamous |
artist'attempting to gather avpermanent company of the first rank, in a ?
building specially designed fol the purpose, declaring the permanence of the

_theatre as an institution with-a place'in its commnity, devoted to maintaining

and continuing a culturai tradition, immune to faddism and the pressures of

the marketplace. | - ' P . I

The ‘exaimple took root. Fifteen yearsh]ater, the non-profit professional
theatre in America has to be described as the most astounding growth industry
in the history of the arts: Where the Guthrie and the Arena Stage once led

-

(LORT), a national organization of non-profit professional theatres, has
forty-six members today in nearly every large city in the U.S. Cities such
as Seattle and New Haven have even demonstrated their ability to support two
major resident theatres with contrasting artistic‘approaches.n The number of

performances and the size of the theatre audience nationwide increase every
. - o



year; so does the amount of touring, the numter of performances for students
or sghoo1 groups, the number of experimental, workshop, or "second stage"

performances of‘new works. The theatre is booming. On the surface, this

is a success story. But looking beyond'the success for a moment reveals an .

often terrifying struggle. Theatre, like any perform1ng art, requ1res highly
trained professionaI people and is expens1ve to produce In an age when
technology has cut down’ the number of workers needed in many fields, the
number needed to present a play remains high. A theatre committed to

" classical plays needs still more people. Then, too, theatre is the high-risk _

operation among the performing arts, because it {s the only one that addresses
the audience directly, in its own’ tongue This is what gives it the civ111z1ng
power that has made a great theatre an adJunct of every great. culture in
history, from ancient Greece to Edo Japan to E11zabethan England. .
Addressifig the publtc directly both puts a 'solem respdns1b111ty on the

theatre s shou1ders and forces it into a dangerous pos1tion A1l too frequently,

for a variety of reasons, the theatre has to tell some segment of its audience
2

a truth that the audi{ence may not want to hear. The commerciaI theatrs, by
- virtue of its profit-making requirements, can only te11 the public the safe

half-truths it likes to hear, and e growth of the resident theater movement

| has often been 1nterpreted as a gesture of protest by audiences against the

ha1f-truths of the conmercial media. :
Parenthetically, this ob1tgation to conyey the truth artiatica11y does
not mean that a theatre has to spout revo1utionary agit-prop or rub .its
audience's nose in v1oience and squalor: The truth, as Oscar Wilde remarked,
is rarely pure and never simp1e. Anton Chekhov, the best-loved-and most N

subtle serious playwright of this century, said that he wrote to show people

35

(.

- .
[
i 3
“an g
- s

: .

1




. ) RIS R K x5
~\ . .
_ how shabby and petty their lrves were, whtle Bernard Shaw, its most popular
comic playwright, announced himself openly as a subverslve attempting to

reform the world.

‘- - .
£ h N
.

So the non-profit theatre is caught in a perpetua] squeeze play. On
the one hand, it has an expens1ve obllgatlon to works that are costly to
produce and, though good for the 'sou], are sometimes bitter med1c1ne. On
the other hand, since it cannot pay.for itse]f, it has to p]ease its funding
'sources--wealthy individuals, private foundattons, oorporations, local
governments--and ‘in an inf1at1onary economy, it has to p1ease them more
every year. These phtlanthroptc sources, while they.include many ser1ous, .
generous, and good-hearted peop]e, are by their’ nature capricious. They may
or may not be interested in art, the truth,.and the theatre's responsibility
to civilization and Eulture: They may be more interested'in socigJ'prestige,
good image-making adverttsement, or a 1arge tax deduction than in the o
continuity and health of the Amertcan theatre. As a resu1t, even the 1argest
and most presttgtous resfdent theatres become donkeys, always chaslng the
carrot of next year's fundtng dang]ed on a st1ck before them, dragglng the.

- whole burden of culture behind them, while they struggle to satisfy the
grOW1ngrneeds of larger and. larger audtences in a more and more expen51ve
world. . . _

At th{s point in the history of a nation's theatre, one of two things
haopens. Either the theatre, searchIng for a way to pay for itself, lets the
profit motive seep in, starts to choose its repertolre and its actors with
both eyes fixed on the box offfce, it 1ets the long run and the potential star
supersede its devotion to the deve]opment of artists and their organlc re]atlonk

to their comunity; it becomes a comnercia] enterpmse, br1ef'ly out]wes its

_ . - 3
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commefciéTVuses, andydies an unlamented death.‘to be replacédvhy Qome
adventurous new theatre that starts the struggle all over $§ain. Or, one

of the dominant fbrces that supply capita1 to the Performing.arfs, usuaily ‘

- the governmgnt, recognizes its obligation to the arfé aﬁd_takés steps to

. make the institutidna1.theatres;permaz?nt, trusting that once‘g?eir survival

is guaranteed, the artists who operate them will keep thgm alive and responsive
to the public, gioui%g'and changing. L

!

That is the point we have now arrived at in the history of the American

resident theatre movement.,%se closest thing to a national theatre and a

major unifyingkforcg in our culture that the United States has ever possessed.

{

. ,
. . -
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The need is plain: It 1s for permaﬁence and contipuity, for a living ;nd “

ongoing re]ationsﬁip between the theatr;s that have sprung up around the

country and. the communitjes that nurture5théh, for the survival and growth

and enrichment ofrthe artist and of the public understanding. The opportunity,

too, is ;lain:‘lt 1s 3 chance that comes rarely in the 1ife of any civilization,

nothing more or 1ess‘tﬁan the opportunityfto~redeem our cultura]lhistony. to
learn from the mistakes of a hundred years ago and not to repeat them.

| Oné of the great nineteentﬁ-centuny actors who led the change from

classical repertory to one-show star. touring companies‘was James O'Neill,

with The cObnt of Monte Cristo. The words his son Eugene, Aherica's greatest

" playwright, put into hi mouth on this subject, in Long Day's Journey into
g.in mind: ‘ !

"That God-damned play I bought for a song and made such a_great .
success in--a great money success--it ruined me with its promise
of an easy fortune. I didn't want to do anything else, and by
the time I woke up to the fact-I'd become a slave to the damned
thing and did try other plays, it was too late. They had iden-

' tified me with that one part, and didn't want me in anything else.
They were right, too. I'd lost the great talent I once had, through

_ Night, are worth bearin

6
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years of easy repetition, never learning a new part, never really v
working hard. Thirty-five to forty thousand dollars net profit a

season like snapping your fingers! It was too great a temptation. o
Yet before I bought the damned thing I was considered one of the

three or four finest young actors with the greatest artistic promise

in America. . . . What the hell was it I wanted to buy, I wonder,

that was worth-- Well, no matter. It's a late day for regrets.”

Tﬁat is the real need in the American theatre today: to keep James 0'Neill's
"late day fof regrets” from becoming ours. If America wants a national ,
theatre, the opportunity is at hand to have, through the }esiden; theatre
l;xovenenf, one of the gre’atresft :ln the history of the worl&, as richyand a(s h
astcnishipg]y‘varied as thg great theatres of England, France, Germany, and
Russia. It is oniy a question of whether 1ts survival will be guaranteed, ;nd h

of who wilf pay for it.

Written by:  Michael Feingold
. : Literary Director
The Guthrie Theater

Submitted by: - Donald Schoenbaum ‘
h President ,
The League of Resident Theatres

and 1

Managing Director .
The Guthrie Theater
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AMERICAN THEATRE ASSOCIATION 1029 Vermont Ave. NW. Washington, D.C. 20005 ¢ 202 ¢ 737-5

' October 28, 1977

1

Mr. Robert J. Anderson, Jr.

g/!ri.ce-l’resi.cleut

'Mathtech

Pl 0. Box 2392 - | - ,

Princeton, New Jersey 08540 ' o .

Dear Mr. Anderson:

This is in response to ‘your letter inv'i;ing our. observations %m ti\e
conditions 'and needs of the proqusiéml theatre. My,"vie‘ws spring from
our "Wingspread 'Repo‘rt."’ |
1) Major Probleﬁs:“ - o | . K

A) To become one with ‘the community at local, state and federal

levels; to become as integral a part ‘of the community as in the

classic Greek times when Aristophanes, Aeschylus "and Sophocles -

&

- were writing.

The classical Greek period was, of course , very different

socially, economically and spiritualiy‘ from our own. And in

terms of scale, the difference is between hundreds and millions. '.

1\‘13: this is to say, we must ‘achieve the same base with the
) ity in a much more complicated society. This problem involves

more than '"building a Bet“ter mousetrap." Mice who don't even know

there 'j.s a better trap need paths to the trap baieted along the way.

How to do this in our society? 6o
~

TS —m— OIVISIONSS  ATAA . Army Thestrs Arts Agsocistion ® ACTA - Americsn Cumﬁnuniw Theatre Associstion :
ATSL . ‘American Theatre Stucent Leagus @ CTAA . Childran’s Theatre Assacistion of Americs @ NAST - Nationst Associstion of $chools of Theatre
. ke a . Phossse feannietins i LI/A" niversity/Resident Thustre Assccistion- @ UCTA . University College THeatre Association .




Mr. Robert J. Anders,f*.rr. N g M
Mathtech RERTEE -
Octohpr 28, 1977 D

B) These problems (inner city decay and regrowth 'urban sprawl,

suburban and exurban growth) are unfolding in all various ways \T}
that baffle planners, enrage ta‘payers and confuse economists
(e.g. stagflation). Land use is in question everywhere and at

exorbitant‘prices.e In short, "the conmunity" has many different

- aspects and is in flux. The front is fluid.

c}

Little can be done by the professional theatre to "solve these
problems," but there are opportunities when there is a fluid

front. Exanples of copitalizing on a community built on wheels

*New Hayen and the Kennedy Center in Washington. Reacting to

.can ugsilocations with parking space like Long Wharf Theatre in

connmnfty shi in interests and needs for theatre (the UCLA-

“ Theetre Group with John Houseman) can be used to develop an

audience and a company. Dinmer theatre is another- example.

Without going into various examples of commercial, non-profit

\ and "semi-professional” theatre ventures successfully adapting to
conditions on the fluid front, the general point is pend

to shifting conditions. This is not an easy task. '(Broadwax could

| have owned Hollywood. 'Hbllywood could have owne By cooper-

ating with the non-comnorcial ‘theatre (community thea and

college und un1versi:r theatre), the development o dienoes can

be assured in places not yet ready to afford a professional theatre

but maybe lookiné in that direction (Minnenpolis before the Guthrie).

The use of the campus as a "'learning pavilion" for the community

provides space and personnel which can handle road companies and

bUIId audiences. Community colleges are especially adapted to this.
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Mr. Robert J. Anderson, Jr. ! =3
Mathtech. :
October 28, 1977

' There are few connnmities left which are not within easy driving

distance from a comrunity college campus. In short, the coordina-

tion of all aspects of the theatre-on these opportunities and.

'encoﬁriging their derelopment for higher levels of education would

be effective. The professional theatre, with a cooperative stance,
could increase this effectiveness. | i

The leadership in the professionel theetre can do these things.

For exnnple, Gerald Schoenfeld at the Shubert Foundation and League
of New York Theatres, Don Grody at Actors Equity _ Associatzon,

Peter Zeisler at TCG, Bill Dawson at ACUCAA, Ruth Mayleas at the ’
Arts Ednnwnent, have’ taken steps in this directian._‘They should

be encouraged (despite all the very real difficulties) to increase
their ef!hrts to orchestrete all the many facets of theatre in
America ;n'tne interests of a growing professional theatref"
Witness the heavily financed apparatus that provides professional
football and basketbellvplayers. A society or organization that
neglects its’young deesn't laet too long.“ The efforts now for
theatre to ta;e np problems as one of the compeny of the arts are
promising but need vigilant pursuit in order to present valid ‘and
persuasive information te/the constituencies o various communities.
In sum, tqf cultivation of a sound leadership in all aspects of

the theat;e--both professional and non-commercial--end the provision
for these leaders to meet twice a year on issues of common concern

(one issue would be: is there common concern?) is vital.

Inh short, I'm saying that a cooperative and coordinated approach to

q}l the needs of the theatre has more of a chance of meeting those needs

64"
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Mr. RoBért J. Anderson, Jr. -
Mathtech A ,
October 28, 1977 .

- .

than a fractl;x-pd and::iwstile nes® of sibling rivalry fighting for the
scarce buck. | : ‘ -

At the same ti.me,ml do not ignore: the very real immediate needs of a
company that needs to meet the Saturday night payroll. But I'ye addres‘sed .
myself to tlie longer term problems which--if met--can 'help th.e immediate
ones more effectively. (ﬁleée see the enclosed "Wingspread Report" in

Theatre News, May 1976.)

2) Major Problems: To Reduce Expense and Increase Production
« A) Reducing expense is difficult in a labor-intensive activity,

especially since the industrial revolution, a.r’.‘is well known.
Neve@s, there are ways of reducing' expense that have arisen.

‘ Broadening the base of ‘support to more than ticket-buyers is also

_helping to slow to some extent the rise of tick;t costs.

B) The potential here, from an Association .poi'nt of view, is to use

the non-commercial theatre more effectively in d.eveloping new plays,
fresh Filent.énd new .procedures at less expense.‘ This has been
demonstrated particularly well by "Research and Develogmeﬁt Centers"
or institutes on campuses in the science, health and eﬂkiﬁeering
fiech;.l There are some examples among the professidml théatres
at the campus at University of Tennessee, Pennsylvania. State and
th; University of Michigan, among others. These are current develop- ..

ments which are unfolding but have not at-all realiz\e'd ‘their f)otential.

C) The above examples have been sporadic. Those in the professional

theatre could establish more effective ways of systematically .

deveizing ongoing relations on a sound basis with individual

'campué‘as as well as the Unj.yersitylneggident ﬂgati'e Association,

y—

1/ See Morrison, Jack, The Rise of the Arts on the ‘American ‘Cmus, for further
discussion of R&D centers. - : ‘ 6 5 ‘ :
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3.

D)

Major Problems: ° - . : o

A)

B)

American Community Theatre Association and the Universit} and
College Theatre Associatiop. all under the ATA tent.

The leadership in the professional theatre would have to make the
first move as the non-commercial theetre would not presume to
encroach on their prerogatives.' The‘ATA leadership has proponents

for this approach ready to act.
‘ L

L

The growth and development of top talent is a major problem of vast
eignificance The theetre rests upon the quality of its creative
people in all aspects On the one hand, we do not have enough | 4
really great talents among us and on the other we have too many to
put to work. Part éf the problem is how to.winnow the most ‘
promising and provide them with the opportunities to grow.

The opportunities for developing talent will be in direct propor-
tion to the opportunities to produce in all levels and qualities

of theatre. For example, two people who have been most instrumental

. in bringing along new playwrights are Ellen Stewart at La Mama -

and Joe Papp at the Public Theatre. And they are the ones who
produce most new plays at experimental levels. (No one knew Chorus
Line would move to Broadway until it opened. It certeinly was:'t
given its chance.on the provision ;t would be good enough to ''go

to Broadway.") How.to increase the experimental opportunities for
top talent that will become great professionals?

To capitalize on opportunitiés here is-to increase preduction and
keep an eye and modest helap for ''the fringe," the I;Sven from‘which

great ideas and talent spring. Such developments "the poor

. e ) 66 RN
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theatre ifall of its garbs to become one with the community and thereby

. .demanding climate for our best talent, and we can do that now.

R

"re Rﬂbﬁrt Je And‘r’m. Jre R ‘-6-
Mathtech i . -
October 28, 1977 -

theatre, the Aiternetive Theatre, spontaneous groups such as Hair

-
. ‘
3 .

- . N
N . -

A

cane from as well as the more institutionalized experimental theatre E i
on the cempuses,'connunity'theetfe.,and off and off-off Broadway.
Aftef’talent is spotted it's often left in limbo. The limbo hzs;'

" to be replaced by such.groups as The Acting.Company'for young

actors, the leading U/RTA community theatre companies. Promising
designers, technicians, managers as wall es actors and playwrights
" need to heve exacting experience after they have been identified

-

as "promising." w
Funding for this level of development is scerce hecause of
%the risks. It's equivalent to the "farm club" for basebell--between
_the p;umiéing young talent stage end the big leagues. This has
rbeenArecognized to an extent by the Nati*ﬁai’Arts Endowment and.
the foundations, but there is no systematic, coordinated program - :

toxrepiace the horror of limbo for promising young talent.

D) The sane‘people mentioned previously can do something about it. ' .

The professional theatre itself must develop its basic principles
’

on this issue. They could do 3t (support farm clubs) at least as

.~ well as begpball over a ten-year period.
v

. \ .
The reader will gather that I've developed a basic theme--use all of

y

[ |
reap the support of the commmity. This will serve all aspects of the theatre
and particularly the professional theatre. The more opportunity there is
for talent to grow, the more top talent will emerge. True greatness is for

history to decide. It is enough for us at present to provide a useggi and

-
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Mr. Robert J. Anderson,
Mathtech
October 28, 1977

o7 " . (

Thank you‘fof the ofportunity to provide these observations for your
" st‘ﬂyo ’ > . )
' . ‘ AT : . .
T o . Sincerely, ) . S . ,. X
. * . l\hs ,s. o . |
R f - “Tack Morrison . .
\\VJJ  - Executive Director ?
. ce: Dale Huffington _ ' - o
Milly Barranger - - .
Brian Hansen o : )
Enclosure: Wingspread Report in May 1976 Theatre News ‘
LIS 7 . \ 9
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THE LEAGUE OF NEW YORK THEATRES AND PRODUCERS, INC. .’
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.nngus » . ‘ T . IRVING W, CHESKIN
RICHARD 0. 8ARR ' \ EXECUTIVE DIRECTOR
PRESIOENT - . : : PoG
. MARVIN H, POONS
OBERT WHITENEAD - , - ASST. YO EXEC, DIRECTOR
13T VICE PRESIOENT L .
LEXANDER H. COHEN. ~ , : HARVEY $ABINSON -
i2ND VICE PRESIOENT - . ) ¢ OIRECTOR OF SPECIAL PROJECTS
ERNARD JACOSS - .
3A0 VICE PRESIOENT ,
ORL SEHENKER 7 . | October 25, 1977

4TH VICE PRESJOENT
‘MORTON GOTTLIES
SECARTARY

OSEPH P, HARNS | } ' “ .
TREASUAZA Dr. Robert J. Anderson, Jr. . , ,
‘Vice President ; L . .
YR\ . \Mathtech, Inc. - : ' .
t A:uuuznu . R.. O. Box 2392 - , .
WLt AN COURT CONEN Princeton, New Jersey 08540 ST )
FEUER N ' _ @
LER GATCHELL Dear Andy' : : )
SERMARD GERSTEN
T NOWARO HAMBLETON  ppclosed is The League of New York Theatres .
lm‘rz NOLT , and Producers' statement concern:.ng our -
i A uss | organization's views as requested in your
€0GAR LANSBURY letter of September 27. ° v
AUL LIBIN | ' .
LIZABETH |. MCCANN
_:7&-;: ';:a:xon Please call me if. you- requ:.re any additional
GERALO scHognF D matex:.g«b. s e W e o R ..
Lo AL o L e
, ::,czuz woLsk & Sincerely, ' ° o : ﬁ 0o o
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, THE LEAGUFOF NEW YORK THEATRES AND PRODUCERS

* . = INCORPORATED
336 WEST 47t WIT ’ NEW YORK, N. Y. 10036 . JUDSON 24480

The League of NewlYork Theatres and Producers welcomes
the opportunity to present its percthions of major problems and
opportunities confronting the tax-paying theatre.

\\\ The League is a professional trade association of

- producers and theatre managements functioning not only in. the
Broadway sector, but in virtually every state in the union
through its touring‘ﬁroductions and member theatres. Combined .
box office receiptgffor both New York based and touring produc-
tions for the 1915-")7 season amunied to $176,033,391, and
imposing figure in terms of increased public response to the
theatre, but one which masks the actual economic condition of

a hard-pressed industry

In a'study prepared for The League by Mathtech, Inc.:

Lln Februarg, 1977, E}tled Thg Iggact of the groadway Theatre on

_— . .
‘the Economy of New York City, it was revealed that tﬁe 36 Broadway R

theatres and the productions’ housed therein stimulateé the economy

( - of New York some $168-million and the United States more than a
. quarter of a billion dollars annually. Since these figures were
based»onﬂan investigatigndof economic conditiong’during the

.~ 1974-75 season, they can be revised considerably upward to

reﬂresent the actual current contribution. They also do not take .
into consideration the economic impact of theatres and produc-

tions outside the New York market, nor do they repreSen; direct

expenditures of the theatre such as salaries, royalties,'rents,'

-

.production and other administrative.costs,
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A recent study performed for- the New YOrk State
Department of Commarce indicated that the Broadway éheatre

has the strongest appeal to tourists v;sltlng New York City

by twice that of any other attraction that is avallable.
These factors mrght indicate sBme cause for optimism
in terms of receptivity’and productivxty, but.they cloud the

realities o£ the*daiiyfoperation o% a business that is much

-

misunderstood“by legisldtors as well as the~general public.
L . " . '

-

i
b
:

~ The steadily\&ncreasing costs of doing business

| < T

.

This of course, would'comeﬁunder the category of.
"So what else is new?' inasmuch as' it impacts every flber of .
Amerxcan life. t as lt concerns the Broadway theatre, steadily

cllmblng product on and operatlng costs severely reduce oppor-

+ -
S N OND Ua o ' |
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tunltxes for new rican plays and new dramatrc Ldgas to take 9

root. |
Much criticism has been directed at the tax-paying
theatre for restltxng increases in tlckét prices. A oareful

trackxng of bo# offioe tariffs for the past twelve seasons

reveals some surpr sing ‘results. During the 1965~-66 season, the
l

actual top txckpt brice for all shows, dramatic and musical,
averaged out tq $7 81 nBy the 1976-57 season, thls had rlsen
to $14.66, an increase amountlng to 88%. Compared, however,
to the lnflatlon index, the‘adjusted top price amounted to

- .
$7.73, a drop of l%.J The real cost of attending a Broadway ”e

show is less than it was twelve years ago. Furthermore, tickets
\
‘have become. repatlvely more "affordable" as Lnflation-adjusted
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| its priorities in a meaningfully coordinated campaign to cope R

2

' income has increased 13% in the metropolitan New York area

L4 - B \

and 28% throughout the nation. .’ = |

“The solution to lnorEasing costs in'the legitimate |
theatre i; no clearer than it-is.for any other industry. During" g
a period when thousands of businesses either collapsed or fled Q,_yfff
New York City, resulting in a loss of 600,000 3obs, the Broadway

theatre, a labor-intenslve xndustry, remains locked inextricably

into the economic fabric of a financially endangered city.

The need for an urban renewal program in the midtown New York area

Tbe”midtown area, which includes the theatre district,

is the cultural and economic heart of New York City and represents

the national and international image of New York City. There is

no need to go into great detail as to the effect of the pro-

llferation of crlme, sex-related businesses, and urban neglectf~g~<

Through the efforts of The League in conjunction with the

residential, religious, and~business"communities, the problem °

has been exposed on a national level, and concerted attempts

to deal with it have met with only moderate success. -
These efforts have been hampered by an unresponsiu;

electorate and an almost inactive adminlstration, which while

professing an understandingVof the problem, never seems to order

with these situations.

o eterioratzon of the central city was not alone the g
problem of s eetwalking, prostitutes and their pimps and patrons.
[ 4 . . b

A tight mosaic of’ sex-related bu%}nesses,and other sleazy activities:




resulting in a condition that seems to escape ‘the comprehension‘of‘

_ that affects the entire city.

systems.

is &he financial pump that primes the | city. The rehabilitation
!

the city treasury It is a cash business that by 'reason of

' °existing law enforcement policies and judicial attitudes is

and in the enforcement of city codes and regulations.

created street conditions conducive to crime not cnly in_the

theatre district, but in adjacent residential areas. Sex-

related businesses~tended to drive out legitimate businesses

v . i

various municipal agencies. When some minor effort is made,
it is with little or no understanding on the part of these

agencies that they are dealing,with social and economic exdsion !

This has‘led to the city's deprivation of millions
o# dollars in taxes, some of which no doubt would have relieved
the problems of cutbacks in personnel and in gservices. The

lack qébcomprehension extends to the judicial and prosecutorial

T Substantiation exists to prove that business in midtown

0of all New York City has to begin with the renewal of midtown .

“The pornography industry is large and involves hundreds of ;

millions of dollars, few if any of which find their,way into
<

permitted to conduct itdelf with little fear of punishment. The ...

”’

city claims that existing budgetary problems prevent more ,
resources from being committed to’ the fray, thereby Justifying
the~attitudes of agency heads that the midtown sex business

is not a priority item in the overall criminal justice system

/7J
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A major physical redevelopment in the midtown area is

s

essential to the rehabilitatioh of the entire city. But until

»

a climate conducive to redevelopment is created, strict

. g
attention must be paid.to the physical appearance of midtown
and the creation of a reputation'that it is a safe place in

which to visit, work and live.

The need for tax legislation to stimulate the.theatre

With our cities in a state of economic decline, industry
and the milele class population are in flightt The declining
" municipal tax base places greater burdens on thoee who remain
and made it impossible to provide the jobs and services which .
make cities worthwhile places in which to’ live.? Cultural .

activities have served,asva major faotpr in stehming the decline

S

of the cities, by attracting people to. live, work in, and visit
: Q $ o f

cities. , ¢

-

; :
The legitimate theatre is a major force in the economic_

and cultural life of cities, providing direct employment to
those involved in production, indirect employment to those in

ancillary buainesses, ‘as well as an overall economic etimulus..

R L o I v SUTR w«a..c—-m,» i 4&-‘ ks e | ad Y N

survival of the theatre is threatened since in terms of economic

.
o & o W »
s

r;ward, high risks endemic to the business make ‘it difficult ;

£

///// to attract investment capiéll and Virtually impossible to

attract sources of debt financing. Because it can provide far

»

greater financial rewards, many writers choosé;to write the mass

‘media rather ‘than the theatre, leaving the theatre.with an ..

Z.n
=




The present tax structure discourages investment in
the theatre.‘ Tax incentives such as the investment tax credit,
| industrial revenue bond financing, depreciation on assets
purchased with borrowed funds, the depletion allowance, °
tax £ree exchanges of property used in a trade or business

are but a "few of the measures adopted to _encourage investment ’

in, and to preserve capital committed to, industry. None.of these ’

L}

‘ incentives, however, are presently available to'encourage invest-
‘ment in the theatre. .. 5 |
While special taxuincenti 23 have been adopted to

encourage&inventive creativity, ind strv‘is,the‘major beneficiary
7“of’these;incentives, but no eimilar tax incentive is available
"for artistic creativity. .

VtSince(profits from theatrical productions are so
speculative, the. Internal Revenue Service traditionally has
allowed production costs to be recovered prior to realization

. of a taxable profit. The Senate Finance Committee, in its

ﬁepcrt on the Tax Reform Act of 1976 may have, perhaps inadvertently,

eliminated this method of accounting by including "plays” in the
same class as, "£films" in its diacueeion of £ilm industry tax
shelters, Theatrical productions, unlike £ilms, have never been
;haracterizedias "tarﬂshelters." | i

Risks associated with theatrical productions are so
high, the rewards so speculative, that investment must be sought
’virtually exclusively from high tax bracket investors who can’

afford a total loss of their investment. Even such investors

75

?

x @ . - :
. - . . )
_ : L4 B N B -
: s ) - - -
- o A

&




1

o

"nj“.r -
>

g o8y

are reluctant to invest in the theatre because the ohly reward _

r,

- they can generally reoerve rs therr high risk ordrnary income,

taxable at a 70% bracket. . | » | «.

follows:

' Changes are needed in federal income tax laws as

Adopt a new dubcuapter of the Internai Beveuue
Code for "Theatrical Production Companies.”
c1arify~existing law to allow recovory of cost
accounting for ”theatrioai produotion companies."
Provide for a "theatrical production tax credit"’
for investments b& "theatrical production componies"
.in "theatrical productionst"

Provide for capital gain treatment upon sale of
certain theatrical'production rights. “

. Provide for a limited exclusion from income for

profits from a "theatrical productionféoﬁbany“

, which are reinvested in another "theatrical

production cémpany.
Provide for oaprtal gain treatment for royalties.~
received by authors £rom ”theatrical production

companies” solely fogcfirst production rﬁghts of

their works.

’

Tax legislation to aid the theatre is imperative in

order to carry out the government's objective of encouraging.

the arts. Incentives to investment in the tax-paying theatre

g
e

are neoessary'in that theoe’ventureo may produce $izable

tax revenues. _
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Public knowledd® of the role played by the theatre in the

‘United States : C
S l . \ [ ] u !

In his book AFTER THE PACT, Stuart W. Little posed the
;qnestion, "Is the theatre understood?” As a keen observer of

the scene, he snpplied his own respénse- "Certainly the‘press

..

.
. .
~ .
rd
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has not sufficiently comprehended the vast changes that have.
taken place...and are still taking place, in the structure of \
the theatre--—the ways of organizing, supporting, and presenting
dramatic events in this country. Yet the press alone is not

to blame for misunderstandings and lack of interest. Theatre
.people_themselves have often not appreciated many ef the forces
at work."

~ There are positive'indications of increasing public

1
bt

) * i . .
consciousrfess and media support of the theatre, but.as yet there
. exists not a single pnified program to increase public awareness

of this remarkable asset to the human condition., For a mediumw

which speaks so well to its audiences from its stages, it is

,

.

remarkable how inarticulate it been in other forums. No

\

centrai”advocacy agency yet exists despite some far-seeing effarts
from :a-few enlightendd individuald ' :

i ¥

. @
- -

\ U

The debilitating se arateness?bf different theatre entitiesg

N

Py

In the spring of’1974, a conference of all theatre

.

constituencies was ' held at Princeton University under the title,

' the Pirst American COngress of Theatre. ‘Its Organizers issued

a Statement of Purpose which read in part: ”Theatrs in the -
¥ N ’ ) {
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< 4l11s that beset the nation s social structure.,

LY e

}\

\realization that there were problems common to all, is again

s

United States has traditionally dealt with its problems

‘individualistically, each producing unit fending for itself
i as best it could., OPerating .in this way, it has become a

- highly diveﬁsified, vital and innovative artistic force,

respected and emulated throughout the world. But its economic

""'viability has been made increasingly precarious by the familjar

— Q

', MThese’ problegs have reached a point at which they

‘can no longer be dealt with effectively by any onme segment

of the theatre. The'entire conﬁunity will have to decide as a
unit what must‘be done to overcome the effects on attendance
of urban. deterioration, transportation problems, and the
disastrous conjunctibn of inflation and economic—recession.
| F9£e§99§ days,, more than 200 theatregprofessionals,
foyndation executives, educators, government officials, ¢nd"
others with a special interest in theatre met and discussed;the
problems and the«opportunities. “ |

The conference closed with an impressive display of
camaraderie and determination to go,fqrward collectively'tp
achieve the goaMs defined during the meetings.a : ',L

Almost four years later the spirit o divisiveness,
suspicion,jand outright hostility that pervaded the opening

hours of the conference, but which soon was subdued in the

visihle and audible. .

I
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The Broadway theatre is accused of profiting from the )
sweat of the not-for-profit theatre. The not-for-profit theatre
s indiéied foitbtoducing "the teet of Breadway.“ Common purpose

has given way to petty insinuation. 7But the,cemmonrproblems

remain, largely unsolved and, in all too many cdses, unapproached
- John F. Wharton, in a paper written for The League of

New York Theatree and Produgers, remarked° "The Creative Core

of the 1iving theatre can be proud of the fact that, despite

Llack of help and encouragement, deepi A financ1a1 harassment,

despite diecriminatian against it, it has maintazned, artistically.

a vital dxnamic theetre. But artistic vitality cannot surmount

»

financial disaste: forever. Our Creative Core is today on

the brink of the cascade; at any moment it may go dSwn with.a

«
A3

R T—— ST

plunge. Yet very 1:I.tt1e is needed to avqrt the dangg; *

| Mr. Wharton made that statement in 1961. But it holds
t:ue‘today., By applying band-aids to/gaping.wonnde, it has'been'
possible to prevent that "plunge.”"VBut{the American theatre
ought not to have to hold on by its finge;,néiis. .
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Jeanne Adams Wray
Oklahoma State University
Stillwater, Oklahoma 74074

28 October 1977
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AMERICAN COMMUNITY THEATRE ASSOCIATICN - ADIVISICN OF THE AMERICAN THERTRE ASSCCIATION
. \\/ ? . ) ’ .
Mr. Robert J. Anderson, Jr. ,) ) ‘ .
Vice President & Director,” Economics : ”
MATHTECH B U
i P.O. Box 2392 : '
l °  Princeton, New Jersey 08540

,

Dear Mr, Amderson: P

ACTA prol‘faent Charles ‘Stﬂwﬂl; Waterloo Community Playhouse in lowa, with
whom you have been in correspondence, uk'e:{ me to mail the enclosed '"Redponse’
to you as the American Community Theatre Association's input for your study on the
conditions and need of professional theatre in America. ' - :

Both $tilwill and Ravid Young, immediate past president of ACTA, have commented
upon and corrected s document; and copies have been flled with the curreant ATA ’
president and with the ATA Executive Director in Washington.

¢

?

v

If ACTA can be of any further assistance in the Mathtech study, please let iny or
all of us know. : - 5

N

L4

Co:"&i}}iy’ yours,

L]

e '

Jeanne Ad‘amama? ‘ :

: Past President, ACTA, and
N ] - Member=atdarge, ATA ) :
; Boagd of Directors L%

s

.
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. A RESPONSE FROM ACTA TO FOUR QUESTIONS
ABOUT THEATRE POSED BY MATHTECH FOR K
. INCLUSION IN ITS STUDY ON THE CONDITMONS -
AND NEEDS OF THE PROFE#SIONAL THEATRE
IN AMERICA.
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jj AMERICAN COMMUNITY THEATRE ASSOCIATION * ADIVISION OF THE AVERICAN THEATRE ASSOCIATICN

- WHAT ARE THE MAJOR PROBLEMS AND OPPORTUNITIES FACING THE THEATRE
TODAY? ‘ * » =
ntelie—— . . . -

i 7 “ " : -
Theatre -~ like Frodo -- lives! Although we can intone with Dickens that, for
theatre, 'it was the best of times, it was the worst of ‘times,' we have solid evidence
that theatre is no longer A Tale of Two Cities -- New York.and London,: Good ''live
professional presentation'o_f plays'' takes place in Los Angeles, Minneapotis, Chicago,
and Dallas, as well as in Midland, Texas; Waterloo, lowa; Lincoln, Nebraska; in
Cincinnati, Wichita, New Orleans, Nashville, Oklahoma City, and in many cities and
towns i{n between. In colleges and unj.versities. in resident repertory theatres, in
community theatres, in parks and recreation theatre groups, in army enteztainment
centers, in children's theatres, in high schoold, in dinnes theatres, in experimental
groups -y wherever there are well trained and responsible directors and,producer-
tnanager in charge of pro uction, "live pi'ofes%iqnal pres?ntaﬁon of pla'y?“ happens.

" But the: gre”&t z}uinbdrgof theatres; and the varyieties of kinds of theatres spaced over
this enormous country make any sort of accurate quantificstion or assessment of quality
impossible, Span, number, and variety of American theatre presentations defy instru-
ments of measurement. This is American theatre's first problem: ''You gotta know

- the territory!'' And nobody does, at'this point, -

emphasis upon stage trappings. With our marvelous Yankee l‘uzowﬁ'how we have engie’
neered amazing stage machinery, invented remarkable lighting systems, ingeniously
adapted industrial designs and materials for stage use so that we can, granted the
. funding, creafe stage environments of breathtaking beauty and ‘authenticity. But within
those envirarments, we tolerate human creatures with in udiblé vaices who move withax
grace or authority. We have tended to substitute technology for training, particularly
in commercial theatre and, where possible, in regional repertory, university, and
community theatre. Mechanical magic has come t6 mean more than man emoting,

The third problem is waste. In theatre, as in all other aspects of American life, °
we expend precious energy and materials in prodigal fashion.’ ‘No set on Broadway is -
ever recycled, (Obviously, after a long run and two nationdl company tours, some sets
do wear out, But most are burned to avoid storage costs.) Regional theatres digcard
good lumber and unique prop pleces; evn college anti community theatres do not prac- |
tice conservation universally. And too much money is wasted by investors in bad plays.

O “n regional theatre, government and private subsidies are wasted without adequate’

E.ccomz:;buuy protedures. In university and civic theatres waste occurs in ineptly
° ’ . v : Ri . .

' The second problem is one of focus. American theatre at all levels puts tpo much
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managed facilities, The waste of human energy and the expense of human spirit re- .
sulting from aking the rqunds, " from being insufficiently trained but over endowe
with great expectations, and frbm reporting for a job where no work is required all
provide the saddest and most distressing evidence of our prodigality in theatre,

-t

The fourth problem in theatre is its Rressure-sengitivity, Theatre is at this poinl?;l
too-susceptible to pressures from unions, from audiences, and from the press. This
\h’o dttack, per se, 'upon unionization within the theatre, Human beings must organit
info groups for ease of communication and for accomplishment of common goals, But

we are all aware of inequities in hiring, in interpretation of leasing contracts, of )
featherbedding. The problem here is how to limit inordinate union demands and how t'
control abuses. Union problems are greatest in commercial theatre, but they extend @
to regional theatres and to some civic theatres, and, in isolated instances, to university
theatres. In addition, theatre is too sensitive to its audience's tastes and anders to
them, without making an attempt to elevate and inspire beyond socially acfeptable
clichg levels. This is a country-wide problem, And theatre is sengitive to.criticism
=™ from a self-elected, audience-elevated coterie of critics that, with fpo little theatre l
background and with too much promulgation of its opinions, sets false standards 'and
establishes criteria to which theatres conform season after season and which audience
accept as oracular, ’ ; ’ l

S

Finally, the fifth problem that theatre faces is also America's problem <-<@ur
~ general lack of conviction and direction. Where are we all going? Few people -- in
. theatre or Sutside it -- appear to have a clear and definite Weltansicht .== 10 world
view, no particular attitude toward life and reality, If theafre does-not take stands,

does not protest, does not inndvate, is it because the playwrights, whose mouthpie

. we are, 'find.no great ideas to write about, no univessal truths to believe in? The
Y{‘l dearth of contemporary|plays of ideas and the e $is upon trivial pntertainme
. ' . reflect our society's ge yeral dilidhlina.?;io.n to come tg grips with ff‘gea.%ity.

b . &
N
¥,

L In a complex societpy all problgms are compounded, interlocked, and intensified.;
But they exist alongside jcompounded opportunities., The five categories of problems
outlined above are offset by an equal number of positive potentialities to which we pay g

", lip service but do not act upon. We have moré leisure time, greater affluénce, a largdm,
better -informed audience, better facilities, more enlightened and better organized
'service groups, and a greater information dissemination zapability in theatre than eve"xl
before, : ' - :

. HOW WILL THESE PROBLEMS AND OPPORTUNITIES UNFOLD IN THE FUTURE? " .
y Barring (please God) nuclear holocaust or world war, we can assume that our! ‘
“opportunities in theatre are limitless in the area of audience development, More - l

people with 3 higher level of literacy, more free time, and adequate means should .
continue to come into America's theatres -- if we give them the kind of theatre they
need rather than what they've developed a taste for, They will come to us bearing the l
psychic emptiness that is symptomatic: of ow society, Theatre has the opportunity,

the incredible potentiality, for inspiring its audiences, for providing substance to “
(fill that emptiness.: - .. . . .. . e T .

A

- Ed

| Theatre, like nature, abhors a vacuum, And, again like nature, theatre is in the,

L9 Jcess o__fucontinuous <reation. In the future, theatze groups will continue to form -
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__ _and perform at all levkls -- in ia'.pge éities, 'including:f\lew York;. in towns, in all the

-

r

* 1+ by a curtai linent of resources that will require greater human ‘ingenuity as compensa-
" tion for that curtailment, ; - -

- WHAT CAN BE DONE *t0 SOLVE 'THESE‘PREN(EMS
OPPORTUNITIES? = v

., communication among theatre people. In addition, .the Americag Th a’.trejAssocia.tion,

]

educational institutjons, in chrches, in theme parks, in historical'restorations, in |
bars. We may fihd increased business for lunchtime theatre, teatime (or cocktail)
theatre, and weekend theatre showcasing. Because people are looking Jor ways to
occupy their time, we can probably expect an increase in amateur actors and volun-
teer techniciins flocking to-a wide variety of theatres which need their services --

and not just to community theatres. There may be a decrease in the l.ie of theatre

" hopefuls bombarding Broadway because of the increasad opportunities for performance
-and /or pay elsewhere. But this projected future increase in volume, vari- .-, and - '
~ kind of theatre, theatre-goer, and participant will co}mplica.‘ke't’ae first proc.:m-we
 identified: defining, quantifying, and assessing the quality of theatre in Ameriga..

The seéond and third current proplems for thedtre,identified as a focus upon
technology over training and as enormious waste gf nfiterials and both physical and
psychic energy, may in future be.partially solved¥for us. Lack of resources, dimin-
ished energy supplies, and curtailed transportation facilities could radically change the
emphasis upon technology and may, of necessity, refocus the emphasis upon.the actor,
making greéter demands upon-hﬁn and his potential, There will undoubtedly beysome -
conservation legislation enacted within the next decade that willaffect both the waste
factor and the redirection of human, energies. Our profession may be strengthened

! -

The fourth and fifth preblems deal with attitude and jntention. Theatre will not be
susceptible to pressures -- from unions, audiences, or critics (Pro,blem\b@. 4) when
and if it develops initiative and positi‘ve thrust that can derive from overcoming a ladk
of conviction and a lack of direction (Problém No. 5). Too few people in our profession
have a sense of identity. - Th;ey, go into theatre %n Search of identity. ' In future, unless
some radical change takes place in the educationand training of all Americans -- not
just those who seek trainifig in theatre -- we can dsgume that tinsel and titillation will
continue to replace thought and moral sinew onstage & ithout a %hift in the
educati ve prodess,; in futuré, the dearth of significant and s S new phys’will con-
tinue, and the neglect of significant and serious old plays willl€ndure. S

CAP ITALIZE ON
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We have outlined five categories of/proble
to those problems can be reduced to tfvo catego
intensified and monitored training.

e

s in American theatre, byt the solﬁffégs
i¢s: improved communiz’ﬁ:ation and ‘

There is evidence that the problgri: of ide ifying, defining, and q“’ ntifying the _
spa n, qumber, and variety of theatre activities\in’ America is being dddressed in this
present study commissioned by the National Endowment, This is a start toward national

as the largest, most diversely structured theatre service group in rica, has the
potential for providing a data bg.xik of useful quantifiable infotmation for\ variety of
theaée concerns. ATA, which includes under its large umbrella all the varieties of

nons< ercial th eatre 6rganizatidns in the United States, has, beside's its horizental

5 . o . ’ 8 z . ‘ .
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~ (ATA addressed the whole problem of the state of theatre in 1975 at ite nationally sigs

~  documentation for what kind, where located, and how much theatre exists in the Unite

EKC mvernty/Res:.dent Theatre Assocutxon (U/RTA). National Association of Schools of

Aruitoa rmm- by ERIC

. . {0/’ .
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aﬁiliation with its eight specialized national components, #% various vertical alha.nces .-!
with over thirty state theatre associations and with the'nine regional theatre associatio
~(rnost of which ATA has brought into being and fostered). This "cros rhatcmg*LoW "
affiliations, by both generic and geographical groupmgs, puts the ATA National Offige '
‘in Washington in touch with the largest:and most diverse aggregata of theatre producers,
presenters, and artxst-cra.ftemen in A.merma.. .

One dwersely structured theatre service group 11ke ATA prov1des infinite possi-
bilities for increased communication, coopera.uon, and exchange of vital inforination. '

nificant Wingspread Conference. The Wingspread Report, with the various Response
papers interpreting the Report's impact upon each of the theatre associations within
ATA, is recommended to Mathtech as a resource docuiment for the present study. ) .
ATA's Assembly of States and ATA's Assembly of Regions, activated in August, 1977,
\and scheduled to meet annually at convention time, p-rov1de still greater repres enta.t:.o.
-for national theatre and have fhe .potential for speaking authoritatively for theatre in
America. ATA's four Commissions =--for Theatre Development, for Theatre Educatic
for Theatre Research, and for Standards and Accreditation, cah within a few years,
develop instruments to quantify and interpret accumulated d?a., the results ot which,

4

placed in the hands .of legislators and government agencies, fmight change the whole .
face, force, and focus of American theatre. Given the presént dynamic leadership '
among ATA and constituent association officers and the national dffice staff, ATA will
. have, within the next five years, both a broad data base and instrumaénts for qua.ntl.ﬁc:'

tion and interpretation which will assist in the first-named problem -« how to obtain

States. All ATA lacksfor immediately setting the machinery for quantification into
motiop is money -« sufficient funding to buy computer time and programmers. l
What is still needed is a closer liaison among commercial and non-commercial

theatres. The artists in theatre -- actors, directors, designers -- share a common
background of training and focus. The producers and managers do rot. Theatre Com-~
munications Group might well broadendts bize to “include both commerch“a.nd commuI
ity theatres of proven stability to provzde greater diversity and more national represe
tation. Interchapge of information among producers might very well diminish the waste
- _problemy mentioned earlier, if some exchange and-sal of materialy on a national basi
were possible. In addition, the League of New York The atres should be in touch with

-»>

the manager-producers in othef parts of the coum:ry. s : . l
In fact, if the leddershtp of all thea.tre organizations in the country -- and\here I
would include ATA, USITT, Actors' Equity, U.S. A., SSDC, TCG LNYT, etc. -- coul
be drawn together intd a National Integrated Theatre Organization (note that the
* acronym is NIT’D. which suggests the volatile, explosive impact I envision), to serve
as a council for legxsla.t‘ors and agencies, all intra-theatre and extra-theatre li
would be improved, and ours would be a united national voice! We coulr.i by

(3

% Namely, the American Community Th eatre Association (ACTA) -- which includes .
some dinner, parks and recreation, and church theatre groups; . @.r%ny ‘Theatre Arts
Association (ATAA); Children' sTheatre Association of America (CTAA); Seconda.ry

Q .hoo‘l ‘I‘heatre Association (SSTA), University and College Theatre As saciation (UC'I’."

~ TTheatte (NAST); and American Theatre Students League (ATSL)




. K A ' o '3, ' .
. - N ’ - ’
‘nﬁmbers and variety, influence funding for and quality of theatre in‘America. : /‘j
Once we've {dentified who we are, counted how many- and how diverse we are, and
#ha;;e pooled informatipn to dimigjsh|\wasté of bgth matetial and.human resources - -
all of which can be accomplished through communicating with each other — we can turn
to the second aspect of our solution to theatre's problems: intensified and monitored
training. And ﬂere we address ourselves to the other identifisi problems: quality,
- taste, criticism; ''soul,'-and theatre's lifeblood, nlaywriting. |The proper kind of “
education, the proper|kind of training in all aspects of theatre/as well as in all aspects
of living,. is a problem we share with all other professions in the late seventies,

The current emphasis upon "barger education,'" wherein a|student is trained for a
narrow and specific d, has affected our entire society, tl}e tre people included.
Although it is demonstrable that the more 1 person knows about everything, the better
he can execute a particular job, pro‘2ssional aducators seem tb have fqrgotten this
fact, C.S. Lewis pointad out in The Abolition of Man, 'The task of the modern educa-.

- tors is 1ot to cut down junglés but to irrigate deserts....'" We have allowed the minds
of all students to become deserts; we give them nothing green/and growing to feed upon.
As a profe'ssion, theatre muat speak out for the raticn of the amateur -- in the word's
Latin sense of lover'/-- in the entire education process. All the aPts - theatre, dance,

music, literature, and the vigual arts -- must be as basic-in a_child's education as
“m "the three R's, , . .

i

I exvision an Experimental Turnaround’ Year (a revolutionary idea that could be pro-
posed by NITRO, in association with other .nation:al arts groups and the National Educa-
tion Association) in which, at all levels, K-12, children become participants in the arts
for a half-day for nine months -- they write, dante, pPlay music, paint and sculpt —
‘and out of school, as observers, for the same period, they are bombarded with radio,
television, and filmg which present only great literature, music, and art, and the lives .

great artists, alo g with the existent programming for current social issues.-{The
*?elling job to be done on network advertisers would take the united efforts of us alll) If
we want America to|recover her soul, this would be a valid and dramatic way to begin.
é[hg_gnl way to overcome pr'gssure:is with equal pressure! Tleatre mustde’yelop its ow
revolutionary presstire-tactics to turn.education around, to makeé of all children amateurs
"of and participants in the arts ~-and with the arts as reference points, they'll have the
vision, theé vocabulasy, an e command of metapher to enrich.their stu f tha science;
It will take this sort of gargdfftuan turnaround — or, at least, some irradi n of the mur
-~ in the public schools to shake up education and stir it from its focus upon specia}iz’atia
The profession ofitheatre, incorporating, as it does, all the arts, should take the leader-
ship ‘in making such a re-awakening of American children to the arts happen ;nd for
seeing that, once awakened, their imaginatins continue to be fed, If we want thea.tlje to
improve, we've got to improve the minds of our future audiences,

- . \ . -

t

|

[ And what about the colleges and tymiversities?‘ Despite. the ritualistic. genuflection

| of highez edtication'. administrators toward ''liberal" education, there is little reverence
for or reference to the arts and humanities on our nation's campuses. How to make a
living looms larger than how to live,’ Degree plans bristle with requirements for

) courses which teach a narrow specialty with a diminishment of-courses which teach _

| students to question worth or to weigh values.’ Training for theatre reflects‘the current
narrow focus upgn career educii‘ation. Breadth and deptl,i,“of knowledge about and experi-

| 'E l{lC‘ce in voice and movement w?rk, act}ng styles; and theatre htera.tt.;re are neglected
P e e ! - e . ) s
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in many umvernty theatre classes for more easily assimilated skills .in 'musical
theatre techniques and management. Crowd-pleasing, salable “seasons” that attemptl
, ‘to duplicate commergial theatre successes take precedence over experimental work- .
-« shop produactions or-mecpeation-of the«classics: « T'oo many-students are-allowed- t:o»b--«w v
 act and d1rect pubhcly before they re ready for public viewing. '

-

For a , decade w1th1‘n the constxtuent as soc:.at:.ons of ATA, a clamor for some
minimum standards for theatre training has been developing. It is significant that l
commurnity theatre, often regarded as theatre's embarrassing bastard, was the first
group to formulate standards. In 1973 ACTA leaders adopted and promulgated standari.
which were delineated as commumty theatre's responsibilities --we called them the '
Three'R's — to the professmn, to our theatre workers, and to the communities we

' serve. And ACTA, in cooperation with Pennsylvania State University, is developing,
through a series of correspondence study manuals the first comprehensive prqfessionl
community theatre training program in the.country. In August, 1977, the university
and college group within ATA -- UCTA -- %dopted a controversial and long-debated
set of minimum requirements for théatre training for undergraduate and graduate l
degree programs. For the last three years SSTA has debated the criteria for theatre.
training in public schools. Children's theatre people are addressmg the problem of
fq_mul.gtmg theiz. own standards. We have-a long way to-go, but the -entire theatre
commaunity in America, through concerted agitition and pres‘sure, must push for a
broadened, deepened instruction in all the arts for theatre students as well as for a
return to the enrichinc i.nstruction of the liberalizing soi,ences and humanities.

f : » g

. UCTA's annual American College Theatre F estwals and ACTA's biennial state, !
regional, and national Festivals of American Commumty Theatre (known as ACTF an
FACT, respectwely) have served to make visible the inequities in training, scope, an
philosophy of theatre. But festivals emphasxze product when what the profession needd'

is better training in process.. '

No national theatre for the United States is possible -- we are too large a country
with: too. d;verse a population and too demo®ratic a political structure (thank god!) to |
develop in one place with one faculty a national theatre. What we can develop, howeve
is a Theatre Training Institute without Walls W%hich consists of a three-part training
program that has national recognition and support. This institute i made up of a
¢l Human Resources Eank, (2) a Training Delivery System, and (3) a National Recog-l
nition of Quahty mechanism. Place is not important to good theatre. People are., '
We must find and identify those people in theatre who know their craft and can teach

' it., We must find the great teachers cf playwriting; of movement, of votce, of acting |
_styles, -of d:.recttng, of design -- wherever they are, in whatever genre of theatre --
ascertain their willingness to be designated as Teaching Fellows of the American Theatr.
Institute. That's the first step. Second, in the Institute's Training Dehvery System,
an exacting Institute Emtrance Examination process must be worked out, wherein theat
students may apply to have their theatre talent potential assessed and their theatre
training to date evaluated. If talent potential is high enough and if training level is ad
qudte, they will be accepted into the Institute as Aspirants and be sent to study with

- appropriate Teaching Fellow(s) for specialization and/or broadening, depending upon
the recommendation of the examiners. The level of the examinations should be so '
difficult, exacting, and thorough that all but the best. cahdxdates will be wmnowed @t.

An aspirant completes his Institute -prescrtbed training perfb‘d and must work in the p;

I

Q
EKC-saion wherever he likes for five years before he can petition for the Inst:.tute's gt

A FuiText provided by Eric g
LN
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of approval, ' the tl'urd part of our concept -- the Recognition of Theatre«@m}zti

prize, which carries no monetary awardbut is ihO,EEQ‘%mnthAma:can
o _theatre-ean bestow. !

A';Qduwj —

ne- is~eMFIBIE t8 a.ppl.y for examination by the Institute.
Most applicants will have completed their university training in theatre before they

l apply. College and umversttxe -will raise thetr training standards to match the
Institute's as nearly as posstb in order to increase their graduates' eligibility .

l for becoming aspirants, Children's theatre training and secoidary school training

in theatre will fohu&gsharply toward the criteria the,Institute sets up. Commumty
b5 1eatre will uncover and encourage talent of Institute ca.hbre. The levels of theatfe
training all over the cduntry will be elevated. Theatre students will find the Institute -
a worthy goal toward which to work, an ideal toward which to aspire.
In summary, then: to solve the problems in theatre as outlined, the total theatre
community must unite; communicate; exchange ideas, materia.l)personnel must
- form its NITRO pressure group and call together professions to join us; must take"
l concerted action to ' '‘irrigate the deserts' of the American psyche by radical and
dynaxmc reversal of the American education system.through pressure and persuasion.
We must agree upon high standards-for training in the profession itself and, again
l " by pressure, force the creation by legislation of a funded Institute for American
. Theatre Training (without walls but with such strength that it will be felt as a national
' monument) .

NS

WHO CAN DO THESE 'rr-n'Nc;s»?

o

* If'the two proposed solutions for theatre s five proJected problem a.rea.s are to
be accomphshed, nothmg less than total mobilization of the arts -oriented people of
this country will serve. There must be both individual a.gxta.tzon and cotllective action,
We must mount guerilla resistance activities for individuals at the same time as we
thrust our.united arts army boldly forward into headon, flank, and rear attacks on

l all h-onts. ‘ o
¢ r

The producers directors, deSIgners, and actors of national reputation’ now working

. in commercial theatre -- the commercial professionals -- have the most clout and
'~ .’can find the most money, They have served tradtttonally as spokesmen for American °
l Theatre,

H . - 1 w g Yy .
They must now recogmze, communicate with, -and spea.k for their mrthy counter ="
partd\-- the non-cornmerczal professionals -~ in such service groups as American

Theatr iatioi} and its constituent divisions, USITT, TCG, etc.
| I These two group“g must persuade the theatre unions and commercial theatre
suppliers to‘ join in fbr one united voice for American theatre. , g
l | the above must marshal the support of their counterparts in related commercial
’ and non-commercial arts groups and associa.tions -- music, dance, literature, and

the visual arts, '
' ' "All these groups a.n\d associations (and the people within them individually to their
s loca.l educators) must persua.de the National Education Association of the validity of
o :
- KC-xpenmentmg with an E‘.ducatxonal Turnaround Year. |

| 8 oy
| {




~ _that's a step in the right direction. . . )

, stomach but on its image!
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All the above must then stand firmly together before the Pres1dent. the Ofﬁce of
Education, aad the Congress to get executive sanction, moral support, and enabling
funding legislation to mak the educational experiment happen. (Approprza.te mdwx.dua.l;
guerilla action on local lez\ihtors is a part of this step.) - : l

- Each step of this ma.rshaling‘ of pressure forces and each proposed action should J

be given the widest possible publicity in all media. This arts army will not travel on
. /

v The acceptante and-funding of a proposed Theatre Tra.mzng Institute will’ requu‘e '
the same persomiel. in a slightly different mobilization pattern. o

i
i

Ina democra.ttg society, a Great Leap: ‘Forwa.rd in the Arts can mean a great leap

.forward for.all aspects of our society,' including the profession of theatre., Theatre
- reflects its society. And althouzh, as Ha.zhtt,satd knowledge gained from Shakeépea

tragedy does’ pot free man from evil, it may free him from being deceived by evil,

“

"

Jeanne Adams Wray, for the
American Community Theatre
B Association. 15 October 1977,
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- young a
_twelve years ago, "Kiddie Theatre" was just that,

_‘employing mainly amateur ‘and semi-pro actors.
the actors nor the producers generally remained in

October 24,1977

i
'

Mr. Robert J. Anderson,Jr. .

Vice President & Director,  Economics
Mathtech-The Technical Research and ,
Consulting Division of Mat tica,Inc.
P.O. Box #2392 - ' ' .
Princeton, New Jersey 08540

Dear Mr. Anderson:

rd T .

“" 1 am writing this as President of the
Producers League of Theatre for Young Audiences,
in response to your letter of September 27.

Since we are primarily concerned with that part
of the theatrical community which performs for a
specific segment of the total audience, let me
address myself to your questions as they relate to.-
our field. , '

. Before I do, I should,give you a brief bit of
history to indicate what s6:§ of a role theatre for
ence now plays. Up to perhaps ten or

.

weekend)and holiday performances of popular fairy
tales’ pted by an endless succession of producers

M

the field for long and perforgances were predominantly
on a rather inferior 1evg1?, ; .

i,

7Continued-‘ v
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Mr..Robert J. Anderson,Jr. . October 24,1977
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~ Then, in the mid-to-late 60's a major change -
started to take place. . An agreement covering the
use of Equity actbrs was signed hetween major
profucers and the union. . Schools began -to book
performances as an adjungt to their curriculum, .
makifng possible the booking of runs of performances, .
not just $cattered weekend performances. Thus, a
cycle had now started which enabled ws to hire better
actors, keep casts together longet, commission superior
writers to create, scripts, produce plays of more serious.
content and give them longer rehearsals and better
physical trappings. In short, the field had becqme
professionalized. With this growth and development,
governmental and states arts agencies, as well as
=, private ‘foundations, now began to contribute support,
further reinforcing the growth c¢ycle. Thus, we now_have
,a number of companies performing exclusively for young
pecple, as well as regional tlieatres with companies .-
ople, which are well managed, .
al structure and maintaining “
fall-to-spring seasons or for

performing for young p
of rather solid financ
Equity casts for: entir

‘lesser substantial run

arge preponderence of these '\ o
schools, to which, by and large,

r a fee as packages. And the

in total, create the potential

ket. The challenge lies in

is market to anything approaching

The audience for a
performances is in the
productions are sold £
schools ,if considered
for a huge national m
being able to develop
its potential. ‘

< B -
P

ed I say) is moneﬂ".*;: A school, ,
to annyal scrutiny and paring by
) a position of having to lay off
teachers due to shrinking enrollment and/or reduced
municipal budgets, finds it difficult to allocate $500
(probably an average price) for a performance. True, .
the performance may be of very high quality, performed by
professionals and actually costing.only 50¢ per student

The major problem(n
with its budget subjec
its board, possibly in

. (based on a 1,000 seat auditorium). But.the achool looks
upon it as a one-shot expenditure, and as such, the fee
looms large. ‘

-
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‘Mr. Robert J.- Apderson, Jr. _ m Octoner 24, 1977
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The secondary problem lies with those school
,administrators who not only object to the cost of
performing arts programs but say, "what does-it have
o with educatior, lef them go with their parents
e weekend”. Needless to say, the terrific, impact

rts in the schools is that it reaches all children, ,\Q
cutting across all strata. It is’ the only way to reach k
‘al segments of young people in significant numbers.

_ How, then, can.we make it possible for these vast

ers of young people to :zzerience the arts and open

ir hearts and minds to riches transmitted only

ough live performances? How can we convince administrators
t the arts are as important to the growth of a child

the 3 R' s, that a life without theatre and music is e
ak inddegd and that the arts are as integral a part of
fully developed and educated child as a thorough

ledge of arithmetic and penmanship?

I believe that the answer lies with the Federal :
ernment, both in creating the atmosphere for the acceptance
the performing arts in_the schools and in making it
nancially feasible.

True, some. states, through their arts councils, !
partments of education or other agencies already do

sist schools in funding perform;ng arts programs. But

h 214 is spotty, the money scarce’and the process-very . ..
-profile due to.this paucity of funds. In short, state

.4 is thin and the attitude of state agencies toward-
ofessional performing arts in the schools falling far

ort of that necessary to create an environment conducive
growth and development. Only the Federal government, ™ -

th its ability to cut across state boundaries, Lits means

r influencing opinion and its more ‘ample budget can do

e job. And doing the job, as we see \it, means going

y on record that the performing arts should be an integral
t of the educational process and making this view -known
every school and school system in the country‘and by

ading the way in writing suggestive curricula to implement
thiis view. And, of course, in making avallable the funds to

=-Continued-
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effect it. The effort should probably be joint,

taken on by both NEA and HEW. Only with such a massive
effort can theatre- and the other performing arts become /
an integral and meaningful part of the daily life of ’
all youny Americans and come to play a more important
role in the American life-style of tomorrow.

. *1" ' Managing Director
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27 October 1977

Dear Andy:

Thank you for your invitation of September 27, 1977, to have this
organization comsent on the national problm and opporcunicies
. facing the theatre in America.

From the Theatre Development Fund's position in the business of °
the collective mar g of thea admissions, our view is
naturally tinged witrn perceive the lack of market- *
ing systems for theatre, eomsuraca with the capability of
contemporary systems, as parhaps the gregtest problem affecting
the American thesatre. The sale and dissemination of material
about the theatrs is still in many respects in the dark ages./
Despite the recent introduction of telephone order and charge
pri egu to many segments of theatrs operation, the need for
a mo hensive system, probably computerized, is so obvious
as to cely worth pointing out. The sale and distribution
.. of adﬂslim is an ideal computer application, and there are

many existing models, in fields such as air travel, from which
to draw a technology appropriate to the theatre. .

The operating costs for the use of computer terminals and other
hardware are declining rapidly, and within a few years the costs
for equipment and persomnel will become very reasonable. However,®
thers ars problems which could delay the introduction of such a
systea for. an undus period of time. :

The first problem is that the up-front capital costs of establishing
such a system remain very substantial, and thege are few interests

% in theatre, profit and not-for-profit, that can accumulate or at-
tract capital at the level rtquired to develop such a system na-
tionally.

< e = ST S @ i




This leads us directly to the observation that in' the ‘absence of ™

federal policies addressing the needs of all theatre in the United

States, it may prove impossible for any one segment to develop °
~ such a system on its own. .

The policy of government agencies ‘in this natiomn, both state and’
federal, has bean generally to sustain the artistically wmeritorious
and original programming of the not<for-profit theatres. This has
led to some very important gains in quality of artistic output and
employment of artists and other.personnel. The policy, however, -
has not as yet produced the kind of advances for the United States
theatre that might be rsalized by dealing with those areas where .
productivity and efficiency, both in marketing and in other activi- -
.ties, might be realized. Instead, there has been a great deal of
gu.rllla varfare and mistrust betwein the profit and not-for-profit

" asctors. This has led to their failure to unite, even in areas

. ' whers-the-common good is as clearly demonstrable as it is in .the
' instance of computerized and centralized ticket sales. How such
' a combination mjght adversely affect artistic independence in the

- no:-for-profit sector defies. ut:l.onnl annlysia.

o

/ . It is ‘commonly believed that the Humol thesis of "cost disease"

' condemns the theatrs and the othef® performing arts to disprgpor-
tionately rising costs that may eventually price thea out o .
but the most affluent markets. - What appears to be happening instead
is that the rising productivity of the society is providing more and
more disposable incoms which the better educated of. the populatiom
¢ are increasingly willing to spend in arts and recreational activities,

' and that this tendency is more than compensating for the "Baumol"
effect. ' If this is sd, then clearly issues of distribnt:ion and
u:hting assune a‘greater iﬂﬁomme'd -

»

’

One of the d:l.fficulties in making judgmnta such as the preceding
= Olie ‘18 that the universe of American theatre has not provided an
g gdequate .and cyﬁinning information base from which such s potential
.. - trend or tendency could be adduced. Ouce again, the lack of public,
. policy toward the gnmring of such information has held back the
_develapnnnt od a coherent address to the matter. -

It {s clear from the economic success of the past few seasons.on’
Broadway and elsewhere that a public appetite for and interest in
the theatre hds been groused. The cause and effect relationship
of this chnnge in public attitude are mysterious and unresearched.
'I'hey are, hwevnr, clearly consequential to all theat:re.
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It h porhapn asking too mu:h of governmnt that it should be
alone responsible -for assuming" initiatives. Nevertheless, the
forums of government are central to the development of public
policy. People in the theatre, as in the other performing arts,
have only~b¢;un to realize that government can serve them in ways
other than by subsidy. This perception uult be sharpened if co-,
herent policy is to be developed.
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" lidring the next sevaral years the not-for-profit theatres of
Amarica, as a discrete entity, will suffsy from an inability

-to .generate contributions ami unearned inc in proportion to
their rise in costs. Thcy ‘will, of coursa, seek to make: the.case
for greater cont:ributim, as they often now do successfully.
Inevitably, however, K they wtil be drawn to cousiderations of .
vays in which to increase and maximize other revenus —— from ad--
auissions, from the sale of subsidisry rights in properties that
they have devq.opod, and from the dissemination of their wares
thtough other medis, such as film and television. Inevitably,
. they will be embroiled in difficult considerations of artistic

’ choice relative to potential revenues. Some wiew this process. .

as potentially corrupting. Nevarthsless, the strains and agonies

of such decipion-making will have to be borns by the coming genera-

tion of artistic directors. It will be necessary to develop uni-

form standards that free theatres from potentially disruptive and .

exploitative treatment of artists and playwrights. These standards

vill have to be developed in consultation with the commercial uctor.

Once agn:l.n the place of 3mruunc in this discussion wvill be crit-

1cal . .

. -

'
’

~

~

- Until 1t u unde;s,tood by the,not-for-profit theatre comun:l.ty that
.Broadvay's -issues are in many respects identical with their own; -
no autual effort can be established. If the commercial theatre
' needs tax smeliorations sand incentives to attract new capital 4nd
. _ investment, igsmay well require the understanding of the not-for-.
profit sector that this is in their own best interest, too. For
. their part, the, commercial producers must understand that even the
most arcane mt-for-prof.it theatre activity contributes to their
economic welfars. Actors’' Equity and the other theatre unions must
also be educated to continue to provide the leewsy .in which non-
union activity can develop and promulgate new works and artists
at lowv levels of compensation and reward. At present, the sepa-.
rate universes are discussing their concerns at relatively low
levels self-interest. Their mutual education and edification
isap rymkinthef.utu:e -

*
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To the best of our knowledge, there has been only one organization
in the past devoted to the kind of concerns that are here ex- '~
pressed. This was the ill-fated First American Congress of Theatre,
vhich began its activities very promisingly in 1974 with ggcon=
ference in Princeton, and included, for the first time, virtually
every element of the American professional theatre. FACT was re-

grettably ahead of its time. It will be necessary to re-invent, it, 4

or gome substitute, in the near future, in order to provide the °
avenus for the kind of discussions that must take place.

It is ironic that one of the more serious blows deait to FACT vas
the umwillingness of government agencies — the National Endow-
ment for the Arts snd the New York State Council on the Arts —

' to speculate whatsoever, on FACT's potential value to the field.

This extraordinary failure of imagination on the pgrt of the
agencies concerned reflects the isolationist attit des of the
several universes of theatre, each distrustful of the other,
each narrowly self-see .

There ars in the theatrs all sorts of service organizations dealing
with thesé constitusmcies. They have very largely determined that
cooperatiocn and interchangs with each other is unwelcgme to their
constitusnts. For this resson such important issuss as the facil-
itation of tha transfer of material- from one sector to aumother,

the development of more effective training for artists, and the
structuring of a comprshensive system fof the sale and distribugdon
of tickets have remained nsglected and uninvestigated.

. o=t - . . L % .
" In the future, the role of the federal government, particularly

With all good wishss,

in investigating broad folicy discussion and intercliange, will

‘probably be crucial in datermining whether such cooperation takes

place or not. It is an initiative not to be missed.

Sincerely, ‘ | “ “ I
LY

3 . " N

N Dt ,
H Southern : ) .
Exacutive Director ° .

A

Drn ROb.tt Jn ud‘uon.lnrrn . - ’

'Vice President & Director, Economics

MATHTECH : -
P. 0. Box 2392 “
Princeton, New Jersey 08540
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THEATRE COMMUNICATIONS GROUP~ § \
i —

3W Lanung:on avenue ~ C ' / ,-,/Q .
Maw Yaork New Yark 10017 : e /’/'\)
(3 537-5230 . . : ( e .
. \ \ ‘ IOy
Plv st{m . . \ %t\ "."\\\\h/”
Board of Directars -
S Daviason . ' , y
fﬂ" This statement has been prepared by the Theatre Communications
' uncan Ross
vice Presicent Group staff, after consultation with members of the professioa, but

Moss .
gl?"””""“"’ does not represent an official statement of TCG's Beoard of Directors.
Jane Alexander . .
: ﬁ;;zyil' This statement addfesses the problems of the institutionmal, non-
J Clark ) . ’ . .
Kdn Eigﬂ“ ) - - |
Mnchas Forgoid # profit professional theatre--those theatres committed to presenting

as Fichancgier \ . .
S gsm“” a body of work over an extended period of time, comprised of profes-
Michael <ahn ) . .
me::ﬁgj, . sional staffs whose leaderships are responsible to trustees drawn Irom
; « Meadow ‘ ‘

O'Connor
Uoyd Aicharas “ the immediate commgnity‘og region.
Riel ard Scnecnrer . .
B‘f"‘" These institutions are artistic, humanistic and social forces

as Turner Wara : :
P ) eaner. ) - .
Poter Zaisier within their communities, with the ability to enrich ‘and enlighten

. ) : & _
their audiences in the same way their libraries and museums do.

The artistic directors of these theatres encompass a wide range--.
from presenting classics drawn from the w&:ld's dramatic literature, . &‘
which are the cornerstone of our cultural heritage, to new work and
: . ‘ ;

. . 1
forms which comment on and reveal our contemporary socféty. Yet all
nonprofit professional gheatre institutfions share the common purpose
. ca -
of providing a variety of services to their communities or regionms in
addition to theitr primary function of producing a repertoire (of plays..
\ +

In.short, these theatres are institutions performing various activities
- _

for~differing constituencies. They are not merely buildings active

-k

i t:hrg:_.e hours in the evening for the performance of a play. The extent

V4
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to which these institutions have been accepted by their communities -

is both éstonishing and impressive. In 1976, the 151 theatres sup-

[

plying information for the TCG SURVEY (based in 75 cities throughout
’ '

the country) played to 82.4% of capacity, gave 34,000 performances
4 ;

(in all 50 states) of almost 1,700 different productions, which were
seen by an audience of almoét 12 million people.

. Of all the performing arts, theatre is probably’ the most immedi-

'S

ately accessible to an audience because its medium of communication is
‘ ‘
language. Virtually all of these theatres have programs which take

theatre from their institutions directly to specific audiences in
v - B ) . ~
‘hospitals, prisons and schools, as well as programs designed for the
‘ [ 4

elderly, the handicapped and the disadvantaged. The potential develop-
ment of supplemental programs in these areas is infinite, dependent
solely on developing additional financial support.

- . ’

Until 20 years ago, when the first nonprofig theatre institﬁtions
were founded, this country simgly did not perceive the Srofessional
theatre as-an arts discipline. Theatre w;s'generally assumed to be
"show biz," a leisuré-tim%'activity patronized primarily by the‘;ell-
to-do in New York. Within an astonishingly*sﬁort“period of time, we
have seen the development of a national network-of theatres-committed
to providing myriad services to their commupitiés and regions in add?\\
tion to their producti%; of piays.l The field has now achieved adoles-
cence. Institutions have been established with local boards of direc¥ 

tors, audiences have been developed and fiscal stability achieved.

However, with barely adequate funding to provide staff and toMproduce

their varied repegtoires, these theatres have so far been lacking the

4

. .
.




Page 3
resources to permit them to develop their potential to fully explore.
the enormous capacity of the theatre to act as a forum for its com-
muﬁitf or region. After sevefal poor years, the commercial theatre
is again flourisﬁing, and the entertainment trade journal, VARIETY,.
has consistantly published reports in the past year of record-

breaking profits. However, as in any commercial enterprise, the

-
-

motivation to produce is based on the perception of mass appeal,
hence profic. The time has long since passed when commercial cheaﬁre
production could venture into experimentation or productions of 1§mited

appeal. Today the economic realities make the risks too great.' This

| change in the commercial sector's ability to foster new creative work

* would have seriously jeopardized the development of a rich indigenous

American dramatic heritage were it not for the evolution of the non-
profit theatre. Perhaps more importanc; New York is, and has always
been; the originating goint‘for the commercial theatre, the same role

. 4
Hollywood has served for the film business. The nonprofit theatre,

however, aware of the disparate and varied needs of a continent, has

no center. tal and original theatre organizations tan now be found

throughout the country and, indeed, have reversed the historic patterm
a4 ‘

] [
by increasinglyysupplying both new plays and productions to the New York
. w

: commercial.theaﬁre,~as well as a steady flow of actors, designers and

¢
other theatre artists. *

A full discussion of the condition énd needs of the nonprofit
professional CheaCre.would éequire a report much longer than is pos-

sible or practical in this context. The following cursory outline

delineates a few primary concerns.

'




Page 4
A )
As noted earlier, of'all the performing arts, theatre is the‘
most recent to become organized as ae institution. “Consequently,
while for mamy years communitieswthroughout the country have efcepted
the responsibility of assistidg in the onéoing support of their sym-
phony orchestras or museums by providing contribueions an& establishiﬁg
endowment funds, n:t one theatre has been able to establish an endow-

ment fund until/the Ford Foundation recently initiated their Cash

Reserve program, and the National Endowment for the Arts launched its

Challenge Grant Program. At this moment, very few theatres are yet

deriving annual financial assistance:from an endowment.

Theatre centinues to generate a higher percentage of earned in-
come than the other diseiplines. In 1976, the TCG SURVEY of 15i theatres
showed that a healthy 62.17% of total expensee was covered by earned in-

come. The d%relopment of an ihdigenous American theatre, however, will
\ 3

not take place if these institutions are required primarily to concerm

themselves with developing and presenting material based solely on their
, \

perceptions of what will/appeal to a mass audience, and hence increase

their earned income. }f this happens, the institutional theatre will

4+

be offering no alternative to the commercial theatre. Artistic risks
)

4

must be taken and evéty project--every production--cannot be a "hit'"
At present, these theatres are operating on budgets permittlng so little

flexibility that directors are becoming alarmed that artlstic choices

»
are\éncreasingly being made on the basis of small cast and minimal produc-

a

tion demands of material that will appeal to a very large audience. The

early work of Eugene O'Neill would never have been produced if the only

yard stick were popularity. At the same time, the musical A CHORUS LINE could

-

e

.
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.,' ; never have ngg\freated exéépt under the artistic "shelteé" afforded
its cast and Ejgg;n{f over an extended period of time at a theatre
/institution, It simply could not have evolved in the normal month's
rehearsal period. Su;H "experiments' are costiy, and most institu-.
) .
¢ "tional theatres presently do‘not have the financial resources to com-
mit to siﬁilar projects. ;Addétiogally, it is essential that audiences

Y

throughout the country have the ability to see and know the classic

- literature which is the foundation of our society. Neither Euripides
’ noquhakespeare was coﬁcerned with earned income; thélr p1a$s reduire
. very large casts of actors with highly developed skills. | ’
The total work force employed by the nonprofit professional theatf?
- : ;

1s the laygest single source of employment in the professional theatré.f
i — R .

Despite this, these theatres are all understaffed and their pay sctfts
are so low that a career in this sector of the theatres a§sumes comsider-
able personal financial sacrifice. The great majority of artists are

still forced to consider unemployment insurance benefits as part of

their "régular" yearly salary. ot only must additional employment

/

opportunities be developed, but much effort needs to be made to permit
professionals in the theatre to achieve parity in terms of annual sala-
ries with those of other professions which require the same costly and

lengthy Eraining.

The lack of funds also precl&des the development--even on a

regional basis--of large acting companies capable of offering three

or® more productions in rotation within a given week. While such an

-

operating structure is assumed in the fields of dance, orchestras and

opera, only a handful of institutional theatres operate in this wode, .

-
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1ssnot visible. To generate and deliver productions and activities
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and none of these pSssess sufficiently 1argeajbmpanies to fully
exploit this method of operation.

Concurrently, w;ys must be fouﬁd to sustain and nugture individ-
ual artists (playwrights, designers, composers, etc.) who cannot work
at their craft in isolation because theaére is a communai art form.

Aﬁ insqitutionalutheatfe is like an iceberg; th; major portion
L
f%rjspecial zed constituencies (youth pﬁograms, tours, etc.) requires
ma;sive logistigal supﬁort nev;r evident to the majority of audiences
merely attending the productioﬁs. Fﬁrther, for a theatre to make a .
major impact on its soqnmnity or region, it must have thﬁ&*bility |
(and pecessary funding) to permit 'research a;d developmeAE“ of both
personnel and programs: s

TC& SURVEY for the past three years shows that substantial support
from individuais has not beén able ti keep up with inflation and that

7 o

g:}vate_fq?ndation 3upp5rt'has likewﬁge not increased as rapidly as
the inflationarvy factor. Corporate support for thé 49 largest insti-
tutional theatFes in the country amounted to vnly 2.2% of expenses in
1976. The theatre is an‘>g; form concerned Qith ideas, an art form

which celebrat:s, criticizes ‘and comments on our society. It is gﬁes-

tionable that corporgiions will significantly inerease contributions

to a discipline whose’work inherently bears the risk of controversy.

Because of the vast size: of this country’, and the many different

types of audiences both attending these theatres and potentially

.

available to the theatre, methods need to be devised to overcome these

problems by making the theatres increasingly %;cegaible both through

\

( .
!

.

o

.

|

»
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k)

touring and through making their work known through the media.
Historicaily, we have always told Kansas abqut activities in New York.
Now, New York should fiﬁd out about‘ectiﬁities in Kansas. There needs
to be a massive consciousnass4raisin§ about the role.of theatre nation-

wide. - -

There needs to be increased creative and administrative inter-

i ‘ : '
change among arts organizations. The arts share audiences and shodfﬁg

+

also share cooperative projects in their communities. Significant

achievements have been made by the.Walker Art Center (Minneappfis)

v

hosting performing arts organizations and_;he New York Shakespéare
Festival providing a home for small dance coﬁpanies.

The role of organized labor in relation to these institutions

needs to be reassessed. Historically, working conditions were' estab-
lished for the assumed short-term commerciaiwthéatre engagement. . In-
“stitutiona1°theat;gs, because they are operatigg as pubiic nonprofit
iorporaxions with trustees from the community, and because, in most

cases, they offer employment over an extended period of time, reflect

.
.

an ®ntirely different set of conditions concerning employment’ than

I -

has previousaly existed.

The development~of a creative link with the commercia] theatre
is also necessary, abhethodology that encourages the transfer of
material in 5 éositive and fruitful way. Such a link must insure
that when work i3 developed ﬁt nonprofit institutions with assistanﬁe
of public monies and donations of local private funds, an aquitable
share o% profits derived fyom subsequent c¢ mmercial productions

.. i . ’ .
(commercial theatre, film, \television, etc.) are reinvested in these

v, S

\?stitutions. -
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The enormous growth and expansion of the professional nonprofit
arts institutions in all disciplines in the past 20 years is unpar-

alled in history. These institutiony, initially nourished by the -

4 .
~

private sect&r, have so expanded, and the demands being made on them
;y their communities so increased, that their abYlity to survive, much
ess grow and develop, is beyond the resources of the private sector.

It seeﬂg appropriate that significant public monies now be allocated

@

to these institutions which have demonstrated their value and importance

to their communities and, at the same time, have created signigicant
\

_employment opportunities for fields in wﬁigh America has long suf fered

from chronic unemployment.- : ! )

s

“

Enclasure: excerpts from TCG SURVEY ‘Q/

e
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The 151 OVERVIEW Theatres responiing to a brief TCG questionnaire were all
r T :

¢
nonprofit, tax-exempt profgssional proZucing organizations which had been in

t
i
"

-

2
' . ‘

existence for at least two years, had at least 15-weex seasons, and which had

budgets in excess of $25,000. Their resgonses we:e\sa‘?rally for fiscal years

ending June 2Q, 1976, although a number operate o3 -a January-December fiscal

peridd and provided data for calendar year 1976. A handful of companies operated

N

on ‘fiscal years ending at other times in 1976.

+

)
<

Based in 75 cities in 35 states and the Distri&t of Columbia, the theatres

| 2

performed-~either Im resideﬁce or on tour-—-in all 50 states, Canada, Mexico,

South America, and Europe.

given 34,232 performances.

follows:

Region

%

Hortheast {(excluding

New York City)
New ‘Tork City
South e
Midwest . -
Rocky Mountain States
liest Coast, Hawaii, Alaska
National Touring Companies
TOTAL

They mounted a total of 1,631 productionsg, which were

The regional breakdown of performance activity is as

. ‘ ~
¥ ) ! Fl .
“ 4
TA3IE I =
# of Theatres Atteadance 3 of Total
within Pegion “ Attendance
RS . . LY
40 2,259,036 13.9
43 2,603,371 21.8
16 ~ 7 1,335,850 11.7
24 2,311,861 "19.4
3 | 28,766 0.3 \
d 22 ﬁ 2,344,499 19.6 .
3 - 990,000 8.3
¢ 11,943,383 100.0

151 !

Although the above regional breakdown does not account for touring activity,

some of which took place outside of the theatrég' home region (especially, of

course, among lew ror% City companies), the ratios reflected give a fair idea
A :

(8]

¢ pezformance density and demonstrate how theatre has ceased to be a Uew York

.

] fw




City-domihated arts disciéline: One clazification of the Table I figures is
! N

that, through the Western States Ar%s Foundation, a number. of theatre“companies'

A . ~

3
.

(regarded“ahove as Midwestern and Yest Coast organizatioﬁs) toured the Focky

Mountain States during 1976, myltiplying exposure to the nonprofit professional

N
theatre in that reg}on several times. .
- “ K 7 .
Fiscal information provided by the 151 companies has been compiled asufol;ows:
. v -
TABLE II . -
Categgrv' - $ Total $ Averags % of Total ~
s . Exvenses
. et ——————
Total Expenses 77,280,405 © 511,791 100.0 .
Earned Income . 48,022,82% - 318,022 62.1
Unearned Income ' 27,128,152 179,657 35.1
Total Income 7 75,150,378 437,639 97.2
Income Surplus or (Gap)’ " (2,129,427) (14,102 2.8

Being a labor-intensive industry (later in this raport it is shown that

» ‘ ‘

two-thirds of the average theatre's budgel: goes to personnel costs), theatre

spending genarites increased spending in the community (on such items as hoteals,
L2
restaurants, and t&xis,‘emp}oyee spanding, taxes, etc.) at a ratio.conservativelg

i
’

] :
estimated (using figures derived from U.S, Chamber of Commerce research) at 5:1.
' v : . .
Taking into conq}ﬁer#tion that the figure o$ $77.3 million does not represent

the entire field of 176 Tqb constituent theatres and that the professicn has seen

some g;;:owth since the close.of Fiscal Year 13975, it is safe to say that the total "f'
' ©

economic impact of the nonprofit professional theatre within its communi®ies
aroun?;;he country éxceeds 3400 million a year. ‘ &

It should also be noted that these OVERVIII Theatres earned pnly’éz.l% of

- )
annual expenses.. While this percentage for theatrs is higher than the earnings

rates of tha other performing arts disciplines, it nevertheless left an earnings

” -

gap in 1975 of more than $29.2 million for the 131 theatres. Grants and contri-
v.; - ' : . e o

» - 'y ; .




i

£

overall operating deficit representing 2.8% of expenses.

This all boils down to the fact that, for the nonprofit professional
theatre to have "broken even" in 1976, it would have had to have charged a 50%

surcharge on every ticket sold, on every touring fee, every school program fee,
. ‘ h

and‘Evgéy other source of earned income. Or, put more graphically, each would

Lo -

have had tb do without paying for actors, directors, deaigners, stage managars,

- ) {
playwrights, sets, costumes, lights and props.

butiens raised to cover this gap totaled oaly $27.1 million, leaving a $2.1 million




\

.
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‘Section Two

core

>

i

Forty-nine of the OVERVIEW Theatres supplied detailed information

and will be referred to as CORE Theatres for the 1975-7% Fiscal Survey. These

\f9 have in common nonprofit, tax-exempt status; -budgehs in ‘excess of $2S0,0db

per annum; actors' salaries based on Actors' Equity Association scale or its
» “ R & .

*

AY

equivalent. \ ‘ '~ .

D

Their diversity, howaver, is salient. They operate in 40 cities iniﬁs

- -

states and the District of Columbia. One company solély tours; two specialize in

youth theatre; seven operate in conjunctiop with uniVersiti?s, although they are

. - ]

' i!hfully professional; a number of others have conéervatory prograns; several offer

.

L3
largely classical repertoires; scme lmve “secopd stage" projects primarily for
the presentation of new work; more ;han'half offer some sort of ‘touring productions.

The 49 CORE Theatres account for 57.3% of the total fiscal activity of the

-

P 151 GVERVIEW Theatres discusbrd in Section Cne and, because of similar operatin:

and saccounting procedures,can be axamined and compared in more detail, yiel g
, A ’ , . ®

- SR

¥

trends and comparisons which may be applicable 5 the entire field.

Rl N

‘where the money went | R

3 — 4
During ¢he 1975 seascon, the 49 CORE Theatres spent a total-of 344,295,859,

or an average of $903,997. : | | Y

A B
)
]

The 28 TCG CONTROL GROUP organizatisns, surveyad for each of the past

three years, increased in budget by 10.6% since-1975. Their previous year's

£

budgetary increase averaged 9.2%. Taking into consideration that the Consumer .
. ) a4 -
Price Index (CPI) grew hy 9.3¥for the vear endding June, 1975, and only .83 for

s

&

H . :
the year ending June, 1975, it is clear that a surge in real growth took place

- L

\
-

3

- . ' - N .
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, S
among resident theatres in 1976.

E ..
-,
H
o

L d

. - ' o ' ' TABLE III °
B ] < 1975 . - © 1976 .
" % actual | - ‘ % Actual.
‘s Budget . % CPI Growth or | % Budget $ fPI  Growth or
Increase Increase {Decline) Increase Increase (Decline)
Total Exéenses for TCG N ‘ ,Y
: ‘CONTRQL GROUP 9.2 9.3 - 10.1) 10.6 - 4.8 5.8

- 3

Theatres Ln the FORD CONTROL GROUP ﬁave also demonstrated contlnued

-

growth through 1976 and are now 192.2% larger in budget; size t%an th&y wereLln

.

¢ 1966, although the CPI increase over the dncade reduces this growth to, about
’ L
115% in actual fiscal expansxon.

3

“The following expense itens emerge for the 49 CORE Theatres.

S—
TABLE IV “ -

»

.

SIGNIFICANT EXPENSE CATEGORIES FOR 49 THEATRES

’ * : . - )
Exgpense Items V ' $ Amount % of Total

: : Expenses

. N et t—
Total Expenses . 44,295,869 100.
‘ . ' R “ - 4

Administrative Salaries/Fees 6,427,651 ) 14.
Artistic Salaries/Fees ’ 11,726,536 2675
Royalties 963,431 2.2
Productlon/Technlcal Salaries/Fees ‘ 5,121,689 L 11.6
TOTAL SALARIES/FEES/ROYALTIES . : 24,239,307 : 54.7

. " L]
Facility Expenses 3,224,998 7.3
Subscription & Promotion Expenses -

(salaries not included) = « o 3,938,284 8.9 .
Materials & Equipment 3,295,921 7.4
- b

The TCG CONTROL GROUP data reveal that the costs of royalties and |

promotion both advanced an average of 14% in 1976 and that expenses for materials

‘and equipment rose by 24.7%, |more than twice the rate of increase experienced

for overall expenses.

Salaries, fees, and royalties clearly continue to dominate theatre budgets,

. N
. .

* as they have to approximately the same extent for a decade. A look at the °

-

{royalties are excluded

N
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«

from TCG CONTROL GROUP data, Appendix D) increase at foughly the same pace as the

‘theatres' overall budgets, ranging from 53.9% of expenses in 1973 ts5 53.2
in 1976. What “"slippage” in personnel costs as a percent of expenses that has
s ’ o :
occurred 1s accounted for by the factlhhat, as theatres grow in size, their salary
¢ X -
and fee outlays dip slightly as a proportion of th? organization's overall
budget. This phenomenon is caused by the“Igiéer increases in costs of admin-

istration, facilities, development, and promotion accompanying institutional growth.

Taken all‘together, salaries, fees, fringe benefits, royalties, and other

personnel costs account for about two-thirds of a theatre's budget. ) Indeed, it is
. ! : .
this high ratio of personnel expenses that indirectly--but inevitably-—caus
el . ’
.- s )
cost of living increases to have an unusual affect on theatres' overall expenses.

’

employment

In 1976 the CORE Theatres employed &,300 people, more than one-third of

LY

whom were hired on a season-long, full-time basis. Actor-employment weeks totaled

32,787.
The TCG CONTROL GROUP data show that, although the total number of full-

time employees slipped 7.3% from 1974 to 1975, there was a resurgéﬁce in 1976,

o

when full-time, season-long emploffes jumped ll.é% to an éveraggﬁof 57.5 per

theatre. The table below indicates categories of theatre employees for the

49 CORE Theatres: ) o . ey
TABLE Vv B

STAFF COMPILATIONS FOR 49 THEATRES _

TOTAL ' ’ - AVEPAGE
Season~Long Jokbed-in Season-Long - Jobbad-in
Full-Time Part-Time TOTAL Mll-Time Part-Time TOTAL
Administrative \ 772 567 1,339 15.8 11.6 27.3
Production/Technical 668 1,057 1,735 13.6 21.8 35.4
Non-acting Artistic : 261 562 823 5.3 11.5 - 16.8
tf“ors 430 1,965 2,396 8.8 40.1 48.9
l: ——— .

FullToxt Provided by ERI

lC‘AL ‘k 2,131 4,1}52 61219‘3' 43.5 85,0 128.5
3 ! . ¥

i
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¢ * -
‘audience . o
During the 1376 season, attendance at the resident and touring performances
of the CORE ‘Theatres exceeded 6.7 million, with performances taking place in all

L4
but two of the ﬁates and in Canada, !Mexico, and Europe. The'average percent

of capacity on the‘@ainstage was 78.8%, and 15 theatres reported attendance

'~ exceeding 90%-of capacity.

e

Y

~ \ ‘\ ‘“\‘ h
. == 0

]
.

Lo

.
T ¢

Dots indicate the 40 cities served by the 49 CORE Theatres. Shading
indicates states served by resident and touring performances.

GEOGRAPHICAL DISTRIBUTION FOR 49 THEATRES

As the following table indicates, the theatres collectively presented 15,317

‘ 2
performances of 522 productions. An "average" theatre offered 312.6 performances

of 10.7 productions over a performing season of 27.4 weeks. Roughly two-thirds -

»f these performances were offered as part of mainstage seasonsg

GEE NN ‘DD ONE Ay SN N M aE M EaE e
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TCG ANNUAL Fis;f; SURVEY (1375-76)

- ) »
FRUANCIAL AMD STATISTICAL CCHPILATIONS
Al (FOR 151 OVEZViZW THEAT2ZS)

12

CATEGORY . e : s fOTAL $ AVEPAGE
Total Expenses‘ 77,280,405 . 511,791
Earned Income | e , 48,022,825“V 318,032
Earnings (Gap) ' (23,257,579)  (193,759)
Unearned Income B » 27,128,152 179,657
Total Income . o 756,150,97‘8 497,689
Income Surplus or (Gap) ) , (2,129,425) ’(14,1042)

TCTAL \ VERAGE

4 :
Number of Productions 1,691 . : 11.2
Mlumber of Performances 134,232 226.7
Total Attendanée °. 11,942,383 79,035
i
|
1.

\ -~

APPENDIY A

% OF .TCOTAL
EXPIUSES

-100.0
62.1

37.8

')

I

)
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Black Theatre Alliance
162 WEST SG*STREET, SUITE 306, NEW YORK, N.Y. 10019 (212) 247-5840

-

(

A STATEMENT FROM THE BLACK THE}\TRE ALLIANCE

Q

y

‘The Black Theatre Alliance Staff
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Ten years ago when the artistic difectors of seven small struggling, but
v}%q4ly alive New York-based black theatre companies joined together to form
the Black Theatre Alliance, a giant step was taken in black cultural history.

R - 4

Though individual black artists had previously involved themselves in coopera=

tive ventures, this was the first time that theatre companies had voluntarily

LY
4

joined forces.

Their motivation was two-fold. It was the time of the Black Conscious-
ness Moveﬁent when there was constant stress on working together in cooperative
efforts. Seéondly, the companies had discovefred, through a series 2f i1lumina=-
ting but painful expetﬁénces,_that seven small, developing black theatre com=-
panies were in no position to compege,withﬂthe larger, older and more- ""acceptable’

-

«hite arts institutions for funding and press attention.
.

A

Nah, some ten years later, the Alliance has grown into an organization of

61 black theatre and dance'éompanies, located not only in Manhattan and Brooklyn,

but also in Queens Staten Island, Westchester County, Albany, Buffalo and New-

burgh, New York New Orleans, Seattle, Detroit, Philadelphia and AUstin, Texas.
Artists such as-Alvin Ailey, George Faison, Vinette Carroll, Joseph Walker,

Rosetta LeNoire, Woodie King, Jr. and 4L8 others have joined their companies

into one Alliance.

Significantly enough, many of the companies who have joined BTA subsequent

to 1968 were motivated by the same factors that confronted the original seven

founders back in 1968. Over the years funds for black-arts groups have become,

I,

[
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if anything, harder to get-.than they were ten years ago as the private founda-
¢ ’\) ‘ + . .
tions-and corporate donors greatly reduced their arts donations. Thu$, the

[

black arts groyps have become very dependent on funding from governmental
sources suc&xas State Arts Councils and The National Endow%ent on the Arts.

A few founda??oné remain sympathetic to our cause; however, since none of

these monies are infinite, competition becomes more and more fi;rce. (;ufficient
funding, therefore, remains the most serioﬁgs proble’ which confronts the Black
Theatre Alliance and its member companies.)

However, there is another problem which, in many ways, is a'reflection”of“

the funding problem: (the continued treatment of black arts activity by most of

—

the major press as a kind of exotic side show to be occasionally patronizéd“

~

rather than viewed as the vital part of the American cultural scene that it ls.j
. k [ &

Moglbver, it must be made abundantly clear that the work of Black theatre

and dance artists and companies does not require the press for aesthetic vali-

4

Il ’dation.AYet, given the absolute reality of being forced to compete with 'major-
!ty-orfented“ institutions for funas, apd'since those whowcontrol funding are

' ’\influen;eq by attention given 'arts groups in the press, we are forced to become

l' cphcerned.ﬂgNeglect iq the daily pépers affects our ability to attract funds.! o=

Like practically every other arts institution in this country, black or white,
' large or small, BTA and its member companies are depend;nt oh outside funding

to survive and to carry out our artistic objectives.
In the December 1977 issue of Black Enterprise, a business magazine,
R ‘/' "
several prominent arts people were asked what they consider the major flaws in

the existing funding system. Woodie King, Jr., a BTA member, said: "The main

l ¢
l ’
l s

Ir Qo ]‘12)
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flaw is ®hat most.of the funding sources don't believe our art is really that
. e . * o '
important. They don't believe we can be just as much experts injour disaipline
Lo » W
as anyone else. Thus, it is easier to get money from one white source if you .
have already gotten money from another.'' Ms. Hazel Bryant, another BTA artistic
. - ¢ \

- - . ‘ A
director, and past president of the organization, stated that, ''0n the public

level, the maj?r flaw is‘}hat the pot is simply not large enough. When the
public funding agencies were set up, minority arts groups were not even included
in their’caiculationsﬂ s0 adjustments have to be made to include us. ?‘."
Ellis Haizlip, @ televi;ion producer and a long-time black\arts supporter, .in-
sisted that the major flaw is the absence of~enough qualified blacks at the fund-
ing decision-making level. '"Most all of the arts funding decf;ions, on' both the
public and privaie levels,' he declared, '‘are being made wi thout any signiffcant
contribution from concerned black people. . .Black arts institutions doing
qhality work should get the same consideration as whit; ones. fhe way to in-
sure this is to have committed b?gck folks in on crucjal funding decisions. . ."
BTA strongly‘sdpports these sentiments since a lack of proper funding
thwarts our ability to provide much needed ser;ices to our large and diverse
membership. Currently these include:‘ an infor&atioh filled monthly newsletter |
which lists t5e activities of the member companies and which goes out to over
5,000 people in New York City and across the country; a techniéal training
program whose objective is to help fill the great need in black theatre and
dance circles for more, well trained, technicians; the sponsoring of a series

of symposiums and seminars on subjects of vital concern to our membership and

" similar arts groups; the putting together of an annual theatre and dance festival
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- _ ) \
designed tp showcase some of our member companies,'thereby pro;}ding them with
broader exfiosure; tbe publighing of @ jodrnal which will provide scholarly, well-
. h N
researched lyses of trends and activfties in black theatre ar.u‘ance communi -
ties; the publi?ﬁ?\eyof¢a resource'directory of black theatre artists and’tech-
nicians; ;dministratiye, managerial, aesthetic, technical and céreer counsel ing “
to individual artists, emergent;theatre and dance groups, students, colleges,
and other arts organf&agidns throughout the country},//
[ ) ThesAlliaZ?E also aqts”as¢a central source ofﬁfhformanio; on,black‘theatre
and dance, recsiving and responding to requests from all over the world including
Africa, Europe:‘SSLth America and Australia. Our offices receive visitors from
//'éround the world.
individuals write to us. Collgges, h%gh schools and elementary schools
,write to us, as do students and professors doing research papers, and also
\ asp}riné young performers seeking information and advice. All these people
recognize the Ailiance as a spokesman for and defender of the ‘interasts of the
. B ’

bilack arts community, especially its theatre and/dance segments.

Although much is being done by BTA's five-person staff, much more needs

7
o

to be done to a}g our 61 member companies in their struggles for growth and
development. Much more could be done if funding were more in llne with the -
reality of basic needs. And we g:gntalking about basiE needs. For instance,
mention has already been made of the need for more black'techniciéﬁs. The same\
need exists for well.trained black administrators. All too frequently funding

to one of our member companies has been cuf.off or cut back because of “sldppy“

»

administrative practices. Often these practiaas occur, not because the

i
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artistic director is deliberately trying to confuse things, but because he or she
! :
does not possess total familiarity with the intricacies of administration nor

does ne or she have the time to devote to these matters. In instances where
time is available money to hire experts is lacking. Conversely when some money
is available, there are few qualiffed administrators to be found. Yet, despite
tﬁis sitgation. of which many {unding squkées are aware, tgere is no oA-going
program set up specifically for the trlining of administrStors.

BTA, if properly funded to do so, could be df great Belp to our membership
in bdth thes; araa;. We could bring in the experts in both areas, technical
and administrative, aqd have them work with selected students and interns on
a regular basis. We could maintain a pool of qualified professionals who could

: ‘ , . .
provide consultant work in various business and administrative areas until soms

member ol‘ ghe' company was skillful endugh to take over.

The Black Theatr; Alliance was formed out of necess) y. Many ofﬂjygse

‘original needs‘still exist, The Alliance, true to its or&q; al m
[

still trying to be of service to our member‘fompanies in thelr quest to pro-

vide. the American public with exciting, ipfbrmative, creative, and entertaining

black theatre and dance.

r
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AFRO AMLRI(_,PN STUDIO IHBATRB
415 West 127 Street

New York, New York, 10027

Dir: Ernie McClintock

(212) 690-2477

\

AMAS REPERTORY T FATRR
1 East 106 Street

Hew Yark, New York, 10029
Uir: Rosetta Leloire
(212) odd=-3i%

BLACK SPECTRUM THEATRE COMPANY
120-60 200th Street

St. Albans, New York

Dir: Carl Clay
(212) 341-2790

~

DEMI-GODS

615 Maitland Avenue
T-aneck, New Jersey, 07666
il & Iu.u,ph Wdlku‘

((\une) 9

YRANK SILVERA WRITERS WORKSHOP
17 West 175 Strect

N w Yulk New York, 10027

P ir: Gar ldlld Lee U}umpson _
(212) 662-8463 -

\

1

Q
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- Dir:

THEATRB . COMPANIES

AFRO AMERICAN TOTAL TH LATRB
36 West 62 Street

New York, New York, 10023

Dir: Hazel Byyant (

(212) 581-9110 .~

f

ARTS & CULTURE, INC.
5 West 125 Street
York, I\{?w York, 10027

eonard Parker
(212) 864-1261

BREWERY PUPPET TROUPE -
1150 Sterling Place -
Brooklyn, New York, 11205
Dir: Bradford Brewer . |
{212) 774-7724

THE EAST RIVER PLAYERS
32 West 141 Street
New York, New York, 10037

Dir: Mical Whitaker

(212) 690-1120 -

4

HARLEM CHILDREN S THEATRB
326 Wast 42 Streat ’
New York, New York, 10036
Dir: Aduke Aremu

(212) 594-0524

‘e

ALONZO PLAYERS

395 Clinton Avenue
Brooklyn, New York, 11238
Dir: C ecil Alonzo

(212) 622-9058

~ BILLIE HOLIDAY THEATRE

1368 Fulton Street -
Brooklyn, New York, 11216

Dir: Marjorie Moon
(212) 636-7832

(212) 636-0919 (box office) ..

THE FAMILY

Riverside Church Theatre
490 Riverside Drive

+

£

New York, New York, 10027

(212) 666-4900
FREDERICK DOUGLASS
CREATIVE ARTS GCENTER ™
1 East 104 Street

New York, New York, 10029

Dir: Fred Hudson
(212) 831-6113/6114 ¢

HARLEM OPERA SOCIETY
536 West 111 Street

oL

New York, New York, 10025

Dir: Emory Taylor
(212) 666-7144
(212) 862-3000

,
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LAGK THEATRE ALLIANGE MEMBER COMPANIES

7 | ) -, _
IARLEM PERFORMANCE CENTER B MANNA HOUSE WORKSHOPS , NATIONAL BLACK THEATRE
2349 Seventh Avenue " 338 East 106 Street 9 East 125 Street
New York, New York, 10027 _ New York, New York, 10023 New York, MNew York, 10035
Dir: Geanie Faulkner ‘ ‘ ‘Dir: Glorta DeNard ( Dir: Barbara Ann Teer
(212) 862-3000 : (212) 427-6617 (212) 421-5615

' S ’ : (212) 427-5616

' .
. v

)
NEW FEDERAL THEATRE NEW HERITAGE REPERTORY
Henry Street Settlement THEATRE
466 Grand Street P.O. Box 146
New York, New York, 10002 ‘Manhattanville Station
PDir: Woodie King, Jr. New York, New York, 10027
(212) 766-9295 Dir: Roger Furman
(212) 926-2292 (212) 876-3272

NEW FAITH CHILDREN'S THEATRE
51 West 81 Street

New York, New York, 10024

Dir: Ernest Hayes

{212) 580-8987

VOICES, INC.,

49 Edgecombe Avinue \
New York, New York, 10031
Dir: Jesse DeVore

(212) 281-1200

URBAN ARTS CORPS

26 West 20 Street

New York, New York, 10011
] Dir: Vinnette Carroll

(212) 924-7820

TATEN ISLAND KEPERTORY ENSEMBLE
445 Park Avenue N

New York, New York, 10028

Dir: Charles Thomas

(212) 348-7496

A

WEUSI KUUMBA TROUPE

10 Claver Place ’
Brooklyn, New York, 11238
Dir: Yusef Iman

(212) 636-9400

12,
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E' TX THEATRE ALLJANCE MEMBER COMPANIES
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- AIMS OF MODZAWE
33-29 Crescent Street :
Long Island City, New York, 11106
Dir: Alice Dinizulu .
(212) 528-6279

‘

cho.

. CHUCK DAVIS DANCE COMPANY

819 East 168 Street
Bronx, New York, 10450
Dir: Chuck Davis ...
(212) $89-0400

S .
1;JUGENE JAMES DANCE COMPANY
484 liest 43rd Street

New York, New York, 10036

Dir: Eugene James
(212) 56u4-1026

i
»

SEORGE FAISON UNIVERSAL DANCE

515 West End )\venue

Jew York, New York, 10024
f)ir. George Faison

)(212) 595-0693

{212) 724-6147

LA ROCQUE BEY DANCERS

169 West 133 Street \

lew York, New York, 10030
‘Dir: La Rocque Bey
i212) 925-0188

:

o 120, .

DANGE

\ 229 East 59 Street

. (212)  299- 7738 T

.
. e
- o ¢

COMPANIES

ALVIN AILEY CITf CEN TER

DANCE THEATRE

New York, New York, 10022
Dir: Alvin Alley '
(212) 832-1740

(212) 832-72'50 (school)

[ 4

: W.‘
DANCEﬁ & DRUMS, OF APRICA, INC,
1043 President Street

Brooklyn, New York, 11225

Dir: Charles Moore

(212) 467-7127

- {212) 772-1896

FRANK ASHLEY DANCE COMPANY
Henry. Street Settlement Y
466 Grand Street :

New York, New York 10002

‘Dir: Frank Ashley
(212) 766-9200

_INTERNATIONAL AFRIKAN -AMERICAN

BALLET COMPANY

" .187-03 Baisley Boulevard
~ 8t. Albans, New York, 11412

Business’ Manager: Walter Inoe _

L JRFpR.

. MARIE BROOKS CHILDREN S DANC'E

~ THEATRE

' 790 Riverside Drive

New York, New York, 10632

Dir: Marie Brooks o
(212) 281-7789 ‘

- (212) 568-8854
~ (212) 960~ 8404

' OIATUNII CENTER OF APRICAN

* (212) none

BALLET HISPANICO - -

167 West 89 Street

New York, New York, 10024 -
‘Dir: Tina Ramirez , -
(212) 362-6710

ELEO POMARE DANCE COMPANY
325 West 16 Sgreet

New York, New York, 10011
Dir: Eleo Pomare

(212) 675-1136 _

FRED BENJAMIN DANCE COMPA:
243 West 55 Street

New York, New York, 10019
Dir: Fred Benjamin . -
(212) 582-3171 '

g

JOAN I\KLLER'S DANCE PLAYERS
1380 Riverside Drive

New York, New York, 10033
Dir: Joan Miller '

CULTURE
43 Fast 125 Street - |
New York, New York, 10035

"Dir: M. Babatundg Olatunji
1
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PUERTO RICAN DANCE THEATRE -- - -
215 West 76 Street. C

New York, Hew York, 10023

Dir: Julio Torres

(214) 724- 1195

~

. SOUNDS)N MO’IION DANCE VISION, ~INC.
230 Lenox Avenue - ‘
Hew York, New York, 10027.

Dir: Dianne Mclntyre )
(212) 348-2460

RS NN

-~

'WALTER NICKS DANCE COMPANY

RAYMOND JOHNSON DANCE COMPANY
R.D. #2 Box 145 E

Kingston, New York, 12401 -

Dir: Raymond Johnson : -

(914) 339-1072 .

-

']

250 West 74 Streect - .
New York, New York, 10023
Dir: Walter Nicks
(212) 787-4557 -]
(212) g90-9058

¢ .
. .2

ROD RODGERS DANCE COM
8 East 12 Street

New York, New York, 10003
Dir: Rod Rodgers .

(212) 924-7560

¥
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AFRICAN 'IHLAIRE CULTURAL CENTER 8
PAUL ROBESON THEATRE .

350 Masten Avenue N W

Buffalo, New York, 14209 ~ * ‘

Dir: Celes Tisdale -’

(716) 884-2013

11 East Utica Street
Buffalo, New York, 14209
Dir: Carole K, Welsh
(716) 88207676

fREE SOUTHERN THEATRE.

1328 Dryades Street

Mew Orleans, Louisiana , 70113
Dir: John O'Neal

(504) 581-5019

-

RITES & REASON |

Brown University P O. Box 1148
Providence, Rhode Island , 02914
Dir: George Bass

(101) 272-3718

Vinle Burrows

63 Avenue A .
Hlew York, Mew York, 10009
(712) 6774667 .

O 1) 757-6300 -

12,

BIACK DANGE WORKSHOP, ING, .+

e

VAPFJLIATE

INDIVIDUAL

:BmKM'I‘RMUME Maeﬂomﬂm’ h ﬂ - - " “ - g oy e -»
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”THEATRB

AFRO—AMERICAN PLAYERS INC. o
2434 Guadalupe :

Austin, Texas, 78708 .
Dir: Freddie D, Gardner, Ir.
(512) 477-7106 s.

- L)

BLACK EXPERIENCE LNSEMBLB INC. )

5 Homestead Avenue !

Albany, New York, 12203

Dir: Mars Hill o

(518) 482-6683

(s18) 457 5651

HUDSON VALLEY FREEDOM THLATRB
134 Grand Street
Newburgh, New York,
Dir; Curt Stewart
(914) 565-6640

W ‘
WRITERS IN RESIDENGCE

11 East Utica Street

Great Neck, New York, 11020 '
Dir: Ann Early . N~
(516) 829-6596.  ° . -

12550

APPILIA:Q.ES

‘ Marc Prlmué

3098 Californla Street #1°

San Francisco, California, 94115 S

COMPANIBS

L IR

B ! (

BLACK ARTS/WEST

722 18 Avenue

Seattle, Washington, 98l 22
Dir: Buddy Butler

(206) 329-4111

CONCEPT EAST

19932 Livernois Avenua
Detroit, Michigan, 48221 -
Dir: Leonard M. Sinith

(313) 2365S.

2

PHITADELPHIA DANCE COMPAN
6249 Market Street -
Philadelphia, Pennsylvania,1913
Dir: Joan Myers Brown “
(215) 472-5018 . -
(215) 472-9702

FREEDOM ‘THEATER
1346 North Broad Strveet
Huladelp}ua, Pennsylvania, 191
: John E. Allen, Jr'.
(215) PO 5- 1793
. .
WoodIe Kincj, Jr.
417 Convent Avenue

' New York, New York, 10031
(212) 926-2292

r
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Afro-American (Theatre, directed by Ernie McClintock, was started around 1968,
The seating capacity at the theatrs is 110, The capacity sold last year was about
LO%, with about 20% rsturning more than once. They have no mezbership list, although
¥ they have had one in the past; they do not plan to start a new one. The Company !
tours churhces, schools, and other theatres., They usually play”to larger audiences
on tour, The company receives funding from the National Endowment for the Arts -
and the New York State Council on the Arts. The Company has been working with thea-
 4tre technicisns in Nigeria, West Africa and in Southern Africa.

The Hudson Valley Freedom Theatre was founded in Angust of 1972, The house has

a seati?g capacity or 5W, The number of professionals involved is 22, The per—
centage of seating capacity sold last year is 40%, and 80% returned more than
once. They have a membership list of 500 names, The company tours prisons, and
performs as part of street theatres, They have received funding from the Housing
and Urban Develorment county agencles and individuals,

i

The Fres Southern Theatre started its operation in June of 1964, They bave about I
six professionals working with them and a seating capacity of 100 where they cus-
tomarily perform, The Company estimates that 70 of the seats were sold last year,
with an additional 65% returning to ses other performces, They have no membership
list., The company tours colleges, commnity centers, libraries, They receive ) I
80% of their funding from foundation sources and 205 from individuals. :

The Frank Silvera Writers' Workshop began in 1973, and has about 200 people involved
in it pressntly. Seating capacity at performances is about 160, and they have a
membership list that rumbers about 350. The workshop has had interactiaons with Ger—
man writers who came to exchange ideas and see the workshop's work, , »

AMAS Repertory Theatre began in 1969, and has 53 profession working with it at
the present time, Their seating capacity numbers G4, and the thsatre was able to
sell 85% of capacity last year. 85% of that audiences is estimated to bave re-
turned more than oncs. They do not have a membership list, 'but they plan to have
one in the future. In the summers in New York, the company goes on tour at schools,
parks, halls, in the streets and for senior citizen's groups. The director of the
Theatre has appeared on telavision., Fudning is mostly from the Exxon Corporation
and the National Endowment for the Arts,

Frankdin Tho Iittle Theatrs gave fts first professional performance in 1952,

The audiences }t usually performs to rmumbers about 125, and 55% of seating capacity
sold last ¥year. They have a membership list of over 00 names, The company

Goes go on tour, usually to commnity -based institutions Rike hospitals and senior

oitizen centers. It also has done televisdon performances.™ _

ERIC 2y




The Famlly was founded in 1973. It comprises a professional company of 'sixty-five
members and has a seating capacity of 250 in a theatre in which they customarily
perform. The company sold 40% of its theatrs seats last year and has retalned
more than 30% of their audiencs who returned., The company holds a membership list,
' tours across the country in prisons, collesge, parks;and receives contributions

and grants from the National Endoument for the Arts and the Néw York State Council
on the Arts. They toured Holland, Germany with Miguel Pinero's Short Eyes a few
Joars -ago., .

Al Fann Theatrical Ensemble was founded in 1965. - Thg professionals who make up
the company number about £ifty. They have no theatre house and perform no shows.
‘I:hey have in addition no membership list and do not plan to initiate one, The
ny does tour, however, and plays in piblic schools and colleges when they do.
Dr. Helen Johnson, writing of Fann said:. ; ‘
Famn's own play, King Heroin, first appeared in commnity facilitles in the
. ) ’ ” . Bedford-Stuy7esant section of Brooklyn. The
theatre sites included schools, hospital, commnity centers, and the streets
thermselves, ‘
Fann's Ensembls is presently functioning as a workshop.

~

The Billie Holiday Theatre gave its first performance in 1972, It has twenty
prafessionals presently woricing thers, The seating capacity is roughly 200 people.
Since the theatre is predominantly associated with theatre parties, 1t is diffi-
cult to assess the mxpxiky percentage of audience capacity sold last yar, Ms,
Moon simply said a great deal was sold last year. The Theatre sold 50% of its
-seats last year with a phenomsnal 90% returning more than once. They don’t tour,
nor do they have a membership list. They do, howsver, receive contributions,

The Theatre has been a house for at least 50% of the other B.T.A, companies, They
have had cooperated theatrically with the Caribbean Theatre Companies.

4

The Afro-Amsrican Total Theatrs was started in 1969 and:1s directed by Hazel
Bryant. It employs ten professionals, and has a seating capacity of 110" to 200,
More than of these setas were sold last ¥asar with at least 50% returning
more than onks. They play to larger audiences when they tour. And they play in
parks, comminity centers, elderly homes on the road. They are presently being
funded by federal, state and city agencies. They have had contact xtidrx and co-
operated with Haitla, Africa and Guyana. The Theatre does not have a wmembership
1ist. -

The Alonzo Players, headed by Cscil Alonzo, has been performing since 1668 with
its first professional debut. They have 33 professionals involved with the com-
pany. The Theatrs in which they customarily perform houses about 250 peopls., Of
that total about 75% was sold during the 197576 season, with an equally large per—
centage of 70% returning wore than once, The company tours collages, universities
in at least fifteen different states, and is involved with countries like Guyana,
St. Thomas in the Virgin Islands, and South American countPes. They receive con-
witibutions from private and public sources including the New York State Council on
o the Arts. They have no membership list, although they intend to start ome,

Ton
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Black Arts West began in 1973, and presently has 23 people working with it,
Their audience seating capacity is 300, and they were abls to sell 60 to 65%

of their capacity last year. 50% of their audiences returned more than once for
their performances, The company has a subscription list ard they are making
plans to begin a membership list. The company does go on tour to colleges and
commnity-based institutions., They have appeared on local telsvision and have
cooperatéd with count:ies.outside of the United States. Most of their funding
comes from foundations, government agencles, businesses and individuals.

The Black Experience Ensemble, Inc.,” “directed by Mars Hill, has been performing
since 1968, and has 20 professionals with it at the present tims, Their seating
capacity is 500, and the Ensemble sold 503 of capecity last year. 903 of the
gudiences is estimated to have ed more than once to see their performances.
They have a aubsoription list that mumbers from one to two thousand., Company
tours take them to!colleges and commnity-based institutions., Their appeats
have been aired on television, and they have run t.v, spots, which is estimated
to have reached 700,000 to 1,000,000 viewers, They would like to have more in-
teraction with othercountries, and have made contacts at Festac (in Nigeria) and

'in Jamaica., The’Ensemble gets most of its funding from the New York State Council

on the Arts, as well as privately from businesses and individuals,

The African Theatrs Cultural Center, directed by Ed Smith. bagan in 1968, and has
8 peopls, woridng with it at the present time., The theatre in which it usually
perforas seats 137 peopls, and since Jamuary of this year (1977), the seating
has been at least 75% filled. The theatre has a 500-name membership list, and
plans to expand the list in the future., At the proaent time, the conpany does
not go on tour, Its major scurce of funding is the New York State Council an the
Arts. They have appeared on television indirectly through the director’s univer—
sity commnity groups. The Center was the co-founder of Toronto Black Theatre
Workshop and has done exchange viewing of plays.

The Harlsm Opera Soclety began in 1959. . Ir is ¢ posed of -23 profes=
sionals. They normally perform in a 1,500 to 2,000 seat theatre., They sold 75%
of their seats last year and they tour mainly with few perforlumces in New York,
in commnities, auditoriumns theatrss in other citiea. They have appeared on
television and performed in Cd and France, .

I

Yoices, Inc. began at Carnegle Hall onjAngust 12, 1963, Tkey have 33 peoplo in-
volved with the company. They have ten members in the regional company and 20
members in the national company. The other members are arée management persommel,
Because the company tours exclusively, ey have no regular theatre purse. -But
when they tour, they perform in mnici

various kipds., They receive funding frdm NEA and NYSCA. The company has appéared
on television and holds a Peabody Award“for excellence, They have also appeared

13,

. 4n Thnstrt of Nations, Paris

auditoriums, opera houses, and theatres of
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The Harlem Children's Theatre gave its first professional performance in 1971,
‘They have presently 100 prufessionals involved with the company., They psrform
usually 4n a theatre that seats about 400, Last year, 75+ of their seats were
sold, and 45% of the audience returned more than once, They have no membership
lists, but they do plan to initiate one. The Company tours colleges and schools
and usually plays to larger audiences while onstour. The company have appeared
on telsvision, and receives funding from foandations and other sources. They
also have had contact with theatre companies outside the United States.

A v

4
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Concept East (Detroit, Micgigm) began performing professiognally in 1969. They

have, at the present time, 50 professi as a part of thtoompaxv. They usu-
ally perform in a theatre seating at lsast 500. Last year, 75% of their seating
wvas sold, with 90% returning more than once. The company does tour,

. but does not believe their audiences are larger than when they perform at home.
They do receive sontributions and the tours usually take them to colleges and uni-
versities. They have also worked with other theatre companies outside the United

States.
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Alvin, Adlsy City Center Dance Theatre first began in 1958,  The rumber of pro-
fessionals involved now is 80. The seating gapacity of the theaire in which they
usually perform is 3,000; and in the fiscal year 1375-76, 70% of the seating was
sold, Out of that number, 555 returned more than once., The company has a member—
ship list of 700 peopls, called the Friends of Alvin Adloy. The Company tours
colleges and universities. The Alvin Ailey School teaches dance to over 5,000

. megbers, They receive funds from NYSCA, NEA and private contributors. They per-
{ form yearly in countries such as Japan, Africa, Cuba, Spain, Venezuela, and Is=-

rael. The Company has appeared on television a mumber of times,

The Ballst Hispanico, which lves 39 professionals, gave its first professional
performance in 1970. They perform to aundiences numbering from 350 to 700, 70%

of capacity was sold last year, and 50% of that audience returned more than ance,
Their membership list mumbers about 100, and they receive private and paublic con-
tributions. When the company goes gp tour, theyperform at universities, theatres,
and schools., They have appeared on telsvision in the past,

e — - —————

The Olatanji Center of Afriean ré was formed in 1957. They have about 50
professionals involved with the &ompany. The company receives funding from , ~
the NYC Cultural Affairs Office, NEA and NYSCA. They tour mostly colleges and \/
public schools. The company has appeared on many t.v. ghows, ineluding Johnny
Carson, and Merv Griffin, They have been cooperative in dance and other aspects
of the African aesthetic with Japan, Africa, and ths Caribbean.

The La Rocque Bey Dancers started in 1960. They have 50 professional dancers,
drummers, and other technicians as part of their organizationm, They usunally play
to packed suditoriums, stadiums with capacitles betieen 5,000 and 50,000, Last
year, they sold 25% of their seats, But at least 505 returned mors than once,
They tour concert halls, stadiums, theatres, and universities all oyer the United
States. They have been involved in varicus oooperative aesthestic ‘andeavors with
countries such as Canada, West Germany and Africa. L
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The Rod Rogers Dance Company, made up of 28 professionals, first performed in 1567,
Its audiences number from 200 to 2,000, and last year, the company sold up to o 2
of capacity. B80% of the audiences returned more than once to see their performances.
They do not, nor do they plan to have, membership lists. Company tours brought f
them to university campses and theatres, They have appeared as well on television,
and have travelsd to the Virgin Islands. Their major sources of funding is from

the National Endoument for the Arts and the New Tork State Counocil on the iArts.

The Buffalo Black Dance Workshop is headed by Carole Welsh. The Company ran its
f4rst performances in 1972, It consists of nine professionals, and has normal
theatre seating capacity of 325. The Company sold 705 of its seats last year,

and 356 returned to more than one performance, They have an informal membershim
list. The company tours high achools, _churches, colleges and other theatres. They
receive NEA and NYSCA funding.

The Philadelphia Dance Company performed professionally in 1972 with 9 menbers.
They have an enormous theatre, seating 1,100. They sold 75% of their house in
1975-76, and retained 50% of that rmmber who returned at least twice. They main-
tain a membership list tut does not tour. They also receive contritutions, They
have appeared on television.

-

Walter Nicks Dance Company was started in 1972, . . . ol :
N T ] The Company tours theatves and university
halls, and auditoriums, They receive funds Zrom the New York Stats Council on
the Arts, and individuals, and has appeared on telavision.

)
A

The Fred Benjamin Dance Company was begun in 1972. It now has a professional
company of 20, and a seating capacity of 500, Exactly 100% of these seats were
sold during the last year, with 753 returming mors than once, The company has a
membership list of 500, and recelves funds from C.A.P.S., K.¥.5.C.A. The
director, Fred Benjamin, has tanght in Holland, France, Switzerland, Spain, and
has choreogra for the Modern Dance Company of Finland., He is currently trying
to build a E¢ro andience when the company tours abroad.

Joap Miller and the Chamber Arts/Dance/Players wers founded in February 1970.
The rumber of professiocnals involved is 15. The seating capacity is 200, with
90% sold in 1976~-and 455 returning more than once. They have a membership of
4,000 and plays on tour to universities, churches. The company has appeared on
television, ' -

13,
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The Reymwond Johnson Dance Company first performed Arofessionally in 1974, The
Company cofsists of eight professionals. They normally perform in a theatre with
seating capacity betwsen 200 and 400, They tour universitiss, minority cultural
centers throughout 3 United States. The funding sources are NEA and NYSCA.

L)

The Dianne McIntyre Sounds in Motion Dance Visions began in 1972, and is now com-
prised of twenty professionals. They usually psrfofm in a thea whose seatingz
capacity is 500. 80% of capacity is estimated to have been sold last year, with
a nominal percentage coming back more than once. ey do hot have a mailing list,
ard they do not plan-one at this time. They do goé on tour to universitles, and
fuanding comes mostly from NEA and NYSCA, with little or no private funding., They

have appeared oh prime time television in the past.

The Eugene James Dance Cowpany started in 1967 with its first performance at the
YMHA. The company sonsists of 17 members. The seating capacity in the theatre
they usyally perforp in seats 250. They have a membership list, and they tour
99113313 and public schools during the year.

.

1
A

The Elso Pomare Dance. Company psrformed for the first time in 1958. They have a
total of 23 dancers, and they usmally perforam in a theatre that seats from 350 to
3,000, During the year 1975-76, they sold 60% of their ssats, and 40f returned
mors than once. They do not at this time have a membership list, but they do plan

to start one in Fall 1977. The Company tours and usually plays to larger audiences
on tour in concert halls, auditoriums and colleges. They have rsceived funding from

NEA, NYSCA and private contributicns. “They also have appeared on telsvision.

.
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The fiscal problems of both New York State and New York City represent

a fundamental limitation on the prospect of governmental support at levels w

which are anything like adequata. Nevaork‘quty, for example, has only a
total of 1.5 million dollars, in 1976, and 1.4 million in 1977-78 to distribute
as program grants to all of the cultural institucions in the Cir:y.* The
vast bulk of even these small sums is, however, committed to lon;—atanding/(
institutions such as Lincoln Centar, the Brooklyam Philhartonic, and
Shakespeare in the Park. In fact, the City has onl;' $240,000 per year td®-
d:u:ribun on a compe:icive buia to all of the other cultural {institutions
in the ci:y This means thaf the City can only make about 75 granta ranging

from $100 r.o $ 500 in thn year 1977-78; and they will only £und 50 pcrccn:
of -any projec: e ¢

§ In“tkg past ‘V:be City;s contribution to minority arts groups has
been b3fely m\:;n\fiml. H:L;panic groups received only .03 percex;t of
discration;ry progru‘x funds and Black arts groups less than one Bercent last
year. This is a policy which is in the process of being changed, and we

can only strongly recommend, and insist, that the City recognize the impr

importance of using ica 1imited funds to benafit the population of a cicy which

is now 42 pctrft non—vwhite. We also recommend that there be a ten-fold
&

{ncrease ir the amount of discreticdary funds available for programmatic

development. This seems a barely adeq\ﬁm:e lavel of funding for so crucial

a rasource. . (

*The bulk of the Department of Cultural Affairs budget of roughly
22 million dollars \is committed to fixed capital budget allocations to
"primary institutions" like the Metropolitan Museum and the Bronx Zoo.

waDepartment of Cultural Affairs.' Program Guidelines: 1977-78.
April. 1977. po 7. ) ° b

e
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The City has also established a useful set of guidelines for determin-

ing which cultural groups should receive a share of the available funds.

The City's first priority is to fund programs that reach "communities - \\l

" This need can be most

'inadequat:ely served by existing cuitural resources.
clearly,directly, and immediately met by Black|theatre and dance companies
which have been developing outreach cult;xral‘ i{institutions, and street ’
theatre, to nelghborhoods vit:hout;. any other meaﬁs of cultura.l ydia..

In order to more effectively deal wich the many difficult policy and

o

N
program decisions concerning the allocation of limited resources in a

predominantly Black and ‘Hispanic city, it is recommended that the Mayor's
Comittee on Cul‘tural Policy be éxpandgd to include fepresentat}ves of
Black theatre and dance. At preseant, there are no representatives from
either the ‘Black or Hispanic cemmnities on this committee.

_ With limited resources it is clear that there are a number of ways
of improving the short and iong-,term fiscal options of cultural insti;u;ions.
On;e of the‘ mo¥® Ynnovative and useful has been the formation of a short-term
lo’an. program by the Theatre Development Fund and Uthe Cultural Council Founda-
tion. The use of limited funds to invest in certificates of deposit which
then ule multiplied by banks, such as Chase, for low-interest, short—-term
 loans solves one of the ~n§eds of theatre and dance companies for cash flow
deficits. ~ This program could r#adily be expanded by the jﬁdicious use of
City, or.State, deposits or through the investment of a small portion of
revenue sharing ;‘.‘mds.‘ The approach to solving the sho}t—tem, cash flow
pmblems\of cmmﬁw éhould, however, be augmented with a low-interest,
long-term loan program for invesvtment in capital improvements in such

things as lighting equipment,«atage’ props, and the rehabilitation or refur-

bishing of theatres. | 13 4
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Another method of improi}ing the utilization of scarce resources
is to pool limited funds to support technical assistance organizatians such

.ag8 BTA and AHA. These organizations need to be treatad by funding ageneies

TTas—a separate and necessary adjunc\t to the effective management and support.
of minority arts prograns. Theﬂr should not be put in the position of
competing for funds with performing companies but established as a separate '
category of need. These institutions, when freed from the debilitating
necessity of etaying alive, can provide a range of technical and audience’

development services to smaller companies. 'I'he principles of economy of

scale will work with administrative and other concerns, and is clearly an

It is also clear that the maintenance of such institutions will
supply some of the expertise to respond to the objection that money alone 1is
not the answer to the problems of.manyrtheatre and dance companies. It is
indeed vital te find‘tne‘flexible mechanisms fotr assisting smaller companies
‘to develop" so that they can creatively and efficiently handle additiomnal
resources. ‘Sueh services can assist developing companies to develop
logically and consistently. Such mechanisms can then begin to eﬁaluate
ﬁthe needs of member'companies establishing priorities of need. TLese
self-defined priorities can them be utilized in the fe,fguietiqn of consisteat,
lang-term poiicies and funding goals of use in integrating federal, state,
local, and private funding. Clearly, there is a need to begin! to tackle

the absence of a coordinated policy for all levels of f¥nding 4nd assistance.

' , area of service welcomed by Black theatre and dance companies.
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