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story, there are know how we al doéyoynu@
not sure i f theydre if its apocryphal. licty@a . a lAIn
been made aware in thinking about telling my own s tvarfous
contexts over and over again, sort of become the story that is me, the public story that is me.

But, the other thing I wanted to say, as a frame, for this, for what I have to say, is that my life has been, as you will understand as I tell
the story of itéthe theatre part anywayéhas been ab o ghoice
and sometimes by being rejected by those institutional frameworks. But, what I really like about what is going on here, and what Todd
has formulated and put into practice is that it | stendtatdkes i
on a life of their own, - evolving, and so programs form and each one in some way tries to emulate the last one and maybe improve on
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I think that one of the great good fortunes that I had was that I got involved in the theatre very late in my life, in relative terms. You
know, except for the time I was the Martian in the fourth grade play with the football helmet covered in foil and hangers for antennae.
But , except for that kind of thing, I real | y wa s tarfed outitobeva
good thing. I wasndédt the kid who did all t he pl ay®doiwithmg ¢
life. I had no idea what I wanted to do with my life.

I wound up bouncing around a little bit during a time when it was sort of dangerous to do that and I wound up. . .I was drafted into the

service and when I got out I went back to the first college I had gone to, one of the many I had flunked out of, and I had to go back there
just to get my grades up. And when | went back there, t
sai d, iCome on, man, we have to go to the theatre, I h a

So, I went with him to the theatre and I wound up buildingd it was a summer term® and I wound up in there building scenery. They had
a small festival of plays and | just really | i klevantedthe peace
and quiet. I was in lowa, it was a small town i n | mewayor
another about me or what | did or what | said. | ingpad | vy
attention to.

So, I wound up doing this stuff and one day the guy?&all |
couldnét even believe it. I me an, I was doing s o me tnlusimgg
wheat paste, and painting with scene paint, and you know, animal glue stuff, and it was all just really cool to me. And, he offered me to
be paid, and so, I was paid. And then he put me i n aaBupl
what happened was, that my interest was verified or affirmed by his gesture in my direction. He recognized that I seemed to have some
kind of passion for it.

And so then, you know, I took a couple of classes and then the next summer there was going to be no theatre activity and I had nowhere
to go so just I went to the administration and asked them if I could use the space and they let me and I just produced a play. I produced a
three-act play. I designed it. I built it. I painted it. I directed it. I hung, I did the lights. I did all this stuff. Publicity. I got the agency to

forego the royalties, forgive me the royalties, and you

Anyway, that was towards the end of my coll ege t i m®ethisimanj
was there, I stayed and then he retired. Which left me a little bit at sea, but I right away applied for a job right out of college to run a
community theatre. And one of the reasons I did that was because this man gave me an orientation to theatre that had everything to do
with community. He had been a part of the Little Theatre movement, which happened in the late Teens and early Twenties in this
country as a reaction against the touring syndicat eosnhadh g
an opera house. They were uswually upstairs from t he laget u




than that. | 6m sure you have some around her e, butnotihafirst ffe |
places to have these Little Theatres were Madison, Wisconsin and Peoria, Illinois, and places like that. And really, in a very real way,

they were the beginningéthey were the seeds of what becgme

Well, anyway, my orientation to what the theatre could be as an aspect of the culture had everything to do with it being what I would

call éyoudd have to call it the campfire of the commyedi t y.
image, but, never the less. And I was a young idealistic kid and I believed in this stuff, I believed in the power of it and so | appl ed

somebody put up a notice on the board that a town down he

their community players. And so, I applied for this job.

Oh, it was a sort of long circuitous thing, but I basically lied my way into the job. I told them I was better than I was, I told them I had

more experience than | had. And, they bought it. Andneglaheg |
and a one act. That was all | had ever done. And it was a thousand dollars for the job. The whole job. And so, I had to get a day job, and

so | got a day job writing ad copy and making commergaintalfs é:
that one too. | told them | was a writer. | wasnoOkmeaa, wr it e
sometimes they want to see credentials, but the credentialsd

some people that have credentials candét do the | hy

So, I did that, and it was very challenging, and I learned a lot. But I also learned that I wanted more skill. I wanted to know more about

what I was doing. So, I tried to find my way into graduate school and I went to the University of Northern lowa for one semester, and it
wasno6t what | wantedéand | | eft and | went back t o thkndwi s [fma
what to do. o

And this guy was blind, by the way. He was bl ind. Heouldva §§ a |
you want to study privately?bo0

So, I moved back to this little town and by now, my college had closed, by the way. There was no more college. It was done. And I took
a job, whatever, some day job, and I went three days a week and I studied with this guy and he taught me® and this is where the benefit
of not having gone institutional wasd he taught me acting, he taught me eurhythmics, he taught me vocal technique, he taught me
design technique, lighting design, light theory, color theory. He taught me how to render in watercolor. He taught me how to build

model s. And all the ti me. . . and then a coupl e of 6 dtithe S
people in. And I did this for like, a year and a half, and it was like graduate school.
It was an astonishing education, and | had the good dwasr fJun
in his nineties. I |l ost track of him for a few yealkn d |
somet hing about what he had given me. And | just s aituh, ou
And, that was true about hi m. He gave me principlesnaei hi
me how to do the wor k. He just gave me principles. Auma OV ¢
that time, at his insistence, and I go back to this thing and I look at it and it reminds me about sort of fundamental precepts that inform
everything | do now. Someti mes | 611 be in the middle of [fmy
Wel | | after that, t here was sort of a bunch of bounmeinng [far
Fairfield, another little town. That was a short-lived thing, because I needed to move on, I needed to do other things.

New York City for about a year. And IHwasjtoas t] di

in the context of this idea of c¢ommunhaday ¢ \

ive and | had money saved up so | was beating h

So, eventually I started taking the trade papers and applying for every job that was listed. I made a rule with myself that I was going to

send five letters out every single day. And I did that, and somebody answered my letter. It was a civic theatre in Jackson, Michigan. A

town about thirty miles, twenty-five miles west of Ann Arbor and then it was just south of East Lansing. And these people, they called

me in there and I interviewed with them and they hired me. And it was an explosion of my own ideas. It was a palate on which all that I

was thinking about could come to fruition. And the theatre was on hard times, it was in the red, there were people, factions, you know,

how in community theatre therebds this group that heaaised hi
didndét | i ke the way so and so did such and such¢ébo

And because of the ideas that I was carrying with me, the principles that I was trying to operate on about having the theatre serve a

community, because those were dominant in my mind, all those other things became secondary or tertiary problems. So, all I was

looking to do was to eliminate whatever friction there was that was in the way of us doing the kind of work that would be a conversation
betweenmed and | did believe it was about me, and | | ear me dvhlfadtse
in charged but it was about a conversation between me and this community.




And I just invited people to come to the theatre, indiscriminately. I gave them free tickets. I just opened myself up to the community and
they, in turn, opened themselves up to me. And dur i nhgtwd Ife
years that [ was there we did classical work, we did Shakespeare, we did Moliere, we did some musicals, we did some Neil Simon, but

we also did new plays, we did American classics, serious plays that had been done in New York and Off Broadwayd and we or |g t
the 706s now, so Off Broadway W aml thdatdiencelateitup. Oheytlikedit thepliked it they 1 a m
liked it.

And | was telling this to Todd the other day, that ersboueme@f |
which completely shocked me, but what it said was that not all the work was great. Not all the work was successful. But, there was

al ways a challenge of thought to the community. Anedntyingtodal |
do and they got it. You know? They just got it.

I was on my way up a ladder at that point, in the world of community theatre. But the community theatre in this country had changed, it

was beginning to change in substantial ways and the places where you could do not just the Neil Simon stuff but the serious stuff were

di minishing very quickly. And | waséwhat would be the Iyiflgh:
seducedéwell, maybe | was, I dondét think | was seducied, [fbu!
theatre. Wooed, yes, this was Sioux City, lowa.

My wife is from | owa. . .by now | was married and my wifge |
getting older and so we decided to go back there. And we took this job. I mean, they flew us out there and wined and dined sort of stuff.
I was getting a facility that | didndét have to share wi h

This other job, in Michigan, I was directing seven plays in nine months and I was running the whole thing. And I had a Tech Director,
thatodos all I had, was a Tech Director. But , | wa sryquickly.riAgd [fa n
you get facile. I dondét mean that in a negative wayéipuet |Jy ol
out how to get these things done and you know the peopl ¢ t|
thereéwere all theéyou know, the main actors who sort off c:
they dragged other people in and we became a company of people and we started to share a language, which is an important part of this

stuff. Not just in the work itself in the rehearsal room, but we started to share a language with the community at large. The language that
I was using in talking about what we were doing was beginning to seep into their consciousness and they were beginning to take it out
into the world that they operated in and then I was taking every opportunity that I could to be on the television station, the radio, and
newspaper to talk about the theatre as a resource in the community. So we started to share this language and it was really very exciting.

And when I left, and went to the other place, it was just the opposite. They had lied to me about the financial condition of the theatre. I
arrived there and things were different than t hey afsmnined h e
months there.

So, by this point, my wife, who was an academic, rheladldl y [fn
freelance. And we went to Minnesota because she gotknowayoy, b
they don6ét hire you. And nobody knew me. Somebody o ftfliteok¢d
the job. And then I got another job. And then I got another job. And I started making my living as an actor and I kept saying to myself,

il dm just acting to support my directing habit. o That s @un:

And the Twin Cities was burgeoning. It was a great theatre town at that time, in the early , 80, s. [ mean, I directed occasionally, but
there was really nothing going on. And, so, | 6 m aeddthecanegl, |Ja n
started a small Equity theatre, with the same principles in mind, except that I was interested in new work.

Part of the reason for that was that in the Twin Cities, everyone spent time at the Playwrights Center, which is an organization that was
founded by a group of writers and they wanted a pl acaeahet h
gift of gab, and a gift for money-raising, was able to raise a lot of money. And they bought this church over in a questionable part of

town and it became the Playwrights Center. Every Monday night there was a reading of a new play, and there were workshops

sometimes during the course of the week. It was a place where writers could congregate. They provided services. You know, copies,

they provided copy machines, and that kind of stuff, and a place to hang out. Well, everybody® because there were so many writers

coming thered all the actors knew, and the directors knew, if you wanted to advance your work you wanted to be tight with a writer,
because these writers start to get produced, they walhlte o
time. You know, it was a way to make a quick eight or ten bucks an hour for doing a workshop or a reading or whatever it was.

the way that | <creat eugh Amditwhsqr me

And so, that became part of
all the money went away. The monaeoy |fwe

the Reagan Years
of stopped funding that stuff.



So, a lot of theatres started to close, and mine was one of them. It lasted about four years. In the interim, you know, during that time,
someone asked me to come and work in Chicago in a theh

was one of the major theatreséduring Chicagobds big movig

stay here, youdll work hereédo Steppenwolf was inteyNSt
|l dm going back. 0o And, um, we did, really pretty wel/l

We attracted people to come to these shows, they were interesting shows. We produced some new plays. We produced some plays
that were not being produced very often or for a | odtiwpas
working 18 hours a day and I was burning out. Just like Randy (Rollison) was saying. | burned out. You can only do that sort of
thing for so |l ong before you just say ités time to pac

So | did. | shut the doors. And | wasél became veryédelf

had closed and there was no work, and I got very depressed. Suddenly, I got this offer to come to Philadelphia to be a member of this
company. And our kid was grown and out of the house m@mn
di stance?0

erable here. Just go d

| ong distance t hi kngw,
ow, and the wor kerybodys

n some movie work g tta
exci i ng, t her affitmeday

S
n
d was enviouséBut miE
e
s

And ey have the powl

Maybe ou ought to go
star d doing t hagdgayearA
0O wor t hat much. hBedp

, again, he directi ndgThewo
se they direct plays. myd

e
[
a i this mid e pl ace. Andthesk 6
s Eddi e Car yl ock, an then plays you
going on here? dondt want t do any of 't hitat .
including me, finally. And we just agreed to part company, me and the theatre that I was in.

During that transition time, | had started to thi ntrtedtd
think about the fact that there was no place to develop new work in Philadelphia, and in every other city, every other major theatre

city in the country, had a place. Thereds Chicago Dinami

New York, JAW/West in Portland, so forth and so on.

So, I started to talk about my idea. I started to formulate my ideas and talk about them to friends, close friends, peers. And then I

started to talk to the artistic |eadership of al lebetnhe
tal king about this for years, but nobody has come up Ww
And one day, I was talk

Il ki ng who was al so a hesadl
t o me, AHow much would it 0 |

said a number,

So, with that money, [ was able to go and leverage a bunch of support from other people and ask them for three years of support. The
amounts were much less, but they were enough to bankroll the operation the first three years, which I felt that I needed in order to get
the conference going to the place where I could raise the money from foundations because you need a track record to attract
foundation support.

way f oof t
them knew me because | 6d worked with them. fact, my

the Playwrights Center. The Jeff Hatchers,

The first year we did this, waséthere was no
I n
t

supporters and I was blessed in the fact that there was a dramaturg in town who had been a dramaturg at Steppenwolf and for Actors
Theatre of Louisville and who joined my theatre company. She no longer wanted to do institutional work - another one, right, who

he Lee BI eff
nobodies when we were tryingéwho were just trying to glg
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di dndét want t o do -b&ndwettiotvarkt to teadh drdmatirgly & acodllege bunitavas klose enough that she
wanted to be involved with what I was doing.

So, this whole series of things started to fall into place. It was like this confluence of thought and attention and circumstance. And
s o, I didnét know how | was going to get writers to s
[

all the i [ directors and | it édta
and said, you nominate five why
hey knew and trusted @

And, of the four writers we chose that first year, three of them...one of them, his play went right to the National Theatre of Great
Britain and then came to the Roundabout, another one went right to Actors Theatre of Louisville and premiered at the Humana
Festival. Another had her play produced, like, four places in the next year.
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brave here and
ve thing fi ow what? To he

s a temperin i mpering t hauhtil
somet hi ngéa feel that | 6
teach at a ¢ my students
ity, i sues i ty. And
There is no i . 0 going to

somet hing peopl i want to
e thatodés made, i i al wo r | de s
Your eodor ant e the smel]l

ess yo graspéyYo insurance i s
i I me an, d oecof |
ered in my ||

eed safetyéYou nee
icul ou things | e ncount
6s just me. Yo get -mapkpagnt hat Sgomecbnofnt pbeogéel
pl ace you dondt Kknow. And thereds just so much to
necessarily | eave anything behind when youdre doingidit
easy for me to talk about this stuff now, because it succeeded. My taking this step into the unknown, it succeeded. But, I don 0 t
know what 16d be doing if | hadndédt done that. I 6d be
failed? So what? What iif it had failed? I f youdr etobtapl
you from what you want to do. And as writers, younkr e

probably by nature you guys are all prepared for that kind of zig-zagging through the world.

So, thatoéos kind of, the what? The

hi story. But , ufedamdan
what | dm trying to do there. What weor t

sto
or e rying to do
From the beginning, it was clear to me thatéand | spe
Pl aywrights Center. The Playwrights Center has thidctobe
called Midwest Playlabs. The same kind of arrangement where writers would go during the summer, to this adjudicated thing,

people were chosen to come in and theydd develop thei
happening now in the world of play development, is t

to see income streams. And they have all this language they use, and they are very deeply interested in sustainability. And, uh,
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what 6s another phrase they use? They call i uh, aoapg
pay for it? Wi thout our money?bo

And, the truth is, the kind of work that I do, and some other people like me are doing, is that there is no element. It is strictly R&D.
It is a laboratory. You need to invest in the research if you want the product. Not even the product, if you want to see what might
emerge at the other end. Not product. | dondt eventoma
l ooking for one thing and wind up with something eathse
model I wanted to foster, and engender at my, um, my shop, so called.

So, I set about making an organization that was about developing plays, advancing the voices that are exhibited in these plays,
locally, regionally, and nationally. And about cross-fertilization of artists. Those were the three points in my mission that we have
tried to live up to. And we have, to a certain extent, done all of those things.

I me an, I wondét rattle off the successes but 60% of

the six plays we developed | ast summer are going t atth§
end of July, so, starting in August, so a year anctedukd
in seasons, itbés wonder ful. I'tds wonder ful for t hgvether |
funders a reason to say yes to what wedbre doing, beca

But, we are trying to keep commerce out of the loop. And it is a desperately difficult pursuit. Because - I was just telling this to

Todd, earlier-1 am confronted every year by, now ités over 308

sometimes I get plays that I think are really cool, and a really interesting voice and beautifully crafted and I have to be careful
becauseél got a play |ike this, this year, and | ughtmo |
This is a function of him being touted to me by a number of people whose opinions I respect and it was also a function of the fact
that | thought that the play was interesting. B u tmg. Anld
this happens, itbds happened with a number of plays. A
considering my work, | feel honored to have made it t
know, they didnét need me. And so | feel vindicated w

The point is, I turned him away because it would have been too easy. I could have said yes to this guy, his play would have been
produced, for certain, for sure, and | would have
produced. Look how risk taking they are, with this

On the other hand, | ast summer, the play | was
director was the wrong match, and the play has no tnvitede |
it, but |1 6m just saying that there are these questidon
myself into believing that this was a writer who was going to do the work because I saw the excitement of the play I thought was
going to be successful in the end.

And then, the other thing webre trying to
bring your play to PlayPenn, are you avai

avail able. 0

i OK. Here are the dates. Now, need a casting breakd
direct it?0o

We give you the director you want to work with. I f yo
you to work with. We dondt just decide, we | ook at feed hf
comfortable with the person and you want to agree to get in bed with them, then we invite that person. And then we bring you both
in to cast the play. | f we canét find anybody i n ARldwihen
the play is cast, we give you as many hours as the union will allow, which is 29 hours, over two weeks time. We house you. We

pay you a per diem, and give you a stipend. We pay your transportation in and out. And we keep food around all the time so that
you dondét have to worry about much. We want you to wrj
going to come and write or is this someone who wants a vacation?

del



You know, the word is out among the writing community in this country, I run into them all the time, I go into various places
around the country for conferences or festivals or owuh g
great things about what is going on. o

Oh, really? From whom?0o
fioOone of the writerdéds thatods been at the conference. 0

That just warms my heart, because the idea is to keep it open, welcoming, comfortable and friction-f r e e . It ds ao
mai ntain, because there are, you knowéand then theeceot
somet hing to say. They see your success, they say, ,ﬁW
AWedd |ike you to think a Ilittle more about this asyba
having so and so involved?0 And these kinds of presgha
time. And, you know, it becomes, someti mes, a | ess etor
the best match possible, if I can, for this kind of money 1 no travel, no per diem -, because it allows so much else to be
happening. o

it intrudes on my comfort and my worké, but | 6m r
remind myself what the point of the work is. And bfy
definition also a cynic. And these things come to play at various times and the way I deal with people I have to deal with, whether
it be the writers or, more often, the people from the City or the Foundations that are forcing me to alter my path, the path that |
imagined.

But | never want to make the decision thatdéds going
o
[
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