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Only the Beginning...

by Mark Bly
LMDA Board Chair

Mark Bly is Senior Dramaturg
at Arena Stage. He served
twelve seasons as Associate
Astistic Director at Yale Rep
and Chair of the Playwriting
»PmegTram at Yale Schoel of
' Drama. This season, he dra-
maturged ‘Anna in The Tropics
ai Arena Btage. He dra-
maturged the Broadway pro-
duction of Execution of Justice
and premiere of Suzan-Lori
Parks’s The Ametica Play at
Yale Rep and Public Theater.
Mr. Bly has served as a play
reader for the O'Neill Theatsr
Center. He was the creator and
co-director of the Yale Play-
wrights at New Dramatists Pro-
‘gram and Play Reading
Festival. He did his graduate
work at Yale, and wrote and
. adited Volumes | and 1l of Pro-
 duction Notebooks. Mr. Bly has
~served as LMDA Board Chair
REEEmrRe o years.

2 LMDA 20th Anniversary

[ believe in the dreams of the future more than the history of the past.
—Thomas Jefferson

With the publication of this book we celebrate the 20th Anniversary of Literary
Managers and Dramaturgs of the Americas, popularly known as LMDA. Other
portions of this book will illuminate the origins and evolution of LMDA with vari-
ous interviews and shared anecdotes by past LMDA Presidents and others who
helped to bring this unique organization to life. The “LMDA Chronology,” which
past President Geoff Proehl and I created with the assistance of several colleagues,
will also offer insights into the key generative and developmental moments from
LMDA’s twenty-year history.

But even in the midst of our anniversary celebration I must humbly point out
that the history of LMDA is not the history of dramaturgy in America. Those leg-
endary monthly meetings of a small group of literary managers in New York City
in the late 1970s to the early 1980s gave birth to an organization, but the profes-
sion itself already existed on this continent. John Corbin, Edwin Sheldon (who
helped Wilder on Our Town), Kaufmann and Hart, Arthur Ballet, and the individ-
uals working at the O’Neill Conference in Connecticut are examples of earlier dra-
maturgs. Also, one must acknowledge the work of select dramaturgs in such
far-flung geographical sites as Costa Mesa, Louisville, San Francisco and Min-
neapolis in the early 1980s, when pioneering efforts were made to expand our
office-bound notions of dramaturgy outward into the rehearsal spaces. Outside of
New York City there were already dramaturgical fault-lines forming across the the-
atrical landscape of our continent long before the emergence of LMDA.

Over the past twenty years individual dramaturgs have continued to create
varying models of dramaturgy in America. The Elegant Universe String Theory
guru Brian Greene has spoken about how in the exotic, sub-atomic realm “...some
particles vibrate so much they must move into another dimension.” In dramaturgy
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a similar phenomenon has manifested itself. We have gone
beyond being merely researchers and script readers to being
that artist who also helps the director and the other artists to
shape the acting, design, directing, and textual values, as
well as culturally sensitive aesthetic approaches. Many of us
have taken our dramaturgical impulses and employed them
as producers, artistic directors, teachers, story editors in film
and television, or as dramaturgs in opera and dance.

Along with the changes in our modes of operation, our
conceptions of ourselves have changed. We have moved
beyond calling ourselves the “conscience of the theater.” We
have shed such dramaturgical hubris to arrive at an under-
standing that if our theater is to matter, if it is to be a living
cultural organism that evolves and resists calcification, we
must strive to create a theater community in which everyone
has a conscience, or in Lessing’s words, the “candle-snuffer
is a (David) Garrick.” The Guthrie Theater senior dramaturg
Michael Lupu has reminded us that at its core dramaturgy is
a function first and a profession second. The critical judg-
ment and aesthetic insights on which modern dramaturgs
sometimes pride themselves have existed throughout history
and are not exclusive to one modern profession.

Over twenty years ago in an interview I echoed Dieter
Stiirm and Peter Stein when I talked about the need for the
“questioning spirit” to be at the center of our work. I have
come to believe that this impulse, the “questioning spirit,” is
genetically hardwired into some of us individuals who are
either cursed or blessed with this distinction, depending
upon your petrspective. Over a decade ago the Chauvet cave
paintings in France were discovered, revealing a Paleolithic
gallery of horses, lions and rhinos. Perhaps at Chauvet
approximately 30,000 years ago a lone figure stood in the
dark cave next to an Ice Age Leonardo da Vinci or Frieda
Kahlo: an apprentice, clan shaman, or child held a flickering
torch or Paleolithic palette and while gazing at the wonder

rence photo taken at the 1999 Annual Conference “Setting the Table: A Working Retreat” at the University of
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before them nevertheless dared to question the mystical
expression newly created on the cave wall.

It is my hope that as we celebrate this 20th Anniversary
of the birth of LMDA we dramaturgs will boldly use our
innate strengths of fierce curiosity and obsessive belief in the
power of the imagination for the benefit of our larger artis-
tic community and world. Our own 21st century was born
without an Edvard Munch to chronicle on canvas its terrify-
ing birth cry. We have instead the diluted, homogenized
drone of the mass media. The stage and film legend Arthur
Laurents, who has spent the greater part of his life fighting
against many forms of intimidation and intolerance, said
recently in a post-play discussion at the Arena Stage in
Washington, D.C., “The silence in America is deafening,”

After twenty revolutions around the nearest star and a
roughly 18,800,000,000 kilometer journey through space,
we at LMDA are making a concerted effort to engage our
world. As this book is published, we are making connections
with playwrights, dramaturgs and educators in Russia, the
British Isles and Israel. We are discussing plans for an addi-
tional 2006 Mexico City LMDA Conference where South,
Central and North American dramaturgs, playwrights and
educators will converge to discuss new plays and our diverse
artistic processes, deploying our art to create new global
communities, transcending borders. Our next great and
continuing task as an organization and as a profession is to
discover how we can best help our theaters and fellow artists
so that our art form can have a meaningful and lasting
impact on all our communities. Surely, that will be a task
worth our embracing and one that will be worthy of an
organization that only now after two decades is beginning to
divine its true destiny.

LMDA 20th Anniversary 3
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A Brief History Of LMDA

by D.J. Hopkins and Pannill Camp

D.J. Hopkins is currently a
Meilon Postdoctoral Fellow at
Washington University in St.
Louis. In August he will start as
Assistant Professor at San
Diego 8tate University. He has
served as dramaturg for Joe
Chaikin, Tina Landau, Chuck
Mee, Naomi lizuka, Les Waters,
Robert Woodruff, Chay Yew,
and others. He holds a PhD in
and an MFA, both from UCSD.
.He is LMDA’s co-Vice President
r for External Communications
.and co-editor for the LMDA
 newsletter, Review.

Photo 1: Ntozake Shange with Clay

Gioss at the 1991 Annual Conference.

Image 2: Cover to conference packet
for 1998 Annual Conference.

Photo 3:Simon Fraser University,
near Vancouver, Canada, host of the
2002 Annual Conference.

Photo 1: Mark Garvin
Photo 3: Shelley Orr
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This document is a product of hybrid authorship. When Pannill Camp served as the
LMDA Intern, he prepared an unpublished article called “A Working History of
LMDA: The Early Years,” which documented the organization from its inception in
1985 up to 1992. Pannill conceived the “History” as a work in progress that others
would build upon. With Pannill’s consent, I'm doing so now.

In composing this narrative, I was faced with a dilemma: it has not been possible to
include the names of all the people whose contributions have had a lasting effect on
LMDA. As a result, this document focuses on LMDA itself; institutional trends and
developments are the main topics. For details, names, and more information, see Geoff
Proehl and Mark Bly’s “Living Chronology,” an important resource for LMDA history.

—D.J.H.
In the summer of 1986, roughly coincident with LMDA’s first anniversary, Alexis
Greene recalled the origins of the Literary Managers and Dramaturgs of the Amer-
icas in a “Note” in Theater magazine. Prior to the formation of LMDA,
dramaturgs in the New York-New Jersey-Connecticut area had been
meeting informally [...] to take a pause from artistic directors and har-
ried work schedules, share thoughts about playwrights, and express frus-
tration with the challenges of carving a niche for dramaturgs in the
contemporary American theatre. (56)

On the occasion of LMDA’s twentieth anniversary, Greene’s agenda items remain
important reasons that members come together. Over the last nineteen years, the
goals and programs of LMDA have developed in response to the needs of a mem-
bership that now includes full time, freelance, faculty, and student dramaturgs, as
well as playwrights, directors, scholars, and others who whose interests have, at
one time or another, intersected with those of literary managers and dramaturgs.
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LMDA as an organization has its roots in New York
City. In the 1970s, interest in the practice of dramaturgy in
the New York area emerged partially in response to a desire
to develop new plays at places like the O’Neill Theater Cen-
ter, Manhattan Theatre Club, and Circle Rep; dramaturgs
were also at work with New York-based avant-garde com-
panies like the Open Theatre. In the early 1980s, New York
dramaturgs began to meet on a regular basis. These meet-
ings were informal affairs: small groups met at restaurants
or brown-bagged lunch at the offices of New Dramatists on
Manhattan.

Of course, by the time dramaturgs were meeting in New
York City, the work of dramaturgy had already spread
across North America, and the job titles “literary manager”
and “dramaturg” were increasingly common features of US
and Canadian theatres. University courses and programs in
production dramaturgy had emerged in the 1970s, and the
Theatre Communications Group had held national confer-
ences on the field in 1979 and 1981. LMDA was formed in
response to the growing national interest in dramaturgy and
from the recognition that the informal meetings in New
York City satisfied the need for “networking and informa-
tion sharing,” but only among a few practitioners of a field
that was spread across the continent.

Early in 1984, Alexis Greene and Cynthia Lee Jenner
conceived of a service organization that could keep dra-
maturgs in productive contact with each other. Greene and
Jenner generated the initial bylaws for what would be called
“Literary Managers and Dramaturgs of America.” On 19
July 1985, LMDA’s status as a non-profit organization was
approved. Greene was elected the first president. As a fledg-
ling resource for dramaturgs and literary managers,
LMDA’s initial priorities were simple: to keep members
informed about the profession and to promote understand-
ing about the field in the broader theatre community. Most
of the early work was done from Greene’s home and the
New Dramatists office.

The first LMDA conference was held in 1986, appropri-
ately enough at New Dramatists. The two conference topics
reflected the concerns of the profession at the time: “What is
a Dramaturg?” and “Ways of Working with Playwrights,”
The annual tradition of an international conference has
since become one of the most important features of the
LMDA calendar. The LMDA newsletter, which would later
be called Review, was first published that same year.

The organization worked to expand its membership and
visibility with mailings, announcements, newsletters, and
pluck. To attract members beyond Manhattan, Jenner orga-
nized the second LMDA conference at the University of
Minnesota in Minneapolis. The presidents immediately fol-
lowing Greene emphasized efforts to broaden the conversa-
tion about dramaturgy, exemplified by the 1989 conference
in San Francisco, at which dramaturgs working in television
and film contributed their insights on the profession.

During her three years as LMDA president (from July of

1989), Anne Cattaneo guided LMDA through a period of
dynamic development. One of Cattaneo’s contributions
was the introduction of regional vice-presidents. The goal
of the regional VP initiative was to keep LMDA members in
closer contact with the president through their regional
representatives, with the added hope that local meetings
could take the place of the informal lunches from which the
organization grew.

Other LMDA programs and initiatives developed in the
1980s and early 90s include: the LMDA Job Phone, a hotline
that tracked dramaturgy job openings; the LMDA Script
Exchange created by Lynn Thomson, who ran it until orga-
nizational funds could be channeled for its support; the Pro-
duction Notebooks project, initiated by Mark Bly in 1991;
and an electronic bulletin board, the forerunner of LMDA’s
email listserv, was created by Richard Finkelstein.

An important turning point in the history of the organi-
zation occurred at the 1990 conference in Chicago. Mem-
bers elected to pluralize LMDA’s name, officially changing it
to “Literary Managers and Dramaturgs of the Americas.”
The change reflected the growing number of Canadian
members of LMDA (and cleverly allowed all the old sta-
tionery to remain in use.) Solidifying LMDA’s organiza-
tional identity, designers Shelley Rena and Patrick O’Neill
donated the now familiar fingerprint logo, which appeared
for the first time on the cover of Review in 1991.

Presidents continued to support and build LMDA’s pro-
grams in the US and Canada. The National Theatre Transla-
tion Fund, founded by Carey Perloff and coordinated by
LMDA, awarded its first round of grants in 1992. In 1993,
LMDA held its first bi-lingual conference at McGill Univer-
sity in Montreal, and in the same year DD Kugler became
the first Canadian officer of LMDA. At the 1996 LMDA
conference in Toronto, Brian Quirt agreed to serve as chair
for the new Canadian Caucus of LMDA, joining the LMDA
Executive Committee as VP Canada. (See Brian’s history of
LMDA Canada.) Also in 1996, the LMDA Advocacy Caucus
was formed by Lynn Thomson. The work of the Advocacy
Caucus would lead to LMDA’s employment guidelines, to
be ratified by members in 2001.

The early 1990s also saw the emergence of the University
Caucus as a feature of LMDA. UCaucus members, lead by
Susan Jonas, organized a pre-conference in advance of the
1992 annual conference. The UCaucus has since provided
opportunities for LMDA members to discuss the role of
dramaturgy in higher education. The UCaucus established
an email listserv in 1994; this communication resource
would become the LMDA Listserv, one of LMDA’s most
popular services. In 1995, Elizabeth Ramirez and John Lut-
terbie established the Dramaturgy Focus Group at the Asso-
ciation for Theatre in Higher Education, beginning an
important organizational affiliation, and providing an addi-
tional outlet for LMDA’s UCaucus members. Two impor-
tant UCaucus-supported publications appeared in 1997: The
Production Notebooks, edited by Mark Bly, and Dramaturgy

LMDA 20th Anniversary 5
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‘ Consonant with LMDA’s history of
continually expanding the conversation
about theatre, Engelman and Board Chair
| Mark Bly are pursuing an international
| agenda that has put the organization in
contact with dramaturgs, writers, and
other theatre artists in Mexico, Russia, and
the United Kingdom. And internet collab-
oration with Winston Neutel on has led to
an active email discussion group and a
reinvigorated LMDA website, both valu-
able and accessible resources for members
and non-members alike. These projects
suggest the direction in which LMDA is
moving: while continuing to provide
advocacy, support, and a communication
network, LMDA is broadening its perspec-

A draft copy of LMDA’s By-laws, dated September 10, 1984 (comp!
written revisions),

in American Theatre, edited by Susan Jonas, Geoff Prochl,
and Michael Lupu; a second volume of The Production
Notebooks appeared in 2001. These publications showcase
the work of numerous LMDA members, and are valuable
texts for our field and for theatre studies more broadly.

In 1997 and 1998 LMDA inaugurated two awards
designed to acknowledge the achievement of dramaturgs in
North American theatre. The Lessing Award for Lifetime
Achievement in Dramaturgy was first presented in 1998; the
Lessing Award continues to celebrate the work of those who
have made substantial, sustained contributions to dra-
maturgy and to the theatre in general. In the same year,
Michael Bigelow Dixon and Amy Wegener announced the
creation of the LMDA Prize in Dramaturgy, the Elliott
Hayes Award. The Elliott Hayes Award is presented annu-
ally in recognition and celebration of dramaturgical contri-
butions to specific recent theatre projects. The first award
was presented in 1999.

The end of the twentieth century saw the beginning of an
institutional commitment to the “Dramaturg as Creator,” as
the 2000 conference theme declared, and dramaturgy in the

6 LMDA 20th Anniversary

lete with hand-

tive and connecting its members with
artists and ideas from around the world.
Nineteen years ago, Alexis Greene
concluded her assessment of LMDA’s first year by acknowl-
edging that: “it is this sense of community purpose that,
finally, this organization [...] is hoping to fuel.” Echoing
that sentiment, Geoff Proehl (the indefatigable chronicler of
our organization) wrote in 1998 that “LMDA began with a
small community of people who came together to eat and to
drink and to talk.” Over the last twenty years our organiza-
tion has been shaped by changes large and small—and more
transformations are sure to come in the next twenty—yet
community and conversation remain the hallmarks of the
Literary Managers and Dramaturgs of the Americas.
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LMDA Canada—a history

by Brian Quirt

Brian Quirt is a Toronto-based director and dra-
maturg. As Artistic Director of Nightswimming, Brian
has commissioned more than a dozen new works of
dance and drama. In addition fo his work with
Nightswimming, Brian is Chair, LMDA Canada (Lit-
erary Managers and Dramaturgs of the Americas)
and from 1998 to 2004 was Company Dramaturg at
Toronto’s Factory Theatre.

Although LMDA had a number of influential and active
Canadian members prior to 1996, LMDA Canada dates
from a meeting of the Canadian Caucus held at that sum-
mer’s annual conference in Toronto. Inspired by DD
Kugler’s call to action, the meeting supported the creation
of a Canadian Caucus that would advocate for Canadian
members and promote Canadian issues to the membership.

DD Kugler had been a long time member by 1996 and
encouraged me and other Canadians to join LMDA and
attend its conferences. The 1993 Conference in Montreal
had begun the slow process of creating an identity for
Canada within LMDA, and had started to generate new
Canadian members. At that meeting in Toronto, we decided
to take advantage of the momentum created during the
Conference to launch a membership drive and to address a
number of challenges in terms of Canadian involvement in
the larger organization.

I agreed to chair the Canadian Caucus and was pleased
to bring a2 Canadian voice to Executive meetings and to the
annual general meeting at subsequent Conferences. It
quickly became apparent that LMDA’s administrative woes
during this period presented a substantial impediment to
potential Canadian members. Cashing membership fee
cheques was complicated and time consuming; mailings to
Canadian members often went astray; service from the over-
extended New York office was at best spotty.

LMDA Canada was the solution, although it took several
years to fully establish. Our goal was to provide better and
more immediate benefits to Canadian members, and in
doing so to expand Canadian membership in LMDA. We
wanted to foster a national conversation about dramaturgi-
cal process, specifically related to new play creation, and to
provide meeting points for Canadian members to discuss
issues and topics specific to our national theatre culture.
Further, we hoped that this nascent dramaturgical organiza-
tion would in time promote the work of Canadian artists,
particularly playwrights, among our American colleagues.
We found that as LMDA Canada grew our members gained

a higher profile at LMDA Conferences and have had an
impact on the nature of how dramaturgy is discussed by the
entire organization.

The initial hurdles were administrative, and problems
with cheques and mailings continued. The answer, which I
proposed at the 1999 New York City Conference, was a
semi-autonomous LMDA Canada which would collect
membership fees of all Canadian members, publish a bi-
annual Canadian newsletter and use those fees to support
LMDA events in Canada. Instituting those administrative
improvements has led to a greatly expanded membership
base in Canada, growing from barely thirty at the 1996 Con-
ference to more than 100 today, Furthermore, LMDA
Canada has helped foster a growing sense of community in
the Canadian dramaturgical field, particularly through two
events founded in 1997.

On February 28, 1997, Alberta Theatre Projects hosted
the first annual winter meeting of LMDA Canada during its
playRites Festival Blitz Weekend. Over the years, this meet-
ing has brought togéther dozens of dramaturgs, emerging
and experienced alike, for an afternoon of discussion and
information-sharing. Hosted then by Rob Moffatt and Bob
White, and more recently by Vanessa Porteous and Vicki
Stroich, this gathering has given some cohesion to the
widely dispersed membership and has helped identify topics
of specifically Canadian interest for future Conferences.

The second event was the Mini-Conference on Dra-
maturgy, presented by LMDA Canada and the Theatre Cen-
tre, July 11 and 12, 1997. This annnal two-day conference
focuses on case studies of specific productions, asking the
dramaturg, playwright or director to review the creative
process and production. It has been a very successful addi-
tion to Toronto’s performing arts scene, attracting larger
crowds each year. Designed as a free event, featuring at least
two artists from elsewhere in the country, and devoted
entirely to dramaturgical process, the Mini-Conference
receives substantial support from the Toronto Arts Council
and now boasts an illustrious list of past speakers.

LMDA Canada published a Canadian edition of the
Employment Guidelines (2002), has promoted LMDA to
students across the country, and represents LMDA at other
events and conferences throughout Canada. Offering Cana-
dian-specific advice to artists and institutions with questions
about our field, LMDA Canada has helped dramaturgs earn
a solid place in the Canadian theatre community.

LMDA 20th Anniversary 7

T T o T o T T e o e T U e R e S T I R



BEING THERE: chance
memories of a kitchen dog

by Morgan Jenness

Morgan Jenness spent over a
decade at the New York Shake-
speare Festival/Public Theater
in various capacilies ranging
from fiterary manager to Direc-
tor of Play Development to
Associate Producer. She was
Associate Artistic Director at
the New York Theater Work-
shop, and an Associate Director
at the Los Angeles Theater
Center. She has worked as a
dramaturg, wotkshop director,
and/or artisfic consultant at the-
aters and new play programs
across the country. She has
patticipated as a visiting artist
in several playwriting programs
and is currently on the adjunct
faculty at Fordham Universily.
In 1998 Ms. Jenness joined the
late, lamented Helen Menili Lid.
as Creative Director and
recently moved to the Literary
Department at Abrams Arlists
Agency. in 2002 she won a
Special Obie for Long Time
Support of Playwrights.
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convinced by his simplicity that he is something he is not—to give his view on

a range of philosophical and political matters. Chance’s answers often are sim-
ply—you have to tend your garden.

Like Chance, and by chance, I never started out to be where I have ended up—
never thought about being a dramaturg. In some ways I had lived like a kitchen
dog. There are several definitions for what this is—mine is: You leave your door
open as you take out the trash, and on your return there is a scruffy little stray sit-
ting in the middle of the floor, looking pathetic, somewhat cute, harmless and
very hungry so you take pity on it, feed it and let it stay. Like many people in the-
ater I started as a performer, doing other odd jobs to support my hopes. I had the
great stroke of luck (in Colleen Dewhurst’s kitchen actually) to meet Lynn Holst,
through her former colleague at the Public, Melanie Carvill. Lynn invited me to
assist her on a marvelous series she was starting, “Poets at The Public” and to gen-
erally help out around the literary office. This was in 1979, and the Public was
accepting unsolicited scripts—over 2,000 a year were coming in. There were a
number of readers streaming in and out, including people like Linda Hunt,
Novella Nelson, Jim Milton, Peregrine Whittlesley and countless others, and since
I’d always loved reading plays I asked Lynn’s colleague, Robert Blacker, if perhaps
I could try out as a reader. I remember the day well. I literally stood near Robert’s
desk and read the script, making comments about both its strengths and weak-
nesses throughout and when I’d finished, Robert looked strangely (I think cer-
tainly somewhat surprised) at me and said—you know, you just might be a
dramaturg,

I had never heard the words “dramaturg” or “dramaturgy” before and 1
thonght it sounded like something one did with a shovel and certainly got rather
dirty doing it. Being a kitchen dog, however, 1 also tended to feel that any door
that was potentially opened to me was perhaps worth going through. So I became
an official reader and tried to learn as much as possible about this strange activity
from everyone around me.

Lynn and the head of the literary department, Gail Merrifield Papp, periodi-
cally went to these lunches with other dramaturgs and literary managers in New

In Jerzy Kosinki’s Being There, Chance is beleaguered by various individuals—




Photos: Morgan Jenness (above and below, left) sharing
her OBIE award with the LMDA membership, as Michele
Volansky celebrates at the 2003 Annual Conference in

Chicago. Photos: Cynthia SoRelle

York (and sometimes guests from theaters in other parts of
the country) and one spring day I was generously invited to
come along.

The Iunches happened in various places, sometimes
hosted at New Dramatists—this particular afternoon was at
Chez Madeleine, a little bistro near Manhattan Plaza. There
were about a dozen people—the ones I remember being
there were André Bishop (then literary manager at Play-
wrights Horizons), Anne Cattaneo, the late Rod Marriott
from Circle Rep whom I immediately developed a crush on,
Cynthia Jenner, Alexis Greene and, I believe, Steve Carter
and Susan Gregg.

I don’t remember exactly the actual specifics of the con-
versation, or even everyone who was at the table that day
(apologies to them). I do remember that I was beyond
thrilled to be included and sat quietly (for me) listening to

the discussion. Perhaps the rosy, hazy glow of faulty mem-
ory has softened edges that may have been there, but I don’t
remember a lot of complaining about job circumstances and
lack of appreciation, or even that much grandstanding or
sniping. I do remember being quite struck with the idea that
here were people that were really dedicated to a mission,
quietly helping to create an environment which was sup-
portive and challenging for theater artists, people that were
integrally involved in a shaping a theater landscape at large,
and that perhaps my original reaction to the word dra-
maturg defining someone who got dirty using a shovel was
perhaps not so farfetched. Listening to the conversation it
often struck me similar to the conversations had by great
and dedicated gardeners—talking about tilling and fertiliz-
ing the soil of their individual theatrical garden plots and
tending the seedlings and plants which were growing in
them. There were discussions that felt they were about an
extreme sensitivity and dedication to the care and nurturing
of living organisms, playwright and play, weeding and prun-
ing, some discussion of bringing the ultimate fruit and flow-
ers to the marketplace, but there was a sense of service to
something larger that really impressed me quite profoundly.

I think that day was when I decided that that being
involved with a process that brought both high quality
nutrition and great beauty into the society was something
well worth dedicating one’s self to, and though there have
been times of great drought, cultural kudzu, devouring
insects, poisonous chemicals seeping into the ground water
(feel free to bring your own metaphorical definitions), and
too much marketplace pressure on what should be an
organic process, it’s still something I feel is important—and
I think that simple statement from that simple yet complex
character is indeed absolutely correct—You need to tend
the garden.

Perhaps chance has brought me to actually being a

kitchen garden dog.

* 4 Xk

Special thanks to the gardeners of the Public Theater who
so first inspired me and allowed me to be there: Gail Merri-
field Papp, Meir Ribalow, Melanie Carvill, Lynn Holst,
Robert Blacker, Bill Hart, and the ultimate dramaturg—

Joseph Papp.
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Interviews with the Past
Presidents of LMDA

by Nichole Gantshar

Nichole Gantshar is the asso-
ciate literary manager at Syra-
cuse Stage. in her other life
she masquerades as a newspa-
par editor. Her freelance arti-
cles have also appeared on
CBS Sportsline and in
Women’s Basketball, lce Age,
Skating, Scene and Volleyball
Magazine. This past season,
she finally got to merge her two
worlds while dramaturging a
production of The Front Page.
Nichole's also worked for Play-
wrights Horizons, Richmond Art
Theater, The Richmond Ballet,
National Actor’'s Theater, The
Milwaukee Ballet and Pitts-
purgh Public Theater. Nichole
has a MFA in dramaturgy from
SUNY Stony Brook.

hope these interviews will serve as more than a look back at LMDA’s past.
]:Our intention with this project was to learn a bit about LMDA’s past and the
people who helped create it. It's exciting to hear Anne Cattaneo talk about the
creative fever of her tenure, The interviews also look to LMDA’s future. My hope
is that these interviews will be something you will keép and refer back to when you
need to be reminded why we do what we do.

As David Copelin said, “That’s always the hope, that the next thing you read or
the next thing you see will remind you why you went into this.” It inspired me to
hear Tim Sanford, Artistic Director of Playwrights Horizons, say his mentors were
every playwright he had worked with throughout his career.

I went to my 20® high school reunion a few years ago. It was glorious to reunite
with people who knew my past and remembered my dreams. The 20™ anniversary
of LMDA’s founding gave me the same opportunity. I had known most of the for-
mer presidents for years. One had been my dramaturgy professor, another got me
back into the profession after I left.

So enjoy your 20* anniversary!

Alexis Greene
LMDA President 1985-1986, 1987-1988

Three of our past presidents.
Photo 1: Victoria Abrash.
Photo 2: Anne Cattaneo.

Photo 3: DD Kugler.
Photos 1 & 3: Barbara Gollob
Photo 2: Sarah Krulwich

Nichole Gantshar: What was the biggest challenge facing the organization dur-
ing your presidency?

Alexis Greene: 1 was president twice: the first year of LMDA, in 1986, and again
during its third year. I would say the biggest challenge was to prove that we were
an organization with staying power, that our reason for coming into being was suf-
ficient to sustain the organization indefinitely.

What accomplishment are you most proud of during your tenure?

’m most proud that the organization gained a foothold with members and the
theatre community, that we proved the organization was necessary and effective.

10 LMDA 20th Anniversary




On a practical level, I was proud that I was able to secure a
home at the Graduate Center of the City University of New
York, for after our early years at New Dramatists, we had to
find another venue. CASTA, largely through the assistance
of Edwin Wilson, gave us a free home for many years.

How has the profession changed since you were president?

I think it’s clear that the profession has become generally
accepted, that playwrights and directors assume that, when
they work at a theatre, chances are there will be a dramaturg
on hand to participate. Clearly, also, the role of literary
manager has become accepted on the staffs of most theatres,
where once upon a time they were a rarity.

What were your goals as president? What were the road-
blocks? Has any of that changed?

Again, my goal as president was mainly to increase the
acceptance of this field that was relatively new in the Ameri-
can theatre. To be sure, there had always been “play doc-
tors,” but the idea of a dramaturg, a person who knew
theatre in a practical way and also a scholarly way, was new,
and the concept of a permanent literary manager on the
staff of a theatre was also comparatively fresh. I wanted to
establish the viability of the organization by establishing the
tradition of an annual conference, and I achieved that. I and
the members wanted to convince theatres that dramaturgs
and literary managers should be paid more, should not be in
the category of “last hired, first fired,” and my success on
that score was limited.

Can you share a funny anecdote/favorite story from dur-
ing your tenure?

A funny anecdote...that’s a hard one. I have memories of
heading down to the post office with Larry Maslon and get-
ting out enormous mailings. I have fond memories of sitting

around New Dramatists during our brown-bag lunches

[editor’s note: LMDA first began as a series of lunches in
NYC. The members would meet from time to time for the

Alexis Greene is an author, editor, theater critic,
and dramaturg. Her most recent books include the
biography Lucille Lortel: The Queen of Off Broad-
way {Limelight Editions) and Womean As Play-
wrights: Three Decades of the Susan Smith
Blackburn Prize, which she edited for Universily of
Texas Press. As a Literary Manager, most recently
she ran the Herrick Theatre Foundation’s new play
competition at the Barrington Stage Company
{2003-2004). Currently she reviews Off-Broadway
for the Hollywood Reporter. Ms. Greene holds a
PhD from the Graduate Center of the City Univer-
sity of New York, from which she received an
Alumni Achievement Award in 2005. She was co-
founder and first president of LMDA.

lunches Greene mentions]. I remember our annual confer-
ence at the O’Neill Playwrights Center, and listening to Joe
Chaikin talk haltingly but beautifully about theatre. I
remember sitting in C. Lee Jenner’s living room in Green-
wich Village (Jenner was co-founder with me) and hearing
our pro-bono lawyer tell everyone in the place, which was
crowded with dramaturgs, that, if our organization made it
past the five-year mark, we would probably survive. So I
don’t know about funny, but those are some of the
moments of our birth that I recall.

‘Who was your mentor?

Well, I suppose if I had a mentor it would have been Rod
Marriott, the wonderful dramaturg and literary manager for
Circle Repertory Company, who would sit in those brown-
bag lunch sessions and talk quietly about plays, and I
learned about new plays and young playwrights simply by
listening to him. Susan Gregg, who at the time was literary
manager at New Dramatists and is now associate artistic
director at the Repertory Theatre of St, Louis, was also enor-
mously helpful.

Are you still a dramaturg and involved in LMDA, or as a
dramaturg?

Currently I am literary manager at the Barrington Stage
Company in Sheffield, Massachusetts, where last year I ran a
national playwriting competition. But that is really a part-
time job, and I have always mingled dramaturgical duties
with other work, such as writing books about theatre and
reviewing theatre.

What excites you about the profession? Has that changed
over the years?

What excited me back in 1986 and still excites me now is
that the profession allows you to work with new writers and
new plays. Obviously dramaturgy is vitally important when
rehearsing and producing classical plays, but I’ve always
been drawn to new writers. To me, there is something about
helping a play move from the moment it lands on your
desk, to a reading, to a workshop, and then to a full produc-
tion that is incredibly creative and rewarding, It’s a long,
long process, potentially full of pitfalls. Can you convince
your artistic director that the play is worth taking a chance
on? Is the playwright open to working on the script? Can
you get the best actors, the best director for the play? But on
those occasions when it happens, there’s a kind of joy in it.

LMDA 20th Anniversary 11

e —



R E—————— A o

~D THE DEVELOPMENT OF

THENEW ANERIGAN | 1Y

T TR T T

E—:A-a-‘—*.u.‘- e (SRS

Harig Centep
Universily 8t Hisnesala
Hinneapalis, Minatsole

Cynthia Lee Jenner

LMDA President 1986-1987

image: Brochure cover from the
1987 LMDA Annual Conference
in Minneapolis.

12 LMDA 20th Anniversary

What was the biggest challenge facing the organization during your presidency?

The biggest challenge was logistical and financial. All the money we really had was
from dues. We wanted LMDA to be a national organization, not a tri-state organi-
zation. That was terribly important.

Alexis Greene had been the first president. When the organization was founded,
Alex was head of one committee—incorporation—and I the other—bylaws. We
incorporated as a New York state organization. She wanted to be president the
first time. 1 didn’t want to become president after her, but she said I had to
because of continuity. So, I took on the second round. For our first conference, we
brought in speakers from out of town, a subsidized conference at Columbia Uni-
versity. And we also had our first out of town in Minneapolis—which we wouldn’t
have been able to do without the wonderful Mark Bly.

Alexis got out a couple of newsletters, and I got four out. The newsletter was
meant for people outside the tri-state areas 5o they could feel they were participat-
ing and not in the shadow of NYC. We were only two years old.

What accomplishment are you most proud of from your tenure?

We met with Volunteer Lawyers for the Arts, and they said there were many not-
for profit organizations begun every year. Of those new organizations, 95 percent
are done in three years. It’s rare to survive. S0 it’s a pat on the back for the organi-

zation that it’s still around.

The biggest challenge has always been to raise money. I wanted to leave a legacy
for the next president. None of this is very philosophical, and it wasn’t entirely
possible to do everything we wanted. But we were able to get our 501¢(3) status so
contributions were tax deductible.

1 am most proud of the fact we survived and had the out-of-town convention.



How has the profession changed since you were president?

I haven’t the faintest idea. I do know the word dramaturg is
not as foreign in theater circles as it was then. I’'m also glad
playwrights and other practitioners aren’t so hostile to it.

P'm also happy ... I think a dramaturg can earn a living
wage now. That was not possible when we first started.

When we began, LMDA provided a forum for incoming
dramaturgs to discuss mutual concerns. I don’t think the
challenges are different than they were: Networking, staying
alive, setting up contacts where we can help and nurture

playwrights.
‘Who was your mentor?

Only one of my mentors was a dramaturg. I started out to
be an actor. I went to Yale. I was the class of 64. [I started
under] Dean [Curtis] Canfield and left under Dean
[Robert] Brustein, who wasn’t interested in our group of
folks. At a certain point during my acting career, I decided I
would not like to go out of town again. I needed something
to do and signed up for an archeology course, something to
keep my mind moving. Down the hall was a friend in a class
taught by Harold Clurman. Pretty soon, I had a masters
degree. He taught me how to read a script in a way that
wasn’t from an actor’s perspective. That was critical,

That led me to be a journalist. There my mentor in that was
Eileen Barth. Then there was my undergraduate professor
James O. Barnhill at Brown. Later I would say to him, “I
want to try...” and he would say, “You need to go here,”
and “You need to go to the O’Neill.” At that time, critics

functioned as dramaturgs.

After that ... Bonnie Marranca had been dramaturg at
American Place Theatre. She wanted to leave and said, “You
would be the perfect person to do this.” Throughout my life
there was a little collection of people who helped me take
steps through doors. What was behind those doors was the
perfect background of a dramaturg ... the ability to look at a
text and see whether it would be a play. Was it a good
text...? Is it literature or is it theater? Would it work on
stage? When I learned to write myself, I was able to tell if the
writing was good. You always know but now I knew why.

Do you have a funny anecdote from your tenure?
It was so long ago!
Areyou still involved in LMDA, or as a dramaturg?

I'm 65 and retired now. My last job in the profession was as
a professor at Rutgers.

LITERARY MABAGERS AND DRAMATURGS OF AMERICA, INC. )
First Avnual Meeting and Conference ‘

PRAMATURGY ASD_PRODUCTTON

August 21-33, 1986
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424 West 44th Street
Yew York, New York
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Images: Above, the schedule of events for the First LMDA Annual Conference at New Dramatists in August of 1986.
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David Copelin
LMDA President 1988-1989

How did you get involved with LMDA?

In 1975, I was hired as Literary Manager by the Mark Taper Forum in Los Angeles,
I’d been a teacher at the University of California, and I was also what is called a
“snot-nosed Yalie,” with a D.F.A. from the Drama School, an attitude, and very lit-
tle actual experience of the theatre. My learning curve with Gordon Davidson was
steep, and I fell off it more than once. He was very patient. The country’s Literary
managers met haphazardly, but meet we did, at the O’Neill and a few other places.
There was talk as early as 1976 of forming a literary managers’ union. When ]
mentioned this to Bill Wingate, the Taper’s Managing Director, he replied, “You’ll

VN # J’
e it

| all be fired.” I think he was kidding.
- . In 1980, I moved to New York to be the first Literary Manager at New Dramatists,
Photo: David Copelin I found that the other dramaturgs in the city met monthly for lunch and discus-

sion of common challenges and achievements. In 1985, thanks to the efforts of
Alexis Greene, Cynthia Jenner and others, LMDA was born. I was one of the
founding members. In 1988, Alexis and the late Rod Marriott called me up and
said, “Have we got a deal for you.” That’s how I became president. I had the time

and the interest so I did it.
‘What was the biggest challenge facing the organization during your presidency?

Challenges, plural and interconnected. First was LMDA’s credibility with its own
membership. We had maybe 300 members then, but the infrastructure wasn’t very
good at keeping track of them, We had a database, but somehow no one knew how
to make it work properly. We were lame at chasing people to pay their dues,
though many did so because they believed in the organization’s potential.

. There also was some uncertainty at the time about whether dramaturgy as a pro-
; fession was a flash in the pan. It seemed to me that there was a real possibility that
dramaturgy might be taken over by universities and turned into a primarily acade-
mic enterprise, thus estranging it from the professional theatre as a whole. This
hasn’t happened, thanks to the wisdom of such university-based dramaturgs as
Geoff Proehl. He wanted us to get on-line years before most of us knew what the
Internet was, or could do. Can you imagine LMDA without e-mail and our glori-

ous, cranky listserv?

I Starting in the mid-1970s, as the number of available theatres increased, the num-
¥ ber of new scripts submitted to them also increased. They had to be read; most

theatres at least pretended to be seriously interested in producing new plays, and
’ some actually specialized in so doing. Funds from the Ford Foundation, and later
] from the NEA Theatre Program under Arthur Ballet, jump-started the mass hiring
4 by resident theatres of people who could function as literary managers and dra-
| maturgs. But when such funds dried up, there was a question as to whether the
theatres would find other support to enable them to keep their literary depart-
ments (which was usually one person trying to do everything).

Our sense of uncertainty went along with the common feeling of being over-
worked, underpaid and underappreciated. There was a lot of frustration. Some of
it had to do with a generation gap, I think. The frequent combination of older
artistic directors and younger dramaturgs caused some friction, which in the best
situations was mitigated by strong personalities learning to work together for the
good of the theatre. Dramaturgs tend to be well-read, have earned degrees, and can
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articulate their thoughts, but these are not always advan-
tages in an artistic enterprise that often mistrusts intellectu-
als on sight. Not without reason.

‘What accomplishment are you most proud of during your
tenure?

The best thing [ did for LMDA was to ask Anne Cattaneo to
become president when my term was over!

I also recruited our first Canadian members, DD Kugler and
Michael Devine, and we had our first annual Conference on
the West Coast. I wasn’t sure that we could create a good
conference in San Francisco from 3000 miles away, but
thanks to Larry Eilenberg and others, we did. I still have let-
ters of gratitude from people who attended.

How has the profession changed since you were president?

It’s grown up and it’s expanded. I think we are much more
confident in who we are, sure that we have a place in the
North American theatre, and that one of our highest func-
tions is to challenge the forces of rampant commercialism.
Yes, levels of public subsidy are far too low, but someone
has to be on the side of the best theatre, not just the most
simpleminded, gooey, and trivial. After all, “bums in seats”
have brains and hearts attached. The good artistic directors
know this, and they need someone around them who is
focused on a different “bottom line” than managers or
board members sometimes are.

Jon Jory once criticized dramaturgs who didn’t seem to have

Educated at Columbia and Yale, David Copelin
taught theatre at the University of California before
becoming Literary Manager of the Mark Taper
Foram in 1978. Moving to New York to be the first
Literary Manager at New Dramatists, he created the
ScriptShare program and recruited the organiza-
tion’s first national members. Later, David held vari-
ous dramaturgical posts at the Phoenix Theater,
CBS/Fox Video, and Warner Bros. Pictures. During
a stint as Director of Play Development at Arena
Stage, David became one of LMDA’s founding
members. in 1988, he was elected President of
LMDA. After more teaching at NYU, the University
of Texas, and Louisiang State University, David ran
the Playwrights Unit of Marin Theatre Company in
California. In 1996, he moved to Toronto, where he
was Arlistic Director of Scriptiab from 1999 to
2003. Following the publication of his book Practical
Playwriting in 1998, David began teaching playwrit-
ing and working as a freelance dramaturg. His dark
comedy Bella Donna won the Moondance interna-
tional Film Festival’s Seahorse Award for Best
Btage Play in 2004, and it has just received the
New Play Award from the 2005 Toronto Fringe Fes-
tival. Befla Donna wili be produced there in July.

any vision, who didn’t challenge him, He called the timid
dramaturgs “Peoriaturgs,” as in, “But will it play in Peoria?”

I remember when Doug Wager and Jim Nicola [David’s col-
leagues at Arena Stage] went to see The Gospel at Colonus
and said “We have to do this at Arena.” And Zelda Fichhan-
dler, Arena’s founder and Producing Director, skeptical at
first, ultimately went to Arena’s board of trustees for extra
money. Gospel is a huge show, a real budget-buster. The
board responded to her plea, and the production was a great
success. Ultimately any theatre has to be run by artists, not
accountants.

Can you share a funny anecdote or story from your tenure?

Anne Bogart gave the keynote speech at the LMDA Confer-
ence in 1989. She said something which hit me then and has
resonated ever since: that something was Art, “and conse-
quently not meant to last.” I think she was getting at what
the late Garland Wright used to say: “When I do a classic
play, 'm not interested in what makes it a classic. I'm inter-
ested in what makes it a play.”

‘Who was your mentor?

Robert Brustein. I had him my freshman year at Columbia.
He was a terrific teacher. When he was made Dean at Yale
Drama School, I followed him up there, and I was his TA
for a while. He introduced me to the great literature of the
theatre. Gordon Davidson also was a mentor. Bob taught
me why, Gordon taught me how.

Are you still involved in LMDA, or as a dramaturg?

I'm primarily a playwright these days. It’s a lot harder than
dramaturgy, and the pay is even worse. But so what? I'm still
a freelance dramaturg, and I teach scriptwriting through a
workshop in Toronto called Practical Playwriting, which is
also the title of a book I wrote a few years ago.

What excites you about the profession? Why? Has that
changed over the years?

It’s still the same. When you are reading someone’s script
and it blows you away, it renews everything, That’s always
the hope—that the next play you read or the next produc-
tion you see will remind you of why you went into this odd
business. It happens rarely, but it does happen.

I’m also excited that there has been a change in the way
other theatre artists look at us. A lot of directors and play-
wrights used to be wary of dramaturgs, fearing that we were
rigid, prescriptive, cold, intellectual theoreticians who
would tell writers how to write and directors how to direct.
But as time has gone by, playwrights, directors, and dra-
maturgs have learned how to work together, how to trust
each other’s expertise, and how to negotiate boundaries.
Alisa Solomon’s old cry of “Samurai dramaturg!” is heard

no more.
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Anne Cattaneo
LMDA President 1989-1992

What was the biggest challenge facing the organization during your presidency?

The biggest challenge was to extend the range of LMDA’s activities, to raise its visi-
bility at a time when the profession’s visibility was growing. And I tried to do it by
expanding the number of programs. I wanted to make it a really national organiza-
tion. I started the regional vice presidents and approached the Canadians about
joining the organization. We changed the names to Literary Managers and Dra-
maturg of the Americas and hoped South America would be next.

f \ . The regional VPs (vice presidents) were an important addition. I didn’t want con-

: S \ ferences to be created only by New York people. I really wanted to be organized
) . . . . .

| i :' and working with dramaturgs in each host city. We had to have a real structure in

i - . the organization. I also started the Script Exchange [with Lynn Thomson], which I

Photo: Anne ff:a:tt?r;eo rutwich thought was an important idea—literary managers sharing work and advocating

ERGES S work they admired with each other. This is actually what we do, whereas we are

perceived as people who reject writers.

We also got Mark Bly’s Production Diaries project started. And administered the
National Theater Translation Fund for three years. We raised some money from
the Mellon and Pew but eventually couldn’t keep it going (after several years).
Now everyone is interested in translation. The translation fund was an idea ahead

of its time. I couldn’t continue it past its pilot years.
‘What accomplishment are you most proud of during your tenure?

Those programs (detailed above) worked well, and I’'m happy that they did. 'm
glad the regional VP structure is still in place and the Script Exchange has contin-
ued. I also am grateful to Susan Bougetz and Emily Morse for getting the New

Dramaturgs’ program underway.

I had hoped the Production Diaries would continue. Mark finished a second vol-
ume. It was a brilliant conceit on his part to show the work of dramaturgs.

During my tenure, there were things I wasn’t able to accomplish. I wanted to write
a contract for dramaturgs and my dream was to merge LMDA into SSDC (The
Society for Stage Directors and Choreographers). I wanted to make our work Tony
eligible, so dramaturgs could also become Tony voters. I wanted to make it a
union, a guild along the lines of those protecting choreographers, directors,
designers and playwrights. We had a number of meetings about that, but I wasn’t
able to make it happen. I thought the profession was on an upswing. I thought
bringing it under the auspices of the SSDC, would mean they would represent dra-
maturgs. And then the Rent case came and blew everything out of the water. It
wasn’t the time.

16 LMDA 20th Anniversary
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How has the profession changed since you were president?

It seems as if there was very interesting work being done [in
the 90s. When Anne was president]. Janice Paran [at the
McCarter Theater] was working with Emily [Mann] on Hav-
ing Our Say. Shelby [Jiggets] was working on Bring in da
Noise, [at the Public Theater] Lynn [Thomson] was working
on Rent. I was doing Orchards [based on Chekhov short sto-
ries]. Oskar [Eustis] was doing Angels [in America. And the
work was coming] out of regional theaters and to Broadway.

The profession hasn’t been as visible in that type of large
arena as it was during the time. The Rent case had its fallout.
There were numbers [of playwrights and theaters] that
won’t work with dramaturgs. It’s taken a while to recover
from that. The Public and others won’t credit dramaturgs,
but that will change now with Oskar [Eustis] at the Public.

Four or five years ago, a group of us went to the Dramatists’
Guild. Oskar, myself, Mark Bly Janice Paran, Emily Mann,
whose idea it was. We spoke to the Dramatists Guild Coun-
¢il, an august group, which included Edward Albee. And my
impression was that since then the relationship between

Anne Cattaneo is the dramaturg of Lincoin Center
Theater and the creator and head of the Lincoin
Center Theater Directors Lab. A three term past
president of Literary Mangers and Dramaturgs of
the Americas, she is the recipient of LMDA's first
{essing Award for lifetime achievement of dra-
maturgy. She has worked widely as a dramaturg on
classical plays with directors such as James Lap-
ine, Robert Wilson, Adrian Hall, Jack O'Brien,
Robert Falls, Mark Lamos and JoAnne Akalaitis. As
the director of the Playworks Program at the
Phoenix Theater during the late 1970s, she com-
missioned and developed plays by Wendy Wasser-
stein (/sn’t Nt Romantic} Mustapha Matura
{Meetings) and Christopher Durang {Beyond Ther-
apy}). For the Acting Company, she created two pro-
jects; Orchards {published by Knopf and Broadway
Play Publishing) which presented seven Chekhov
stories adapted for the stage by Maria lrene
Fomes, Spalding Gray, John Guare, David Mamet,
Wendy Wasserstein, Michasi Weller and Samm-Art
Willlams, and Love’s Fire {published by Willilam
Morrow) responses o Shakespeare sonnets by Eric
Bogosian, William Finn, John Guare, Tony Kushner,
Marsha Nerman, Ntozake Shange and Weandy
Wasserstein. Her own translations of 20th Century
German playwrighis include Brecht's Galifeo
(Goodman Theater, 19886, starring Brian Dennshy)
and Botho Strauss’s Big and Little (Phoenix produc-
tion starring Barbara Barmie, published by Farrar,
Straus and Giroux.) She is currently on the facuity
at Juitliard.

playwrights and dramaturgs have slightly eased up. There
was so much dramaturg bashing in the past. We were bru-
tally honest with them and I think we made a good impres-
sion. We are not the enemy and we are not really the
problem. We were honest about the advocacy we do—which
in their heart of hearts they know. They know we are the
ones advocating new works. We are not the ones stopping
new work, That’s being perceived more by the playwrights.

Can you share a funny anecdote/favorite story from dur-
ing your tenure?

I remember with great pleasure the conferences I put
together. The amazing banquet in Seattle. It was a beautiful
lodge and grounds only available for Native Americans,
which we were able to use courtesy of one of our host the-
aters. The Philadelphia conference was very interesting ...
Atlanta. Chicago. There were of course a lot of bars, in addi-
tion to the theater sessions. Each one had its own flavor and
done with the help of the people in that particular city.

Who was your mentor?

Botho Strauss and Dieter Stiirm. They were both dra-
maturgs at the Berlin Schaubiihne in the 70s. Botho also was
working as a playwright.

Are you still involved in LMDA, or as a dramaturg?

I work with dramaturgs from time to time, but it isn’t
enough. ’'m a member. Unfortunately, the LMDA confer-
ences are always in June, when my Directors Lab takes place,
so I haven’t been able to go the conference for some time.
The Lab goes in when the rooms here at Lincoln Center are
empty. We have 300 people working around the clock, and I
can’t get to anything, including my son’s birthday party.
This year, I had hoped the conference would be in May.

What excites you about the profession? Why? Has that
changed over the years?

It’s a wonderful profession and endlessly new one. I just fin-
ished an interesting year. We did Henry IV, Rivals, and I did
an interesting piece on the side with Mark Lamos called"
Renaissance Muse featuring Andreas Scholl, a brilliant
young German counter tenor. The whole Directors Lab—it
is only appropriate it came out of dramaturgy. I'm raising
two kids who are entering their teens. I'm now at a point
where I’'m thinking of writing a book. I want to create
another project. It’s good to push yourself to be in a cre-
ative—to do new things. I've always been very fond of the
profession for that reason. It has great flexibility and you
can make out of it what you want. Ive stayed in the profes-
sion and kept the title of dramaturg because in a way no
one knows what you can or can’t do—I hope I've expanded
the boundaries a little.
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Victoria Abrash
LMDA President 1992-1994

Photo: Victoria Abrash
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What was the biggest challenge facing the organization during your presidency?
Continuing and growing programs with a tiny staff and limited funding.
The main solutions I found during my tenure were: '

1) Reaching out to the members to share and pursue their ideas for LMDA and to
try to make widespread participation as appealing and accessible as possible.

2) Emily Morse, and no account of this time period at LMDA should overlook
Emily’s importance as LMDA’s administrator. She was the only paid staff at the
time. She kept the office running smoothly, kept members in the loop, made the
programs and communications possible and made everyone she dealt with on
LMDA’s behalf feel good. LMDA owes a lot to her.

What accomplishment are you most proud of during your tenure?

The main issues were communication, building stability and programmatic
strength. I inherited a strong, active organization from Anne Cattaneo, and con-
tinuing and growing the programming was a challenge. And yes, I would say that
they were accomplished. I am perhaps most proud of opening LMDA actively to
its Canadian membership as it had not been before. LMDA had just changed its
name to “Literary Managers and Dramaturgs of the Americas,” instead of “of
America,” largely to make sure that the organization was not seen as limited to the
United States. The Canadian membership was small but significant and I wanted
to make sure that it became a clearly integral part of the organization. DD Kugler
came on as the first Canadian VP, and the first LMDA conference in Canada was
the fabulous bilingual conference held in Montreal in 1993, with DD bringing
Shelley Tepperman on to lead our Canadian organizational team.

Other challenges and activities of my presidency: Though LMDA is famously
rooted in NYC lunchtime gatherings, other than the conference, there had been
little activity outside New York, so we also put a priority on activating the regional
vice presidents, who organized events for dramaturgs in different areas. In New
York, we reached out to other organizations and held several public events collab-
oratively with the Dramatists Guild and the SSD&C Foundation. New Dramaturgs
was also very active, with regular gatherings, discount tickets and post show dis-
cussion events and the like. The University pre-conference grew, under Geoff
Proehl and Susan Jonas’s guidance, along with LMDA’s publications—the Dra-
maturgy Teaching Source Book, the listings of dramaturgy training programs and
dramaturgy internships, and the Script Exchange, which Lynn Thomson began and
edited. The National Theatre Translation Fund, which had been developed by
Carey Perloff and brought to LMDA by Anne Cattaneo was going strong under




Roysten Coppinger’s leadership, supporting theatre transla-
tions. I had many conversations with the CUNY theatre
program in an attempt to develop a dramaturgy database or
archive, which could perhaps have held production proto-
cols, information on translations and adaptations, research,
program notes and other dramaturgical materials as a
resource, but it proved to be an elusive goal. Geoff Proehl
suggested at this time that he’d like to look into setting up a
dramaturgy email list, and I said that would be great if he
could figure out how to do it. The dramaturgy listserv is
really my only connection to LMDA now, and I think it is a
hugely important service to the field.

How has the profession changed since you were president?

Dramaturgy is simply more of a given now—we used to
have circular conversations about whether dramaturgy was
really a profession, etc, etc. Whether writers and directors
wanted us, whether theatres would hire us. We had to make
the argument about how someone always fulfilled the the
dramaturgical function in theatre, whether anyone held the
title or had skills or training or not—probably the same
kind of tedious conversation that the Duke of Saxe-Meinin-
gen had to have about directing 125 years ago. Now there’s
really no question that dramaturgy is a critical contribution

. to the theatre. Most resident theatres expect to have a dra-

maturg as soon as they can afford one (or even before).

Victoria Abrash has served as a dramaturg for a
wide range of theatres including the Mark Taper
Forum, the Public Theatre, the Acting Company and
many others on both new works and classics. Her
fong relationship with Ping Chong & Company
included co-adapting The Edda with director Ping
Chong for the Lincoin Center Festival and editing
and conducting an interview with Chong for his
recently published anthology, The East/West Quar-
fet. 8he has also served as a dramaturg on the staff
of the Philadeiphia Drama Guild, the Women’s Pro-
ject and Productions, Manhaitan Theatre Club and
Second Stage. Since 1999, she has been the direc-
tor of the TCG National Conference for Theatre
Communications Group, for whom she also served
as execulive producer of Preserving the Legacy, a
series of videotaped oral history interviews with
nine leaders of the American theatre. She currently
teaches theatre at Fugene Lang College of the New
School University and has also taught at SUNY Pur-
chase, Fordham University, Marymount Manhattan,
Williams College, 8UNY Stonybrook and eisewhere.
She writes educational and production materials for
Lincoin Center Theater and elsewhere, has served
as a panelist and screener for many new play pro-
grams, and is a site reporter for the National
Endowment for the Arts.
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Richard Pettengill and Victoria Abrash on a panel at the
1993 LMDA Annual Conference. Photo: Barbara Gollob

Most writers and directors who have come up in the past
20-25 years expect to work with a dramaturg and know how
to do so productively. There are dramaturgs in dance,
opera, dramaturgs get lured away to film, TV and Disney,
dramaturgs now sometimes get title page program credit,
there are jokes about dramaturgy in the New Yorker,
because it’s assumed that a literate audience will know what
a dramaturg is—the profession has come out of the corners
to a central position in the field.

It still requires long hours of work for usually insufficient
money and insufficient credit, but it is no longer in the

corners.

Can you share a funny anecdote/favorite story from dur-
ing your tenure?

I don’t know if I can.
‘Who was your mentor?

As is the case for many of the mid and younger generations
in our profession, Anne Cattaneo was my mentor. I first
heard that there was such a thing as a dramaturg from
Annie, and she has been and continues to be a teacher, a

support and an inspiration.
Are you still involved in LMDA, or as a dramaturg?

I do still work as a dramaturg, and I remained actively
involved with LMDA for several years after my presidency,
on the board and organizing the New York LMDA Confer-
ence, but these days my main connection to LMDA is

through the listserv.

What excites you about the profession? Why? Has that
changed over the years?

The potential, the variety, the excitement of collaboration,
the pleasure of working with talented people to bring a new,
meaningful work of theatre into being continue to excite
me. That hasn’t changed.
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i Tim Sanford
| LMDA Co-President 1994-1996

What was the biggest challenge facing the organization during your presidency?

I'would say interestingly enough it was the person who came before me in the job,
which also turned out to be the biggest challenge facing me when I became artistic
director at Playwrights Horizons. Andre Bishop created big shoes to fill. And that
was a big challenge for Don Scardino, then for me. In the same way, LMDA had
grown so much as an organization under Anne Cattaneo and Vicki Abrash—they
had created so many programs and initiatives—that it was tough to live up to

their example.
What accomplishment are you most proud of during your tenure?

We did a conference in Los Angeles and one in Toronto. I'm proud that I got
Bob Whitehead to speak as our keynote. My impression—but there may be lots
of factors—was after the Toronto conference the Canadian contingency took

hold a lot more.

Photo: Tim Sanford
photo: Susan Johann

I also was very interested in developing the regional identities. It was an area that
hadn’t been built up. That was something I thought was important. LMDA grew
out of informal regional meetings. The concept had been created, but there wasn’t
much happening in that area. I put effort into having members in each region,
encouraging people to have more ongoing regional interaction. Fostering opportu-
nities was important for our identity.

The roadblocks in accomplishing our goals were money. In terms of energy,
LMDA had run so much on volunteer energy. And it burned people out. Our part
time administrator was moving on to other horizons and it was quite challenging
to find someone starting from scratch, part time, to administrate the organiza-
tion. It is very difficult when you have rotating presidents on a volunteer basis.
None of our treasurers had particular training as a budget person. We experi-
mented with keeping prices down. I remember being very happy about getting a
NYSCA grant, and also relieved because it was also about the time that the NEA

was shutting down.
How has the profession changed since you were president?

I now have a Literary Manager (Lisa Timmel) with a degree in dramaturgy. The
Literary Manager before Lisa was a writer, And my training was not in dramaturgy.
I think the teaching of dramaturgy may be settling in so that there are more well

trained dramaturgs.
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Can you share a funny anecdote/favorite story from dur-
ing your tenure?

My car was broken into during the LA conference. During a
screening of The Heidi Chronicles, my wallet disappeared. I
thought it was gone, and then it was delivered back to me

three months later.

‘Who was your mentor?

I’ve learned from every writer I've worked with. A lot of
playwrights I’ve worked with are my mentors. When you
work with someone like Craig Lucas or Chris Durang—
there are all these people—you learn something from them.
Andre Bishop. Eric Overmyer. Michael Shurtleff, they are all
my mentors.

Areyou still involved in LMDA, or as a dramaturg?

In my day, we said dramaturgy was a function, not a job.
Yes, I am a dramaturg because I'm working on new plays.

What excites you about the profession? Why? Has that
changed over the years?

The field excites me. I don’t get excited by the profession
but by the activity. I'm ceaselessly inspired by the original-
ity, perseverance, intelligence and big heartedness of the
community of playwrights and musical-theater writers in

our country.

I was very into expanding the notion of what a dramaturg is.
My pet peeve was the fact we’re called dramaturgs and liter-
ary mangers and the implied separation of the jobs. When I
was co-president, everyone wanted to be a dramaturg. Yet
there are far more jobs as Literary Managers. And certainly
at our theater, the Literary Manager is the linchpin of the
organization, in terms of finding plays and being able to see
their potential. I hope that spilt between the “LM” and the
“D” is narrowing.

You will remember [the interviewer was a reader for Tim]
how tough we were in our standard of how to read a play
and write about it. We’re still just as tough. I think it’s
important to keep our standards of reading and analysis as
high as we expect the standards of our writers to be. And
from my experience, those standards are indeed very high
and very inspiring.
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Image: The brochure image from the Tenth Annual LMDA
Conference, entitled “Cross-Pollination in the Theater: An,
Enterprise, and Dramaturgy.” The conference was held in
Los Angeles from June 23-26, 1995.

Tim Sanford is the Ardistic Director of Playwrights
Horizons, where he has served since 1984, begin-
ning as a literary intern, then serving for nine years
as Literary Manager and two years as Associate
Arlistic Diractor, before assuming leadership of the
theater in January 1996. In his tenure he has pro-
duced writers as diverse as Billy Aronson, Keith
Bunin, David Cale, Kirsten Childs, Kia Certhron,
Brian Crawiey & Jeanine Tesori, Tom Donaghy,
Richard Dresser, Christopher Durang, Amy Freed,
Jessica Goldberg, Adam Guette! & Tina Landauy,
Peter Hedges, Christopher Kyle, James Lapine,
Kenneth Lonergan, Wendy MaclLeod, Marlane
Meyer, Richard Nelson, Lynn Nottage, Kira Obolen-
sky, Theresa Rebeck, José Rivera, James Ryan,
Christopher Shinn, Nicky Silver, Evan Smith, Kelly
Stuart, Kathleen Tolan, and James Valcg & Fred
Alley. He is a past President of The Literary Man-
agers and Dramaturgs of the Americas and a con-
tributor 1o Dramaturgy in American Theater. He has
a B.A. from Occidental College and a Ph.D. in Dra-
mafic Literature from Stanford University.
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Erin Sanders

LMDA Co-President 1994-1996
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What was the biggest challenge facing the organization during your presidency?

The biggest challenge is still money. There was never really enough. There were
lots of hopes about the things we were going to do. We were always struggling to
get funds and do everything on as limited a budget as we could without raising

dues. But everyone was a volunteer.

The second challenge was the mission. What was the best analogy for what we were
doing? Were we a guild or were we a service organization or a union? Should we
try to help our members get some collective bargaining powers so there was more
standardization of what dramaturgs would be paid? Or should we focus on elevat-
ing the profession more—so it would be seen as a more necessary component in
theater? Or was it more like a gnild, helping to get health insurance and those types
of things? Should there be funds for catastrophic events or if something happens
like unemployment insurance, workman’s compensation?

Different issues have been important in LMDA at various times of our history.
What were the differences between the professional and the academic realms? We
[as dramaturgs] don’t get paid enough money. People say, “I'm freelance, and 1
can’t make a living.” Afterward, the debate becomes more about the philosophical
and esoteric points of the profession. We wanted to examine the finer points of
new play development. Other people were more concerned how to use LMDA to

help get tenure.

Time was always one challenge. We were an all-volunteer organization, so that was
a big issue. As president you had to have something of a sympathetic work envi-
ronment. And a lot of that had to come from your theater. When I was co-presi-
dent, I was at Second Stage and [the AD] Carole Rothman was very supportive,
but at the same time she didn’t want it to irnpact any of the professional work I

was doing.
Office space was always a problem for the organization. Where should it be? The
CUNY space wasn’t very functional. We had a part-time administrator. That was

an obstacle. She was a really great person, but she was paid very little, so things
slipped. It was hard balancing our idealistic goals with the nuts and bolts goal of

serving people, and doing it every day.
What accomplishment are you most proud of during your tenure?

The LA conference was really successful. It made some of the movie people more
aware of what we did. We were able to get an early screening of Wendy Wasser-
stein’s movie Heidi Chronicles for LMDA members. We had a good conversation




]
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with not just the production folks, but we also worked
closely with the marketers. So we got an idea of how HBO
was marketing this production, and how that would cross
over into the theater world. We also had a number of dis-
cussions about the interpretation of theatrical works into

other media.

I’ve always felt theater will flourish more if it can cross
medias. Solely live theater has a dwindling audience. There’s
always more competition for other kinds of media enter-
tainment. The pricepoint for theater makes it more of an
elite art form. Theater needs to be either a crossover or there
needs to be a good amount of more affordable kinds of the-

ater to draw in its audience.
How has the profession changed since you were president?

I’m really pretty out of touch. What I hope has changed is
that it’s become much more of a service organization. I
would hope it would serve more as a guild or a union. I hope
we have more of a codified role for dramaturgs and could
get the standard of living up a little bit. It would be nice if
the pay were something based around some sort of level of

Erin Sanders was Co-President of LMDA from
1994-1996 and VP NY Metro Region for years
before that. He was the Literary Manager and Dra-
maturg at Second Stage Theatre through much of
the 80s, His produced plays include Safly Marr and
Her Escorts, co-written with Joan Rivers and Lonny
Price, which ran on Broadway at the Melen Hayes
Theater in 1984 and garnered a Tony nomination
for Ms. Rivers; Erin also wrote the screen treatment
which was optioned to Universal Pictures. His other
plays include Dear Miss America (WestBank,
HOME, Edinburgh Festival Fringe), Liftfe Men (Pub-
lic Theater), and Snapshofs (HOME, Miranda The-
ater Company). In addition, he wrote television
scripts for CTW’'s Ghost Writer and ABC Daytime’s:
One Life to Live.

After a period as an ex-patriot in Costa Rica,
accompanying his wife on her Fulbright Grant, Erin
moved steadily into the world of new media, adver-
fising and marketing. He rode the dot.com wave as
a Creafive Director with some of the top online
agencies, working on a number of cutling edge
web-based projects for Sting, Tommy Hilfiger, the
infamous Boo.com, Zagats, the Discovery Channel
and many others. He is cunrently a Creative Direc-
tor, consultant and writer working on brand-building,
cross-media marketing, and advertising projects for
a variety of clients.

Erin lives in Maplewood, New Jersey, where he siill
writes and spends as much time as possible with
his two children, Nell and Yoshi.

an union scale—so people would see it is a necessary role.

Can you share a funny anecdote/favorite story from dur-
ing your tenure?

As we all know, dramaturgs are a yuck a minute. I remem-
ber everyone was doing a conga line at the party at the
Atlanta conference.

Who was your mentor?

Everyone’s mentor was Anne Cattaneo. She’s a trailblazer in
making it a profession. Mark Bly was very smart about ele-
vating the profession. Robin Goodman and Carole Roth-
man at Second Stage were good Artistic Directors who had
the ability to nurture new plays. I also learned a lot working
with Lynda Barry [Erin' worked with her on her play The
Good Times are Killing Me] because she was not of the pro-
fession. But she had a unique voice and instinctual ability
for writing. No one was going to know that voice better
than she did. My work with her was more about helping a
playwright structure a play. It was probably the tightest col-
laboration I ever had.

Areyou still involved in LMDA, or as a dramaturg?

No. However, when I was a dramaturg, I saw what I did as
straddling the worlds of theater and diplomacy, helping
people see what they want to do in a non-threatening way
and encouraging that.

Playwriting is a very schizophrenic world. Half your time is
spent in solitude, and all of a sudden next, you are thrown
into a makeshift community in which you have to develop
the work. Playwrights have a different world of solitary,
finding a vision, and executing it in a broad community of
interpreters. The dramaturg is ambassador between those
two worlds. And that skill is important in a lot of different
worlds.

So I still use those skills. I'm a creative director in advertis-
ing now—in an Internet-based marketing company—and I
deal with lots of different kinds of clients who have different
expectations. I try to harmonize that and come up with cre-
ative ideas of how they will better sell their products.

What excites you about the profession? Why? Has that
changed over the years?

I miss aspects of the collaboration of the theater world. I
miss the feeling of getting something up, now its live and
happening. I love how it is slightly different every night.

...I also hope there is a dramaturg mentor program.

[Editors’ note: LMDA now sponsors an Early Career group
that includes an ongoing mentoring program, headed by
Bronwyn Eisenberg.]
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Jayme Koszyn
LMDA President 1996-1998

What was the biggest challenge facing the organization
during your presidency?

That’s a complicated question. Personally, it was a challenge
because smack in the middle of my tenure I was hired by
BAM. [Jayme left the Huntington Theater Company in
Boston in 1996 to become BAM’s first Director of Educa-
tion and Humanities.] I was faced with running a large
department in a much larger institution. It was challenging
to do both my new BAM job and the Presidency.

For LMDA, I set out to raise its visibility and of the profes-
sion in general. I really felt that we needed to generate more
respect for dramaturgy. Part of it might have been an atti-
tude of “Who are these people who are supposed to be so
smart?” Part of it was our fault, of playing the role of the
lone intellectual and not being generous enough. Part of it
was sheer self-abnegation by some dramaturgs themselves:
“I love what I do. It’s extraordinarily rewarding. You don’t
need to pay me that much, since 'm lucky to be here.” [The
challenge was] to raise the consciousness of strong dra-
maturgs who were not demanding enough for their work—
financially and psychically. I must say that outside the
profession, more people today seem to know what the word
is and what it means.

Back when I was President, I consciously set about to change
the perception of dramaturgs as external to the process, frill
or fringe. I got press about dramaturgs. I wrote in newslet-
ters, and other places, of the down-trodden nature of the
profession and how we can change it. It was great working
with Lynn Thomson [the dramaturg on Rent] who really
took a stand in her work as a dramaturg. We had the Rent
case [When Jonathan Larson died, his parents fought Lynn
over the credit she would receive for helping Jonathan
develop the piece] and the financial hurdle to get over to get
her compensated. [Lynn’s effort was] a rallying point for the
members to take notice of what they did. Lynn became head
of this advocacy committee. The committee’s full-fledged
inception roughly coincided with the Rent case and gave
dramaturgs more visibility, compensation, and recognition.

The other challenge was financial. LMDA was in debt when
I came on as president. I worked to get it in the black, which
I succeeded in doing. We were able to generate enough
earned and contributed income,

What accomplishment are you most proud of during your
tenure?

Pve already mentioned delivering a surplus budget, but
there was more than that. Someone said, “You can create
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light by being the candle itself or by being the reflection.” I
guess dramaturgs were trained in some respect to be reflec-
tions. My biggest accomplishment was, I hope, making
strong leadership choices—always with input from the
Board Chairman and the executive committee, but choices
nonetheless—such as filing the amicus brief for the Rent
case. While I certainly received some criticism—there was a
vocal minority that felt every single member should have
been vetted before the decision was made—I moved as
though the governing body that had been elected by the
membership was empowered to make swift, fast decisions. I
think it made some people uncomfortable, since many dra-
maturgs I knew were not often allowed in their institutions
to have too much power—but I felt it was an important
statement to make on behalf of the profession and therefore
supported Lynn and the principles she stood by. The fact
that the long-term result of such decisions has been the
remarkable work of LMDA’s advocacy committee, with its
portfolio of sample contracts and guidelines, is what I'm
truly most proud of. I wanted dramaturgs to be the candle-
light, not merely the reflection. It’s good to take a stand,

We got a lot of press during those two years. I don’t take full
credit by any means for raising the visibility so substan-
tially—that was Lynn’s courageous work. But I do feel that
we controlled the message enough to get quite a bit of
national coverage.

How has the profession changed since you were president?

I would be lying if I said I really knew. I will tell you what I
think dramaturgy as both a perception and a way of life did
for me in my career. Dramaturgy has given me a platform to
stand on and it honed my collaborative skills. It taught me
to be a good listener. Dramaturgy taught me that one must
always think before acting. The only way to go is to do really
careful research before making a decision or setting pen to
paper. Even if there is a quick deadline, you don’t jump
those phases. I was a staff dramaturg for a long time along-

‘side a busy directing and teaching career. Now, [ am pro-

ducing more and those skills were honed during the 15
years I practiced dramaturgy. I would never expect my
career trajectory go another way.

What I have a problem with is and I hope this has
changed—that dramaturgs are woefully underpaid. I have a
problem with the fact they are not compensated as much as,
say, the chief development officer. The dramaturg is feeding
ideas to development, the board, establishing programs that
are fundable, and the dramaturg is often at fundraising
meetings. Dramaturgs work with young people, get good




citizenship and PR for the organization. And it’s important
to remember ideas have fiduciary currency. On the flip side,
if the dramaturg is perceived as an “earner” the way that a
development person is perceived as an “earner,” dramaturgs
would simply be paid more.

I'm forever indebted to the Huntington Theater for having
allowed me the flexibility, acknowledging my need to grow,
and giving me a home for 10 seasons. I created the position
there, and I was one of the lucky ones.

So it’s heartening to me when I hear about the [recent]
work of the advocacy committee. At BAM, I learned more
about fundraising. As I say, I think developing that side of
dramaturgs is essential.

Can you share a funny anecdote/favorite story from dur-
ing your tenure?

Well, it doesn’t sound very funny, but there was a lot of trial
and error spending the huge amount of time I spent finding
my successor. It started in January before turning over the
office in June. Maybe it was the controversy of the Rent case,
I’'m not sure. I will not forget the frantic phone call to Tim

Jayme Koszyn is the president and founder of
Jayme Koszyn Consulting (JKC), which conceives,
produces and fundraises for creative projects at
universities and cultural organizations. JKC has in
coilaboration with its partners raised over $4 million
since its inception in 2002 in support of creative,
educalional and community programs, many of
which were conceived exclusively by JKC. After
creating the posifion of chief dramaturg at Boston's
Huntington Theater Company, where she ran its
Humanities Forum and spearheaded its new piay
development program Breaking Ground, Koszyn
became the first director of BAM’s Department of
Education and Humanities. Between 1996 and
2001, Koszyn conceived and implemented seven-
teen humanities, education and community pro-
grams serving 14,000 school children and 18,000
adult audience members a year; she also presented
international artists, including Mary Zimmerman,
Stella Den Haag, Peter Carey, Don Byron, and Ver-
non Reid. Koszyn's charge was o raise the support
funding for the program in collaboration with BAM
ieadership, BAM’s Planning and Development
Department and a Board Education commitiee,
about $1.1million annually. Koszyn has written
essays on dramaturgy and producing, and, while
also directing productions in Boston, taught on the
theater faculties of Boston College, the Boston Uni-
versity Theater School and its Institute from 1289-
1996. Koszyn is a Teiluride Scholar and an alumna
of the Hackley School, Princeton University, and the
Boston University Theatre School (MFA).

Sanford at the 11th hour, saying still no one had been able
to take over. Finally, Geoff Proehl agreed, the first person
from the academic conference to be president.

Who was your mentor?

Zelda Fichhandler [Founder of Arena Stage]. She hadn’t
seen my directing work, but advised me: “You have a dra-
maturgical mind. It’s great you are a director but here’s
something else you should try.” It was my last year of gradu-
ate school. I was 25; I was assistant director for The Crucible
at Arena. Lloyd Rose was the literary manager there and did
amazing research for this production, and I was blown
away. I couldn’t believe what this woman had done. I stole
all of her ideas of how to steep the acting company in
“mulch” of ideas. Zelda and Lloyd were incredibly influen-
tial, and Zelda basically got me my first Literary Manager
job, which was in NYC. [Then at BAM] Harvey [Lichten-
stein], Joe Melillo and Karen [Hopkins] were defining men-
tors in my career.

Arevyou still involved in LMDA, or as a dramaturg?

I daily thank my dramaturgical background training and
experience. I'm not functioning as a literal dramaturg. I do
mostly producing and fundraising and a lot of strategic con-
sulting for cultural institutions and universities. But liter-
ally, figuratively and indebtedly yes, I am.

What excites you about the profession? Why? Has that
changed over the years?

I love the stained inky fingers in rehearsal. I see my 5-year-
old son creating scripts and stories. That energy is the same
I experienced in the Huntington theater rehearsal hall. I
loved that joie de vivre, being one of the people who worked
that room. In theater, initially you are a loner, absorbing,
dreaming on and then preparing the script. You go from
that quiet, or not so quiet, space in your head to something
so public and noisy. Great plays ask questions, and they
demand that you ask those questions of yourself. I just felt
to be steeped in that, in the early part of my career, was the
best, most exciting experience one could have. Jim Lewis
once said to me each production was post doctorate work in
a subject. I loved learning all there was to learn about war-
torn Dresden or 13" century France or the game of billiards.
I miss aspects of that.

Those creative endeavors merged with intellectual ones is
the greatest training in the world for anything anyone might
aspire to ... dramaturgy forces you to communicate with
others and draw the strengths out of all sort of personalities
and egos. 1 run my own business now and work with a lot of
different people: from city government, corporations, cul-
tural and academic institutions. Every day, whether con-
sciously or not, I thank the training, the down and dirty,
nitty-gritty work in rehearsal. The thinking world is your
oyster when you are a dramaturg.
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Geoff Proehl

LMDA President 1998-2000

Photo: Geoff Proehl
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What was the biggest challenge facing the organization during your presidency?

It was simply—or not so simply—providing basic services on a minimal budget.
By basic services, I mean processing memberships, putting together a membership
directory, doing a newsletter, paying the bills and applying for grants, That may
not seem like a whole lot. But when you have 400 members, it can be overwhelm-
ing. We’ve always had really great administrators who have been willing to support
the organization and willing to work beyond the hours. We don’t have enough of a

staffing budget to do that stuff.
What accomplishment are you most proud of during your tenure?

I’m most proud of any people who became involved or stayed involved or re-
enrolled in the organization. It seems to me, at the center of LMDA, is a desire to
bring together people who are interested the idea of dramaturgy, the practice of
dramaturgy, the profession of dramaturgy. That to me is the best accomplishment.

My basic goal was to help provide basic services. And I think that did we accom-
plish that, but it was always a challenge. The roadblocks were not enough staff, and
that service organizations rely on volunteerism. Dramaturgs, they are busy all the
time. I was lucky, because somewhat idiosyncratically, I'm an academic. And acad-
emia has that time built into it.... I got credit [for my work] from my boss.

The other goal was the organization, taking some time, seeing where we are and
where we were and where we wanted to go. Paul Walsh [dramaturg at A.C.T. in
San Francisco] called for that. Our conference, at University of Puget Sound, was a
retreat on a campus. It wasn’t organized around a city, it was a chance for mem-
bers to come together and talk about what they were doing, -

I didn’t accomplish that goal, but during those two years the advocacy caucus was
really active on discussions on the guidelines. The work really came to fruition
during DD’s term. I'm glad I was able to facilitate this organization.

How has the profession changed since you were president?

It hasn’t changed all that much. It’s only been three or four years. [But] It seemed
at the most recent conference seemed like there were more students and younger
folks. People continue to be interested in change. The organization seems to get
younger all the time. I had a student come here from LA who had already dra-
maturged three or four shows. Kindergartners are doing dramaturgy.

Can you share a funny anecdote/favorite story from during your tenure?

The conference at George Mason was a symphony of cataclysms. The campus got
hit by lightening and was without power. DD and I were running around and

hauling gallons of coffee to campus.




And another thing that should have been an omen, we

looked at the nametags. Instead of saying Literary Managers
and Dramaturgs of the Americas, they said “Literary Man-
agers and Dramaturgy of the Americas.” That was the con-
ference DD looked out the back window, as we drove away,

and said, “T hope I never sce this place again” or something

like that.

I also remember all of us getting together on campus for a
party that probably wasn’t strictly legal. People were posted
as watchouts. Another time, a bunch of us were standing
outside in the parking lot, and Tom Shafer nearly blew a
tire. [And the interviewer has to disclose that Geoff and I
got stopped, with a trunk full of beer, by a cop because I was
driving the wrong way in the parking lot.]

And the party we had on the last night, at some crawdad
place, was awesome. There was a live band. It was a wonder-
ful conference because everyone was so good-natured about

all the missteps.

Geoff Proehl teaches, dramaturgs, and directs at
the Univarsity of Puget Sound in Tacoma, Washing-
ton. Prior fo coming to Puget Sound, he taught dra-
maturgy and supervised the work of graduate
student dramaturgs on university and professional
productions at Villanova Universily. He has
authored a study of American family drama: Coming
Home Again: American Family Drama and the Fig-
ure of the Prodigai (Fairleigh Dickinson, 1997). He
contributed to and co-edited, with Susan Jonas and
Michael Lupu, Dramaturgy in American Theagler: A
Source Book {Harcourt Brace, 1997). His essays on
dramaturgy have appseared in the The Encyclopedia
of English Studies and the Language Arts, The
Journal of Dramatic Theory and Criticism, Theater
Topics, and Canadian Thealre Review. Proehi’s
web site, dramaturgy northwest (1996 to the pre-
sent), was amongst the first in the fisid. From the
fall of 1998 1o the spring of 2001, he edited and
contributed fo six issues of the LMDA Review, the
professional newsletter of Literary Managers and
Dramaturgs of the Americas.

A former gonference planner and focus group rep-
resentative for dramaturgy in the Association for
Theatre in Higher Education, Prochl was president
of Literary Managers and Dramaturgs of the Ameri-
cas from 1998-2000. Professionally, he has worked
with the Guthrie Theater, Arena Siage, the People's
Light and Theatre Company, Tacoma Actors Guiid,
the Museum of Glass, and the New Harmony Pro-
ject. His degrees include a BA from George Fox
Coliege, an MFA in directing from Wayne State Uni-
versity, and a PhD in directing and dramatic criti-
cism from Stanford University.

Who was your mentor?

Michael Lupu was and still is. We had him come to Vil-
lanova [where Geoff used to teach]. He taught me not be
interested in a cookbook on “how to” [...be a dramaturg.]
He taught me, I'm not interested in training people. I'm
interested in having an education. Michael’s ability to think
critically and philosophically, with a great deal of insight
and emotional commitment about what the profession
could be influenced me. He taught me what the profession
could be if we were all at our best. He’s an amazing person.
Just at the time you're agreeing with him, he’ll switch sides.
He loves to tease out a question or problem and keep work-
ing at it.

Are you still involved in LMDA, or as a dramaturg?

In my current relationship, I run the archives. I'm also still
involved in the university caucus, and ’'m on the board. The
last professional gig I did was at Guthrie for Antony and
Cleopatra that Mark Lamos directed.

What excites you about the profession? Why? Has that
changed over the years?

Maybe this is too idiosyncratic ... its capacity for sadness
and for joy. I guess that’s what excites me about theater.
Within the profession, there is the chance to bring your
intellectual self, emotional self, and your creative self and as
many as you can think of to the process. Near the heart of
that is something like the experience of Viola in Twelfth
Night and Sonya in Vanya. There’s some great surprise at
both how wonderful and perplexing life can be to live with
those characters and that moment.

I totally loved being president and totally loved not [being
president] afterward. It was really fun because of the people.
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DD Kugler

LMDA President 2000-2002
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What was the biggest challenge facing the organization during your presidency?

I would say it was money—primarily the lack of it—and organizational structure. I
followed Geoff Proehl [as president]. His tenure was incredibly dynamic, inclusive
and full of ideas. My presidency had more to do with providing a working struc-
ture and determining what we could actually afford to do—in terms of investment
in people and time.

Another challenge for me was being the first Canadian president. Even though the
organizational is international, it clearly has a New York City bias. We are set up
under New York state law, and our primary funder still is NYSCA (New York State
Council on the Arts). Not only being Canadian—but living in Vancouver—put me
at a continental remove from the office, our bank accounts and our primary fun-
der. Ultimately, my Canadian-ness was not a problem, but my remove was.

And there were a series of distractions: office moves and changes in administrators.
It’s hard to deal with those transitions while you are so far away. It also feels like
you are in crisis management, and you don’t have time to deal with the larger
issues you would like to get to. I wanted to work on the bylaws during my presi-
dency, and I didn’t get to them until I was past president.

What accomplishment are you most proud of during your tenure?

The biggest accomplishment came from the legacy of Geoff’s term—we were able
to ratify the Employment Guidelines. That will have the most long-term effect. I
am most proud of the improvements in LMDA’s organizational structure that
have served the following presidents. I’'m also extremely proud of our two confer-
ences—that’s where I put most of my energy—in Denver and Vancouver.

How has the profession changed since you were president?

There’s a lot more of us—that’s one. The Canadian membership has grown
through contact with LMDA. Oddly, it has put us in touch with ourselves. I'm also
encouraged by the increasingly international impulse of the organization in the last
year or so—an effort to push beyond Canada. The organization has essentially
been the United States and Canada, so I'm encouraged there’s a desire for move-

ment south.
Can you share a funny anecdote/favorite story from during your tenure?

At the Chicago [2003] conference, just before Brian Quirt received his Elliott
Hayes Award, I gestured, bumped his hand, spilling red wine on the crotch of his
light-coloured pants. Brian was aghast. I didn’t know he was going to be receiving
the award in minutes, but he knew, and he ran to wash his pants in the bathroom.




I can’t remember what followed, but I remember that
moment of horror.

I also remember walking around after the San Francisco
[1989] conference looking for John Brunner’s science fic-
tion novel The Dramaturges of Yan, and buying 13 or 14
copies to send to friends. I still have a copy on my shelf.

‘Who was your mentor?

Geoff Proehl. Anne Cattaneo, especially in terms of LMDA.
Her on-going vision for LMDA—what it wanted to be,
where it could go. Geoff continued her inspirational legacy.
I had the opportunity to finish up many things Geoff
started.

Mark Bly was chairman of the Board, and he was a huge
partner while I was president—as was Canadian VP Brian
Quirt. My conference chairs—Gretchen Haley and Carri
Ratazzi in Denver [2001], Rachel Ditor and Megan Mon-
aghan in Vancouver [2002]—got inside the yoke with me,
and pulled.

I didn’t have any formal theater training until I was 36.
There also weren’t that many dramaturgs here. I bumbled

DD Kugler is a freslance director/dramaturg and,
since 1998, a tenured Associate Professor in the
Theatre Area of School for the Contemporary Arls
at Simon Fraser University, where he tsaches
directing, dramaturgy, playmaking, and theatre his-
tory. His SFU productions inciude Howard Barker's
Seven Lears, Charles Mee’s Big Love, and Michael
Hollingsworth's History of the Village of the Smafl
Huts: Laurier.

During eight seasons as Production Dramaturg with
Toronto’s Necessary Angel Theaire, he adapted
Marc Diamond’s Properly and, in collaboration with
Artistic Director Richard Rose, he co-authored New-
house, as well as the adaptations of Michasl
Ondaatje's Coming Through Slaughter, and Timothy
Findley's Not Wanied on the Voyage. During five
seasons as Artistic Director of Edmonton’s Northern
Light Theatre, Kugler primarily developed and
directed new work by Canadians: Tom Cone's True
Mummy, Connie Gault's Otherwise Bob, Vern
Thiessen’s Blowfish, and Colleen Wagner's The
Menument.

Since moving to Vancouver, Kugler has collabo-
rated as dramaturg on the premiere of Lucia Fran-
gione's Espresso, and with Battery Opera in the
development of three danceftheatre productions,
Spektator, Cyclops, and Replile-Diva.

Kugler served a two-year term (2000-02) as the first
Canadian president of Literary Managers and Dra-
maturgs of the Americas (LMDA).

Photo: Simon Fraser University, near Vancouver, Canada,

where the 2002 LMDA Annual Conference was held.
Photo: Shelley Orr

along doing what I was doing. When I came to my first
LMDA conference in 1989, I realized: “Oh, this is what I've

been doing.”

Reading Mark Bly’s interviews in Theater magazine
[Fall/Summer, 1986] was an eye-opening experience. It clar-
ified for me that other people were dealing with the same
issues. I found it refreshing that dramaturgy was such a rich
and problematic field—that it required a whole range of

approaches.

I also grew as a dramaturg in my eight years working with
artistic director, Richard Rose at Necessary Angel Theatre in
Toronto—it was a great collaborative relationship.

Are you still involved in LMDA, or as 2 dramaturg?

Primarily, my connection to LMDA is now the conferences.
I attend them. As past president, I occasionally am in touch
with the president, but it’s very informal. I'm also still work-
ing on the revision of the bylaws.

I teach an undergraduate dramaturgy course, and I have on-
going freelance dramaturgical collaborations across Canada
in theatre and dance.

What excites you about the profession? Why? Has that
changed over the years?

The thing that most excites me is the greater numbers of
freelance dramaturgs—working collaboratively on projects
solely because of shared artistic interests. There’s an increas-
ing possibility of imagining yourself as a project-driven dra-
maturg. I have qualms about institutional dramaturgy—you
can easily end up serving the institution’s needs, rather than
the needs of the artists, or even the needs of project.
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‘What was the biggest challenge facing the organization during your presidency?

I think it was maintaining the generosity of spirit set forth by DD Kugler and
Geoff Proehl. They both did such remarkable things for LMDA that I felt a certain
responsibility to keep up their energy and outlook for the organization. In terms
of practical challenges, like every President, we were hunting for money and peo-
ple to take ownership of various tasks.

What accomplishment are you most proud of during your tenure?

Two things. One was the huge number of emerging dramaturgs at the conference
in Philly. It says that both the organization and the profession have a definite
future. The other was being able to pass the “torch” on to someone for whom I
have enormous respect and adoration, Liz Engelman. Leaving the position in her
capable hands told me that I had done something right.

We wanted to revamp the Web site and that happened. We wanted to have a con-
ference that spoke to the world at-large, and I think we accomplished that both in
Chicago and in Philadelphia. I wanted us to expand our circle of friends and topics
of conversation. I also wanted to put forward the notion of dramaturgs as leaders,
in theaters, in the culture and in the society. I feel like we are doing things to nur-

ture that instinct.

In terms of things that I didn’t get done; well, I think every President has that list. I
wish that there had been more time and more money to do things like finding a
way to provide a health-care option. I wish that I had figured out how to really
raise money. I wish that we could have figured out to pay our administrator a lot

more money.
How has the profession changed since you were president?

I've only been out a year, so it is hard to answer that, other than to again say that
there are so many emerging dramaturgs who are able to participate in a lot of dif-

ferent ways.
Can you share a funny anecdote/favorite story from during your tenure?
I don’t think there is anything funnier than watching Mark Bly dancing with me

at a gay bar in Chicago—we’ve been dancing at conferences for a number of years
now, and I’'m not sure who laughs harder, us or our “audience.” However,
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watching 150 dramaturgs learn how to “speed date” comes

pretty close.
‘Who was your mentor?

Geoff Proehl, without a doubt. I would also add Rick Davis,
Lee Devin and Mark Bly. Each one has offered, over the
years, a wealth of wisdom, encouragement and nurturing.
I’d still be sitting in my parent’s living room had it not been

for them.
Areyou still involved in LMDA, or as a dramaturg?

I am. As a former president, I sit on the board for a year,
which is a real treat. I have to say that being president of this

Michele Volansky is Assistant Professor of Drama
at Washington College (MD), from which she eamed
a B.A. in English. She has worked on over one hun-
dred new and established plays in her professional
career, developing new works by such writers as
Sam Shepard, Daniel Stern, Warren Leight, Jeffrey
Hatcher, Bruce Graham, Tina Landau, Charles L.
Mee and Bruce Norris, along with many others. Her
work on Shepard’s rewrite of Buried Child {directed
by Gary Sinise) and Dale Wasserman’s One Flew
Over The Cuckoo’s Nest (directed by Terry Kinney
and starring Gary Sinise) sarned her two Broadway
credits and paricipation in the Tony Award for Best
Revival of Cuckoo’s Nest She has guest dra-
maturged at the Arden Theater Company, South
Coast Rep, the Atlantic Theatre Company, Victory
Gardens and Next Theatre, in addition to her staff
time at Actors Theatlre of Louisville (1992-95), Step-
penwolf Theaire Company (1295-2000) and
Philadelphia Theatre Company (2000-2004). Her
own play Whispering City was produced as part of
the Steppenwolf Arts Exchange Program in the Fall
of 1999, Ms. Volansky has served as an artistic eon-
suftant for the TCG playwright residency program, a
reader for the Eugene O’Neill Center's National
Playwrights Conference, as well as a grants review
panelist for the 5-Counly Arts Council and the New
Jersey State Council on the Arts. She is the 1999
inaugural co-recipient of the Elliott Hayes Award for
Dramaturgy and was the President of LMDA, the Lit-
erary Managers and Dramaturgs of the Americas
{2002-2004). Ms. Volansky is a member of the Advi-
sory Board for TheatreForum magazine, an artistic
advisor for both the Chicagoe-based Serendipity The-
atre Company and Chicago Dramatists and serves
on the advisory board of PlayPenn. She is currently
working on a playwriting book with Bruce Graham,
as well as two projecis with Philadeiphia-area piay-
wrights. Volansky also hoids an M.A. in theater from
Villanova University,

amazing organization is a real honor, but it does take a lot
out of one, so I've been keeping low. However, I anticipate a
roaring return in the next couple of years.

)
As far as maintaining a degree of involvement in active dra-
maturgy, I think the saying goes, “once a dramaturg, always
a dramaturg.”

What excites you about the profession? Why? Has that
changed over the years?

Everything excites me about the profession, from the spirit
of camaraderie to the amazing community of support to
this endless font of knowledge. I love knowing that there are
couple hundred people standing behind you, at nearly every
professional turn one makes. I continue to be amazed at
how plays come together, and feel strongly that it is due, in
large part, to the contextual abilities of the dramaturgs
working in the US and Canada.

Photo 1 (top): Rick Stengel (left) of The National Constitu-
tion Center gave the keynote speech at the 2004 LMDA
Conference in Philadelphia. He is pictured here with Michele
Volansky.

Photo 2: A popular icebreaker, “Speed Dating,” in the house

of the Wiima Theater at the conference in Philadelphia.
Photos: Cynthia SoRelle
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LMDA President 2004-2006
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What was the biggest challenge facing the organization during your presidency?

The boring but true answer is money. We have extended ourselves so much in the
last few years—with programs, ideas and energy for new guiding principles for
these programs. I felt that it was time to give some money for dramaturgs to initi-
ate programs, to initiate residencies. I wanted to insure that regional activity con-
tinued to grow. And what makes this happen is money. The boring answer is
money. The more esthetic or spiritual answer to the question is that LMDA is still
balancing between leading and serving. How do we respond to this? Programs and
opportunities can carry the profession forward. It’s important that other people
realize dramaturgs are leaders and initiators. It’s necessary to note that dramaturgs
are not the one-kind variety, and that dramaturgs have their place at the table. It’s
important that others realize dramaturgs can be active leaders and the ones with

the ideas.

Another challenge is that dramaturgs and literary managers are notoriously the
busiest members of the profession. All of our members are so overextended that
finding the time to move the organization forward is virtually impossible. I’ve
managed to combat much of this by the good fortune of having an awesomely
energized, enthusiastic and completely committed Executive team.

‘What accomplishment are you most proud of during your tenure?

So far (I've still got a year to go!) 'm most proud of the fact we are able to say
here’s some money to come up with an idea. We can now say here are a few
crumbs to develop your meal and serve it to the public, It’s all in an attempt to
make members active and feel included. We’re changing the web site around to
make it more accessible, more up-to-date, and the nexus of information. Everyone
should be looking to us to find out what is happening around this country,
Canada, and beyond. It’s important that we’re thinking about issues beyond
“where’s my next job” ... I want the organization to identify others outside of our
usual frame of reference. For example, who can we talk to about theatre-making in
Mexico? How do we connect with the dramaturgs in England? I want to discuss
the broader ideas, more universal ideas beyond solely what we do inside the

rehearsal room.

I must also say that being president of this organization during its 20™ Anniversary
year is a true honor, and to co-edit this 20™ Anniversary book with the indomitable
Shelley Orr to celebrate and share in LMDA’s illustrious history, and to connect
the past with the present as we look to the future has been a true labor of love.




When you look back on your presidency 10 years from
now, what would you like to have changed?

1 would like to see dramaturgs infiltrating the population. I
don’t mean to make it sound militaristic, but I would like to
see dramaturgs running theaters, see more dramaturgs such
as Morgan [Jenness] who work as creative agents, see more
dramaturgs not affiliated with a theater creating and pro-
ducing projects. I want to see dramaturgs like Ben Cameron
who are heading up organizations like TCG. I want to see
dramaturgs in leadership positions, with vision no matter

what the job description.

Can you share a funny anecdote/favorite story from dur-
ing your tenure?

When we were planning the conference in Tacoma ... Geoff
planned an amazing conference that would take us back to
LMDA'’s roots and values. We had high ideals of what we
wanted the conference to be, and to address. Then, we went
a little crazy. On Geoff’s orders, Louise [McKay] and I spent

Liz Engelman is a freelance dramaturg who lives in
Minneapolis. Most recently she was the Literary
Director of the McCarter Theatre, where she is now
& Literary Affiliate. Liz has served as the Director of
New Play Development at ACT Theatre in Seattle,
Washington, Liferary Manager/Dramaturg at Seat-
tle’s Intiman Theatre, and as Assistant Literary
Manager at Actors Theatre of Louisville. She has
worked on the development of new plays at The
Playwrights’ Center in Minneapolis, Bay Area Play-
wrights Festival, ASK Theaire Projects, New York
Theatre Workshop, the O'Neill Playwrights Confer-
ence, and South Coast Rep. She has directed new
piays at Mixed Blood Theaire, The Playwrights'’
Center in Minneapolis, and Carleton College. Liz
has been a guest at Washington University in St
Louis, the University of Puget Sound, Comish Col-
tege of the Arls, and has taught playwriling at Free-
hold Studio Theatre Lab and The Playwrights’
Center. She studied dramaturgy and new play
development at Brown and Columbia universities,’
where she received her BA and MFA in theatre and
dramaturgy, respectively. Liz is the co-editor with
Michael Bigelow Dixon of several ¢ollections of
plays and is currently co-editing two volumes of
monologues by women with Tori Haring-Smith. She
has published articles in Theaire Topics and The-
atreForum. She serves on the Advisory Board of
the National New Play Network, is a Consultant for
The Playwrights’ Center (where she coordinates
their New Plays on Campus Program), Mixed Biood
Theatre and Florida Stage. Liz is the President of
LMDA, Literary Managers and Dramaturgs of the
Americas.

what I think was hours in the stationery store finding out
what would be the exact representative sticker for the mem-
bers’ name tags. If you lived in Iowa, for example, would
your sticker be a bee or cow or rainbow? We thought it was
more important than the conference agenda. And we

laughed a lot.

It was also memorable—a trip, actually—seeing Richard
Pettengill being a whirling dervish on the cruise we took in
Toronto—or was it Seattle? Toronto. Someone said, dra-
maturgs can’t dance. But when you are on a boat, you dance.

Who was your mentor?

There were stages. When I was 17 and taking a class in liter-
ature and madness (appropriate for all dramaturgs!) my
teacher at the time said to me, “You should be a dra-
maturg.” That was Ann Ciccolella, who is now one of our
conference planners in Austin. So it’s coming full circle for
me on our 20" Anniversary. Ann launched me, at 17, into
this profession. Then there’s Michael Dixon, who when I
was an intern in Louisville taught me that the playwright
knows more about their play than anybody. He taught me
that to be a dramaturg is to be respectful and hospitable
and, most of all, a friend. And there’s Geoff Proehl, who
showed me by example that if you felt strongly about some-
thing, you make it happen yourself, and brought me onto
the executive committee. And then, of course, Mark Bly,
who never stops, And did I say Michael Dixon?

What excites you about the profession? Why? Has that
changed over the years?

What excites me has changed. When I first got into this pro-
fession, what excited me most was helping writers realize
their story onstage and being in the room with the writers.
Now, I think what excites me most is finding opportunities
for writers when I’'m not in the room. It’s about getting
writers into the room in the first place.
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by Maxine Kern

Maxine Kern is a freelance
dramaturg working with various
teaches American Drama and
Theater History at Stonybrook
University. Her recent dra-
maturgy projects include:
¢ Twained by Joseph Ritz at The
Studio Arena Theatre in Buf-
fato; Little Pitfalls by Marketa
Blahova at The Immigrant The-
atre Project, and The Last One
Hundred Years/Joanna Baillie
at The Juggernaut Theater.
She is presently on LMDA’s
Executive Committee, and a
member of The League of Pro-
fessional Women in Theatre.
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Gotthold Lessing

The Lessing Lifetime Achievement Awards granted by LMDA in 1998 and 2002
have honored dramaturgs of distinction, vision and perception that resemble the
theatrical and literary life of the dramaturg Gotthold Ephraim Lessing. Lessing
lived between 1729 & 1781 in Germany, and originated the tradition of the life of a
dramaturg. He held several literary positions and worked in various literary
venues, always attempting to make economic ends meet and to keep his critical
dramatic commentary abroad in the world. Early in his career as a translator of
Voltaire’s plays, he and Voltaire parted ways over a disagreement concerning
Voltaire’s principles of dramatic classicism. Both a critical thinker and a creative
writer Lessing set high goals for dramaturgy. As a playwright, Lessing wrote the
plays Minna von Barnhelm, a classic of German comedy, Miss Sara Sampson, the
first German domestic tragedy, Emilia Galotti, a prose tragedy, Nathan the Wise, a
famous play which has been translated and performed often in contemporary
times, among several others. As a critic and dramaturgical advisor to the Hamburg
National Theater, Lessing’s writings and reviews describing principles of drama
were published in the widely read Hamburg Dramaturgy. His studies of philosophy
and poetry led him to publish the significant writing, Laocoon, An Essay on the
Limits of Painting and Poetry.

LMDA recognizes and celebrates Anne Cattaneo and Arthur Ballet with a Less-
ing Lifetime Achievement Award as dramaturgs who have continued this tradition
of commitment to the aesthetic, philosophical, and lively theatrical arts.




Anne Cattaneo

As a three-term president of LMDA, a longtime dramaturg
for Lincoln Center, a theater history faculty member at The
Juilliard School, Drama Division, an Editor for the Lincoln
Center Theater Review, and the director of the Playworks
Program at the historic Phoenix Theater, Anne’s contribu-
tion to dramaturgy and playwriting has been far reaching.
Among her many dramaturgical projects; she has commis-
sioned and produced plays by Wendy Wasserstein,
Mustapha Matura, and Christopher Durang among others
at the Phoenix Theater. For the Acting Company she cre-
ated Orchards, producing short stories by Anton Chekhov
for the stage adapted by playwrights, Maria Irene Fornes,
Spalding Gray, John Guare, David Mamet, Wendy Wasser-
stein, Michael Weller, and Samm-Art Williams. She also
designed the unique production of Love’s Fire, presenting
adaptations of Shakespeare’s Sonnets by Eric Bogosian,
William Finn, John Guare, Tony Kushner, Marsha Norman,
Ntozake Shange and Wendy Wasserstein. Her own transla-
tions include Brecht’s Galileo and Botho Strauss’ Big and
Little. Keenly aware of the needs of contemporary theater in
her New York City theater milieu, she has created and
administers the Lincoln Center Directors Lab, which brings
together the talents of directors, playwrights and dra-
maturgs every summer and continues to connect these
artists throughout their careers.

Interview with Anne Cattaneo

MAxINg: In what ways has theater changed and in what
ways has it stayed the same for you during your time as a
dramaturg for the Phoenix and Lincoln Center Theaters?

ANNE: I think so much of anyone’s life in the theater is
bound up with what is going o