THE CAMBRIDGE
HISTORY OF

AMERICAN
THEATRE

VOLUME III
Post-World War H to the 1990s

EDITED BY
DON B. WILMETH
AND CHRISTOPHER BIGSBY




The Cambridge History of American Theatre

The Cambridge History of American Theatre is an authoritative and wide-
ranging history of American theatre in all its dimensions, from theatre build-
ing to play writing, directors, performers, and designers. Engaging the theatre
as a performance art, a cultural institution, and a fact of American social and
political life, the History recognizes changing styles of presentation and per-
formance and addresses the economic context that conditions the drama pre-
sented. The History approaches its subject with a full awareness of relevant
developments in literary criticism, cultural analysis, and performance theory.
At the same time, it is designed to be an accessible, challenging narrative. All
volumes include an extensive overview and timeline, followed by chapters on
specific aspects of theatre.

Volume Three examines the development of the theatre after World War II,
through the productions of Broadway and beyond and into regional theatre
across the country. Contributors also analyze new directions in theatre
design, directing, and acting, as well as key plays and playwrights through the
1990s.






The Cambridge History
of American Theatre

Volume Three






The Cambridge History
of American Theatre

Volume Three:
Post-World War II to the 1990s

Edited by

Don B. Wilmeth Christopher Bigsby
Brown University University of East Anglia

CAMBRIDGE

SO
©Jp) UNIVERSITY PRESS



CAMBRIDGE UNIVERSITY PRESS
Cambridge, New York, Melbourne, Madrid, Cape Town, Singapore, Sdo Paulo

Cambridge University Press
40 West 20th Street, New York, NY 100114211, USA
www.cambridge.org
Information on this title: www.cambridge.org/9780521669597

© Cambridge University Press 2000

This publication is in copyright. Subject to statutory exception
and to the provisions of relevant collective licensing agreements,
no reproduction of any part may take place without
the written permission of Cambridge University Press.

First published 2000
First paperback edition 2005

Printed in the United States of America
A catalogue record for this book is available from the British Library.

ISBN-13 978-0-521-66959-7 hardback
ISBN-10 0-521-66959-6 hardback

ISBN-13 978-0-521-67985-5 paperback
ISBN-10 0-521-67985-0 paperback

Cambridge University Press has no responsibility for
the persistence or accuracy of URLs for external or
third-party Internet Web sites referred to in this publication
and does not guarantee that any content on such
Web sites is, or will remain, accurate or appropriate.



Contents

List of illustrations
Contributors
Preface and acknowledgments

Introduction
CHRISTOPHER BIGSBY

Timeline: Post-World War Il to 1998
COMPILED BY DON B. WILMETH WITH JONATHAN CURLEY

1 American Theatre in Context: 1945-Present
ARNOLD ARONSON

2 A Changing Theatre: Broadway to the Regions
Broadway
LAURENCE MASLON

Off- and Off-Off Broadway
MEL GUSSOW

Regional/Resident Theatre
MARTHA LOMONACO

Alternative Theatre
MARVIN CARLSON

3 The Plays and Playwrights

Plays and Playwrights: 1945-1970
JUNE SCHLUETER

Plays and Playwrights Since 1970
MATTHEW ROUDANE

vii

page ix
xi
XV

1

21

87

163
163

196

224

249

294
294

331



viii Contents

4 Musical Theatre Since World War Il
JOHN DEGEN

5 Directors and Direction
SAMUEL L. LEITER

6 Actors and Acting
FOSTER HIRSCH

7 American Theatre Design Since 1945
RONN SMITH

Bibliography

Index

419

466

490

514

534
554



List of Illlustrations

(credits appear with each photo)

Caricatures of Tennessee Williams, Elia Kazan, and Arthur Miller  page 165

Caricatures of Harold Prince, David Merrick, and Joseph Papp
Caricatures of the Shuberts, Lloyd Webber, and Cameron Mackintosh
Floor plan and sketch of Margo Jones’ Theatre '50, Dallas, Texas

The Guthrie Theater, Minneapolis, with 1963 production of The Three
Sisters in progress

Peggy Shaw and Lois Weaver in Split Britches’ Lust and Comfort, 1995
Bread and Puppet’s What You Possess, 1990
The Living Theatre in Paradise Now, c. 1968

En Garde Arts’ production of Charles L. Mee, Jr.’s The Trojan Women a
Love Story, 1996

Act Ill (Spaceship) of Robert Wilson'’s Einstein on the Beach, 1976
Richard Foreman’s Rhoda in Potatoland, 1974

The Wooster Group in The Road to Immortality: Part Two (. . . Just the
High Points. . . ), 1985

Mabou Mines in Epidog, 1996

Arthur Miller’s Death of a Salesman, 1949

Tennessee Williams’s A Streetcar Named Desire, 1947

Magic Theatre’s production of Sam Shepard’s True West, 1981

Goodman Theatre’s production of David Mamet’s Glengarry Glen Ross,
1984

August Wilson and Lloyd Richards, 1988

Trinity Rep’s production of Tony Kushner’s Angels in America, 1996
Finian’s Rainbow, 1947

Julie Andrews in My Fair Lady, 1956

ix

170
187
230

238
264
266
269

275
279
281

287
289
297
300
351

370
390
403
423
428



X List of Illustrations

Gym scene, West Side Story, 1957

Gwen Verdon in Damn Yankees, 1955

Nude scene in Hair, 1968 (Broadway version)

Theoni Aldredge costume design for A Chorus Line, 1975
Sweeney Todd set under construction, 1979

New Rochelle scene in Ragtime, 1996 (premiere, Toronto)

Anne Bogart’s production of The Adding Machine, Actors Theatre of
Louisville, 1995

Lee Strasberg conducting a class at The Actors Studio
Eugene Lee’s model for the revival of Show Boat, New York, 1994
Scenic design by John Lee Beatty for Lanford Wilson’s Burn This, 1987

Tony Walton’s model for the revival of A Funny Thing Happened on the
Way to the Forum, 1996

432
434
444
449
453
462

486
493
524
527

527



Contributors

The Editors

CHRISTOPHER BIGSBY is Professor of American Studies at the University of
East Anglia in Norwich, England, and has published more than twenty books
on British and American culture, including Confrontation and Commitment: A
Study of Contemporary American Drama 1959-1966 (1967); The Black American
Writer, two volumes (1969); The Second Black Renaissance (1980); Joe Orton
(1982); A Critical Introduction to Twentieth Century American Drama, three
volumes (1982-85); David Mamet (1985); Modern American Drama 1940-1990
(1992); Contemporary American Playwrights (1999). He is the editor of
Contemporary English Drama (1991); Arthur Miller and Company (1990); The
Portable Arthur Miller (1995); and The Cambridge Companion to Arthur Miller
(1997). He is also the author of radio and television plays and of three novels:
Hester (1994), Pearl (1995), and Still Lives (1996).

DON B. WILMETH is The Asa Messer Distinguished Professor and Professor of
Theatre and English at Brown University, Providence, Rhode Island. He is the
author, editor, or co-editor of more than a dozen books, including The
American Stage to World War I: A Guide to Information Sources (1978); the
award-winning George Frederick Cooke: Machiavel of the Stage (1980);
American and English Popular Entertainment (1980); The Language of American
Popular Entertainment (1981); Variety Entertainment and Outdoor Amusements
(1982); the Cambridge Guide to American Theatre (co-editor 1993 edition with
Tice L. Miller; editor 1996 paperback edition); and Staging the Nation: Plays
from the American Theatre 1787-1909 (1998). With Rosemary Cullen he co-
edited plays by Augustin Daly and William Gillette, and currently he edits for
Cambridge University Press a series, Studies in American Theatre and Drama.
He is a frequent contributor to reference works and sits on editorial boards of
six journals. A past Guggenheim Fellow and President of the American Society
for Theatre Research, he was Dean of the College of Fellows of the American

xi



xii Contributors

Theatre, 1996-98. In November 1998 he was presented a special achievement
award by the New England Theatre Conference for his contribution to the
theatrical profession with an impact on the national level.

The Contributors

ARNOLD ARONSON teaches in the Theatre Division of the Columbia University
School of the Arts (where he served as Chair, 1991-98). Author of American
Set Design (1985) and The History and Theory of Environmental Scenography
(1981), he served as editor of Theatre Design & Technology from 1978 to 1988
and has contributed articles on theatre design and avant-garde theatre to a
wide range of publications. He is Chair of the History and Theory Commission
of the International Organization of Scenographers, Theatre Architects, and
Technicians, and he curated the American exhibit of scenic and costume
design and theatre architecture at the 1995 Prague Quadrennial. In addition
to Columbia he has chaired programs at Hunter College and the University of
Michigan and taught at Virginia, Cornell, and Delaware.

MARVIN CARLSON is the Sidney E. Cohn Distinguished Professor of Theatre
and Comparative Literature at the Graduate Center of the City University of
New York. He has received the ATHE Career Achievement Award, the George
Freedley Award for contribution to the literature of the theatre, the George
Jean Nathan Award for dramatic criticism, and is a Fellow of the American
Theatre. He is the founding editor of the journal Western European Stages and
the author of many books and essays on American and European theatre
history and theory. His most recent books are Performance: A Critical
Introduction (1996) and Voltaire and the Theatre of His Age (1998).

JONATHAN CURLEY, a graduate of Brown University, is a former Fulbright
recipient to Ireland and currently a doctoral student in English at New York
University.

JOHN DEGEN is a frequent director of musicals at Florida State University and
teaches in this area. He contributed numerous entries on musical theatre for
the Cambridge Guide to American Theatre (1993) and has published articles in
the Theatre Journal, Theatre Survey, Theatre History Studies, Victorian Poetry,
and the Kurt Weill Newsletter.

MEL GUSSOW, a critic and author, writes about theatre and other arts for the
New York Times. He is the author of Conversations with Pinter (1994) and
Conversations with Stoppard (1995), both published by Grove Press, and of
Don’t Say Yes Until I Finish Talking: A Biography of Darryl F. Zanuck (1971). He
is the author of profiles for The New Yorker and other magazines. Winner of



Contributors xiii

the George Jean Nathan Award for Dramatic Criticism, his reviews and essays
were collected in Theater on the Edge: New Visions, New Voices (1988). A recip-
ient of a Guggenheim Fellowship, Gussow for three years served as President
of the New York Drama Critics’ Circle. Prior to coming to the New York Times,
he was a critic and cultural writer on Newsweek magazine. He is a graduate of
Middlebury College (and recipient of its Alumni Achievement Award) and of
Columbia University’s Graduate School of Journalism.

FOSTER HIRSCH is Professor of Film at Brooklyn College, City University of New
York, and the author of fifteen books on theatre and film. His most recent is
The Boys From Syracuse (1998), a study of the Shuberts’ theatrical empire. He
has written studies of The Actors Studio, Harold Prince, Hollywood acting,
film noir, and of the film work of Laurence Olivier, Joseph Losey, and Woody
Allen. Current projects include a book on Joseph Papp and the New York
Shakespeare Festival. Among publications that have featured his essays and
reviews are American Theatre, The Nation, The New York Times, Film Comment,
and Film Quarterly.

SAMUEL L. LEITER is Professor of Theatre at Brooklyn College, City University
of New York, and the Graduate Center, CUNY. He has been editor of Asian
Theatre Journal since 1992 and has published articles in such publications as
Literature East and West, Educational Theatre Journal, Drama Survey, Theatre
History Studies, Players, Theatre Crafts, and Asian Theatre Journal. His numer-
ous books include the three-volume Encylopedia of the New York Stage,
1920-1930 (1985), 1930-1940 (1989), and 1940-1950 (1992); From Belasco to
Brook: Representative Directors of the English-Speaking Stage (1991); and From
Stanislavsky to Barrault: Representative Directors of the European Stage (1991).
He is also an actor and director.

MARTHA LOMONACO is Associate Professor and Director of the Theatre
Program for the Department of Visual & Performing Arts at Fairfield University
in Connecticut. She is an active director, having premiered new works in New
York City, throughout New England, and at the Edinburgh Festival Fringe, and
writer, who has published articles on American theatre and popular enter-
tainments. She is author of Fvery Week, A Broadway Revue: The Tamiment
Playhouse, 1921-1960 (1992) and is at work on a history of American summer
theatre.

LAURENCE MASLON is on the faculty of the Graduate Acting Program at New
York University’s Tisch School of the Arts, where he also teaches for the
Musical Theater Program. A graduate of Brown and Stanford, he worked for
seven years at Washington D.C.’s Arena Stage, where he was the Associate
Artistic Director. At Arena he directed, wrote, or adapted many productions.
He has contributed to the Cambridge Guide to American Theatre (1993),



xiv Contributors

American National Biography (1999), and Dramaturgy in America (1996), and
has written articles and drawn caricatures in American Theatre magazine. He
wrote the “Mr. Gershwin Goes to Washington” concert for Carnegie Hall and
is currently working on a musical version of Kaufman and Hart’s Once in a
Lifetime.

MATTHEW ROUDANE is Professor of English at Georgia State University in
Atlanta, where he specializes in American drama. Among his publications are:
Understanding Edward Albee (1987); Conversations with Arthur Miller (1987);
American Dramatists (1989); “Who’s Afraid of Virginia Woolf?”: Necessary
Fictions, Terrifying Realities (1990); Public Issues, Private Tensions:
Contemporary American Drama (1993); American Drama Since 1960: A Critical
History (1996). He is the editor of Approaches to Teaching Miller’s “Death of a
Salesman” (1995) and The Cambridge Companion to Tennessee Williams
(1997). He is also editor of the South Atlantic Review.

JUNE SCHLUETER is the Charles A. Dana Professor of English at Lafayette
College. Her numerous publications include Metafictional Characters in
Modern Drama (1979); The Plays and Novels of Peter Handke (1981); Arthur
Miller (1987) with James K. Flanagan; Reading Shakespeare in Performance:
“King Lear” (1991) with James Lusardi; and Dramatic Closure: Reading the End
(1995). She has edited six books, including Feminist Rereadings of Modern
American Drama (1989) and Modern American Drama: The Female Canon
(1990). She has also published essays and reviews on modern drama and
Shakespeare and is co-editor of Shakespeare Bulletin.

RONN SMITH has written about theatre, film, and television design for a variety
of magazines, including American Theatre and Theatre Crafts. He is the author
of American Set Design 2 (1991) and Nothing But the Truth: A Play (1997). He is
also a frequent director.



Preface and Acknowledgments

As was demonstrated in Volume One of this study, the American theatre has
a history going back to the first encounter of Europeans with what, to them,
was a new continent and, in the form of Native American rituals and cere-
monies, a prehistory. In Volume Two the contributors explained that the
theatre, the most public of the arts, has always been a sensitive gauge of social
pressures and public issues; the actor has been a central icon of a society
which, from its inception, has seen itself as performing, on a national stage, a
destiny of international significance. As articulated in the introduction to this
volume, the period since World War II has led to even greater variegated
theatre with worldwide influence.

For the purposes of this History we have chosen to use the word “theatre”
to include all aspects of the dramatic experience, including major popular and
paratheatrical forms. Contributors have been asked to address a particular
aspect of that experience — whether it be theatre architecture, stage design,
acting, playwriting, directing, and so forth — but they have also been invited
to stress the wider context of those subjects. Indeed, they have been encour-
aged to engage the context within which theatre itself operates. Hence, we
have set out to produce a history which will be authoritative and wide-
ranging, which will offer a critical insight into plays and playwrights, but
which will also engage the theatre as a performance art, a cultural institution,
and a fact of American social and political life. We have sought to recognize
changing styles of presentation and performance and to address the eco-
nomic context which conditions the drama presented. This may lead, on occa-
sion, to a certain recrossing of tracks as, for example, in the case of a chapter
on playwrights which invokes the career of particular actors and a chapter on
actors which describes the plays in which they appeared, but this is both
inevitable and desirable, stressing, as it does, the interdependence of all
aspects of this craft.

The theatre has reflected the diversity of America and the special circum-
stances in which it has operated in an expanding country moving toward a
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sense of national identity. The history of the American stage and the making
of America have been coterminous, often self-consciously so, and to that end
each volume begins with a timeline followed by a wide-ranging essay which
attempts to locate the theatre in the context of a developing society. Both
timeline and overview also allow individual authors to avoid any urge to offer
inclusiveness and to provide, when appropriate, more detailed coverage of
important individuals or events, so that, for example, Arnold Aronson offers
a unique perspective in his introductory overview chapter, while other
authors, such as Marvin Carlson in chapter 2, focus attention on one particu-
lar aspect of this history, such as alternative theatre.

The History could have run to many more volumes but the economics of
publication finally determined its length, together with the number of illus-
trations that were possible. In the case of this present volume, this has meant
both that certain choices of emphasis have been necessary, with the result
that more attention has been paid to some topics rather than others, and that
we have not been able to include as many illustrations as we would have liked.
The precise division between the three volumes and the strategies involved
in structuring this History, however (especially since from the outset it was
agreed that this would be a collective history), was a matter of serious debate,
a debate in which the editors were assisted by others in meetings which took
place in 1994 at Brown University, in the United States, and the following year
at York University, in Canada. It is proper, in fact, to pause here and, as we did
in Volumes One and Two, to gratefully acknowledge the financial assistance
for the Brown meeting given by Brown University, the curators of its special
collections, and Cambridge University Press. For the York meeting we are
indebted to Christopher Innes, who served as an advisor to the editors, and
the Social Sciences and Humanities Research Council of Canada, who helped
fund the expenses. In Providence we were able to gather a notable group of
experts: Arnold Aronson, the late Frances Bzowski, T. Susan Chang, Rosemary
Cullen, Spencer Golub, James V. Hatch, Warren Kliewer, Brooks McNamara,
Brenda Murphy, Tom Postlewait, Vera Mowry Roberts, Matthew Roudané,
David Savran, Ronn Smith, Susan Harris Smith, and Sarah Stanton. In Canada
the editors were joined by Christopher Innes and the authors of overview
essays for each volume (Arnold Aronson, Tom Postlewait, and Bruce
McConachie). We are indebted to these experts for their thoughtful and chal-
lenging ideas and recommendations.

Ultimately, of course, the editors accept responsibility for the present
format, but without the preliminary discussions we would have doubtlessly
floundered. In the final analysis, the fact that we have chosen roughly 1870
and 1945 as defining chronological parameters is, in part, an expression of our
desire to relate the theatre to a wider public history but in part also a recog-
nition of certain developments internal to theatre itself. Any such divisions



Preface and Acknowledgments xvii

have an element of the arbitrary, however, chronological periods doing
damage to the continuity of individual careers and stylistic modes. But, divi-
sion there must be and those we have chosen seem more cogent than any of
the others we considered, despite our strong suspicion that any periodization
can be misleading. In truth, Volume One extends to the post-Civil War period,
and Volume Two, in order to establish some sense of continuity, dovetails the
time frame of that volume, as this volume overlaps World War II, though its
major emphasis is post-World War II.

The organization of the three volumes does, however, reveal a bias in favor
of the modern, which previous prefaces in this series of volumes deplored. Yet
it does not presume that theatrical history began with Eugene O’Neill, as often
implied, but simply recognizes that the story of the American theatre is one
of a momentum which gathers pace with time, while acknowledging the rich
heritage and accomplishments of American theatre during its earlier periods.

As suggested above, the History does not offer itself as encyclopedic. Given
restrictions of space this could never have been an objective, nor was such a
strategy deemed appropriate. Those wishing to research details not found in
these pages should consult the Cambridge Guide to American Theatre (1993,
1996), edited by Don B. Wilmeth and Tice L. Miller, and Theatre in the United
States: A Documentary History (vol. 1, 1750-1915), edited by Barry Witham (vol.
Il is well underway). Both works were published by Cambridge University
Press, and this History was planned with those volumes in mind, as a com-
plementary effort. The Guide is an especially important supplement to this
volume. Rather than offer comprehensive detail, what this History does aim
to do is to demonstrate that this nation is constructed of more than a set of
principles enforced by a common will. It builds itself out of more than con-
tradictions denied by rhetoric or shared experience. The theatre first played
its part in shaping the society it served; later it reflected the diversity which
was always at odds with a supposed homogeneity. Inevitably derivative, in
time it accommodated itself to the new world, and, in creating new forms, in
identifying and staging new concerns, was itself a part of the process which it
observed and dramatized.

Theatre is international. Today, an American play or prominent production
is as likely to open in London as in New York and to find its primary audience
outside the country of its birth. The 1997-98 Broadway season was a good
example of this, with a revival of Cabaret that began its life in England, a block-
buster hit musical Ragtime that developed in Canada, and major prizes going
to a play which originated in France (Art by Yasmina Reza) and one that was
Anglo-Irish in origin (The Beauty Queen of Leenane). Despite the restrictions
imposed by Actors’ Equity, actors move between countries, as do directors
and designers. Film and television carry drama across national frontiers. Yet,
the American playwright still addresses realities, myths, concerns born out of
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national experiences; the American theatre still stages the private and public
anxieties of a people who are what they are because of history. The accom-
plishments of the American theatre are clear. This is an account of those
accomplishments as it is, in part, of that history.

We are extremely grateful for financial support from our institutions —
Brown University and the University of East Anglia — and we are pleased to
acknowledge the editorial assistance of Diana Beck, funded by the Brown
Graduate School, who made many chores less arduous in the early prepara-
tion of this volume. The initial idea for this History came from Cambridge
editors Sarah Stanton and Victoria Cooper, who not only brought the editors
together but have also been a constant source of support and encourage-
ment; Anne Sanow, formerly with Cambridge University Press, and Victoria
Cooper, in the British Office of the Press, have helped to shepherd this volume
through its various stages, and Audrey Cotterell has served us well in the
copy-editing process. The thirteen authors of chapters in this volume are
clearly indebted to the scholarship of those who have gone before, as well as
to colleagues still active in the field. The specific debts of each author are sug-
gested in notes and, most significantly, in the bibliographical essays that con-
clude each chapter. Credits for illustrations are indicated with each
photograph. Though not successful in every instance, every possible effort
has been made to obtain photographic permission. We have nonetheless
given credit to all photographers when known and would be delighted to seek
formal permission for subsequent editions should contact finally be made. We
are grateful to individual authors who furnished or suggested illustrations
and the staffs of the collections identified who helped to locate or provide
illustrations. In particular, we are pleased to single out the assistance of
Melissa Miller of the Humanities Research Center’s Theatre Collection at the
University of Texas; lan Rand of the Publicity Department of Livent, Inc.;
Christine Nicholson of Davis, California; Oskar Eustis of the Trinity Repertory
Theatre; designers Eugene Lee, Harry Matheu, Tony Walton, and John Lee
Beatty; Levi D. Phillips of Special Collections, University of California-Davis;
John Degen, Martha LoMonaco, and Marvin Carlson; photographer Bill Rice;
Peggy Shaw of Split Britches; Carol Bixler of En Garde Arts; Michael B. Dixon
and Jennifer McMaster of Actors Theatre of Louisville; Ruth Maleczech of
Mabou Mines; Richard Foreman of the Ontological-Hysteric Theatre
Company; Anne Reiss of The Wooster Group; Jennifer Garza of the Alley
Theatre; and Anna Strasberg and Ivana Ruzak of the Lee Strasberg Theatre
Institute. We are especially grateful to Laurence Maslon for the three won-
derful caricature composites that he drew expressly for this History and
which grace his section on Broadway.



Introduction

Christopher Bigsby

The previous volume of this History told the story of the growth of Broadway
theatre, the emergence of major playwrights, the shift from melodrama to a
new realism and from that realism to a self-conscious experimentalism. It
identified the extent to which the theatre reflected social change, as America
moved from a rural to an urban economy, engaged a modernity which both
delighted and appalled, and found in social inequity the source of dramatic
energy. It charted the continuing influence, on actor training and design no
less than dramaturgy, of the European theatre but also identified the extent to
which America now exercised a powerful role. Through boom and
Depression, the theatre in all its guises — from the Little Theatre movement,
to the Federal Theatre, Broadway comedies and musicals, to powerful dramas
of social and psychological experience — proved a public art with public
appeal.

Yet already that role was threatened by the emergence of Hollywood.
Ahead lay television. By the turn of the twenty-first century hundreds of chan-
nels would be available while cyberspace would exert its own seductive
allure. Meanwhile, the economics of an art which required the collaborative
efforts of a large number of people, used its plant inefficiently, and was often
inconveniently situated, made it potentially less attractive than other arts or
forms of entertainment.

This volume, though, is not an account of decline. Indeed, in some respects
it covers a period in which the achievements of the American theatre were
acknowledged worldwide as never before. For much of the second half of the
century its playwrights were dominant, its musicals defined the genre, its
actors, directors, and designers proved uniquely talented and internationally
influential. But it did change in radical ways, which, unsurprisingly, mirrored
transformations in society.

After a decade or so Broadway declined, a decline balanced by the emer-
gence, in New York, of Off- and Off-Off Broadway. A similar development was
to occur in Chicago and elsewhere. Indeed, the dominance of New York itself
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2 Introduction

came to an end as regional theatres spread throughout the country, generat-
ing plays that then fed back to Broadway, reversing the flow of the prewar
world. And if audiences diversified on a regional basis, so they did on that of
race, gender, national origin, and sexual preference. In other words, as the
ruling metaphor of American society changed, from melting pot to rainbow,
the theatre acknowledged this. The presumed homogeneity of the audience
no longer prevailed. Just as television and publishing began to adopt a strat-
egy of niche marketing, the theatre sought out a variety of different audiences,
though often the concerns of such groups proved paradigmatic.

There were parallels with previous periods. The annual accounts of New
York theatre offered by Otis L. Guernsey, Jr. itemized the continuing impact of
British theatre, a thread which runs through all three of these volumes. It was
responsible for just under half the Tony Awards for Best Play between 1964
and 1989 and rather more than half of the New York Drama Critics’ Circle Best
Play awards for the same period. By the 1970s, indeed, the British, previously
believed to be genetically incapable of writing musicals, began to displace the
homegrown product, until that time rightly regarded as one of the major
accomplishments of the American theatre. Indeed in June 1997, Cats, by the
ubiquitous Andrew Lloyd Webber, became the longest running musical in
American theatrical history, displacing A Chorus Line (1975). Meanwhile, the
experimental theatre of the teens and twenties had its corollary in the fifties
and sixties, modernism was revisited, and where the Depression had radical-
ized the theatre in the thirties, the war in Vietnam did the same in the sixties
and early seventies.

For the first time, though, the Federal Theatre aside, public subsidy was
granted and though it was modest — occasionally to the point of near invisibil-
ity (in the 1970-71 season the American government’s support for the arts
amounted to seven and a half cents per head; the figure for West Germany was
two dollars and forty-two cents; that for England, one dollar and twenty-three
cents) — it was a sign that theatre was at last acknowledged as an art which
made legitimate demands on the public purse as well as on public attention.
Nonetheless it was an embattled art, constantly struggling to survive. But it
was an art which accurately registered the shifting mood and concerns of a
nation which stepped from Depression into war and from war into the uncer-
tainties of a post-nuclear age. And as such it told the story, in the words of
Philip Roth’s Nathan Zuckerman, of the “disruption of the anticipated
American future that was simply to have unrolled out of the solid American
past, out of each generation’s getting smarter . . . out of each generation’s
breaking away from the parochialism a little further” (American Pastoral, 85).
In part, as the decades passed, that involved acknowledging what Roth calls
“the indigenous American beserk,” and in part recognizing that the centripe-
tal project implied in the motto E Pluribus Unum could be seen as a false rather
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than simply a utopian model, as radically divergent experiences were pre-
sented on America’s stages.

The war marked another kind of divide. Some of those who had helped
define the 1920s and 1930s did not survive to do the same for the postwar
world. In the novel, Theodore Dreiser, Sherwood Anderson, F. Scott Fitzgerald,
Nathanael West, and Gertrude Stein died between 1940 and 1946, while Ernest
Hemingway, William Faulkner, and John Steinbeck no longer seemed to have
a purchase on their society, despite their international recognition in the form
of the Nobel Prize. In the theatre, likewise, Susan Glaspell, Sidney Howard,
Jerome Kern, Lorenz Hart, and, within a few years, Philip Barry and Robert
Sherwood were dead, while Maxwell Anderson and Lillian Hellman produced
little to rival their earlier work.

Eugene O’Neill, meanwhile, had succumbed to a Parkinson-like disease
which frustrated his efforts to write. He had, however, stored up works of
great accomplishment, which, for over a decade after the war, would light up
a Broadway season, works which plundered his life for the raw materials of
plays that confronted his characters with their failure to realize the hopes that
had once energized and now ironized them, plays whose very bleakness he
had judged too great for wartime audiences.

A further irony awaited, however, in that the two not so very young men
who appeared on the scene in the mid-1940s — Tennessee Williams and Arthur
Miller, both in their thirties at the time of their first Broadway successes —
were in fact shaped by the previous decade in which they had written, and
indeed staged, radical dramas. They certainly reflected the mood of their own
time — Miller, in particular, taking pride in his sensitivity to the contemporary
— but both were marked by a decade in which the solitary individual was
obliged to acknowledge a social obligation or be excluded alike from history
and the moral world. Miller, as was signaled by the title of his first success, All
My Sons, opted for a drama which staged the individual’s struggle to negotiate
personal meaning in a social context. Williams, as is indicated by the title of
one of his plays, Fugitive Kind, explored the plight of the self in recoil from the
public world.

Stylistically, O’Neill moved from a lyric celebration of the outsider, to an
exuberant expressionism, to a strained realism, a naturalism which mocked
its own assumptions. Williams and Miller both sought a more fluid, or, to use
Williams’s own word, plastic staging in which dramatic metaphor found a cor-
relative in visual symbol. O’Neill’s appeal lay in a relentless quality, as charac-
ters were driven beyond the point at which they could negotiate the terms of
their existence. Miller’s lay in the strenuous demands made of those required
suddenly to confront the nature and extent of their own moral failings.
Williams took his audience in a wholly different direction. His plays often
threatened and, indeed, delivered, violence or displayed sexual need. Their
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southern settings and lyrically expressive language offered a seductive exot-
icism not wholly unrelated to that being explored by Jack Kerouac, for whom
the improvisatory free spirit lay, if not at the heart of meaning, then at the
heart of the search for such.

Writing of the 1950s, Daniel Bell observed that: “America in mid-century is in
many respects a turbulent country. Oddly enough, it is a turbulence born, not
of depression, but of prosperity. Contrary to the somewhat simple notion that
prosperity dissolves all social problems, the American experience demon-
strates that prosperity brings in its wake new anxieties, new strains, new
urgencies” (The End of Ideology, 103). Prosperity, indeed, was in part the
problem. As Kenneth Keniston and Paul Goodman, psychologist and philos-
opher respectively, were to observe, materialism was not an ideal in itself; on
the contrary, it provoked a desire for transcendence, for a personal economy
independent of that generated by a mechanistic civilization. The very
success of America gave economic power to a generation that in time found
the ritual of earning and spending inadequate to their needs. They, or at least
a number of them, became rebels without knowing the faith in whose name
they rebelled. America, immediately after the war, may have celebrated its
renewed status as a city on the hill and many of its citizens begun to dream
a familiar dream, but there were others, and many writers among them, for
whom the logic of history had other lessons to teach than America’s steady
rise toward the empyrean.

Looking back from the distance of the mid-seventies, Bell, or, rather, the
writers whose views he summarized, and who had themselves emerged as
commentators and primary movers (Norman O. Brown, Michel Foucault, R. D.
Laing, and, in another sense, Charles Reich and Theodore Roszak), saw a gen-
eration which, in the late fifties and through the sixties, had chosen as their
field of revolt “consciousness: a new polymorphous sensuality, the lifting of
repression, the permeability of madness and normality, a new psychedelic
awareness, the exploration of pleasure” (Bell, The Coming of PostIndustrial
Society, 476). But this is not how the world seemed in 1945 when the war
ended and Americans celebrated the return of what they took to be normalcy.

As ever, wars both mark a social and psychological divide and provoke a
desire for continuities. Philip Roth, or his fictional alter ego Nathan
Zuckerman, in American Pastoral, speaks of “the clock of history” being
“reset” as Americans celebrated the end of the Second World War. “Everything
was in motion,” he insists. Men were back from Europe and Japan. America
was the sole possessor of the Bomb. What could resist the newly unleashed
energy of a nation politically secure and economically booming? Admittedly,
the Depression was only a few years in the past and a tremor of anxiety could
still pass through those who had lived through that time, but the rallying cry,
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as he recalls it, was “Make something of yourselves.” His generation, he insists,
“were steered relentlessly in the direction of success” (41).

But Roth’s novel is a story not just of paradise remembered (the title of its
first section) but of paradise lost. For if ahead lay a materialism to be cele-
brated and deplored, ahead also lay assassinations, racial conflict, riots, cor-
ruptions, and another war which scarred a generation, and his novel is an
account of the loss of innocence, the crumbling of assurance, a deepening
anxiety about personal and public meaning, the “disruption of the anticipated
American future. . . the ritual postimmigrant struggle for success turning path-
ological” (85-86).

But that lay far ahead. For the moment, the response was euphoria, fol-
lowed by a desire to reach back not to Depression but the world which that
disruption of the dream had seemed to invalidate, a world of material well-
being and a confident faith in American principles. Consumerism was the new
god while Manifest Destiny seemed reinstalled and legitimated. People picked
up their lives and elected first a haberdasher from Missouri and then a general
from Denison, Texas (who described his policy as one of “dynamic conserva-
tism”) as President, content to view the past only as processed through the
calculated nostalgia of Saturday Evening Post covers. Meanwhile, a pediatri-
cian, Dr. Benjamin Spock, was on hand to tell mothers that a new day had
dawned, that they should trust themselves. He reassured them that the rigors
of discipline need no longer prevail; desires could be satisfied without guilt.

The one-car family became the two-car family. Television plugged
Americans into a common cerebral cortex. The consumer society consumed.
As John Updike’s narrator observed, in a short story called “When Everyone
Was Pregnant,” “Guiltlessness. Our fat Fifties cars, how we loved them, revved
them: no thought of pollution. . . Romance of consumption at its height.
Shopping for baby food in the gaudy trash of the supermarkets. Purchasing
power: young, newly powerful, born to consume.” And yet, as he pointed out,
this coexisted with a “smug conviction that the world was doomed. Beyond
the sparkling horizon, an absolute enemy. Above us, bombs whose flash would
fill the scene like a cup to overflowing” (in Museums and Women, 92-93). And,
indeed, the world had changed profoundly. The sky had been lit up by the twin
suns of Hiroshima and Nagasaki, and when the Soviet Union broke the
American monopoly on nuclear destruction and China was “lost,” for the first
time a country previously invulnerable to attack felt deeply vulnerable. And
since its military and scientific preeminence had been an article of faith, such
catastrophes could only be a result of treachery and subversion. When had
that subversion begun? Was it, perhaps, in the days of the New Deal or the
brief period of U.S.-Soviet cooperation? If so, then it was necessary to rewrite
history in such a way as to show that the thirties had been an aberration.

But the war itself had already sent a shock wave through those who could
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not regard the allied victory as a vindication of the human spirit, and that
tremor, as ever, was registered by the writer. Thus, in Europe, the bleakly
comic ironies of the absurd had their roots in a very precisely definable polit-
ical and social reality, while the nouveau roman, which marginalized the
human figure, was, Alain Robbe-Grillet explained, no more than an expression
of what he had observed in a war which relegated the individual human being
quite literally to the ash heap. The Jewish writer in particular was unlikely to
regard the Holocaust as no more than a brief interruption in the ascent of man.

The Jewish American writer, indeed, took from the war either a sense that
the individual was a victim, trying to understand the ironies in which he was
apparently trapped, or a desperate desire to reconstitute values apparently
so profoundly denied as to negate the very idea of social or metaphysical
purpose. Either way there was a sense of deep dismay, often rendered com-
ically. The irony, however, was that by degrees such writers found themselves
speaking for those for whom an old world - essentially rural, untroubled — no
longer seemed accessible. Nor were Jewish writers the only ones to flirt with
black humor (James Purdy, John Hawkes, Kurt Vonnegut, Joseph Heller), or
the deracinated or alienated individual (J.D. Salinger, Carson McCullers,
Truman Capote). The new world was urban or, at best, suburban and, beyond
the glitter of consumer products, was increasingly perceived as charged with
tensions, infected with deep insecurities — sexual, financial, racial. What was
at stake was a sense of identity and purpose, and unsurprisingly this was felt
most acutely by those whose grip on national myths and realities was most
tenuous: the Jewish and African American writer. No wonder Sartrean
Existentialism hovered in the wings. They might acknowledge their victim
status but they also resisted it in the name of an existential drive which was
sometimes acknowledged and sometimes not. The irony is that the protago-
nists of such books as Norman Mailer’s The Naked and the Dead (1948), Saul
Bellow’s Dangling Man (1944) and The Victim (1947), Bernard Malamud’s The
Assistant (1957), Philip Roth’s Goodbye Columbus (1959), Ralph Ellison’s
Invisible Man (1952), and James Baldwin’s essays Nobody Knows My Name
(1957) came to seem expressions of a more general sense of alienation and
anxiety. They might be marginalized by WASP society but such marginaliza-
tion came increasingly to seem a common, and even celebrated, experience
(see Jack Kerouac, Allen Ginsberg, Gregory Corso). In the words of the protag-
onist of Invisible Man, “Who knows but that, on the lower frequencies, I speak
for you?”

For Professor of Psychology Kenneth Keniston at Yale University, drawing
on his own work and that of others in the fifties and sixties,

The prevailing images of our culture are images of disintegration, decay, and
despair; our highest art involves the fragmentation and distortion of tradi-
tional realities; our best drama depicts suffering, misunderstanding, and
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breakdown; our worthiest novels are narratives of loneliness, searching, and
unfulfillment . . . Judged by the values of past generations, our culture seems
obsessed with breakdown, splintering, disintegration, and destruction. Ours
is not an age of synthesis but of analysis, not of constructive hopes but of
awful destructive potentials, not of commitment but alienation. (The
Uncommitted, 2)

The argument may have been overstated and the comparison with the past
suspect, but this language did, indeed, have currency, not least in literature.

And what was true in the novel and poetry was true also in drama. Neil
Simon presented comically what Arthur Miller presented tragically, namely
the dilemma of the individual who no longer feels he has a connection with
his own life or with the community in which he finds himself. Miller in partic-
ular set himself very consciously to reconstitute the moral world denied
equally by the Holocaust, which made its way into more than one of his plays,
and by a particularly American penchant for denying the past. Those
Americans who wanted to believe in business as usual, selling America back
to itself as the best product on the market, were, in his plays, made to face the
fact of their own fallibility as well as the falseness of the promises which ele-
vated the future over the present and which denied the moral logic which
linked that present to the past. He wrote plays which were as centrally con-
cerned with moral identity as the novels of Bellow and Ellison. Indeed, in 1945
he himself wrote a very successful novel, Focus, which explored both the
nature of American anti-Semitism and the existential dilemma of a man who
struggles toward a sense of his own identity and of his responsibility toward
others. In his plays his characters cry out their names precisely because iden-
tity has been placed under such pressure. The American dream, meanwhile,
becomes an evasion, merely the expression of a need for coherence and
meaning, a project whose indefinite deferral is a judgment equally of the indi-
vidual and his society. When Willy Loman, in Death of a Salesman, tries to offer
his false dreams as an inheritance to his sons he acknowledges a failure which
touches very directly on his sense of himself. As Erich Fromm observed:

When a person feels that he has not been able to make sense of his own life,
he tries to make sense of it in terms of the life of his children. But one is
bound to fail within oneself and for the children. The former because the
problem of existence can only be solved by each one only for himself, and
not by proxy; the latter because one lacks in the very qualities which one
needs to guide the children in their own search for an answer. (The Art of
Loving, 86)

By the same token Tennessee Williams’s characters spoke of their sense of
paranoia as power and money assumed an implacable authority, and the
natural processes of mortality denied the very promises that life seemed to
offer. His fragile characters, menaced in their sexuality and their social roles,
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desperate for a love which simultaneously terrified them, registered some-
thing more than his intensely personal sense of oppression as homosexual
and artist. Throughout his life he insisted on his radicalism, a radicalism
literal enough in the works which he wrote in the thirties, but evident, too, in
the subversive drive of plays which constantly celebrated the marginal, the
dispossessed, the disregarded. In interviews and public statements he
denounced a society which literally and legally proscribed his sexuality but
that also, from time to time, menaced the freedom which his plays celebrated
even in the moment that that freedom was being withdrawn. What some took
for his southern gothicism, his melodramatic imagination, he regarded as a
staging of the conflict between an implacable materialism and a redeeming,
though ultimately defeated, human spirit.

Despite the fact that decades are little more than convenient means of orga-
nizing experience, rarely beginning and ending with any precision, they do, on
occasion, have a persuasive shape. It was true of the twenties, heralded by
Prohibition, as it was of the thirties, bracketed by the Crash and World War II.
The sixties, likewise, obligingly began with what seemed like a clear shift in
values, style, and priorities, though the election of John F. Kennedy was
perhaps of greater symbolic than actual significance, not least because the
drama of his assassination brought an abrupt end to his administration (and
it is hard not to think of the events of those days, played out as they were on
television, as a kind of theatre). Certainly little was accomplished in his brief
presidency either domestically or in terms of foreign policy, beyond a some-
what grudging moral commitment to racial justice at home and a near lethal
engagement with the Soviet Union over Cuba and a growing involvement in
Vietnam. But everything about him signaled change. He was young, Catholic,
sexually active (just how much so only becoming apparent later). He valued
the arts, invited writers to the White House, and went to the theatre. His suc-
cessor, too, invited writers to the White House. The difference was that some
of them refused to go because by then, and despite his genuine commitment
to social justice, Lyndon Johnson had committed America more completely
to the war in Vietnam and this had distorted national politics and radicalized
a generation. Robert Lowell and Arthur Miller both declined invitations,
Miller, ironically, to Johnson’s signing of a bill setting up the National
Endowment for the Arts, itself a significant change in attitudes toward
support for the arts in America. The impact both of social change and of that
war was clear on all aspects of American life.

Not the least important aspect of that change was the emergence, essen-
tially from the mid-fifties onward, of teenagers. With money in their pockets
they provoked and responded to a new market in popular music, while finding
images of their youthful disaffection in the movies — James Dean’s drive to
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oblivion merely reinforcing his role as social rebel. A decade later they were
tuning in, turning on, and dropping out at the behest of Timothy Leary or
marching against the war. The contraceptive pill had released them from bio-
logical discipline and hence, to a large degree, from moral constraint. Dr.
Spock, who had been responsible for their nurturing, now found himself
attacked for creating a permissive generation and himself followed what
seemed to him to be the logic of his profession, as pediatrician, by protesting
the war and even running for the presidency as a way of protecting future gen-
erations of babies. In short, within the course of a decade old authorities had
lost their power: economic, social, moral.

Kenneth Keniston spoke of an “unprogrammatic alienation,” a “rebellion
without a cause” (The Uncommitted, 67). In his book on alienated youth in
America he observed the degree to which the vocabulary of social commen-
tary increasingly stressed the distance between people and between people
and the objects of their concern.

Alienation, estrangement, disaffection, anomie, withdrawal, disengagement,
separation, non-involvement, apathy, indifference, and neutralism - all of
these terms point to a sense of loss, a growing gap between men and their
social world. The drift of our time is away from connection, relation, com-
munion and dialogue, and our intellectual concerns reflect this conviction.
Alienation, once seen as imposed on men by an unjust economic system, is
increasingly chosen by men as their basic stance toward society. (The
Uncommitted, 1)

It is hard not to see this as a description of the mood of Edward Albee’s first
success, The Zoo Story (1959), produced on the cusp of the sixties, in which
the protagonist, withdrawn, disaffected, acutely aware of the gap between
himself and others, has, indeed, chosen alienation; nor hard either to see in it
a reflection of those concerns voiced by another psychologist, Erich Fromm,
who, in his fifties book The Art of Loving, reflected both Keniston’s views and
those to be found in Albee’s The American Dream when he oberved that:
“Modern man has transformed himself into a commodity. . . He is alienated
from himself, from his fellow men and from nature” (88), consoled by the
“strict routine of bureaucratised, mechanical work” (74). The paramount
need, Fromm insisted, was “to leave the prison of his aloneness.” The mech-
anism whereby this was to be attained was love: “a power which breaks
through the walls which separate man from his fellow men, which unites him
with others” (24). The imagery was specifically that taken up by Albee, the
potentially religious overtones being preserved in the symbolism of his early
plays, as it was by Tennessee Williams, for whom love was indeed an active
principle capable of neutralizing the alienation felt by so many of his charac-
ters. As the fifties slid into the sixties, love, counterpoised to the mechanistic
drive of materialism or, more specifically, of the military, was celebrated as a
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secular virtue or a spiritual principle, by a counterculture celebrating the
body and frequently exhibiting a fascination with Zen Buddhism, a direction
taken by Paul Goodman (an admirer, more accurately, of Taoism), whose inter-
ests spanned those of academic analysis and theatre.

By the sixties the novel seemed to be flying in all directions. Gore Vidal wrote
a patrician version of history, John Updike and John Cheever a middle-class
and suburban one respectively. John Barth, meanwhile, blended history with
fiction, as E. L. Doctorow, William Styron, and Robert Coover were to do. There
were parallels in the theatre as Miller revisited the Holocaust in After the Fall
and Incident at Vichy, O’Neill plunged further back in the posthumous More
Stately Mansions (1962), and Howard Sackler explored a version of the African
American past in The Great White Hope (1968).

There were parallels, too, to the non-fiction novel of Truman Capote, the
new journalism of Tom Wolfe, and the explorations of contemporary reality
by Norman Mailer, though several of these came from abroad, most notably
Rolf Hochuth’s The Investigation (1965) and Heinar Kipphardt’s In the Matter
of J. Robert Oppenheimer (1964). Martin Duberman’s In White America (1963)
deployed documentary material, as did Daniel Berrigan’s and Saul Levitt’s The
Trial of the Catonsville Nine (1969), which began Off-Off Broadway and trans-
ferred to Broadway, but the documentary play proved of limited appeal.

Perhaps a closer parallel is that between a new spirit of experimentalism in
the novel, which included such diverse talents as William Burroughs, Ken
Kesey, Thomas Pynchon, William Gass, Richard Brautigan, Donald Barthelme,
and Kurt Vonnegut, and the neo-Surrealist and Dadaist concerns of the crea-
tors of Happenings, the Artaud-influenced performances of the Living
Theatre, the Grotowski-inspired work of the Performance Group, the early
plays of Sam Shepard, and the work of Jean-Claude Van Itallie, Rochelle
Owens, Megan Terry, and Ronald Tavel. The fact is that increasingly there
seemed to be no orthodoxy either to enforce or rebel against. Certainly, in
1961 Philip Roth spoke of the difficulty for the writer of making American
reality credible. However, what seemed difficult in 1961 must have appeared
all but impossible as assassination piled on assassination, Americans were
invited to join the drug culture, cities burned, and young men were returned
from a foreign war in body bags. Revolt, pressing toward revolution, spread
around the globe. Authority was challenged, no less in the arts than in any
other area of life.

The counterculture gave primacy to the Pleasure Principle over the Reality
Principle; resisted the idea of distinctions, divisions, categories, hierarchies.
It distrusted rationality as self-limiting and located an essentially Romantic
exploration of the self in the context of a new communalism. Much the same
had been true of the early decades of the century when Modernism was born
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out of a loss of confidence in old forms and structures, political and social no
less than aesthetic. The bohemian elite, then as now, extended experimental
life styles in the direction of art, the Provincetown Players, for example, being
the product of those equally committed to anarchism, free love, communitar-
ian politics, anything, in short, which marked them out as different from those
who preceded them. They established their New York center in Greenwich
Village. So, too, did many of those who in the fifties and sixties reacted against
normative values and conventional theatre. Off-Broadway and Off-Off
Broadway were born.

This move from the large scale to the small, from the presumed homogene-
ity of the audience to self-selecting coteries, from spaces which separated per-
formers from observers to those which brought them into immediate
proximity, itself reflected changing values. If Off- and Off-Off Broadway were
not physical locations they did imply a shift in priorities. Money was not a
primary determinant, at least not at first (though Off-Broadway saw a rapid
increase in costs and therefore ticket prices). Experiment became possible. In
one direction the theatre theorized itself, self-consciously exploring its com-
ponent elements, opening itself to European and other influences. In another,
it examined the politics of its own existence. After all, this was a theatre which
appealed not to the expense-account executive or those bussing in from New
Jersey, but to a largely student audience whose own growing radicalism — aes-
thetic and political - it partly reflected, as later it appealed to those who for
the first time saw their own lives dramatized on a stage.

The immediate precursor to sixties experimentation in the theatre was the
Living Theatre, established in the fifties, whose directors, Julian Beck and
Judith Malina, saw themselves as anarchists, whose company lived as well as
performed together, and whose productions were, more often than not, explo-
rations of the equivocal nature of art and reality — which is to say they were a
late flowering of Modernism; and the theatre, and other arts, did show a
renewed interest in Dada and Surrealism, for example. One of the Living
Theatre’s productions was of a play by Paul Goodman, a psychiatrist, who, in
Growing Up Absurd, argued that the individual was now cut off from the natural
world by a machine culture. And another aspect of sixties counterculture was,
indeed, arenewed interest in the physical being, a desire to reinstate the body
- both as sensual and political fact. Thus the overt sexuality, the nudity, the
stress on physical movement to be found both in the counterculture at large
and the theatre in particular, was matched by a conviction that physical pres-
ence — at demonstrations, marches, rock concerts — was itself crucial. Being
there was what counted. There was a ritualized, a ceremonial and symbolic
content to experience, and to the theatre, which required participation. And
if that was evidenced by love-ins, teach-ins, Woodstock and the March on
Washington, it was also evident in that erosion of the distinction between
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actor and audience which became a central tenet of belief, if also frequently
a naive objective, for certain theatre groups. The Living Theatre and the
Performance Group, in particular, appeared to revel in and indeed demand
audience participation, though a certain totalitarianism revealed itself from
time to time. Attending the theatre itself was now seen as an event sometimes
with almost quasi-religious overtones.

The removal of clothing was in part designed to épater le bourgeois, though
many of those participating were card-carrying members of the bourgeoisie
themselves. Beyond that, it was offered as a sign of authenticity as if, like King
Lear, they were getting down to the simple, unaccommodated man and
woman. At such events the drama critic found himself (and more than 90
percent of critics were male) awkwardly placed, such authenticity being
ambiguously related to theatrical truth. Thus the Living Theatre’s Julian Beck
attacked Walter Kerr, the New York Times Sunday critic, for his failure to
accept the invitation to audience members, in Paradise Now, to join the cast
on the stage and remove his clothes. He was, Beck asserted, obviously a
lonely man in a decade in which solitariness was, if not a crime, then at least
tangential to a celebratory and politically confident communalism.

Unsurprisingly, an ever vigilant capitalist Broadway (and Hollywood)
quickly moved to transform the pursuit of truth into the pursuit of titillation.
When the Off-Broadway Hair, in which the drafting of a young man for the
Vietnam War provided part of the plot, was moved to Broadway, nudity was
added. There were, however, limits to which the authorities were not pre-
pared to go, the police arresting cast and producers of the Off-Off Broadway
Che! on charges of obscenity and consensual sodomy, thereby inadvertently
raising the issue at the heart of Diderot’s paradox, which debated the ques-
tion of whether the best actor is one who simulates or feels the emotions por-
trayed, though in ways that Diderot is unlikely to have imagined. It was not,
however, a tactic which could redeem the unredeemable. Despite the success
of Oh! Calcutta!, Grin and Bare It! (the exclamation point being, it seems, a
required and highly charged signifier) folded after twelve performances on
Broadway in the 1969-70 season while The Way It Is, despite an admirable
number of previews, never actually succeeded in opening.

If the sixties were characterized by the experiments and exuberance of the
counterculture, they were also marked by a growing politicization that con-
trasted sharply with the largely unfocused discontents of the previous
decade. As Daniel Bell had pointed out, in the fifties the disenchanted were
not the workers, who were more than happy to lay claim to the new materi-
alism, but the intellectuals whose disaffection had lost its ideological basis.
Not the least of the ironies of the McCarthy period, indeed, was that those
summoned before the House Committee on Un-American Activities (a won-
derfully Orwellian newspeak title) had long since been disenchanted with the
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doctrines of Marx. The disaffection of intellectuals now was less rooted, more
diffuse. It had elements of nostalgia, as mass society and mass culture began
to erode those qualities which they presumed to have distinguished cultural
life hitherto. It also related to their own lack of a role. In the thirties the artist
was a standard bearer for revolution. At a time of crisis the intellectual,
vaguely in concert with an even more vaguely perceived working class, had
a seemingly central function, if not in fact then at least in rhetorical and sym-
bolic terms. In the fifties he was not only marginal but a subject of suspicion,
whether as teacher, artist, or writer. The intellectual had not only lost status
but a place to stand. America was working again. In the thirties left-leaning
writers (and, from their own point of view, what other kind were there?) had
seemingly been driven by passion. Even Ernest Hemingway had abandoned
the mannered ironies of A Farewell to Arms to write To Have and Have Not,
with its insistence that “a man alone ain’t got no bloody fucking chance”
(though the penultimate word was rendered by an asterisk, being seen as
more subversive than the thought itself). The whimsies of early Steinbeck
were transformed into a blend of Karl Marx and Ralph Waldo Emerson in In
Dubious Battle and The Grapes of Wrath. In the fifties, by contrast, the energy
came from guilt, self-doubt, liberal angst, alienation. Marx had been displaced
by Freud. But the sixties were to offer the intellectual a role once again. An
essayist, James Baldwin, mediated with government; a poet, Robert Lowell,
challenged attempts to coopt culture to the side of authority; a novelist,
Norman Mailer, turned into the biographer and autobiographer of revolt; aca-
demics, such as Herbert Marcuse and Noam Chomsky, challenged national
priorities and values. And the theatre found itself, briefly, at the center,
though the center proved remarkably unstable.

The revolt was an international one, as powerful in Europe as in America.
In France, where a government was nearly toppled from power, Jean-Louis
Barrault’s theatre, the Odéon, became for a while a focal point for student
revolt and, by chance, members of the Living Theatre were present for the
debates that were conducted there (Barrault was subsequently sacked by
France’s Minister of Culture, André Malraux). They returned to America fired
with enthusiasm, believing that theatre had a key role to play and, indeed,
theatre, if not their own somewhat gnomic and romantically self-regarding
version of it, did prove part of that complex of cultural and political forces
which together formed the political, spiritual, and social rebellion of that
overheated decade. They took their theatre onto the street, seeking confron-
tation with authority, an action which proved paradigmatic. On the West
Coast, the San Francisco Mime Troupe performed in a park and fought munic-
ipal authorities for the right to do so, becoming quickly radicalized, as did the
Bread and Puppet Theatre (participants in many anti-Vietnam marches).
California’s El Teatro Campesino was radical from the start, performing for
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striking grape pickers. Universities from Berkeley to Princeton, University of
California—Davis to Buffalo, staged events, sketches, agit prop dramas. Still
other theatrical rebels interrupted performances in Broadway theatres,
becoming, in their own minds, theatrical guerillas, infiltrating the bland prod-
ucts of an art which had settled for mere entertainment, thereby becoming
complicit with those who would distract the citizenry from the crimes of the
state. In Harlem, LeRoi Jones turned his back on a promising dramatic career,
staged his plays on the street, thereby losing a federal grant, and changed his
name to Amiri Baraka prior to lending his talents to the black cause by writing
agit prop plays designed for all-black audiences.

Collective work, reflecting the communitarian politics of its creators,
tended to replace plays which were the product of an individual sensibility.
Indeed, the writer was frequently marginalized as the source of a suspect
authority or embraced as merely part of a collective whose collectivity was
itself a statement of priorities and values. Few of these groups were, at least
initially, as concerned with craft as with ideological convictions, or they
adapted their craft to the necessities of communicating in public spaces
beyond the confines of a purpose-built building. Theatre was a means, its
transformations a key to those other transformations — social, economic,
political — that it was designed to provoke.

There were other groups, however, for whom craft was central, and though
these, too, were radicalized by Vietnam, the Open Theatre and the
Performance Group, in particular, were governed, at least initially, by a
concern for intellectual and artistic rigor.

All of these experiments, concerned with the erosion of the supposedly
clear distinction between audience and performer, served as a reminder, on
the one hand, of the performative content of social behavior and, on the other,
of the communal nature of experience and the power generated by a shared
perception of reality — social and political no less than artistic. In other words,
the theatre offered itself as paradigmatic and, indeed, was seen as such by
sociologists (Erving Goffman), literary critics (Richard Poirier), and psycho-
therapists, no less than by those who in staging their public rites sought to
exorcise what they saw as the rationalist, positivist, racist, imperialist, and
capitalist thrust of their society. And that reaction against authority was, to
some degree, evident within the theatre as the playwright was invited to
become no more than a participant in the creation of a text and even the
authority of the director was disputed or willingly surrendered. As Jerzy
Grotowski insisted, “In our productions next to nothing is dictated by the
director” (quoted in Guernsey, Curtain Times, 171). The productions were
designed to express the communal conditions of their construction and
hence to offer a corrective to the abuse of power and authority in society.

But this fact alone should signal a warning, for though American policy did
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change, and the pressure of public opinion (shaped in part by those who
staged the great demonstrations, marches, and paratheatrical events of the
decade) played its part in this, theatre no more wholly gave itself over to such
activities than were the public motivated by the communitarian ideals,
radical politics, and vague romanticism of the counterculture. The riots of
1965, 1967, and 1968 left many Americans bemused after what they had taken
to be a settling of accounts with the Civil Rights Act of 1964 and the Voter
Registration Act of 1965. With casualties rapidly growing toward what would
eventually become 55,000 young Americans dead, America simply ceased to
believe what its leaders said. In 1968 the Tet Offensive convinced many that
the war was lost and that American lives were being sacrificed for no purpose.
The white middle class itself became increasingly alarmed at the thought that
their own children might be required to sacrifice themselves to a cause they
found increasingly difficult to understand in a country remote from their own,
where it was hard to believe that national security was genuinely at risk. The
President resigned and America elected Richard Nixon, who promised to end
the war, though for some time his promises proved no more reliable in this
area than in others.

The theatre, meanwhile, had not given itself over wholly to politicized
groups or even radical experimentation, though the theories of Antonin
Artaud and Jerzy Grotowski proved deeply influential on the avant-garde, the
one stressing the multiple resources of theatre — its power to create images
not necessarily dependent on language — the other focusing on the actor and
his or her relationship with an audience inducted into theatre as they might
be into a religion. The fact is that some of the most powerful and successful
plays of the 1960s were products of Broadway, if not typical Broadway fare.
Edward Albee’s Who's Afraid of Virginia Woolf? (1962), brilliantly funny and
articulate, like his earlier one-act play The Zoo Story, expressed a sense of the
collapse of relationships, itself a key to a failure of nerve and commitment
which had social and even political dimensions. It expressed an optimism
which quickly disappeared from his later work, a closing down of possibilities
already apparent in his Pulitzer Prize-winning play, A Delicate Balance (1968).
By the end of the decade the apocalyptic tone of his plays was undeniable,
Box and Quotations from Chairman Mao Tse-Tung (1968) offering a lament for
a world in which communication had proved impossible and annihilation
something more than a present possibility.

Another powerful and successful play, Arthur Miller’s The Price, was staged
in that annus mirabilis, 1968. A play which looked back toward the thirties, and
whose set was that of a realist drama, it nonetheless managed to engage a
question which in some ways was antecedent to that raised or implied by the
self-consciously public art of the decade: what is one’s responsibility for one’s
own life and therefore for the lives of others? His earlier sixties plays, After the
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Fall (1964) and Incident at Vichy (1964) had also engaged history but in such
away as to raise questions about a contemporary world in which racism was
a dominant fact and personal commitment a necessity.

The decade ended with Arthur Kopit’s Indians (1969), which, like Miller’s
plays, used the past as a means of commenting on the present. It was,
however, a product of Arena Stage in Washington and as such anticipated a
process that became a commonplace thereafter, as plays reached Broadway
either from regional theatre, which expanded rapidly in the seventies, or from
Europe. Costs, union intransigency, a deteriorating Broadway environment,
the loss of informed reviewers (New York lost most of the newspapers which
had guaranteed a wide spread of opinion: the World, Telegram, Sun, Journal,
American, Herald, and Tribune had gone, effectively leaving one voice to
decide on the future of a production and, through occasional forays across
the Atlantic, even to decide which British shows would transfer), the star
system, all contributed to a theatre unwilling to take the initiative in terms of
productions or to stage work which could not be guaranteed a sufficiently
long run to recoup investment.

New plays did continue to be produced on Broadway but often they made
their way from Britain, from Off-Broadway, and from the regional theatres. It
remained true, however, that Broadway was still seen as an ultimate destina-
tion, no matter how perilous and costly productions there might be, no matter
that its audience was increasingly defined by price and not always receptive
to work which challenged their assumptions.

By the mid-seventies Vietnam was finally over, though the plays which reg-
istered its effects continued. Students, intellectuals, and radical artists could
no longer convince themselves that they spoke for or to an America attracted
by the slogans of revolt. The barricades came down and America ceased to
live its politics on the street, except in so far as the appearance of the home-
less spoke of another kind of politics. A decade of rebellion gave way to what
was dubbed the “me” generation, which in turn led to a decade in which the
denial of social responsibility became an article of faith for government.
Watergate seemed to slam the door on the notion that government might be
the source of renewal, while the later election of Ronald Reagan was an
explicit assertion that government should have little role in the lives of citi-
zens who were seen as being effectively in competition with one another for
resources and success, coming together only to celebrate national myths of
unity and national superiority. Nor did having an actor in the White House
imply that the arts had a friend at court. On the contrary, he was no believer
in funding organizations that might be seen as supporting unexamined
national values.

It is tempting to see this turn from a public to a private world as symbol-
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ized in the theatre by a series of plays which explored illness, from cancer and
deafness to stroke. Robert Wilson’s work with an autistic boy, and the empha-
sis on aphasia and brain damage in several of Sam Shepard’s plays, seemed to
imply a similar withdrawal from the public world and from social engagement.
The experimental theatre, meanwhile, which in the sixties had concerned
itself with the interplay between the private and public self, an exploration of
the social no less than the aesthetic implications of the verb to act, became
primarily concerned with the nature of consciousness, with the manner in
which the real is constituted, involving the audience, not, like the Living
Theatre, as fellow actors, but as fellow playwrights, creating the world to
which they then responded. This was a theatre which resisted the literary
(unless it be the Modernism of Gertrude Stein), its aesthetic being derived in
part from art (and, indeed, there were lines which connected what became
known as the Theatre of Images with the late fifties neo-Surrealist experi-
ments, Happenings, and events). There were also those — Richard Foreman
and Ping Chong — who were fascinated by the uses of video in the context of
their performances.

In the eighties and nineties a group of performance artists began to gener-
ate work out of their own autobiographies, work which reinstated language as
they told stories, elaborated accounts of personal events, and presented one-
person shows that made the self the subject and object of concern. Such
events, of course, served to raise questions about the nature of that self, how
it is composed and presented, whether it be Spalding Gray in Swimming to
Cambodia, or Linda Montano in The Story of My Life. In other words, like the
Theatre of Images, this work theorized the nature of dramatic presentation,
not only raising questions about the constructed self (questions that for some
performers had political implications, since that self had been appropriated
by others) but also challenging presumptions about the communal nature of
theatrical performance, though Laurie Anderson has insisted that what inter-
ests her is less the uniqueness of her experiences than the similarity which
audiences detect between their own privacies and the performer’s. Thus,
though Spalding Gray, who began working with the Wooster Group in the
seventies, has spoken of the narrative of his stories being shaped by events
in his own life, and being, at the same time, “the next chapter of my life” and
a “public confessional,” he does not see this as narcissism, because, as he
insisted in 1997, “a narcissist is not conscious of their narcissism.” His work,
therefore, he regards as “already reflexive.” But, like Anderson, he also asserts
that “I try to go through myself out to all other selves because, if I'm talking
about neurotic behavior, I think we all share that in common ... allI can do is
look in — in order to look out.”! And that line out of privacy was important to
some performance artists for whom a motivating force in such a focused self-
expression lies in the freedom it offers to express gender, race, nationality,
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and sexual preference, unmediated by playwright or the conventions of
actorly presentation.

There was something equally ambivalent on this score about the concerns
of those women playwrights who emerged in the seventies and eighties,
winning three Pulitzer Prizes in the latter decade. Long marginalized or,
indeed, excluded, such dramatists tended to focus on interpersonal relation-
ships, the psychological fall-out of inhabiting a society which saw men as
primary actors in the social drama. For a number of them, too, illness — mental
and physical — became a principal subject, as it did of gay playwrights who
had barely made their presence felt before AIDS gave them a subject which
was all but unavoidable. And this is where assumptions about a turn from
public to private prove difficult to sustain, for the fact is that public and
private are intimately connected, a truth felt equally by Hispanic, Asian,
Chicano, and, indeed, African American playwrights. August Wilson’s plays
may quite consciously have concerned themselves with the private lives of
his characters but his plays were also a deliberate attempt to construct an
alternative history of America as seen through the eyes of those presumed to
be no more than the victims of that history. And what was true of his work was
true, too, of that produced by others for whom the theatre became an agency
of cultural reinforcement, a mechanism for dramatizing the tensions which
defined an American experience that could no longer be plausibly presented
as homogeneous.

However, in so far as there was a tendency toward the single performer
(and, under the pressure of economics, the single-set, small-cast play), at the
other extreme was the musical, which by century’s end often required the
kind of budget more usually associated with film (with, sometimes, returns to
match), though in the late nineties the British composer of hit musicals,
Andrew Lloyd Webber, predicted the end of the large-scale musical. But the
fact remained that in order to compete with the cinema’s computer-generated
special effects, its power to overwhelm the sensibility of audiences not as
Artaud had wished, but with digitalized images and enhanced sound systems,
the musical had turned either to pastiche and nostalgia, presenting revivals,
musical compilations from past successes, or movie musicals transposed to
the stage, or to what in the nineteenth century might have been called extrav-
aganzas, in which the mechanics of stage construction vied with the
actor/singers, and sound was under the control of engineers (the miking of
shows, incidentally, even spreading from musicals to straight plays). Thus,
audiences responded to an onstage train in On the Twentieth Century (1978)
as they did to the helicopter in Miss Saigon (1991) or the sinking ship in Titanic
(1998), just as they had a century and more before to similar gestures of tech-
nical accomplishment. It is not, however, necessarily a good sign when audi-
ences applaud the scenery. But by this time theatre competed not only with
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movies but also with rock shows that were very consciously staged as theat-
rical events, deploying the full resources of technology and with the musi-
cians often presenting themselves as a series of characters, as a blend of self
and role in which the distinction was not always easy to make (Alice Cooper,
Madonna, David Bowie, Michael Jackson, and so on).

As the turn of the century and millennium arrived, no single style, no dom-
inant ideology, no ruling orthodoxy, no theatrical center predominated. Just
as the desperate desire to pull together a heterogeneous society deferred to
a different model of society, so theatre reflected this. In the late nineties a
fierce dispute broke out over the legitimacy of what was coyly called non-tra-
ditional casting, the casting of parts with no particular attention to race and
even gender. In 1986 the Non-Traditional Casting Project established a
database of minority actors available for work in theatre, film, and television.
Tony Kushner called for cross-gender casting in Angels in America (1993). But
in 1997 a debate was staged between two significant figures in contemporary
American theatre. By what seemed something of an irony to some, the
Professor of Drama at Harvard University (and artistic director of the
American Repertory Theatre), Robert Brustein, argued in favor of such a prac-
tice, and the multiple Pulitzer Prize-winner, August Wilson, against, on the
grounds that, since theatre remained institutionally white, special funding,
and the task of developing black talent, should go to the relatively few African
American theatres.

Beyond what might seem a parochial cultural debate lay a continuing dis-
agreement as to the definition of America and the function of theatre. America
was, after all, abandoning affirmative action programs and, in the process,
according to President Clinton, of reinventing segregation, with whites closing
doors previously left ajar and African Americans withdrawing into their own
communities, even segregating themselves in college dorms and cafeterias. A
mid-nineties march on Washington, in stark contrast to Martin Luther King’s
in the sixties, was all-black and all-male. In 1991 America may have seen its
first African American drama critic on a mainstream newspaper (the Denver
Post), but it was still a noteworthy event, as was the first major play, also in
Denver, to employ a cast consisting entirely of Native Americans and
Hispanics. Robert Brustein spoke out of a liberal conviction that the United
States would only fulfill its promise when its inhabitants realized that “we are
citizens first, Americans second, and tribalists third.” For Wilson, this was to
deny the reality of the America he saw, an America in which racism flourished,
as it was to deny the legitimacy of a cultural identity which lay outside equally
of liberal individualism and a supposed national identity: “inside all blacks,”
he insisted, “is at least one heartbeat that is fueled by Africa.”

For Brustein, “art does not change consciousness,” while for Wilson,
“Art changes individuals, and individuals change society.”? If he thereby
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reinvented the individualism whose substance he doubted, he also reaffirmed
his belief in the power of theatre to propose its transformations as paradig-
matic. It was not that he wrote avowedly political plays — in a simple form
these had all but disappeared from the American theatre — but that he saw in
the theatre a form with the power both to reflect society and, in the process,
to change our sense of it and thus, incrementally, to change the thing itself.

Those who turned to the theatre in the early days of the new republic did
so because they wished to capture a world which was changing before their
eyes. Beyond that, they wanted to be part of those changes, staging the real
but also what might become the real, in terms of an emerging national iden-
tity. At the turn of the twenty-first century those drawn to the creation of
theatre in America have, as ever, mixed motives. But among their objectives
is to offer their own interpretation of the American experience in the knowl-
edge that to do so is to contribute to a definition that can only ever be provi-
sional, for this is a society dedicated to the proposition that all men can be
other than they are created.

Theatre remains what it ever was: entertainment, distraction, amusement,
polemic, private confession, public assertion, communal rite, a shared appre-
hension of the nature of experience, and a challenge to our notions of what
might constitute that experience. It is deeply implicated in the economics and
politics of its day, as it is in the shifting aesthetic values of its own culture and
the wider international culture of which it is a part.

American drama continues to invent, to speak, to imagine America. It is as
various as the society which generates it. Design flaws in software may have
sent many computers spinning back to the turn of the last century with the
arrival of the new millennium, but the theatre, whose condition of being and
whose primary justification depends upon the cooperative endeavors of
artists — writers, actors, directors, designers — and the coming together of
artists and public in a living art, continues to assert a gravitational pull for
those who will never be entirely satisfied with the privacies of some other arts
or the ironic community of those who meet only as glowing pixels on a screen
lit by nothing but electricity and their own desire to connect.

Notes

1 Gray quoted in Tom Dewe Matthews, “Gray Area,” The Independent (26 June 1997):
6-7.

2 See Stephen Nunns’s analysis of the Brustein—-Wilson debate in “Wilson, Brustein
and the Press,” American Theatre 14 (March 1997): 17-19.
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Timeline: Post-World War II to 1998
Compiled by Don B. Wilmeth with Jonathan Curley

This chronological chart by years (only major events are ordered
chronologically within each year) provides a quick overview of
major events during the time period covered by this volume
(through June 1998). Briefly noted in the timeline are the following:
in column one, major theatrical events in the history of the theatre
in the United States; in column two, other U.S. cultural and his-

torical events of significance, or representative data; and in column
three, key historical and cultural events from other parts of
the world, included in order to provide points of reference in a
wider context. Unless otherwise indicated specific theatrical
events in column one occurred in New York City and dates refer to
production.

SELECTED HISTORICAL/CULTURAL
EVENTS IN AMERICA

DATES THEATRICAL EVENTS IN AMERICA

SELECTED HISTORICAL/CULTURAL EVENTS
THROUGHOUT THE WORLD

1946 Eugene O’Neill’s The Iceman Cometh

premieres.

Irving Berlin musical Annie Get Your Gun
is directed by Joshua Logan and stars
Ethel Merman.

State of the Union by Howard Lindsay
and Russel Crouse.

Maxwell Anderson’s Joan of Lorraine.

Lillian Hellman’s Another Part of the
Forest.

Garson Kanin’s Born Yesterday opens
with Judy Holliday, who takes over at
last minute and achieves stardom.

Call Me Mister, with sketches by Arnold
Aurebach and Arnold B. Hewitt,
premieres, showing the difficult
transition of World War Il veterans from
war to the labor force.

U.S. birthrate soars to 3,411,000 births,
up from 2,858,000 the previous year.

U.S. GI Bill passed.

U.S. military branches united under
Department of Defense.

Atomic Energy Commission founded.

U.S. scientist creates first artificial
snowstorm by seeding cloud with dry ice.

U.S. scholars complete “Revised
Standard Version” of the Bible.

Robert Penn Warren’s All the King’s Men.

Fulbright scholarships established for
U.S. teachers, researchers, and students
to encourage exchange programs with
other nations.

J.-P. Sartre publishes Existentialism and
Humanism.

Violent protests against British rule in
several Indian cities (21-22 Feb.).

Verdicts reached in Nuremberg war trials.

Riots over bread shortages in Paris and
Rouen (4 Jan.).

German novelist Herman Hesse awarded
Nobel Prize for Literature.

Juan Peroén elected President of
Argentina.
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SELECTED HISTORICAL/CULTURAL EVENTS

DATES THEATRICAL EVENTS IN AMERICA EVENTS IN AMERICA THROUGHOUT THE WORLD
Anita Loos’s Happy Birthday. Hans Morgenthau'’s Scientific Man vs. Soviet government withdraws artistic
Power Politics. subsidies and imposes strict theatrical
censorship.
Eva Le Gallienne’s American Repertory  John Hersey’s Hiroshima. United Nations holds first session.
Theatre founded; defunct by 1948.
James B. Conant’s Understanding Science. Italy becomes a republic.
Willem De Kooning begins series of black French playwright Jean Anouilh’s Medea.
and white paintings which establish him
as a leading Abstract Expressionist.
Mark Rothko’s painting Prehistoric Christopher Fry’s play A Phoenix Too
Memories. Frequent.
William Wyler’s film The Best Years of Terence Rattigan’s play The Winslow
Our Life released. Boy.
Bikini swimsuits introduced.
President Truman establishes Committee
on Civil Rights.
1947 Actors Studio opens. 22nd Amendment proposed by Congress Truman warns USSR that U.S. “would

Poet Robinson Jeffers adapts Medea for
the stage.

Bertolt Brecht summoned to testify
before House Un-American Activities
Committee.

to limit presidential services to two
terms in office (21 March). It is ratified 26
February 1951.

Jackie Robinson becomes first black man
to sign on to a professional ball club, the
Brooklyn Dodgers (11 April).

Christian Dior introduces the “New Look”
into women'’s fashion clothes; ultra-
feminine and full-skirted, it differs greatly
from wartime wear and fashion (3 June).

support free peoples who are resisting
subjugation by armed minorities or by
outside pressure.” The policy is known
as the Truman Doctrine.

Marshall Plan implemented as
coordinated program to help European
nations recover from World War II.

Pandit Nehru and Muhammad Ali Jinnah,
leaders of two major Indian political
parties, Congress and Muslim League,
endorse Britain’s plan for partition of
India (June).
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Margo Jones founds theatre (as Theater
’47) in Dallas; Alley Theatre opens in
Houston.

Tennessee Williams’s A Streetcar Named

Desire opens on Broadway with Marlon
Brando (4 Dec.).

Arthur Miller’s All My Sons.

Brigadoon, a Jay Lerner and Frederick
Loewe production, hits the stage.

Burton Lane and E.Y. Harburg’s Finian’s
Rainbow introduces choreographer
Michael Kidd.

First Tony Awards dinner held at Waldorf

Astoria.
The Heiress by Ruth and Augustus Goetz.
William Haines’s Command Decision.

First production of O’Neill’'s A Moon for
the Misbegotten (written 1943) in Ohio;
did not play New York.

Congress passes antilabor-union Taft-
Hartley Act over Truman'’s veto (23 June).

Rocket-powered research plane flown by
Charles Yeager breaks the sound barrier
at 650 m.p.h. (14 Oct.).

Polaroid camera developed.

U.S. congressional committee claims
there are Communists in movie industry,
leading to blacklisting of suspect writers
and actors.

Lionel Trilling’s Middle of the Journey.

Paul Samuelson’s Foundations of
Economic Analysis.

Willem De Kooning’s painting Pink Angels.
Goodyear introduces tubeless tire.

First microwave cooker sold in United
States.

Henry Ford dies.
Great Books Program started.

Sculptures by Albert Giacometti and
Henry Moore exhibited.

American physicist William Shockley
invents the transistor.

CORE stages “Journey of Reconciliation,”
first freedom ride to challenge
segregation on interstate transit.

The “Dead Sea Scrolls” discovered in
cave in Jordan.

Marc Chagall’s painting Madonna of the
Sleigh.

Albert Camus’s novel The Plague.
India gains independence.

Anne Frank’s diary published.

Jean Genet’s play The Maids.
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SELECTED HISTORICAL/CULTURAL
EVENTS IN AMERICA

SELECTED HISTORICAL/CULTURAL EVENTS
THROUGHOUT THE WORLD

1948

Living Theater founded by Judith Malina
and Julian Beck.

Thomas Heggen’s and Joshua Logan’s
World War Il comedy Mr. Roberts,
starring Henry Fonda, opens in February.

World premiere of Bertolt Brecht’s The
Caucasian Chalk Circle at Carlton College.

A Streetcar Named Desire wins Pulitzer
and Drama Critics’ Award (film, 1951).

Cole Porter’s Kiss Me, Kate premieres,
with Alfred Drake and Patricia Morison.

Moss Hart’s Light Up the Sky.

Maxwell Anderson’s Anne of the
Thousand Days.

Lindsay and Crouse’s Life With Mother.
First New York production of Williams’s
Summer and Smoke (premiered in Dallas
preceding year; film 1961).

Organization of American States Charter
provides for regional security and
economic development.

Harry S. Truman elected thirty-third
President.

Controversial, pseudo-scientific Kinsey
report on male sexual behavior
published.

First self-service McDonald’s hamburgers
restaurants open in California. The
franchise will spread across the nation
and around the world by end of
twentieth century.

Norman Mailer’s The Naked and the Dead.

B.F. Skinner’s Walden Two.

Alger Hiss accused of spying.

James Gould Cozzen’s Guard of Honor.
Jackson Pollock exhibits controversial
“action painting” in New York for first
time.

Robert Motherwell, William Baziotes,
Barnett Newman, and Mark Rothko found
school of art to encourage Abstract
Expressionism.

A Universal Declaration of Human Rights
approved by UN General Assembly. It
declares essential human rights for all
people.

George Orwell’s novel Nineteen Eighty-
Four.

Gandhi assassinated (30 Jan.).

State of Israel proclaimed, with David
Ben-Gurion as head of provisional
government (14-15 May).

Somali people appeal to UN for united
Somalia after Ethiopia takes control of
Somalia’s Reserved Areas (23 Sept.).

First Arab-Israeli War.

T.S. Eliot wins Nobel Prize for Literature.
Laurence Olivier’s film Hamlet opens.

Giorgio de Chirico’s painting Antique
Era.
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1949

Clifford Odets writes The Big Knife.

Arthur Miller’s Death of a Salesman,
directed by Elia Kazan, is brought to
stage and wins Pulitzer.

The Rodgers and Hammerstein musical
South Pacific, with Mary Martin and Ezio
Pinza, wins Pulitzer in 1950 (second
musical to do so).

The Falmouth Playhouse, a summer
stock repertory theatre, is founded by
Richard Aldrich.

Maxwell Anderson’s musical
dramatization of Alan Paton’s novel Cry,
the Beloved Country, called Lost in the
Stars, produced.

Andrew Wyeth paints Christina’s World in
American Realist style.

James Michener’s Tales of the South
Pacific.

Baseball slugger Babe Ruth dies.
LP (long-playing record) introduced.

Armed forces desegregated per order of
the President.

Robert Motherwell’s painting At Five in
the Afternoon.
Jackson Pollock’s painting Number 10.

Robert Merton'’s Social Theory and Social
Justice.

Morton White’s Social Thought in
America.

Joseph Campbell’s The Hero with a
Thousand Faces.

Mary McLeod Bethune founds National
Council of Negro Women, which opposes
poll tax and racial discrimination, and
promotes teaching of black history in
public schools.

William Faulkner wins Nobel Prize for
Literature.

Term “Cold War” coined by Bernard
Baruch.

The North Atlantic Treaty is signed in
Washington, DC by Britain, Belgium,
Italy, the Netherlands, Denmark,
Luxembourg, Portugal, Iceland, Norway,
Canada, and the United States. It
promises mutual assistance against the
Soviet Union in a defensive pact under
the guidance of the North Atlantic
Council (4 April).

Revolution in China under Mao Tse-
Tung. Beijing falls to Communists; the
Siege of Peking a crucial military success
as well (22 Jan.).

French Existentialist Simone de
Beauvoir’s The Second Sex.

Pandit Nehru becomes Prime Minister of
India.

Eire leaves Commonwealth and becomes
Republic of Ireland (18 April).
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Anita Loos’s book Gentlemen Prefer T.S. Eliot’s drama The Cocktail Party.
Blondes is adapted for the stage as a
musical by Jule Styne; makes Carol
Channing a Broadway star.
Sidney Kingsley’s Detective Story. Apartheid established in South Africa.
Bertolt Brecht founds The Berliner
Ensemble.
1950 During 1949-50 season, only fifty-nine The Brink’s Bank Robbery breaks all

new plays debut on Broadway.

The New York Commissioner of Licenses
requires Michael Todd’s Peep Show, a
burlesque revue, to tone down its strip
tease routine and make costumes less
revealing.

The Arena Stage is founded by a group
associated with George Washington
University, in Washington, D.C.

Shirley Booth opens in William Inge’s
Come Back, Little Sheba.

Frank Loesser’s and Abe Burrows’s Guys
and Dolls opens 24 November at The
46th Street Theatre in New York and
runs for 1,200 performances.

previous records for losses to armed
robbers: $1,218,211 in cash and
$1,557,000 in money orders is taken
(17 Jan.).

U.S. Atomic Energy Commission is ordered

by President Truman to construct a
hydrogen bomb.

Minimum wage of $.75 goes into effect
under amendment to the Fair Labor and
Standards Act.

Color television broadcasts begin.

Diners’ Club introduces the charge card,
the first example of a credit card.

Lionel Trilling’s Liberal Imagination.
Henry Steele Commager’s The American
Mind.

T.W. Adorno et al., The Authoritarian
Personality.

UN Security Council establishes unified
command under the United States to
send aid to South Korea (7 July).

George Bernard Shaw dies (b. 1852).

Ezra Pound’s Cantos published.

Korean War begins.
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1951

Clifford Odets’s The Country Girl,
directed by the author.

Novelist Carson McCullers adapts her
book The Member of the Wedding to the
stage.

Broadway theatre begins tradition of the
Gypsy Robe when a dancer presents a
dressing robe adorned with momentos
to a friend in the cast of the next show to
open.

Arthur Miller’s version of Ibsen’s An
Enemy of the People.

The American Shakespeare Theatre is
founded in Stratford, Connecticut, by
Lawrence Langner.

Actors’ Equity appoints Frederick

O’Neal to head committee to investigate
declining employment of black actors on
Broadway. O’Neal finds that only thirteen
blacks had parts in Broadway plays
between 1 September 1951 and 15 March
1952.

John Van Druten’s I Am a Camera.
Tennessee Williams’s The Rose Tattoo
(film 1955).

Maxwell Anderson’s Barefoot in Athens.

Rodgers-Hammerstein production of
The King and I, with Yul Brynner and
Gertrude Lawrence (in her final stage
role), opens 29 March.

David Riseman et al., The Lonely Crowd.
Erik Erikson’s Childhood and Society.

Ralph Bunche wins Nobel Peace Prize for
negotiating armistice between Israelis
and Arabs.

Jackson Pollock’s painting Lavender Mist.

National Council of Churches is
established.

Over 100 million tons of steel
manufactured annually by this year.

Direct long-distance dialing service
begins.

Scandal erupts in college basketball
when revelations of game-fixing for
gambling emerge.

William Styron’s Lie Down in Darkness.
Rachel Carson’s The Sea Around Us.
Robert Frost’s Complete Poems.

James Jones’s From Here to Eternity.
J.D. Salinger’s The Catcher in the Rye.

C. Wright Mills’s White Collar.
Talcott Parsons’s The Social System.
Hannah Arendt’s Origins of
Totalitarianism.

W.V.0. Quine’s “Two Dogmas of
Empiricism.”

Chiang Kai-Shek resumes presidency of
Nationalist China.

So-called “Theatre of the Absurd”
appears in France (e.g., Eugéne lonesco’s
The Bald Soprano).

Christopher Fry’s play Venus Observed.

Winston Churchill becomes Prime
Minister of Britain.

Eugene lonesco’s play The Lesson.
Christopher Fry’s play A Sleep of
Prisoners.

Jean Anouilh’s play Colombe.

Salvador Dali’s painting Christ of St. John
on the Cross.

Benjamin Britten’s opera Billy Budd and
Ralph Vaughan Williams’s opera The
Pilgrim’s Progress premiere in London.
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George Kennan’s American Diplomacy,
1900-1950.
Hans Reichenbach’s The Rise of Scientific
Philosophy.
Kenneth Arrow’s Rational Choice and
Individual Value.
Donald Bevan’s and Edmund Trzcinski’'s Release of Huston'’s film The African
Stalag 17. Queen and Minelli’'s An American in Paris.
Lillian Hellman’s The Autumn Garden. Gian Carlo Menotti composes Amahl and
the Night Visitors for NBC Television.
Sidney Kingsley’s stage version of Arthur C.Vann Woodward’s Origins of the New
Koestler’s novel Darkness at Noon South.
produced.
Jan de Hartog’s The Fourposter. I Love Lucy begins its long television run.
1952 Off-Broadway records first major success Dwight D. Eisenhower elected President. U.S. explodes first hydrogen bomb at

with José Quintero’s revival of Tennessee
Williams’s Summer and Smoke at the
Circle in the Square.

The American Mime Theatre founded in
New York by Paul Curtis.

Joseph Kramm’s The Shrike wins Pulitzer.

The Climate of Eden by Moss Hart opens.

Rocky Marcianio wins heavyweight
boxing championship from “Jersey” Joe
Walcott in Philadelphia, knocking him
out in the thirteenth round.

Some 17 million U.S. homes have TV sets
at year’s end, up from 5 to 8 million in
1950.

In Dennis et al. v. U.S., Supreme Court
rules in favor of 1946 Smith Act, a law
against the advocacy of overthrow of
government by force.

Eniwetok Atoll in the Pacific.

Batista seizes power in Cuba (10 March).

Dr. Kwame Nkrumah becomes first
African prime minister south of the
Sahara (21 March).

U.S. occupation of Japan ends (28 April).
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1953

George Axelford’s The Seven Year Itch
begins a 1,141-show run on Broadway.

Arthur Laurents’s The Time of the
Cuckoo.

Phoenix Theater founded by T. Edward
Hambleton and Norris Houghton.

Arthur Miller’s The Crucible uses Salem
witch hunts as parable for McCarthyism.

Tennessee Williams’s Camino Real.

“American Bandstand” premieres on
television.

A polio epidemic strikes 47,500
Americans.

Invisible Man by Ralph Ellison published.

Whitaker Chambers’s Witness.

Paul Tillich’s The Courage to Be.

Edmund Wilson’s The Shores of Light.
Herman Wouk’s The Caine Mutiny.
Ernest Hemingway’s The Old Man and
the Sea.

Reinhold Niebuhr’s The Irony of
American History.

Humphrey Bogart wins Best Actor Oscar
for The African Queen.

John Cage’s notorious musical
composition “4’ 33”,” in which no sound
is recorded.

Willem De Kooning’s Woman I painting.
Film High Noon released.

The Rosenbergs, first sentenced as
atomic spies in 1951, are executed.

Playboy magazine, the first large-
circulation magazine in America
featuring photos of scantily clad and
nude women, debuts in December.

Wide-screen projection (Cinemascope)
is introduced.

Irish expatriate Samuel Beckett’s play
Waiting for Godot.

Agatha Christie’s play The Mousetrap
opens at London’s Ambassador Theatre
(still running in 1999).

Dr. Albert Schweitzer wins Nobel Peace
Prize.

Contraceptive pill introduced.

Jean Anouilh’s play Waltz of the
Toreadors.

Ionesco’s play The Chairs.

George VI dies; Elizabeth Il becomes
Queen of England.

U.S. biologist James Watson and British
physicist Francis Crick describe their
famous model of the DNA molecule,
showing its structure to be a double
helix.

Polish emigré C. Milosz’s The Captive
Mind.
Jorge Luis Borges’s Labyrinths.

Ludwig Wittgenstein’s posthumously
published Philosophical Investigations.
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William Inge’s Picnic (wins Pulitzer). Robert Oppenheimer, father of atomic French semiotician Roland Barthes’s
bomb, has security permit withdrawn by Writing Degree Zero.
President Eisenhower, having been
accused of being a Communist and
holding up development of hydrogen
bomb (23 Dec.).
Robert Anderson’s Tea and Sympathy. Saul Bellow’s The Adventures of Augie Stalin dies (b. 1879); Nikita Khrushchev
John Patrick’s Teahouse of the August March. appointed First Secretary of the
Moon. James Baldwin’s Go Tell It on the Communist Party.
Howard Teichmann’s and George Mountain.
Kaufman’s The Solid Gold Cadillac.
Eugene O’Neill dies (b. 1888). Daniel Boorstin’s The Genius of American Ceasefire in Korea. Korean War ends
Politics. soon after.
Leo Strauss’s Natural Right and History.
Alfred Kinsey's Sexual Behavior in the
Human Female.
Musical Wonderful Town reunites Dylan Thomas dies in New York. Martial law imposed in East Berlin.
composer Leonard Bernstein with
lyricists Betty Comden and Adolphe
Green.
Buckminster Fuller designs geodesic Fidel Castro leads abortive coup against
dome. Batista in Cuba (26 July).
Federal budget deficit hits high to date Elizabeth Il crowned Queen of England.
for peacetime: $9.4 billion. Anouilh’s play The Lark.
1954 Joseph Papp founds New York U.S. Supreme Court rules in Brown v. William Golding’s novel Lord of the Flies.

Shakepeare Festival, considered the
most significant of the Off-Broadway
movements.

Board of Education of Topeka that
segregation in public schools violates
the fourteenth amendment.

British poet John Betjeman’s A Few Late
Chrysanthemums.

J.R.R. Tolkein’s The Lord of the Rings.
Kingsley Amis’s first novel, Lucky Jim.
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1955

Milwaukee Repertory Theater formed.

George Abbott’s musical Pajama Game
introduces composing team of Richard
Adler and Jerry Ross, choreographer
Bob Fosse, and producer Harold Prince
to Broadway.

Thornton Wilder’s The Matchmaker with
Ruth Gordon.

Gian Carlo Menotti’s opera The Saint of
Bleecker Street wins Pulitzer (1955).

Tennessee Williams’s Cat on a Hot Tin
Roof directed by Elia Kazan wins both
Critics’ Circle Award and Pulitzer.

Twenty-six comic book publishers
voluntarily adopt censorship code to
eliminate vulgar or obscene comics.

Jonas Salk invents an injectible vaccine
for infantile paralysis. After school-
children are vaccinated in Pittsburgh, a
nationwide program begins.

Senator Joseph McCarthy forms a
Permanent Investigating Subcommittee
for hearings on Communist activities in
the government.

Elvis Presley makes first professional
recording at nineteen and achieves some
success with “That’s All Right, Mama”
and “Blue Moon of Kentucky.”

First “TV dinners” are sold by Swanson
Co.

Hemingway wins Pulitzer for literature.

Marlon Brando wears denim jeans and
leather jacket in The Wild One, setting
new fashion.

Wallace Stevens’s Collected Poems.
David Potter’s People of Plenty.
Newport Jazz Festival founded.
Veterans Day (11 Nov.) proclaimed
holiday to honor all who fought for
nation.

Jasper John’s painting Flag.

Disneyland, America’s most popular
amusement/theme park, is founded in
Anaheim, California.

French sociologist Jacques Ellul’s
Technological Society.

U.S. ratifies mutual security treaty with
South Korea (26 Jan.).

French defeat at Dien Bien Phu ends
Indochinese War.

Rebellion breaks out against French
control in Algeria.

Death of Spanish playwright Jacinto
Benavente (b. 1866).

Terence Rattigan’s play Separate Tables.

Enid Bagnold’s play The Chalk Garden.
Death of artist Henri Matisse (b. 1869).
Federico Fellini’s film La Strada.

U.S. begins economic aid to Laos,
Cambodia, and South Vietnam.
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Williamstown Theatre Festival founded.

Arthur Miller’s A View from the Bridge
and A Memory of Two Mondays.

William Inge’s Bus Stop with Kim Stanley,
directed by Harold Clurman.

Jerome Lawrence’s and Robert E. Lee’s
Inherit the Wind (premiered in Dallas),
based on Scopes Monkey Trial and with
Paul Muni and Ed Begley, becomes
popular court drama.

George Abbott’s, Richard Adler’s and
Jerry Ross’s Damn Yankees.

S. N. Behrman and Harold Rome
musical, Fanny.

Death of Robert E. Sherwood (b. 1896).

Cole Porter’s Silk Stockings.

A bus boycott of black citizens led by
Martin Luther King, begins in
Montgomery, Alabama (1 Dec.).

Albert Einstein dies in Princeton, New
Jersey, aged 76.

The American Federation of Labor and
the Congress of Industrial Organizations
unify under George Meaney, ending their
rivalry.

First electrical synthesizer built in
Princeton, New Jersey.

Davy Crockett craze results in $100
million industry, which includes sales of
Crockett caps, raccoon coats, and even
ladies’ panties.

Film Marty with Ernest Borgnine opens.

The Village Voice, an alternative New
York newspaper, appears.

Walter Lippmann’s The Public Philosophy.

Louis Hartz’s The Liberal Tradition in
America.

James Baldwin’s Notes of a Native Son.
Herbert Mancuse’s Eros and Civilization.
C. Vann Woodward’s The Strange Career
of Jim Crow.

Will Herberg’s Protestant—Catholic-Jew.

French anthropologist Claude Lévi-
Strauss’s Tristes Tropiques.

Graham Greene’s novel The Quiet
American.

UN report reveals that slavery persists
in some countries in South America, the
Middle East and Southeast Asia.

Agatha Christie’s play Witness for the
Prosecution.

Vladimir Nabokov’s novel Lolita.

Salvador Dali’s painting Last Supper.
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1956

Long Day'’s Journey Into Night, which
O’Neill ordered to be withheld until 25
years after his death or until all of the
models for his characters had died, is
performed for the first time. It garners a
Pulitzer the following year.

Alan Jay Lerner’s and Frederick Loewe’s
My Fair Lady, based on Shaw’s Pygmalion,
is produced with Rex Harrison and Julie
Andrews.

Philadelphia Drama Guild founded.

The Diary of Anne Frank, by Frances
Goodrich and Albert Hackett, wins
Pulitzer.

Ringling Bros., Barnum & Bailey give last
circus performance under canvas big top.

Samuel Beckett’s Waiting for Godot with
Bert Lahr and E.G. Marshall stuns
audiences and alters course of modern
theatre.

Frank Loesser’s musical The Most Happy
Fella is milestone with blending of opera
and musical comedy style.

Richard Hofstadter’s Age of Reform.
Norman Vincent Peale’s The Power of
Positive Thinking.

An oral vaccine against polio is
developed by Arthur Sabin.

Elvis Presley releases Heartbreak Hotel,
the first of his string of more than 170 hit
singles and 80 hit albums.

World heavyweight boxing champ Rocky
Marciano retires, having won all forty-
nine bouts of his career (April).

Allen Ginsberg’s long experimental poem,
Howl, decribed as an elegy of the
American dream, is the first major work
of the Beatnik cultural/literary
movement.

By mid-50s bust lines are accentuated in
figure-hugging evening wear. Suits and
dresses are the fashion in women'’s daily
wear.

C. Wright Mills’s Power Elite.

William H. Whyte’s The Organization of
Man.

Walter Kaufman, ed., Existentialism from
DostoevsRy to Sartre.

John F. Kennedy’s Profiles in Courage.

Atomic Energy Commission develop
atomic powered rockets.

Khrushchev’s “secret speech.”

Soviets crush rebellion in Hungary.

Biggest anti-Communist uprising since
1953 when Polish workers riot at
industrial fair in Poznan (28 June).

Egyptian President Nasser seizes Suez
Canal (26 July).

Ingmar Bergman’s film The Seventh Seal
released.

Swiss playwright Friedrich Durrenmatt’s
The Visit.

Irish pundit and playwright Brendan
Behan’s The Quare Fellow.

Bertolt Brecht dies (b. 1898).
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Martin Luther King emerges as civil
rights leader.
Edwin O’Connor’s novel The Last Hurrah, John Osborne’s play Look Back in Anger
based on the life of Boston Mayor James is described by critics as “an angry
Michael Curley. young man piece”.
French thief and playwright Jean Genet’s
The Balcony.
Grace Metalious’s bestseller Peyton Place.
1957 West Side Story, a collaboration of Congress enacts Civil Rights Act, the first Sputnik launched by Russians.

Leonard Bernstein, Arthur Laurents, and
Stephen Sondheim, opens.

The Burlesque Artists Association has
license revoked.

William Inge’s The Dark at the Top of the
Stairs.

William Saroyan’s The Cave Dwellers.

Detroit Repertory Theatre founded.

Jujamcyn Theatre chain begins with
purchase of New York’s St. James
Theatre.

civil rights legislation since
Reconstruction. It prohibits
discrimination in public places based on
race, color, religion, or national origin.

Southern Christian Leadership
Conference (SCLC) forms, led by Martin
Luther King and dedicated to non-violent
protest of racial discrimination.

Labor leader James “Jimmy” Hoffa
becomes head of the Teamsters’ Union.

First plastic Frisbee is introduced.

Althea Gibson becomes the first black
player to win the Wimbledon tennis title

(6 July).

Jack Kerouac’s On the Road, a semi-
autobiographical novel and the most
popular contribution to the Beat
Generation, is published.

Milovan Dijilas’s New Class published.

Harold Pinter’s The Dumb Waiter, his
first play.

French send in military to combat ALN
(Armeé de Liberation), fighting for
Algerian independence (31 Jan.).

Samuel Beckett’s Endgame.

Harold Macmillan becomes Great
Britain’s Prime Minister.
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1958

Meredith Willson’s The Music Man with
Robert Preston and Barbara Cook.

Tennessee Williams’s Orpheus
Descending.

Look Homeward, Angel, adapted by Ketti
Frings, wins Pulitzer (opened Nov. 1957).

Eugene O’Neill’s A Touch of the Poet first
produced (with Eric Porter, Helen Hayes,
Kim Stanley).

Elmer Rice’s adaptation of Hamlet, Cue
for Passion, is produced.

Dore Schary’s Sunrise at Campobello.

The Pleasure of His Company by Samuel
Taylor and Cornelia Otis Skinner.

James Gould Cozzen’s By Love Possessed.

Dwight MacDonald’s Memoirs of a
Revolutionist.

Mary McCarthy’s Memories of a Catholic
Childhood.

Leon Festinger’s A Theory of Cognitive
Dissonance.

Art Linkletter’s Kids Say the Darndest
Things.

Richard Starkweather begins his
murderous rampage across the Midwest
(Jan.). He will kill eleven before
apprehension by police on 30 January.

The U.S. Supreme Court orders Little
Rock High School in Arkansas to
admit blacks (12 Sept.).

The U.S. nuclear submarine, Nautilus,
passes under ice cap at the North Pole,
showing efficacy of shortening
commercial sea routes.

U.S. unemployment reaches a postwar
high of more than 5.1 million, and the
Department of Labor reports that a
record 3.1 million receive unemployment
insurance benefits.

U.S. announces start of manned space
program, Mercury. U.S. government
establishes National Aeronautics and
Space Administration (NASA) to compete
with Soviet Union on space exploration.

Israel withdraws from Sinai Peninsula
and hands over Gaza Strip to United
Nations.

Albert Camus wins Nobel Prize for
Literature.

Russian modernist Boris Pasternak’s
novel Doctor Zhivago published.

Harold Pinter’s The Birthday Party.
Max Frisch’s Biedermann and the
Firebugs.

Shelagh Delaney’s play A Taste of Honey.

Edmund Hillary reaches South Pole with
New Zealand expedition, beating rival
British group by seventeen days (3 Jan.).

Campaign for Nuclear Disarmament
forms in Britain (17 Feb.).

Nikita Khrushchev succeeds Bulganin as
premier while retaining position of First
Secretary of Communist Party, thereby
taking full control of USSR in first return
to one-man rule since Stalin’s death in
1953 (27 March).
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Williams’s The Garden District (retitled
Suddenly Last Summer; film 1959).

William Gibson’s Two for the Seesaw with
Henry Fonda and Anne Bancroft.

Critic George Jean Nathan dies (b. 1882).

The hula hoop, the biggest toy fad in
history, is introduced.

The Guggenheim Museum, designed by
Frank Lloyd Wright, opens in New York
City.

Daniel Lerner’s The Passing of Traditional
Society.

John Kenneth Galbraith’s The Affluent
Society.

Martin Luther King’s Stride Toward
Freedom.

John Rawls’s “Justice as Fairness.”
William Lederer and Eugene Burdick’s
The Ugly American.

Film of Tennessee Williams’s Cat on a Hot
Tin Roof, directed by Richard Brooks.
Truman Capote’s novel Breakfast at
Tiffany’s.

King Faisel of Iraq, his heir and premier
Nuri-es-Said are assassinated (14 July).

Racial tensions erupt in violence when
black and white youths battle in
Nottingham, England (23 Aug.).

Pope Pius XII dies and is succeeded by
Cardinal Angelo Giuseppe Roncalli, who
takes the name Pope John XXIII (9 Oct.).

Beginning of Great Leap Forward in
China (until 1960). A period of radical
change to cultivate modernization, it
proves disastrous.

Graham Greene’s novel Our Man in
Havana.

Alan Sillitoe’s novel Saturday Night and
Sunday Morning.

Chinua Achebe’s novel Things Fall Apart.
Max Ernst’s painting Aprés Moi le
Sommeil.

European Common Market established.
Irishman Brendan Behan writes The
Hostage.

Beckett’s Krapp’s Last Tape.

Peter Shaffer’s play Five Finger
Exercise.
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1959

Lorraine Hansberry’s A Raisin in the Sun,
showing the tribulations of a struggling
black family, opens to boisterous critical
and popular praise (with Sidney Poitier,
Ruby Dee, Diana Sands).

The San Francisco Mime Troupe, founded
by R.G. Davis and using techniques from
the commedia dell’arte, is started.
Mixing radical politics with farce and
invective, they stage crude parables and
in later years Vietnam protest plays.

Dallas Theater Center founded.

Edward Albee’s The Zoo Story premieres
in Berlin.

Jack Gelber’s The Connection staged by
Living Theatre.

Poet Archibald Macleish wins Pulitzer
for his verse play J.B. (opened 1958 with
Christopher Plummer, Raymond Massey,
Pat Hingle).

Lindsay’s and Crouse’s, Rodgers’s and
Hammerstein’s The Sound of Music (with
Mary Martin).

Mary Rodger’s and Marshall Barer’s Off-
Broadway musical Once Upon a Mattress
with Carol Burnett.

Gypsy created by team of Jerome
Robbins, Jule Styne, Stephen Sondheim,
and Arthur Laurents (with Ethel
Merman).

Fiorello! (Jerome Weidman, George

Launching in the U.S. of the first atomic

submarine (9 June), and the first atomic-
powered cargo ship, Savannah (21 July).
First Barbie doll introduced in California.

Alaska and Hawaii, under U.S. territorial
control since 1912 and 1898 respectively,
achieve state status.

Xerox introduces its first copier.

The “Twist” dance is introduced.

Singer and teen idol Buddy Holly dies in
a plane crash at age twenty-two (3 Feb.).
Blues singer Billie Holiday dies at age
forty-four.

Harold Rosenberg’s Tradition of the New.
Norman O. Brown’s Life Against Death.
William A. Williams’s The Tragedy of
American Diplomacy.

C. Wright Mills’s The Sociological
Imagination.

William Burroughs’s underground novel
The Naked Lunch.

Robert Lowell’s poetry collection Life
Studies.

William Faulkner’s novel The Mansion.

Abbott, Jerry Bock, and Sheldon Harnick) Philip Roth’s novel Goodbye, Columbus.

with Tom Bosley as La Guardia (wins
1960 Pulitzer).

C.P. Snow’s The Two Cultures.

After Batista flees, Castro takes control
and becomes premier of Cuba (2 Jan.).

Mrs. Indira Gandhi, only daughter of
India’s Prime Minister Jawaharlal Nehru,
elected President of ruling Congress
Party (2 Feb.).

Resistance to Chinese rule in Tibet leads
to revolt. Chinese forces crush rebellion,
and the Dalai Lama flees to India (13-27
March).

Eamon De Valera resigns as premier and
becomes President of Eire.

Charles De Gaulle becomes President of
France (17 June).

Eugeéne lonesco’s The Rhinoceros.
Jean Genet’s The Blacks.
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1960

Williams’s Sweet Bird of Youth directed by

Kazan with Paul Newman and Geraldine
Page (a work in progress had been seen
in Florida in 1956; film 1962).

William Gibson’s The Miracle Worker
(with Anne Bancroft and Patty Duke).

Paddy Chayefsky’s The Tenth Man.

Association of Producing Artists founded.

Asolo Center for the Performing Arts
established.

Cincinnati Playhouse in the Park opens.

Albee’s The Zoo Story has its American

premiere in New York (14 Jan.). Also, his

Fam and Yam and The Sandbox.

Jasper Johns’s painting Numbers in Color.

Hawaii becomes 50th state.

John F. Kennedy elected thirty-fifth (and

youngest) President.
D.H. Lawrence’s Lady Chatterley’s Lover
is ruled not obscene, and therefore

mailable, by the U.S. Court of Appeals in

New York (25 March).
Alan Freed, coiner of the term

“rock’n’roll” and one of the most famous
early disc jockeys, is arrested in “Payola

scam.” It is a charge of commercial
bribery, which accuses Freed of

accepting money from record companies
in exchange for playing their releases on

air (19 May).

Charles Van Doren, star contestant of TV

quiz show “21,” arrested for perjury,
based on statements that quiz shows

provided answers to contestants prior to

competition (17 July).

The 23rd Amendment proposed by
Congress to grant rights of voting and
representation to the District of
Columbia. It is ratified in 1961.

John Arden’s play Serjeant Musgrave’s
Dance.

Films Hiroshima, Mon Amour (Alain
Resnais) and La Dolce Vita (Fellini)
released.

Pope John XXIII calls Ecumenical
Council, first since 1870.

American U-2 spy plane, piloted by
Francis Gary Powers, shot down over
Russia.

Austrian-born British art historian E.H.
Gombrich’s Art and Illusion published.
Hans Gadamer’s Truth and Method
appears.

Start of civil disobedience campaign
against pass laws in South Africa. Sixty-
seven blacks are killed at Sharpeville
(21 March).

Nigeria achieves independence within
Commonwealth (1 Oct.).
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After an Actors’ Equity Strike, twenty- Student Nonviolent Coordinating
two legitimate Broadway theatres close, Committee (SNCC) forms during lunch-

the first time since 1919 (12-13 June). counter sit-in in Greensboro, North
Carolina.
Williams’s Period of Adjustment. Congress passes Civil Rights Act of 1960,

addressing voter-registration practices.
Because it is not enforced, it is virtually

ineffective.

Lillian Hellman'’s Toys in the Attic. Soft drink manufacturers introduce
aluminum cans. Pop-top cans follow
in 1963.

Tom Jones’s and Harvey Schmidt’s 1960s. The use of birth control pills by

The Fantastiks opens (3 May) at Off- women grows widespread.

Broadway’s Sullivan St. Playhouse;
still playing there in 1999.
The rock’n’roll phenomenon quickly W.W. Rostow’s Stages of Economic Growth.
sweeps Broadway with the production
of Michael Stewart, Charles Strouse, and
Lee Adams’s Bye Bye Birdie, featuring TV
personality Dick Van Dyke.
Meredith Willson’s The Unsinkable Paul Goodman'’s Growing Up Absurd.
Molly Brown with Tammy Grimes.
Daniel Bell’s The End of Ideology.
Bruno Bettelheim’s The Informed Heart.
Sheldon Wolin’s Politics and Wisdom.
Angus Campbell et al., The American
Voter.
S.M. Lipset’s Political Man.
John Courtney Murray’s We Hold These

Truths.
Richard Burton, Julie Andrews, and Bobby Fischer, aged sixteen, defends U.S.
Robert Goulet star in Camelot at The chess title.

Majestic Theatre. The musical, based on
T.H. White’s The Once and Future King,
later becomes a successful film.

Harold Pinter’s The Caretaker and The
Dumb Waiter.

Terence Rattigan’s Ross.

Lionel Bart’s Oliver at London’s New
Theatre.
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1961

Theatre clubs and coffeehouses like
Caffe Cino and La MaMa Experimental
Theater Club open, providing an
alternative outlet for avant-garde artists
and dramatists.

Records reveal that Special Services
Division of U.S. Army in Europe had
censored, cut, or rewritten Broadway
plays “to keep them clean,” without
notification to the authors of the
Dramatists Guild.

The Children’s Theatre Company, a
Minneapolis-based children’s theatre, is
created by John Clark Donahue; New
York based Theatreworks/USA also
established as touring children’s theatre
company.

The Theatre Communications Group
(TCG) founded in New York City as
umbrella organization for not-for-profit
theatres.

The film Ben Hur wins record ten Oscars.

Completion of Robert Motherwell’s huge
sequence of paintings, Elegy fo the
Spanish Republic.

Alfred Hitchcock’s Psycho premieres.
Pacemaker to regulate heartbeat
developed.

Edward Hopper’s painting Second-

Story Sunlight.

The Peace Corps initiated by President
Kennedy (1 March).

Hemingway kills himself with his own
gun (2 July).

New York Yankee Roger Maris breaks
Babe Ruth’s 1927 record of sixty home
runs, with sixty-one (1 Oct.).

JFK reaffirms commitment to South
Vietnam (14 Dec.).

Bloodless coup overthrows junta in El
Salvador (25 January).

A campaign of civil disobedience in
Ceylon (30 Jan.).

Trial of Nazi Adolph Eichmann begins in
Jerusalem. He is convicted and
sentenced to death (11 April).

Anti-Castro Cuban activists, trained by
U.S. Central Intelligence Agency, land in
failed invasion at Bay of Pigs, Cuba, with
U.S. military supplies and support
facilities (17 April).
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1962

Tad Mosel’s All the Way Home.

Neil Simon’s Come Blow Your Horn
opens, beginning his reign as Broadway’s
top playwright.

Robert Bolt’s A Man for All Seasons, a
biography of martyred saint Sir Thomas
More, is imported from London, and
stars Paul Scofield in the lead role.
Williams’s The Night of the Iguana wins
Drama Critics’ Award (film 1964).

Pinter introduced to Broadway with
The Caretaker.

Houw to Succeed in Business Without
Really Trying, by Abe Burrows, Willie
Gilbert, Jack Weinstock, and Frank
Loesser (wins Pulitzer).

Ossie Davis’s Purlie Victorious, with Davis,
Ruby Dee, Godfrey Cambridge, and
Alan Alda.

Peter Schumann’s Bread and Puppet
Theater founded. It utilizes politics and
puppets for trenchant social
commentary and anti-war polemic.

The Zoo Story by Albee and Call Me By
My Rightful Name by Michael Shurtleff
are banned from performance at a high
school in Rockport, Massachusetts, for
undercurrents of homosexuality in the
former, racial triangles in the latter.

First U.S. spaceman Alan Shephard
rockets 116.5 miles up in a 302-mile trip.
Kennedy publicly commits U.S. to
sending man to the moon by end of
decade.

First Lady Jacqueline Kennedy
popularizes the short, tailored 2-piece
suit and pillbox hat created by Oleg
Cassini.

Joseph Heller’s Catch-22.

Erving Goffman’s Asylums.

Freedom Riders come to the South to
help expose segregation in bus terminals.

Lionel Trilling’s “On the Teaching of
Modern Literature.”

Ernest Nagel’s The Structure of Science.
Robert Dahl’'s Who Governs?

William Shirer’s The Rise and Fall of the
Third Reich.

Premiere of Robert Rossen’s film The
Hustler with Jackie Gleason and Paul
Newman.

“Century 21 Exposition,” a world’s fair
for the space age, is held in Seattle,
Washington (21 April).

The 24th Amendment is proposed by
Congress to eliminate the poll tax. It is
ratified 23 January 1964.

Construction of Berlin Wall begins
(17-18 April).

Two U.S. army helicopter companies
with 400 men arrive in Saigon (11 Dec.).

Samuel Beckett’s Happy Days.

John Osborne’s Luther.

South African playwright Athol Fugard’s
The Blood Knot.

Harold Pinter’s The Collection.

Arnold Wesker’s The Kitchen.

John Whiting’s The Deuvils.

Russian Yuri Gagarin becomes first man
in space, orbiting the Earth for 108
minutes in Vostok 1 (April).

European film openings include Francois
Truffaut’s Jules and Jim; Vittorio De
Sica’s Two Women; Tony Richardson’s A
Taste of Honey; Luis Buiuel’s Virdiana.

John Glenn becomes first American to
orbit earth.

During Cuban Missile Crisis, President
Kennedy demands withdrawal of Soviet
missiles from Cuba. An air and naval
quarantine is ordered. Khrushchev later
agrees to dismantle and remove Soviet
rockets, and Kennedy agrees not to
invade Cuba.
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Lincoln Center for the Performing Arts is
built in New York City.

The 400th birthday of Shakespeare is
celebrated across the country. Thirty of
his thirty-seven plays are performed
nationwide (23 April).

Great Lakes Theater Festival begins

(14 Aug)).

Arthur Kopit’s Oh, Dad, Poor Dad,
Mamma’s Hung You in the Closet and I'm
Feelin’ So Sad (Off-Broadway).

Albee’s Who's Afraid of Virginia Woolf,
with Arthur Hill and Uta Hagen.

Herb Gardner’s A Thousand Clowns, with
Jason Robards, Jr. and Sandy Dennis.

Thornton Wilder’s Plays for Bleecker Street.

A Funny Thing Happened on the Way to
the Forum stars Zero Mostel and features

Federal troops sent to University of
Mississippi to force school to enroll
African American James Meredith.
American labor leader Cesar Chavez
organizes California grape pickers. He
forms the farm workers’ association

Thomas Kuhn'’s The Structure of Scientific
Revolutions.

Michael Harrington’s The Other America.
Milton Friedman’s Capitalism and
Freedom. Marshall McLuhan’s The
Gutenberg Galaxy.

Rachel Carson’s Silent Spring.

Ken Kesey’s One Flew Over the Cuckoo’s
Nest.

Katherine Ann Porter’s Ship of Fools.
Students for a Democratic Society (SDS)
publish Port Huron Statement.

Robert Rauschenberg’s painting Barge.
Andy Warhol'’s silkscreen Marilyn Monroe
and painting Green Coca Cola Bottles.

U.S. loans $100 million to UN to help
resolve its financial crisis.

Irish Republican Army announces
suspension of campaign of violence
begun in 1956 against Northern Ireland
government (26 Feb.).

Jamaica gains independence in
Commonwealth (6 Aug.).

Uganda gains independence in
Commonwealth (9 Oct.).

Doris Lessing’s novel The Golden
Notebook.

Anthony Burgess’s novel A Clockwork
Orange.

First James Bond film, Dr. No, premieres.

Algeria is granted independence, ending
Algerian War.

Second Vatican Council, 1962-65,
produces sixteen documents outlining
reforms and modernization of Roman
Catholic practice.

Friedrich Diirrenmatt’s The Physicists.
Ann Jellicoe’s The Knack.
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songs by Stephen Sondheim, his first
composed musical.

The Minnesota Theater Company
founded as alternative to New York
commercial theatre.

The Free Southern Theatre, inspired by
the Civil Rights Movement, founded by
John O’Neal, Gilbert Moses, and Doris
Derby.

Open Theatre, an experimental Off-Off
Broadway acting company, created

by Joseph Chaikin.

Goodspeed Opera House (Connecticut)
opens as home of American musicals.

The Guthrie Theater founded in
Minneapolis.

Seattle Repertory Theatre founded.

Trinity [Square] Repertory Company of
Providence, Rhode Island, founded.

Williams’s The Milk Train Doesn’t Stop
Here Anymore. This and subsequent
Williams plays produced (some ten)
are largely unsuccessful.

Medgar Evers, Field Secretary for the
NAACP, is shot and killed in Jackson,
Mississippi. His assailant will not be
convicted until 1993.

Black civil rights demonstration;
Reverend Martin Luther King delivers
the “I Have a Dream” speech (29 Aug.).

President Kennedy shot to death in
motorcade in Dallas, Texas by Lee
Harvey Oswald (22 Nov.).

March for racial equality by 200,000 in
Detroit, Michigan.

The characteristic 60s clothes emerge,
featuring miniskirts, stretch pants, hip-
hugger bell-bottomed trousers, and
collarless jackets.

Author Betty Friedan publishes The
Feminine Mystique, a seminal work in the
continuing women’s movement.

Mary McCarthy’s The Group.

Nathan Glazer and Daniel Moynihan’s
Beyond the Melting Pot.

Martin Luther King’s “Letter from the
Birmingham Jail.”

Jessica Mitford’s The American Way of
Death.

Arnold Wesker’s Chips with Everything.
Peter Shaffer’s The Private Ear and the
FPublic Eye.

Eugéne lonesco’s Exit the King.

Arabs in Iraq resume civil war with
Kurds (10 June).

President Kennedy makes attack on
Communism during visit to West Berlin
(26 June).

Scandal over security by involvement of
Secretary of State for War John Profumo
with model Christine Keeler brings
about British Prime Minister Harold
Macmillan’s resignation (10 October).
Black nationalist leader Nelson Mandela
brought from jail to stand trial for
treason (3 Dec.).

German playwright Rolf Hochhuth'’s
controversial The Deputy premieres in
Berlin.

Tony Richardson’s film Tom Jones.
Ingmar Bergman'’s The Silence.
Lindsay Anderson’s This Sporting Life.

The Beatles score first hit with “I Want to
Hold Your Hand.”
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Langston Hughes’s Tambourines to Glory. Poet Adrienne Rich’s Snapshots of a
Daughter-in-Law.
Harnick’s and Bock’s musical She Loves = Poet Sylvia Plath publishes a semi-
Me. autobiographical novel The Bell Jar.
Neil Simon’s Barefoot in the Park (over First push-button telephones introduced.
1,500 performances).
Proletarian dramatist Clifford Odets dies Eastman Kodak introduces Instamatic
at age fifty-seven. camera.
1964 Imamu Amiri Baraka’s (né LeRoi Jones) = Comedian Lenny Bruce arrested for Clashes erupt over disputed rights in

The Dutchman, called the “best one-act
play in America” by Norman Mailer,
receives the Off-Broadway Award for
Best American Play of 1963-64.

The Black Arts Repertory founded.

Living Theater proprietors Julian Beck
and his wife Judith Malina are convicted
of impeding federal officers from closing
the theatre down.

Actors Theatre of Louisville,

Hartford Stage Company,

Missouri Repertory Theatre, and South
Coast Repertory — all founded.

Funny Girl (Jule Styne and Bob Merrill)
makes star of Barbra Streisand with her
portrayal of Fanny Brice.

Bock/Harnick musical Fiddler on the Roof
stars Zero Mostel with scenery by Boris
Aronson.

indecency and for using foul language at
Greenwich Village café.

Beatlemania sweeps U.S. as their albums
sell 2,000,000 copies in a month and they
embark on national tour.

Three civil rights activists — Michael
Schwerner, Andrew Goodman, and James
Chaney — murdered in Mississippi.

Martin Luther King awarded Nobel Peace
Prize. At age thirty-five, he is youngest
recipient of all time.

Joe Orton’s Entertaining Mr. Sloan.

Free Speech Movement begins among
Berkeley students under Mario Savio,
Jack Weinberg, and others.

The Beatles arrive in New York to
ecstatic reception (8 Feb.).

Panama Canal (9 Jan.).

Palestinian Liberation Organization
(PLO) founded (June).

After North Vietnamese gunboats fire on
U.S. ships in Gulf of Tonka, U.S. Senate
passes resolution authorizing President
Johnson to repel armed attacks and
prevent further aggression (7 June).

Iris Murdoch and J.P. Priestley adapt
Murdoch’s novel, A Severed Head, for
the stage.

Peter Weiss’s play Marat/Sade.

John Osborne’s Inadmissable Evidence at
London’s Royal Court.

Peter Shaffer’s The Royal Hunt of the Sun.



O’Neill Theater Center founded in
Connecticut.

Cassius Clay beats Sonny Liston to
become heavyweight champion of the
world (25 Feb.).

Kitty Genovese murdered in Queens,

Roger Sessions’s opera Montezuma
premieres in West Berlin.

Arthur Miller’s After the Fall at ANTA Marshall McLuhan’s Understanding

1434

Theatre-Washington Square.

Muriel Resnik’s Any Wednesday.

Frank D. Gilroy’s The Subject Was Roses.
Murray Schisgal’s Luv.

James Baldwin’s Blues for Mr. Charlie.

Hello, Dolly! by Jerry Herman and
Michael Stewart, based on Wilder play,
opens with Carol Channing, who will tour
successfully with the musical in the 1990s.
A gigantic flop, Kelly, lasts only one
performance in New York and costs
$650,000.

Robert Lowell’s The Old Glory produced
at St. Clement’s Church, New York.

New Codes of Ethics of the League of
New York Theatres dealing with fiscal
details of producing created.

Sidney Kingsley named new President of
The Dramatists Guild, Inc.

Actors’ Equity stages a one-day strike.

Miller’s Incident at Vichy, William
Hanley’s Slow Dance on the Killing
Ground, Simon’s The Odd Couple, and
Fiddler on the Roof, all designated Best
Plays for 1964-65.

New York, while thirty-seven witnesses Media.

do nothing to prevent crime. Case
becomes searing indictment of city
residents’ fear of becoming involved in
such attacks (13 March).
Verrazano-Narrows Bridge, possibly most
expensive structure ever built at $325
million, constructed in New York City.
U.S. Office of Criminal Justice established
to study and improve criminal justice
process.

Saul Bellow’s Herzog.
Ken Kesey’s Sometimes a Great Notion.
Ralph Ellison’s Shadow and Act.

Clifford Geertz’s “Ideology as a Cultural
System.”

Clark Kerr’s The Uses of the University.
Philip E. Converse’s “The Nature of Belief
Systems in Mass Publics.”

Hannah Arendt’s Eichmann in Jerusalem.

Martin Luther King’s Why We Can’t Wait.
World’s first discotheque, the “Whiskey-

a-Go-Go,” opens in Los Angeles.
Riots in Harlem.



117

SELECTED HISTORICAL/CULTURAL

SELECTED HISTORICAL/CULTURAL EVENTS

DATES THEATRICAL EVENTS IN AMERICA EVENTS IN AMERICA THROUGHOUT THE WORLD
Plan to export Hello, Dolly! to South Robert Lowell’s For the Union Dead.
Africa vetoed after NAACP expresses Poet Marianne Moore writes The Arctic Ox.
its disapproval.
Sam Shepard’s Cowboy and The Rock Sidney Poitier becomes first black actor
Garden receive Off-Broadway Obies. to win Oscar for Best Actor, for his role in
Lilies of the Field.
Jimmy Hoffa brings all truckers under a
single Teamsters’ Union contract.
1965 The American Conservatory Theatre Lyndon Johnson, elected in 1964, unveils President Lyndon Johnson commits

(now Theater) founded by Willliam Ball
at Pittsburgh Playhouse. It relocates to
San Francisco in 1967.

With the purchase and renovation of the
Palace Theatre, the Nederlander family

from Detroit bring new theatrical dynasty

to Broadway.

Jon Jory and Harlan Kleiman open Long
Wharf Theatre, a non-profit resident
theatre in New Haven, Conn.

National Playwrights Conference
established by George C. White.

Neil Simon’s highly successful The Odd

Couple opens with Art Carney and Walter

Matthau.

El Teatro Campesino, an agit prop
troupe, emerges with activist Luis
Valdez. Situated in San Juan Bautiste,
group devises new theatrical form, the

his Great Society Program.

Black leader Malcolm X shot dead in
Harlem (21 Feb.).

More than fifty blacks injured during
brutal attack by sheriff’s posse and state
troopers in Selma, Alabama (7-9 March).
Blacks riot for six days in Watts section
of Los Angeles. National Guard called in
to restore order.

Martin Luther King heads procession of
4,000 civil rights demonstrators from
Selma to Montgomery, Alabama, to
deliver petition on racial grievances

(21 March).

Mass anti-war demonstrations
(15-18 Oct.).

troops to Vietnam.

Rolling Stones gain great popularity
with “Satisfaction.”

Winston Churchill dies at age ninety-one.

U.S. begins retaliatory bombing raids on
North Vietnam (7 Feb.). On 2 March U.S.
declares combatant status.

Nigerian author Wole Soyinka’s novel
The Interpreters.
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acto, combining elements of Aztec
mythology and contemporary social
life in the barrio. Concerned with
working-class politics and factory
disputes, some dramas are staged
directly on picket lines.

Baraka’s The Toilet faces censorship
problems in Boston and Los Angeles.
James Baldwin’s The Amen Corner has
brief run on Broadway.

Ed Bullins’s Clara’s Old Man.

Congress establishes National
Endowment for the Arts to make grants
to theatrical groups and projects.

Peter Brook’s production of Marat/Sade
imported to New York; becomes
influential theatre piece.

Roundabout Theatre Company forms.
A Contemporary Theatre founded.

Studio Arena Theatre forms.

Abe Burrows’s Cactus Flower with
Lauren Bacall.

The annual gross for the 1964-65 season
on Broadway is $50,462,765.

Major Edward White leaves Gemini 4
capsule for twenty minutes, becoming
first American to walk in space.

25th Amendment proposed to establish
system for succession for presidency

and for replacement of the vice president.
It is ratified 10 February 1967.

Congress passes Voting Rights Act in
August, outlawing literacy tests and other
voter-registration tests.

Some 240 million radios and 61.8 million
TV sets are in use in U.S.

Jim Brown sets record for most lifetime
touchdowns (126).

Herbert Marcuse’s “Repressive Tolerance.’

Lionel Trilling’s Beyond Culture.

Noam Chomsky’s Aspects of the Theory

of Syntax.

Malcolm X’s Autobiography.

Harvey Cox’s The Secular City.

Tom Wolfe’s The Kandy-Kolored
Tangerine-Flake Streamline Baby.

Singer Nat King Cole dies at age forty-five.

Harold Pinter’s The Homecoming.
Frank Marcus’s The Killing of Sister
George.

Peter Shaffer’s Black Comedy.
Edward Bond’s Saved.

Joe Orton’s Loot.

Czech dramatist and future Prime
Minister Vaclav Havel’s The
Memorandum.
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William Alfred’s Hogan'’s Goat at the Sylvia Plath’s Ariel, published
American Place Theatre. posthumously.
Producer David Merrick brings Irish Norman Mailer’s American Dream.
writer Brian Friel’s Philadelphia, Here |
Come! to Broadway.
Man of La Mancha, a vehicle for Richard Swami Pradhupada founds International
Kiley, opens 22 November and runs for Society of Krishna Consciousness,
2,238 performances. Vaisnava devotional movement, in Los
Angeles.
Vivian Beaumont Theatre in Lincoln Louis Althusser’s For Marx.
Center opens 21 October.
Sam Shepard’s Chicago. Walter Piston’s Symphony No. 8
Lanford Wilson’s Balm in Gilead. premieres at Boston’s Symphony Hall.
Paul Zindel’s The Effect of Gamma Rays
on Man-in-the-Moon Marigolds premieres
in Houston.
A Delicate Balance, Generation, Cactus
Flower, The Lion in Winter, and Man of La
Mancha designated Best Plays of 1965-66.
1966 The Motion Picture Association replaces French philospher Michel Foucault’s

Robert Wilson starts Byrd Hoffman
School for Byrds, an institution to help
children with learning disabilities and
other brain disorders. This work leads to
Deafman Glance (1970), an “opera of
images.”

Yale Repertory Theatre established.

1930 Hayes code with new, concise The Order of Things and psychoanalyst
guidelines for clarifying films as to Jacques Lacan’s Ecrits.

suitability for audiences (20 Sept.).

U.S. Supreme Court overturns conviction U.S. resumes bombing of North Vietnam
of confessed rapist, establishing after thirty-seven-day pause (31 Jan.).
requirements for so-called Miranda

warnings in Miranda v. Arizona.

Chicago race riots take 4,200 National President Kwame Nkrumah'’s
Guardsmen and 533 arrests to quell. government overthrown in miliatry coup
in Ghana (24 Feb.).
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1967

INTAR Hispanic American Arts Center
founded in New York.

John Kander/Fred Ebb/Joe Masteroff
musical Cabaret, based on Berlin Stories
by Christopher Isherwood and / Am a
Camera by John Van Druten, opens at the
Broadhurst Theatre on 20 November,
produced by Hal Prince and with Joel
Grey as decadent master of ceremonies.
James Goldman’s The Lion in Winter with
Robert Preston and Rosemary Harris.

Jean-Claude Van Itallie’s America Hurrah
opens at Off-Broadway Pocket Theatre.

Nightclub comic Lennie Bruce found
dead of a drug overdose.
Death of showman Billy Rose (b. 1899).

A Delicate Balance, You Know I Can’t
Hear You When the Water’s Running, and
The Apple Tree named Best Plays of
1966-67.

Season musicals include Sweet Charity,
Mame, The Apple Tree, and I Do! I Do!

Ron Tavel’s The Gorilla Queen premieres
at Theatre of the Ridiculous.

Jules Feiffer’s Little Murders at the
Broadhurst Theatre.

National Organization of Women (NOW)
founded by Betty Friedan.

Women’s fashion geared toward youth
and features the “boy look” popularized
by model Twiggy.

Bill Russell becomes first black head
coach of any professional sport team
when he is named head coach of the
Boston Celtics.

Peter Berger and Thomas Luckerman’s
The Social Construction of Reality.

Robert Lane’s “The Decline of Politics
and Ideology in a Knowledgeable
Society.”

Bernard Malamud’s The Fixer.

Truman Capote’s In Cold Blood.

Roy Lichtenstein’s painting Yellow and
Red Brushstrokes.

TV science fiction serial Star Trek begins.
Screen version of Albee’s Who'’s Afraid of
Virginia Woolf, directed by Mike Nichols
with Richard Burton and Elizabeth Taylor.
Civil rights rally in Jackson, Mississippi,
marred by violence when James
Meredith - the first black to attend
University of Mississippi — is shot and
wounded (26 June).

The Monterey Pop Festival, the first large
rock gathering, held at Monterey,
California.

Clashes between police and students at
Barcelona University (27 April).

Israel attacks Jordan in the Hebron
area (13 Nov.).

Pravda (“Truth,” founded 1912) has 6
million readers in Soviet Union.

Floods ravage Northern Italy, destroying
art treasures in Venice and Florence.

French deconstructionist Jacques
Derrida’s On Grammatology and Writing
and Difference.
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Hair (the “American Tribal Love-Rock
Musical”) opens Off-Broadway at Joseph
Papp’s New York Shakespeare Festival
Theater (29 Oct.). It closes 10 December
after forty-nine performances but
reopens 29 April 1968, on Broadway
with house lights dimmed to make cast’s
nudity less conspicuous.

Broadway set designer David Hays
founds National Theatre for the Deaf.

The Negro Ensemble Company
established.

Albee’s Everything in the Garden.
Robert Anderson’s You Know I Can’t
Hear You When the Water’s Running.

New York’s Classic Stage Company (CSC)
founded.

Magic Theatre founded in San Francisco.
Mark Taper Forum created (Los Angeles).
Theatre Development Fund established
to assist “meritorious but risky plays”
on Broadway:.

Barbara Garson’s Macbird!, satire on
Lyndon Johnson and Kennedy’s
assassination, opens Off-Broadway
before moving to Garrick Theatre.

U.S. Antarctic Mountaineering Expedition
scales Vinsear Massif, a 16,864-foot peak,
on Sentinel Range of the Ellsworth
Highland.

The radical, revolutionary Black Panther
Party organized in Oakland, California,
by Huey Newton and Bobby Seale.
Harold Cruse’s The Crisis of the Negro
Intellectual.

John Kenneth Galbraith’s The New
Industrial State.

Rolling Stone magazine begins
publication in November.

Over 100,000 march through New York
and assemble at UN headquarters to
protest Vietnam War (15 April).

William Styron’s novel The Confessions of
Nat Turner.

Summer riots (Detroit, Newark) in over
100 cities leave forty-one dead, 4,000
arrested, and 5,000 homeless.

The number of U.S. troops in Vietnam
reaches 380,000 (1 Jan.).

Beijing put under military rule (11 Feb.).

Ibo eastern region of Nigeria secedes as
Biafra (30 May).

Alan Ayckbourn’s Relatively Speaking.
Peter Nichols’s A Day in the Death of
Joe Egg.

Tom Stoppard’s Rosencrantz and
Guildenstern are Dead.

Brendan Behan’s Borstal Boy.

Six-Day War begins between United Arab
Republic (UAR) and Israel (5 June).

Colombian author Gabriel Garcia
Marquez’s One Hundred Years of Solitude.

Revolutionary Che Guevara killed by
government troops in Bolivia.

David Hockney’s painting A Bigger
Splash.
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Albee’s A Delicate Balance wins Pulitzer.

I Never Sang for My Father, The Price, and
Plaza Suite among best plays of 1967-68.
Richard Foreman creates Ontological-
Hysteric Theatre that eschews plot
conventions, characters, or themes for
an intimate representation of the
psyche and unconsciousness.

Mart Crowley’s The Boys in the Band,
the first mainstream drama to deal with
homosexuality, runs for 1,000
performances Off-Broadway.

The Negro Ensemble created.

Ed Bullins’s Goin’ a Buffalo and The
Electronic Nigger.

The New York Street Theater Caravan
founded by Marketa Kimball and Richard
Levy, a troupe oriented to working-class
audiences.

Jay Presson Allen’s adaption of Muriel
Spark’s The Prime of Miss Jean Brodie
with Zoe Caldwell.

Howard Sackler’s The Great White Hope,
with James Earl Jones and Jane
Alexander, opens at Arena Stage prior to
Broadway, setting a new trend for play
development. Arthur Kopit’s Indians
opens in London and then has U.S.
premiere at Arena.

Mike Nichol’s film The Graduate, starring
Dustin Hoffman, released.

Crimes of violence up 57% since 1960.

Major civil rights legislation prohibits
racial discrimination in sale or rental of
about 80% of U.S. housing (11 March).

Martin Luther King shot to death in
Memphis (4 April); presidential hopeful
Robert Kennedy assassinated at
Ambassador Hotel in Los Angeles

(5 June).

The Poor People’s March, a
demonstration with its final destination
in Washington, D.C. and led by the
Reverend Ralph Abernathy, begins

(2 May).

James Watson’s The Double Helix.

British playwright Joe Orton hammered
to death by his jealous lover.

Death of artist René Magritte at age
sixty-eight.

Stage censorship dating back to 1737
abolished in England.

Abortive revolution in France (2 May).
Violent protests by militant left-wing
Sorbonne students spreads to civilian
population.

German philosopher Jiirgen Habermas'’s
Knowledge and Human Interests.

Swiss psychologist Jean Piaget’s
Structuralism.

The Vietcong’s Tet Offensive gains
ground (Jan.).

Demonstrators in Warsaw, protesting
government interference in cultural
affairs, fight with police and armed
militia men (11 March).

Alan Ayckbourn’s How the Other Half
Loves.

Peter Barnes’s The Ruling Class.

Edward Bond’s Narrow Road to the Deep
North.

John Osborne’s A Hotel in Amsterdam.
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Alliance Theatre Company, largest John Updike’s Couples. U.S. troops massacre village of My Lai,
resident professional theatre in the South Vietnam (16 March).
southeast, founded in Atlanta.

The National Black Theatre established  Richard Nixon elected U.S. President after Peace talks between U.S. and North

by actress/play director Barbara Ann Lyndon Johnson decides not to run again Vietnam in Paris (13 May).

Teer. (5 Nowv.).

Arthur Miller’s The Price. Stanley Kubrick’s film 2001: A Space Czech intellectuals produce their “2,000

Odyssey premieres. words,” an appeal to speed up

democratization (27 June).

Omaha Magic Theatre founded in Catholics clash with police in Northern

Nebraska. Ireland, protesting discrimination by
Protestant majority (5-6 Oct.).

Repertorio Espaiiol formed. Soviet invasion of Czechoslovakia.

Israel Horwitz’s The Indian Wants the

Bronx.

S. N. Behrman’s final play The Burning

Glass produced.

Tennessee Williams’s In the Bar of a

Tokyo Hotel.

1969 Richard Schechner’s Dionysus in ’69, A Federal Grand Jury indicts eight anti-  Neil Armstrong is first man to set foot on

improvisational piece based on
Euripides’ The Bacchae, in which actors
remove clothing and mingle with
audience, staged at Performing Garage
in New York.

After opening performance of Che! at
Free Store Theater, criminal court justice
signs warrant for cast, producers, and
crew, on charges of public lewdness,
obscenity, consensual sodomy, and
impairing the morals of minors

(24 March).

war protesters for conspiracy to start a
riot at 1968 Democratic National
Convention in Chicago.

Berkeley students and members of
neighboring community attacked as
they try to claim ownership of People’s
Park, built on property owned by
university (15 May).

moon (21 July).

Incursion into Cambodia.
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Organic Theatre Company, known for its
ribald humor and nostalgia for 1950s
sci-fi, founded by Stuart Gordon in
Chicago.

Circle Repertory Company founded.

Shakespeare Theatre, Washington, D.C.,
founded.

In the late 1960s Miriam Colon’s Puerto
Rican Traveling Theatre brings bilingual
productions to Spanish-speaking
neighborhoods of New York City.

Frank MacMahon'’s adaptation of
Brendan Behan’s The Hostage hits
Broadway, winning the New York Drama
Critics’ Circle and Tony Awards.
Kenneth Tynan’s Oh! Calcutta!, an
amalgam of theatrical pastiches, with
the cast fully nude, opens in New York.
Plays of the year include Lonne Elder III's
Ceremonies in Dark Old Men, Lorraine
Hansberry’s posthumous 7o Be Young,
Gifted, and Black, Leonard Gersh'’s
Butterflies are Free, Neil Simon’s Last of
the Red Hot Lovers, Terrence McNally’s
Next, and Sam Shepard’s The Unseen
Hand.

Rioting follows police raid on the
Stonewall Inn, a New York City gay bar;
it mobilizes gay community and signals
start of gay liberation movement

(27 June).

The Woodstock Music and Arts Festival
held in Bethel, New York. Crowd
estimated at 300,000 to 400,000

(15-18 Aug.).

Congressional Black Caucus forms.

DDT, widely used pesticide, banned in
U.S. because of adverse effects on
environment.

U.S. surgeons implant first artificial heart
in human.

Actress Sharon Tate and four others are
murdered by the Manson cult (9 Aug.).

The Saturday Evening Post publishes
final issue (until later reborn).

John Schlesinger’s Midnight Cowboy,

starring Dustin Hoffman and John Voight,

wins Oscar. It is the first X-rated film to
do so.

Theodore Roszak’s Making of a
Counterculture.
Kate Millett’s Sexual Politics.

Michel Foucault’s Archaeology of
Knowledge.

Yasir Arafat elected chairman of PLO
(3 Feb.).

Catholic/Protestant riots in Belfast and
Londonderry (12 Aug.).

North Vietnamese President Ho Chi
Minh dies aged seventy-nine (3 Sept.).

Nixon announces withdrawal of
addtional 35,000 men from South
Vietnam by 15 December (16 Sept.).

Willy Brandt becomes Chancellor of
West Germany (21 Oct.).

“Soccer War,” fought between Honduras
and El Salvador.

Athol Fugard’s Boesman and Lena.
Peter Nichols’s The National Health.
Joe Orton’s (posthumous) What the
Butler Saw.

Harold Pinter’s Landscape and Silence.
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Kurt Vonnegut’s Slaughterhouse Five.
Philip Roth’s Portnoy’s Complaint.
1970 Charles Gordone’s No Place to be U.S. Army panel casts blame on fourteen Trinidadian playwright and poet Derek

Somebody (opened in 1969) wins Pulitzer.

Experimental theatre Mabou Mines
created.

Manhattan Theatre Club established.

New York season includes Robert
Marasco’s Child’s Play, Paul Zindel’s

The Effect of Gamma Rays on Man-in-the-
Moon Marigolds (wins Pulitzer in 1971),
Neil Simon’s The Gingerbread Lady,
Bruce Jay Friedman’s Steambath, Lanford
Wilson’s Lemon Sky, and Sam Shepard’s
Operation Sidewinder.

New Federal Theatre founded.

A proposed Middle and Far East tour of
avant-garde playlets produced under the
supervision of Gordon Davidson in Mark
Taper’s Forum “New Theater for Now”
series is canceled by U.S. State
Department because of “unstable and
changing political conditions in the host
countries.”

officers for My Lai Massacre in 1968.

Observation of “Earth Day” (22 April).

Four anti-Vietnam student protesters are
killed by National Guard at Kent State
University in Ohio (4 May).

Voting age lowered from 21 to 18.

The first “Jumbo” jet, the Boeing 747,
begins passenger service.

Robin Morgan, ed., Sisterhood Is Powerful.
Richard Macksey and Eugenio Donato,
eds., The Structuralist Controversy.

Walcott’s The Dream on Monkey
Mountain and Other Plays.

General Ojukwu’s flight to Ivory Coast
ends Biafran secession from Nigeria and
the civil war (12 Jan.).

The Nuclear Nonproliferation Treaty of
24 November 1969 goes into effect,
ratified by forty-five countries (5 March).
Heads of East and West Germany, Willy
Brandt and Willi Stoph, meet in Erfurt,
East Germany - first meeting of the
heads of the two governments since
Germany’s division (19 March).

British Prime Minister Wilson pledges to
keep troops in Northern Ireland as long
as necessary (7 April).

Death of Portuguese premier Antonio
Salazar, aged eighty-one (27 July).
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1971

The Gingerbread Lady and Follies garner
Best Plays awards for 1970-71.
Broadway musicals include The Last
Sweet Days of Isaac, Purlie, Applause,
Company, The Rothschilds, and Two by
Two.

Tom O’Horgan’s staging of the musical
Jesus Christ Superstar helps the rising
star of British composer Andrew Lloyd
Webber.

Jorge Huerta founds Teatro de la
Esperanza (Theatre of Hope) in Santa
Barbara, California.

Theatre for the New City and Playwrights
Horizons founded in New York.

John Guare scores first true critical
notice with House of Blue Leaves when
staged Off-Broadway.

David Rabe’s The Basic Training of Pavlo
Hummel and Sticks and Bones establish
him as major new playwright.

Rock stars Jimi Hendrix and Janis Joplin
die of drug overdoses.
Clean Air Act passed, further restricting
emission of pollutants.

Melvin Van Peebles’s highly succesful
film, Sweet Sweetback’s BaaDAsssss starts
“blaxploitation” film trend of early 1970s.

26th Amendment approved by Congress
and ratified (30 June), changing legal
voting age from twenty-one to eighteen.

200,000 protesters march in Washington
against Vietnam War (24 April).

Riot at Attica, a New York prison, ends in
forty-three deaths, marking increased
unrest in U.S.

John Rawls’s Theory of Justice.

B. F. Skinner’s Beyond Freedom and
Dignity.

Cambodia becomes Khmer Republic
under Lon Nol (9 Oct.).

Death of wartime resistance leader and
later President of France, Charles de
Gaulle, aged eighty (9 Nov.).

Nobel Prize for Literature won by
Russian author Alexander Solzhenitsyn.
David Storey’s play Home, a starring
vehicle for Ralph Richardson and John
Gielgud.

Christopher Hampton’s The
Philanthropist, Anthony Shaffer’s Sleuth,
and Alan Ayckbourn’s How the Other Half
Loves also part of English season.
Antonio Gramsci’s Prison Notebooks
(posthumous).

Army officers led by Major-General Idi
Amin oust President Milton Obote in
military coup in Uganda (25 Jan.). Amin
proclaims himself President on 20
February.

Northern Ireland First Minister
Faulkner invokes emergency powers

of preventive detention without trial and
begins arrests of suspected leaders of
Irish Republican Army (IRA) (9 Aug.).
Harold Pinter’s Old Times.

Simon Gray’s Butley stars Alan Bates.
David Storey’s The Changing Room.
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Playwright and anti-war activist Father
Daniel Berrigan is jailed for anti-war
protest “crimes” described in his
dramatization entitled The Trial of the
Catonsville Nine.

South African playwright Athol Fugard is
denied a passport to the U.S. by his
country.

The going rate for best seat at a
Broadway musical is $15.

Kurt Vonnegut, Jr.’s dramatic debut,
Happy Birthday, Wanda June.

Musicals include: Follies, Godspell, Two
Gentlemen of Verona.

Steven Tesich’s The Carpenters opens at
Wynn Handman’s American Place
Theater.

Irv Bauer’s A Dream Out of Time.

Sam Shepard’s Back Bog Beast Bait.
Joyce Carol Oates’s Sunday Dinner.
Zindel’s And Miss Reardon Drinks a Little.
George Tabori’s Pinkville.

Ed Bullin’s The Duplex.

AR. Gurney’s Scenes from an American
Life.

E. O. Wilson’ s Insect Societies.
Wallace Stegner’s Angle of Repose.
Paul de Man’s Blindness and Insight.
Deaths of musicians Louis Armstrong
and Jim Morrison.

Alexander Solzhenitsyn’s August 1914.

Apollo 13 and 14 launched.

Openings of films include Woody Allen’s
Bananas, William Friedkin’s The French
Connection, Peter Bogdanovich’s The
Last Picture Show, Alan J. Pakula’s Klute,
Stanley Kubrick’s Clockwork Orange.
Erich Segal’s novel Love Story.

John Updike’s Rabbit Redux.

Punishing students by caning banned in
London schools.

Non-U.S. films include: Federico Fellini’s
The Clowns, Bernardo Bertolucci’s The
Conformist, Luchino Visconti’s Death in
Venice, Peter Brook’s King Lear (with
Paul Scofield).
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1972

Neil Simon’s The Prisoner of Second
Avenue, Michael Weller’s Moonchildren
(opens Feb. 1972), Rabe’s Sticks and
Bones, and the musical Ain’t Supposed to
Die a Natural Death, win Best Play awards
for 1971-72 season.

Duck Variations, one-act by David Mamet,
brings attention to the Chicago

playwright.

Off-Off Broadway links theatre
companies through Alliance.

Hanay Geiogamah founds first all-Indian
repertory company, the American Indian
Theatre Ensemble (later changed to the
Native American Theatre Ensemble).
Pippin the first Broadway show
advertised on television.

The Creation of the World, The Sunshine
Boys, Finishing Touches, The River Niger,
and A Little Night Music win Best Play
awards for 1972-73 season.

TOSOS (The Other Side of the Stage), a
gay producing company, founded by
Doric Wilson. It disbands five years later.

A plaque is attached to space probe
Pioneer 10 to communicate with other
possible intelligent life forms beyond
solar system.

Equal Rights Amendment specifying
equal rights for women approved by
Congress. Ratified by thirty-five states,
but despite three-year deadline extension
in 1979, it falls three states short of
passage in 1982.

Congress passes Equal Opportunity Act,
allowing for preferential hiring and
promotion of women and minorities.
Lionel Trilling’s Sincerity and
Authenticity.

Nixon re-elected President.

Five men seized while trying to install
eavesdropping equipment in Democratic
National Committee’s Headquarters in
Washington: Watergate break-in

(17 June). Beginning of Watergate
scandal.

U.S. announces $2,047 million trade
deficit, first since 1888.

Nixon anounces 70,000 U.S. troops will
be withdrawn from Vietnam (13 Jan.).

“Bloody Sunday” in Londonderry,
Northern Ireland. Thirteen civilians
killed during riots against 1971
internment laws (30 Jan.).

Nixon vists Beijing, first visit of U.S.
president (21-28 Feb.) to China. Nixon
arrives in Moscow, first U.S. president to
visit USSR (22 May).
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The Acting Company forms.

Indiana Repertory Theatre established.

McCarter Theatre Center for the
Performing Arts is founded.

Release of blockbuster film The
Godfather, directed by Francis Ford
Coppola.

Two feminist magazines appear: MS in
the U.S. and Spare Rib in the UK.
Military draft ended; beginning of all-
volunteer army.

Musical Fiddler on the Roof hits record
3,225 performances in single run

(17 June).

Plays of the year include Williams’s
Small Craft Warnings, Miller’s The
Creation of the World and Other Business,
Jason Miller’s That Championship Season
(wins Pulitzer in 1973), Simon’s The
Sunshine Boys, and Shepard’s The Tooth
of Crime.

Gerald Schoenfeld and Bernard B. Jacobs
become Chair and President,
respectively, of The Shubert Organization.
The Irish Rebel Theater of New York
City’s Hell’s Kitchen created to reflect
sensibility of “Irish immigrants and blue-
collar American Irish.”

Grease, with book, music, and lyrics by
Jim Jacobs and Warren Casey, opens at
the Eden Theatre on St. Valentine’s Day,
transfers to Broadway, and plays for
3,388 performances, one of longest runs
in history (later revived in 1994 and still
running in 1997).

Irish poet Seamus Heaney’s collection
Wintering Out.

Tom Stoppard’s Jumpers.

Athol Fugard’s Sizwe Banzi Is Dead.
Managua, Nicaragua, devastated by
earthquake measuring 6.2; about 10,000
perish.
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1973

1974

Michael Bennett’s A Chorus Line, the
longest running show on Broadway until
1997, opens.

Tennessee Williams’s Out Cry.

Mark Medoff’s When You Comin’ Back,
Red Ryder?

Robert Patrick’s Kennedy’s Children.

The Rhode Island Feminist Theatre
founded.

Lanford Wilson’s The Hot [ Baltimore.

Alvin Ailey’s ballet, The Lark Ascending.

Simon’s The Good Doctor, Miguel Pifiero’s
Short Eyes (opens 1974), and McNally’s
Bad Habits (also 1974) win Best Play
awards for 1973-74 season.

Musicals include A Little Night Music,
Seesaw, and Raisin.

The American Jewish Theatre founded
by Stanley Brechner, to deal with Jewish
ideas and culture.

U.S. population is 210.1 million, increase
of 1.6 million since 1972.

Arab oil embargo (1973-74) creates
gasoline shortages and increases prices.
Long lines and rationing occur at gas
stations in several regions of country.
U.S. Skylab, 120-foot long orbiting work
station, launched into orbit (14 May).
Members of American Indian Movement
(AIM) make grievances known during
seventy-day siege of trading post and
church at Wounded Knee, South Dakota.

Watergate trial opens in Washington, D.C.

Supreme Court, in controversial
landmark decision Roe v. Wade, uphold
woman’s right to privacy in opting for
abortion before sixth month of life.

Vice-President Spiro Agnew pleads nolo
contendere to charges of income tax
evasion, and resigns from office.

Daniel Bell's The Coming of Post-Industrial

Society.

Hayden White’s Metahistory.

William Friedkin’s box-office smash The
Exorcist is released.

U.S. and South Vietnam sign a ceasefire
with North Vietnam and Viet Cong,
ending Vietnam War.

Jirgen Habermas’s Legitimation Crisis.

Marxist Chilean President Salvador
Allende and 2,700 others are killed by
General Pinochet and a CIA-backed
military junta (11 Sept.).

U.S. and Egypt restore diplomatic
relations (7 Nov.).

Pablo Picasso dies at age ninety-one.

Wole Soyinka’s Season of Anomy.

Peter Shaffer’s Equus.

Alan Ayckbourn’s Absurd Person Singular.
Christopher Hampton’s Savages.

U.S. skylab, 120-foot long orbiting work
station, launched into earth’s orbit.

Thomas Pynchon’s novel Gravity’s Rainbow.

Erica Jong’s Fear of Flying.
Neither the Pulitzer Prize for literature,

Alexander Solzhenitsyn deported from

nor the one for drama, awarded this year. USSR and stripped of citizenship

(13 Feb.).
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Oakland Ensemble Theatre founded.

Roadside Theater founded in Kentucky.

Syracuse Stage founded.

Victory Gardens and Wisdom Bridge
theatres founded in Chicago.

Anthony Hopkins introduced to
Broadway as Dysart in Equus.

Ntozake Shange’s For Colored Girls Who
Have Considered Suicide When the
Rainbow is Enuf/is developed at the
Bacchanal, a bar in Berkeley.

Dinner theatre emerges as a new fad in
theatregoing.

The Rocky Horror Show, imported from

England and later a cult film, premieres in

New York.

American newspaper heiress Patty
Hearst kidnapped by Sybionese
Liberation Army (SLA). In 1976, she is
convicted of collaborating and aiding in
robbery.

Nixon resigns (9 Aug.), succeeded by
Gerald Ford.

Atlanta Braves’ Hank Aaron hits 715th

career homerun, to break Babe Ruth’s
career record (8 April).
President Ford pardons Nixon for

Watergate crimes.

U.S. grants amnesty to those who evaded
draft during Vietnam War years.

Streaking — running naked at parties,
ceremonies, sporting events, etc. —
enjoys a short-lived fad.

Joseph Beuys’s performance art-piece,
Coyote: I Like America and America Likes
Me, takes place in a New York City.

The Sears Tower in Chicago becomes the
world’s tallest building at 1,454 feet.

Death of Juan Perén (1 July).

Turkey invades Cyprus (20 July).

Emperor Haile Selassie of Ethiopia
deposed in bloodless coup

(12 September).

Britain outlaws the IRA (29 November).

Tom Stoppard’s Travesties.

Alan Ayckbourn’s The Norman
Congquests. Howard Brenton’s The
Churchill Play.

Turkish DC-10 crashes after takeoff near
Paris, France; 346 are killed in worst
crash to date.
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1975

The Wooster Group forms, with Spalding
Gray and Willem Dafoe as members. The
troupe is known for their experimental,
often farcical productions.

Pittsburgh Public Theater founded.

The Road Company founded in
Tennessee.

A Chorus Line transfers from Off-
Broadway to Broadway.

Ed Bullin’s The Taking of Miss Janie has
brief run at Lincoln Center’s Mitzi E.
Newhouse Theatre.

Edward Albee wins another Pulitzer for
Seascape.

David Merrick’s production of Williams’s
The Red Devil Battery Sign fails miserably.

Musicals include: The Wiz, Shenandoah,
and Chicago (Chita Rivera and Gwen
Verdon).

Murray Schisgal’s All Over Town, Bernard
Slade’s Same Time, Next Year, and
Terrence McNally’s The Ritz win Best
Play awards. The latter one of the first
Broadway comedies with a gay milieu.

U.S. Equal Credit Opportunity Act
prohibits discrimination against women
in granting loans or credit.

Disco becomes current dance craze.

Viking spacecraft lands on Mars.

Assassination attempt on President Ford
(5 Sept.).

Work begins on Alaskan oil pipeline,
largest private construction project to
date in U.S.

Arthur Ashe becomes first black player
to win men’s singles at Wimbledon

(5 July).
Saul Bellow’s novel Humboldt’s Gift.

Steven Spielberg’s blockbuster Jaws
released.

U.S. scientists warn of danger of
chlorofluorocarbons.

The Druid Theatre Company is founded
by Garry Hynes in Galway, Ireland.

Margaret Thatcher elected leader of
Conservative Party in Britain (11 Feb.).

U.S. increases airlift of arms and
ammunition to Phnom Penh (12 Feb.),
but Cambodian government surrenders
to Khmer Rouge on 17 April. The Khmer
Rouge forcibly removes entire city to
countryside, where estimated 1 million
to 3 million die.

Turkish Cypriots proclaim northern part
of Cyprus a separate state (13 Feb.).

South Vietnam surrenders to North
Vietnamese Communists (30 April).

Six men, known as the “Birmingham Six,”
are sentenced to life imprisonment after
being convicted of planting bombs that
killed twenty-one people in Britain

(15 Aug.). They are acquitted and
released in 1989.

Seamus Heaney’s North.

Wole Soyinka’s Death and the King’s
Horseman.

Harold Pinter’s No Man’s Land.
Vaclav Havel’s Audience.
Simon Gray’s Otherwise Engaged.
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1976

The Roadside Theater (Kentucky) begins
touring Appalachian working-class
communities.

The Iron Clad Agreement founded in
Pittsburgh by Julia Swoyer and Wilson
Hutton to bring plays about labor and
industrial history to working-class
audiences.

San Diego Repertory Theatre founded.

Steppenwolf Theatre Company forms in
Chicago.

Julia Heyward'’s Shake! Daddy! Shake!
performance piece.

A Chorus Line, by Michael Bennett, James
Kirkwood, Nicholas Dante, Marvin
Hamlisch, and Edward Kleban, garners
Pulitzer.

Sam Shepard’s The Curse of the Starving
Class.

Julie Harris wins unprecedented fifth
Tony for solo performance in The Belle
of Amherst.

Former Teamsters boss Jimmy Hoffa
disappears and is presumed murdered.

Outbreak of Legionnaire’s Disease occurs

at Philadelphia convention of American
Legion.

Jimmy Carter succeeds Ford as
President.

Nobel Prize for Literature won by Saul
Bellow.
Blockbusters Rocky, One Flew Over the

Cuckoo’s Nest, and All the President’s Men

released.

Alex Haley’s Roots, an ancestral novel
dealing with U.S. history and the black
experience.

Bicentennial celebrated; American
population at 215 million.

South American writer Carlos Fuentes’s
Terra Nostra.

A rebellion by Kurds in northern Iraq is
crushed.

Deaths of Chinese Prime Minister Zhou
Enlai and Mao Zedong.

Civil war between Muslim and Christian
forces intensifies in Lebanon
(13-19 May).

Mystery writer Agatha Christie dies at
age eighty-five.

Race riots in Soweto, South Africa, in
protest against legislation to force use of
Afrikaans in some teaching. By June 25,
176 are dead and over 1,000 injured

(16 June).

Idi Amin of Uganda is made President for
life (25 June).

25,000 Protestants and Catholics take
part in peace march in Londonderry,
Northern Ireland (4 Sept.).

Argentine writer Manuel Puig’s The Kiss
of the Spider Woman.

“Punk” music and style emerges on
streets of London.
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1977

Jules Feiffer’s Knock Knock, Milan Stitt’s
The Runner Stumbles, and the Stephen
Sondheim/John Weidman musical Pacific
Overtures designated Best Plays.

Other plays and musicals of the year
include: Simon’s California Suite, Preston
Jones’s A Texas Trilogy, Mamet’s A Life in
the Theater, Shepard’s Angel City,
Bubblin’ Brown Sugar.

Two former members of San Francisco
Mime Troupe, Denny Patridge and Steve
Friedman, found Modern Times Theater
at School for Marxist Education.

The Dakota Theater Caravan founded in
South Dakota to deal with regionalist
histories and themes.

Pan Asian Repertory Theatre founded.

Plays of the year include: Mamet’s The
Water Engine, Miller’s The Archbishop’s
Ceiling, Marsha Norman’s Getting Out,
Simon’s Chapter Two, Wendy
Wasserstein’s Uncommon Women and
Others, Williams’s Vieux Carré, Albert
Innaurato’s Gemini, D. L. Coburn’s The
Gin Game (with Hume Cronyn and
Jessica Tandy; directed by Mike Nichols),
Ronald Ribman’s Cold Storage.
Beatlemania, an odd mixture of
Broadway musical, social documentary,
and rock concert, opens.

Dracula, with Frank Langella as the
Count, comes to the Broadway stage for
925 performances.

Second widespread gasoline shortage

in U.S.

Gary Gilmore asks for and receives death
penalty, the first person executed in the
U.S. in ten years.

The King of rock’n’roll Elvis Presley

dies at age forty-two (16 Aug.).

Toni Morrison’s novel Song of Solomon.

Soundtrack album for Saturday Night
Fever becomes worldwide bestseller.

Woody Allen’s film Annie Hall sets off
fashion craze.

Australia’s Perth Entertainment Centre
built with seating capacity of 8,003,
making it world’s largest theatre in
regular operation.

Violent student riots in Italy (14 March).

President Mgoubi of the Congo shot and
killed (18 March).

Leonid Brezhnev named USSR President
and Communist Party leader (16 June).
“Gang of Four” expelled from Chinese
Communist Party (22 July).

Charlie Chaplin dies at Swiss estate at
age eighty-eight.

Civilian government in Thailand ousted
in bloodless coup (20 Oct.).

Tom Stoppard’s play Every Good Boy
Deserves Favour.
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David Mamet’s American Buffalo George Lucas’s Star Wars a blockbuster  Djibouti, last European colony in Africa,
introduces the playwright to Broadway.  hit. granted independence.
Annie by Charles Strouse, Martin The punk group Sex Pistols hit headlines
Charnin, and Thomas Meehan the for their foul language and bad behavior,
musical hit of the year. and are banned from the BBC.

1978 Susan Eisenberg founds Word of Mouth ~ Supreme Court issues Bakke decision, in Pope Paul VI dies (6 Aug.), is succeeded

Productions, an all-women political
theatre collective established to reach
working-class women audiences.

The Crossroads Theatre, an African
American theatre, founded in New
Brunswick, New Jersey.

Theatre de la Jeune Lune founded in
Minneapolis.

Women’s Project and Productions
founded in New York.

Plays of year include: Lanford Wilson’s
Fifth of July, Ira Levin’s Deathtrap, Sam
Shepard’s Buried Child, Curse of the
Starving Class (written 1976) and Seduced,
Luis Valdez’s Zoot Suit (Los Angeles),
Arthur Kopit’s Wings (Yale Rep), and
Christopher Durang’s A History of the
American Film (written in 1976).

which it is ruled that a white medical
student applicant was illegally
discriminated against, and principle of
affirmative action upheld.

Polish émigré Czeslaw Milosz’s Bells in
Winter.

Alexander Solzhenitsyn completes The
Gulag Archipelago.

Isaac Bashevis Singer wins Nobel Prize
for Literature.
Philip Guston’s painting, The Ladder.

The Deer Hunter, starring Robert De Niro,
wins five Oscars.

by John Paul I, who dies suddenly. On 16
October, Cardinal Karol Wojtyla of
Poland becomes first non-Italian Pope
since 1523.

President Jimmy Carter hosts talks
between Egypt and Israel, resulting in
the Camp David Accords, which fix
schedule for peace negotiations

(5-17 Sept.).

911 members from the People’s Temple
in San Francisco commit suicide at
Jonestown, Guyana, with their leader,
Rev. Jim Jones (18 Nov.).

Egyptian Premier Anwar Sadat and
Israeli Prime Minister Menachem Begin
share Nobel Peace Prize.

Iris Murdoch’s The Sea, The Sea wins
Booker Prize.

U.S. agrees to return full control of
Panama Canal to Panama in 1999.
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1979

Musicals: On the 20th Century, Ain’t
Misbehavin’, The Best Little Whorehouse
in Texas, FEvita, Ballroom.

The Harold Clurman Theater established
in New York City.

The Everyday Theater of Washington, D.C.
founded to play to working-class tenants.
The nine members are directly involved
in struggles as activists in tenants’

rights movement.

The American Repertory Theatre
founded in Cambridge, Massachusetts.

Perseverance Theatre formed in Alaska.

New York Second Stage and Theatre for a
New Audience founded in New York.

Plays of the year include: Ernest
Thompson’s On Golden Pond, Michael
Weller’s Loose End, Vernel Bagners’s One
Mo’ Time, Bernard Slade’s Romantic
Comedy, Christopher Durang’s Sister
Mary Ignatius Explains It All for You, Beth
Henley’s Crimes of the Heart (Actors
Theatre of Louisville).

Virginia State Company formed.

Three Mile Island nuclear plant near
Middleton, Penn., damaged. A state of
emergency declared pending
investigation.

In U.S. v. Weber, U.S. Supreme Court
ruling supports affirmative action.

Ex-Sex Pistol Sid Vicious dies of a drug
overdose.

Apocalypse Now, directed by Francis
Ford Coppola, released.

American Airlines plane crashes at

Chicago’s O’Hare Airport; 275 die in
worst U.S. air crash to date.

Sony Walkman introduced.

Iranian revolution opposing
governmental reforms Westernizing the
country begins.

Irish playwright Hugh Leonard’s Da.
Test-tube fertilization success with birth
of Louise Brown in England.

David Hare’s Plenty.

Pinter’s Betrayal.

Stoppard’s Night and Day.

Strategic Arms Limitation Treaty

(SALT II) between U.S. and USSR sets
maximum number of long-range missiles
and bombers for each nation.

Diplomatic relations established
between China and U.S. for the first time
since creation of People’s Republic

(1 Jan.).

Ayatollah Khomeini returns to Iran after
fifteen-year exile (15 Feb.).

President Sadat and Prime Minister
Begin sign peace treaty, ending thirty-
one years of war (26 March).

Margaret Thatcher becomes first female
prime minister in Europe, after UK
general election (3 May).

Earl Mountbatten of Burma, last British
Viceroy of India, killed by IRA bomb
(27 Aug.).
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Sam Shepard wins Pulitzer for Buried Nobel Peace Prize awarded to Mother
Child. Teresa.
The Gay Men’s Press founded in London.
Stephen Sondheim’s Sweeney Todd, The Soviet Union invades Afghanistan.
Demon Barber of Fleet Street with Angela
Lansbury and Len Cariou premieres.
In war in El Salvador, government fights
leftist rebels and rightist death squads.
First Monday in October, Wings, On Peter Shaffer’s Amadeus.
Golden Pond, and Sweeney Todd Caryl Churchill’s Cloud Nine.
designated Best Plays for 1978-79. American-born English playwright
Bernard Pomerance writes The Elephant
Man.
American writer Martin Sherman’s Bent
premieres at London’s Royal Court.
1980 Workers’ Stage of New York City founded. Race riots in Miami after all-white jury Dissident physicist Andrei Sakharov

The Denver Center Theatre Company
founded.

The Portland Repertory Theater founded.

acquits four white policemen charged
with fatal beating of black man

(17-19 May).

Sioux Indian nation wins $122.5 million in
compensation and interest for federal
government’s illegal seizure of their
Black Hill land in 1877 (30 June).

Ronald Reagan elected President.

stripped of honors and exiled from
Moscow (22 Jan.).

Catholic archbishop Oscar Romero shot
dead, while celebrating mass in San
Salvador (24 March).

President Carter breaks all diplomatic
relations with Iran and announces a ban
on trade with Iran because of continued
detention of U.S. hostages. U.S.
negotiates through other countries for
Americans held hostage by Iranians in
Tehran (7 April).
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Lanford Wilson’s Talley’s Folly with Judd
Hirsch wins Pulitzer.

Plays of the year include: Albee’s The
Lady from Dubuque, William
Mastrosimone’s The Woodgatherers,
Miller’s The American Clock, Shepard’s
True West, Mark Medoff’s Children of a
Lesser God (Tony award for deaf actress
Phyllis Frelich), Samm-Art Williams’s
Home, Wilson’s The Fifth of July (on
Broadway).

Philip Glass’s opera, Satyagraha.

Musicals of the season: Barnum, Sugar
Babies, and 42nd Street, the latter
opening hours after director Gower
Champion dies.

Peter Hall’s production of Shaffer’s
Amadeus stars lan McKellen and Tim
Curry on Broadway.

Former Beatle John Lennon is shot and
killed outside his New York City hotel by
jealous fan (8 Dec.).

Severe summer drought and heatwave
roasts U.S. Midwest, Southwest, and
South. Over 1,200 perish and livestock
and crops are heavily damaged.

Russian émigré poet Joseph Brodsky’s A
Part of Speech.

Nobel Prize for Literature awarded to
Polish émigré Czeslaw Milosz.

Jack Beal’s painting The Harvest.

Mount St. Helens erupts, kills eight and
sends up 60,000-foot plume of ash.

Louis Malle film Atlantic City with script
by John Guare.

David Lynch’s The Elephant Man with
Anthony Hopkins and John Hurt.

Death of Jean-Paul Sartre, aged
seventy-four (15 April).

Death of Josip Broz Tito, ruler of
Yugoslavia for thirty-five years, at age
eighty-seven (4 May).

Death of actor Peter Sellers at age fifty-
four (24 July).

Vietnam invades Thailand by way of
Cambodia (23 June).

Olympic Games held in Moscow, but
boycotted by over forty-five nations, for
Soviet invasion of Afghanistan

(19 July-3 Aug.).

Lech Walesa forms unprecedented
independent trade union in Poland,
Solidarnosc (31 Aug.).

War breaks out in Persian Gulf as Iraq
invades Iran (22 Sept.).

Howard Brenton’s The Romans in Britain.
Ayckbourn’s Season’s Greetings.

Pam Gems’s Piaf.

David Edgar’s adaptation of Nicholas
Nickleby, produced by RSC.

Willy Russell’s Educating Rita.
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1981

Lena Horne: The Lady and Her Music and
the New York Shakespeare Festival
production of The Pirates of Penzance
garner special citations of New York
Drama Critics Award.

Plays include: Beth Henley’s Crimes of the
Heart, Kevin Wade’s Key Exchange,
Harvey Fierstein’s Torch Song Trilogy,
Charles Fuller’s A Soldier’s Play, Bill C.
Davis’s Mass Appeal.

Frank Rich replaces Walter Kerr as
drama critic for the New York Times.

Musicals: Sophisticated Ladies, Woman

of the Year, Dreamgirls. March of the
Falsettos introduces work of William Finn.
Tennessee Williams’s final New York
production, Something Cloudy, Something
Clear fails.

Nickolas Nickleby imported to Broadway.
This eight-hour marathon is first
collaboration between Shubert and
Nederlander organizations.

President Reagan and three aides shot in
assassination attempt (30 March).

Sandra Day O’Connor becomes first
woman member of Supreme Court.

Exclusion of women from draft upheld by
U.S. Supreme Court. It is considered a
setback by women’s movement.

Music Television (MTV) premieres on
Cable Network, featuring video
renditions of pop music.

John Updike’s novel Rabbit Is Rich, the
third in a series of four.

Toni Morrison’s Tar Baby.

President Reagan orders firing of some
12,000 federal air-traffic controllers after
they refuse to end illegal strike.

U.S.~Iran agreement frees fifty-two
hostages held in Teheran since
November, 1979.

Bobby Sands is first of ten IRA hunger
strikers to die in Maze Prison in Belfast.
Riots erupt in Northern Ireland after his
death (5 May).

Death of Jamaican reggae singer/activist
Bob Marley, aged thirty-six (11 May).

Wedding of Prince Charles of Britain and
Lady Diana Spencer of Britain (29 July).

Researchers identify acquired immuno-
deficiency syndrome (AIDS), whose
symptoms first appeared in late 1970s.
President Anwar Sadat of Egypt
assassinated by Muslim extremists

(6 Oct.).

Simon Gray’s Quartermaine’s Terms.
Beckett’s Catastrophe and Rockaby.
Edward Bond’s Restoration.
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1982

1983

The Gay Meridian Theatre founded by
Terry Miller and Terry Helling.

The Huntington Theatre Company of
Boston, Massachusetts, founded.

Plays of the year include: A.R. Gurney’s
The Dining Room, John Pielmeier’s Agnes
of God, “Master Harold”. . . And the Boys
(Fugard’s Broadway debut), revival of
Shepard’s True West (with John
Malkovich and Gary Sinese in New York
debuts), William Mastrosimone’s
Extremities.

Musicals include: Forbidden Broadway,
Nine, and Andrew Lloyd Webber’s Cats
(7 Oct.), the latter produced by Cameron
Mackintosh and the symbolic start of
the “British invasion” of musicals.
Harvey Fierstein’s Torch Song Trilogy
transfers 10 June to the Little Theatre on
Broadway and lasts 1,222 performances.

Howard Ashman’s and Alan Menken'’s
The Little Shop of Horrors opens at the
Orpheum Theatre, Off-Broadway.

The Cleveland Public Theatre founded.

Jarvik 7 artificial heart implanted.
Recipient Barney Clark survives 112
days.

USA Today, first national newspaper,
launched by Gannet.

Michael Jackson releases Thriller (LP),

which outsells all previous solo records.

Sales for record reach $40 million by
1988.

“Rap” music becomes popular in the
U.S. and UK.

Worldwide glut in oil supply leads to
declining gasoline and home-heating oil
prices in U.S.

Compact disc (CD) technology
introduced in U.S.

President Reagan announces beginning

of Strategic Defense Initiative (23 March).

Hungarian architect Erno Rubik
introduces Rubik’s Cube, with 42.3
quintillion possible configurations.
Poet Derek Walcott’s collection The
Unfortunate Traveller.

Argentinian forces invade Falkland
Islands (2 April).

President-elect of Lebanon, Bashir
Gemayel, killed in bomb explosion in
Beirut (14 Sept.).

Soviet President Leonid Brezhnev dies of
heart attack at seventy-five (10 Nov.).

Australian novelist Thomas Keneally
writes Schindler’s Ark, of which a movie
version in 1994 becomes a blockbuster.
Bruce Chatwin’s On the Black Hill.
Gabriel Garcia Marquez’s Chronicle of a
Death Foretold. Marquez wins Nobel
Prize for Literature.

Caryl Churchill’s Top Girls.

David Hare’s A Map of the World.
Michael Frayn’s Noises Off.

C.P. Taylor’s Good (posthumous).

Tom Stoppard’s The Real Thing.

U.S. and Caribbean allies invade
Granada.
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Marsha Norman'’s ’'night, Mother wins Sally Ride, first female astronaut, Nazi war criminal Klaus Barbie
Pulitzer. launched into orbit (18-24 June). imprisoned in Lyons (5 Feb.).

Other new plays include: Tina Howe’s NutraSweet introduced as synthetic U.S. embassy in Beirut bombed, killing
Painting Churches, Simon’s Brighton sugar substitute. more than thirty (18 April).
Beach Memoirs, Mamet’s Glengarry Glen
Ross (premieres in London), and
Shepard’s Fool for Love.
Tennessee Williams dies in New York Australia Il becomes first boat to take Yuri Andropov elected President of
City. Americas Cup from New York Yacht Club Soviet Presidium (16 June).
(26 Sept.).
Musicals: My One and Only, La Cage Nearly 100 million watch TV film The Day Rebels from Sri Lanka’s Tamil minority
Aux Folles, Baby, and The Tap. After about nuclear holocaust (28 Nov.).  Kkill thirteen government soldiers,
sparking off ethnic riots (23 July).
British director Peter Brook brings La Alice Walker’s novel The Color Purple Thirty-eight prisoners, members of IRA,
Tragédie de Carmen to Lincoln Center. wins Pulitzer. escape in massive breakout of Maze
Prison in Northern Ireland (25 July).
Brad Davis’s painting Evening Shore. Soviet fighter plane shoots down South
Korean airliner, off course in Soviet
airspace; 269 are killed.
Martin Luther King Day becomes U.S. Caryl Churchill’s Fen.
national holiday. Hugh Williams’s Pack of Lies.
1984 Mamet’s Glengarry Glen Ross wins Subway passenger Bernhard Goetz George Orwell’s Nineteen-Eighty-Four, a

Pulitzer and New York Drama Critics’
Circle Award for best American play.

Samuel Beckett receives special citation
from New York Drama Critics’ Circle for
life achievement.

James Lapine directs Sondheim’s Sunday
in the Park with George, which wins
Pulitzer.

shoots and wounds four black youths
after they allegedly try to mug him

(24 Jan.).

New rating category, PG-13, adopted by
film industry.

70mm and Dolby sound introduced.
Baboon heart implanted into human
baby.

novel expressing a grim future of
totalitarianism, is thirty-six years old.

Mine workers stage coal strike in over
100 pits in UK (12 March).

Hundreds die when Indian troops storm
the holiest Sikh shrine, the Golden
Temple of Amritsar (5-7 June).
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1985

Plays of the season include: Beth
Henley’s The Miss Firecracker Contest,

David Rabe’s Hurlyburly, Lanford Wilson’s

Balm in Gilead, and Larry Shue’s The
Foreigner.

August Wilson’s Ma Rainey’s Black
Bottom is his first play seen on
Broadway.

William Hoffman’s As Is, the first AIDS
play on commercial stage, opens
(10 March).

Sagging ticket sales and higher costs of
production in New York City’s theatre
district lead to cutbacks of shows
staged. 1985 has lowest number of
plays staged since 1900.

Gunman opens fire in McDonald’s
hamburger restaurant in San Diego,
California, killing twenty-one (18 July).

Geraldine Ferraro first woman on major
party ticket to run for vice president.

U.S. becomes net debtor nation for first
time since early 1900s, as result of
continuing trade deficits.

Coca-Cola introduces new formula Coke.

Public outcry results in return to old
formula a year later.

Bookstores in U.S. and Canada number
23,749.

In South Africa, fourteen are killed at
Sharpeville and black townships near
Johannesburg (3 Sept.).

IRA launch bomb attack at Grand Hotel
in Brighton where most of British
cabinet is staying (12 Oct.).

Indian Prime Minister Indira Gandhi
assassinated (Oct. 31).

Nobel Peace Prize awarded to South
African bishop Desmond Tutu.

Toxic leakage at U.S.-owned Union
Carbide in Bhopal, India causes 2,500
deaths (Dec.).

Sarah Kirsch’s play Katzenleben.

Alan Ayckbourn’s A Chorus of
Disapproval.

Michael Frayn’s Benefactors.

Czech writer Milan Kundera publishes
The Unbearable Lightness of Being.
Soviet premier Chernenko dies; Mikhail
Gorbachev succeeds him as General
Secretary of the Communist Party

(10 March).

New round of nuclear limitation talks in
Geneva between U.S. and USSR.
Gorbachev announces policy of
perestroika (June).

Palestinian guerillas hijack Italian liner
and murder U.S. hostage (7 Oct.).
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Vaclav Havel’s play Temptation.
Irish dramatist Tom Murphy’s
Bailegangaire.
Peter Barnes’s Red Noses.
League of New York Theatres and President Reagan sworn in for second Gabriel Garcia Marquez'’s Love in the
Producers changes name to League of term in office (20 Jan.). Time of Cholera.
American Theatres and Producers to Anita Brookner wins Booker Prize for
reflect nationwide scope of industry. Hotel Du Luc.
Yul Brynner, who dies this year, gives Actor Rock Hudson dies of AIDS at age Columbian leftist terrorist group M-19
4,625th and last performance in The fifty-nine. seizes Palace of Justice and executes 100
King and I people.
Drug trade increases sharply in
Columbia, Peru, Bolivia, and Ecuador.
Plays of year include: Simon’s Biloxi Amy Clampitt’s novel What the Light Was Almost 700 terrorist attacks worldwide.
Blues, Herb Gardner’s I'm Not Rappaport, Like.
Shepard’s A Lie of the Mind, Christopher Alison Lurie wins Pulitzer for Foreign
Durang’s The Marriage of Bette and Boo  Affairs.
(revised), Larry Kramer’s The Normal
Heart, and Lyle Kessler’s Orphans.
Musicals: Big River and The Mystery of Retired naval officer Arthur James Claude-Michel Schonberg’s, Alain
Edwin Drood. Walker is convicted by a federal judge of Boubil’s, and Herbert Kretzmer’s musical
participating in a Soviet spy ring (1 July). Les Misérables opens in London. It will
play around the world to well over 35
million people.
Marathon rock concert in Philadelphia,
Live Aid, raises $70 million for starving
Africans.
1986 1985-86 is a financially and critically Space Shuttle Challenger explodes after  President Jean-Claude Duvalier flees

disastrous New York season. Slim
offerings include A. R. Gurney’s The
Perfect Party, Simon’s Broadway Bound,
Ken Ludwig’s Lend Me a Tenor, Tina
Howe’s Coastal Disturbances.

launch at Cape Canaveral, Florida, killing
all seven on board (28 Jan.).

Haiti (7 Feb.).

President Marcos flees the Philippines
(26 Feb.) after twenty years with U.S.
assistance, as Corazon Aquino is elected
President.
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1987

Lincoln Center Theatre Company
launched with revival of The Front Page.

London import Me and My Girl opens
Marquis Theatre in Marriott Marquis
Hotel, the prior site of the Helen Hayes
and Morosco theatres.

August Wilson’s Fences, starring James
Earl Jones, wins Pulitzer and New
York Drama Critics’ Circle Awards for
Best Play, regardless of category.

Les Liaisons Dangereuses and Les
Misérables (opens 12 March at Broadway
Theatre) win New York Drama Critics’
Circle Awards for best foreign play and
best musical, respectively.

Two scientific teams report finding AIDS
viruses. U.S. officials predict AIDS cases

will increase tenfold over next five years.

President Ronald Reagan denies
exchanging hostages and halts arms
sales (19 Nov.); diversion of funds from
arms sales to Nicaraguan contras
revealed (25 Nov.).

U.S. Supreme Court upholds affirmative
action hiring quotas, which promote
hiring of women and minorities as
remedy for past discrimination.

Paul Simon releases Graceland album,
with black South African musicians
performing on it.

Author Paul Auster’s The New York
Trilogy.

First wave of baby-boomers born after
World War II turn forty.

The FDA approves of the experimental
drug AZT for treatment of AIDS sufferers
(20 March).

Tom Wolfe’s bestselling tale of corporate
greed, The Bonfire of the Vanities.

Kurt Waldheim'’s Nazi past is revealed

(3 March).

U.S. aircraft attack targets in Libya after
alleged Libyan attacks on U.S. aircraft
participating in exercises in Gulf of Sirtre
(24 March).

Desmond Tutu is elected head of the
Anglican Church, South Africa (14 April).

Chernobyl nuclear plant explodes in
Ukraine, near Kiev (26 April).

Jonathan Jay Pollard is found guilty of
being a spy for Israel (4 June).

Nobel Prize for Literature is awarded to
Nigerian poet and playwright Wole
Soyinka.

Andrew Lloyd Webber musical, Phantom
of the Opera, directed by Hal Prince,
premieres at London’s Her Majesty’s
Theatre.

Intermediate Nuclear Forces Treaty (INF)
provides for dismantling of all Soviet
and U.S. intermediate-range nuclear
weapons.

U.S. and Soviet Union work toward
coordinating future Mars missions and
exchanging space data.

Christie’s auction rooms in London sells
Van Gogh'’s Sunflowers for $39.9 million
(30 March).
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1988

Plays of the year include: Alfred Uhry’s
Driving Miss Daisy (wins 1988 Pulitzer),
Lanford Wilson’s Burn This, Robert
Harling’s Steel Magnolias, McNally’s
Frankie and Johnny in the Clair de Lune.
Sondheim’s and James Lapine’s musical
Into the Woods opens at the Martin Beck.

The Phantom of the Opera, with music by
Andrew Lloyd Webber and starring
Michael Crawford, opens on Broadway
(26 Jan.) with biggest advance to date.
Still running in 1999.

Premiere of Philip Glass’s opera The
Making of the Representative for Planet 8.

The Crash of 1987, in which stock prices
plummet 508 points, occurs (19 Oct.).

Elementary and secondary school
teachers in U.S. earn annual salary of
$26,700.

Joseph Brodsky wins the Nobel Prize for
Literature.

Robert Bork is rejected as Supreme
Court Justice (23 Oct.).

40% of American households own a VCR.

U.S. produces 13 million cars and trucks
this year.

Bernardo Bertolucci’s The Last Emperor
wins nine Oscars.

Toni Morrison’s novel Beloved.

Klaus Barbie, Gestapo wartime chief in
Lyons, is sentenced to life imprisonment

(4 July).

UN implements resolution calling on Iran
and Iraq to agree on ceasefire (20 July).

Peace accord signed with India to stop
bloodshed in Sri Lanka, between Tamils
and Sinhalese (29 July).

Nazi Rudolph Hess commits suicide in
Spandau Prison, Berlin (17 Aug.).

South African musical Serafina/
premieres at Johannesburg’s Market
Theatre.

Peter Shaffer’s Lettice and Lovage a
major hit in London for Maggie Smith.
Intifada in Israel begins.

Worldwide stock exchange crash on 19
Oct.

USSR premier Gorbachev announces
Soviet troops will begin withdrawal from
Afghanistan (8 Feb.).

Three IRA soldiers shot dead by British
SAS forces in Gibraltar under
controversial “shoot to kill” policy

(6 March).

U.S. warship Vicennes shoots down
Iranian civilian airliner, killing all 290
aboard (3 July).
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1989

Plays include: A. R. Gurney’s The Cocktail
Hour and Love Letters, David Henry
Hwang’s M. Butterfly (commissioned
specifically for Broadway), Wendy
Wasserstein’s Heidi Chronicles (wins 1989
Pulitzer), David Mamet’s Speed-the-Plow,
Simon’s Rumors, August Wilson’s Joe
Turner’s Come and Gone (1984 premiere
at Yale Rep).

New York Landmarks Preservation
Commission designates most Broadway
theatres as historic sites.

Number and quality of productions on
Broadway reach all-time low during first
six months of year, followed by a spurt
of activity between September and end
of year.

Robots are used for fruit-picking in U.S.
experiments.

Sculptor Louise Nevelson dies at age
eighty-eight.

George Bush elected President.

25 million left homeless in Bangladesh
due to widespread flooding (31 July).
50,000 killed in earthquake in Armenia

(7 July).

Pan Am Boeing 747 crashes at Lockerbie,
Scotland, killing all 259 aboard (21 Dec.).
Investigations reveal crash was due to
terrorist bomb.

Salman Rushdie’s Satanic Verses sparks
religious controversy; Ayatollah
Khomeini calls for the author’s death on
14 February 1989.

[talian semiotician and fiction writer
Umberto Eco’s Foucault’s Pendulum.

U.S. sends troops to Honduras following
border incursion by Nicarauguan troops.
Agatha Christie’s The Mousetrap is
longest running play to date. First
performed in 1952, it tops 14,500
performances in 1988.

American-born playwright Timberlake
Wertenbaker’s Our Country’s Good
(based on Thomas Keneally’s The
Playmaker) opens at London’s Royal
Court.

Estonian and Lithuanian legislatures
pass laws making Estonian and
Lithuanian official languages of republics
(Jan.).
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In controversial move, National
Endowment for Arts refuses to fund
performance artists Holly Hughes,

John Fleck, Karen Finley, and Tim Miller.

Plays include: Aaron Sorkin’s A Few
Good Men, Fugard’s My Children, My
Africa, and McNally’s Lisbon Traviata.

Jerome Robbins’ Broadway wins Tony for
best musical, suggesting the low ebb of
the Broadway musical. Only original
musicals of note are Grand Hotel and
City of Angels, though revival of Gypsy
is successful (as are Anything Goes at
Lincoln Center and Sweeney Todd at
Circle in the Square).

Vanessa Redgrave appears in revival of
Orpheus Descending; Dustin Hoffman
essays Shylock (both directed by Peter
Hall).

An upturned tanker Exxon Valdez sends
11 million gallons of crude oil into
Alaska’s Prince William Sound

(24 March).

The Corcoran Art Gallery cancels
exhibition of Robert Mapplethorpe’s
homoerotic photographs (12 June);
Senator Jesse Helms introduces
legislation that would ban National
Endowment of the Arts from funding
“obscene works.”

Colin Powell is first African American to
be named Chairman of the Joint Chiefs
of Staff (9 Aug.).

Legal status of abortion challenged by
ProLife groups, following reinterpretation
of Roe v. Wade. The Supreme Court in
Webster v. Reproductive Health Services
upholds Missouri law banning abortion
by public employees unless life of mother
is in danger.

New studies comparing math abilities of
students in six countries show U.S.
students last and South Korean students
first.

U.S. space probe Magellan launched
from earth orbiting shuttle, Atlantis. It
will reach Venus fifteen months later. U.S.
launches space probe Galileo, which

will rendezvous with Jupiter in 1995.

Death of Hirohito, Emperor of Japan
since 1926 (7 Jan.).

The first democratic Soviet elections
(26 March).

3,000 students demanding greater
democratic freedom begin hunger strike
in Tiananmen Square in Beijing (13 May).
Government imposes martial law on May
20. The student rising is crushed on 4
June.

Mikhail Gorbachev elected President of
USSR (25 May).

Death of Ayatollah Khomeini (3 June).

P. W. Botha resigns as President of South
Africa (14 Aug.). FW. de Klerk assumes
acting presidency.
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Serial killer Theodore “Ted” Bundy
executed in Florida for 1978 murder of
twelve-year-old Kimberly Leach. He is
convicted of two others, and confesses
to sixteen more.

First flight of the stealth bomber.

Hurricane Hugo devastates east coast,
causing extensive property damage and
virtually leveling Charlestown, South
Carolina.

Thomas Pynchon'’s Vineland.

Amy Tan’s The Joy Luck Club.
Peter Halley’s painting Red Cell.

Bruce Beresford’s film Driving Miss Daisy

wins four Oscars and Academy Award for

Best Picture.

USX workers end longest strike in U.S.
history (1 Aug. 1988-2 Feb. 1989).
American steel companies report
earnings of some $2 billion, marking
strongest recovery from 1982-86 lows.
Junk Bond King Michael Milken is
indicted on securities laws violations.
He pleads guilty and agrees to pay
record $600 million in penalties.
Stock market plunges 190 points,

second largest drop in one day in history

of NYSE.

Activist Abbie Hoffman dies.

Willem De Kooning’s Interchange sells for
$20.7 million.

France celebrates bicentennial of
Revolution (13 July).

Deng Xiaoping resigns from China’s
leadership (9 Nov.).
The Berlin Wall comes down (10 Nov.).

U.S. begins military assault on Panama
to capture General Manuel Noriega
(20 Dec.).

Japanese-born writer Kazuo Ishiguro’s
The Remains of the Day.

Irish filmmaker Jim Sheridan’s
adaptation of Christy Brown’s life story,
My Left Foot.

The Dalai Lama of Tibet wins Nobel
Peace Prize.

Miss Saigon by Alain Boubil, Claude-
Michel Schonberg, and Richard Maltby,
Jr. opens with Jonathan Pryce at
London’s Drury Lane.
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1990

A Chorus Line closes in April to capacity
crowd of 1,500 at New York’s Shubert
Theatre; record of 6,137 performances.

Actor Rex Harrison dies at age eighty-two.
Film actress Irene Dunne dies at age
ninety-one.

Actress and singer Pearl Bailey dies at
age seventy-two.

Broadway Alliance created to stimulate
production and develop new audiences.
Plays of year include Craig Lucas’s
Prelude to a Kiss, about AIDS.

August Wilson receives second Pulitzer
for The Piano Lesson (premiered at Yale
Rep in 1988).

Chicago continues to be a major hub of
America’s theatrical activity.

During 1990s Germany and Japan join
U.S. as leading economic forces, while

many U.S. companies start or strengthen

operations abroad.

The Hubble Space Telescope deployed in

Earth orbit.
Composers Leonard Bernstein, Aaron
Copland, and Doc Pomus all pass away.

Cuba joins UN Security Council after
thirty-year break (1 Jan.).

Protesters riot in Soviet Republic of
Azerbaijan (3 Jan.).

General Manuel Noriega surrenders in
Panama (3 Jan.).

President F.W. De Klerk lifts thirty-year
ban on ANC and South African
Communist Party (2 Feb.).

Nelson Mandela released from Victor
Verster prison near Cape Town (11 Feb.).
First genuine multiparty elections since
1917 held in USSR (24 Feb.).

Augusto Pinochet, President of Chile,
hands power over to Patricio Aylwin,
ending dictatorship (11 March).

Violent protests across Britain and
Wales as councils set poll tax rates
(March).

Iraq invades Kuwait (2 Aug.).

The Republic of Armenia declares
independence from USSR (23 Aug.).
Cold War officially ends, with signing of
Treaty on Conventional Armed Forces in
Europe (19 Nov.).

Thatcher announces she will not fight
for Tory party leadership; John Major
becomes Prime Minister of Britain

(22 Nov.).
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John Guare’s Six Degrees of Separation
(opened 1990) wins New York Drama
Critics’ Circle Award for Best American
Play; English actress Eileen Atkins
receives special citation for her portrayal
of Virginia Woolf in A Room of One’s Own.
Lost in Yonkers by Neil Simon wins Tony
Award and Putlitzer, Simon’s first.

Other plays include McNally’s Teeth
Together, Lips Apart and Jon Robin
Baitz’s The Substance of Fire.

Robert Lewis, Pearl Bailey, Leland
Hayward, Tony Walton, Paddy Chayefsky,
Earl Blackwell, Tommy Tune, Chita
Rivera, John Kander, and Fred Ebb are
elected to Theater Hall of Fame by
American Theater Critics Association.
Edward Albee wins tenth annual William
Inge Award for lifetime achievement in
American theatre.

During the controversial Supreme Court
hearings of nominee Clarence Thomas
alleged sexual harassment involving aide
Anita Hill emerges (Oct.).

First digital high-definition television
developed.

AS. Byatt’s novel Possession wins
Booker Prize.

Landmark agreement between Soviet
President Gorbachev and West German
Chancellor Helmut Kohl, in which
Gorbachev drops opposition to
membership of united Germany in
NATO.

Soviet troops based in Czechoslovakia
since 1968 begin phased withdrawal to
be completed by 1 July 1991.

British plays: David Hare’s Racing
Demons, Ayckbourn’s Man of the
Moment. Irish play: Brian Friel’s Dancing
at Lughnasa.

War (Operation Desert Storm) breaks
out in Persian Gulf (16 Jan.).

President Bush announces allies have
won war to liberate Kuwait

(28 Feb.).

Warfare breaks out in Slovenia as
Yugoslav tanks arrive to curb rebellion
(27 June).

Tensions grow between Serbs and
Croats in Croatia (9 July).

Gorbachev resigns as head of
Communist Party (25 Aug.). Boris Yeltsin
takes over.

Communism ends in Eastern Europe
and, later, Soviet Union. Cold War ends.

Writer Graham Greene dies, aged
eighty-six.

Nobel Prize for Literature awarded to
South African writer Nadine Gordimer.
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Ulysses Dove, Eiko and Koma, Karen German-Swiss playwright Max
Finley, Margarita Guergue and Hahn Frisch dies.

Rowe, Robbie McCauley, Mark Morris,
and Wim Vandekeybus win the
choreographer/creator award for
seventh annual New York Dance and
Performance (Bessie) Awards.
Jonathan Pryce and Lea Salonga, stars of
Miss Saigon, win Tony Awards for best
acting in musical. Biggest box office
advance in theatrical history.
Broadway musical The Secret Garden
boasts of its predominately female
creative team.

Lillian Hellman dies, aged eighty-three.
Joseph Papp dies (b. 1921), leaving the
New York Shakespeare Festival in
disarray.

After much promise, the musical Nick
and Nora closes after nine performances.
The Will Rogers Follies opens at the
newly renovated Palace, with book by
Peter Stone, music by Cy Coleman, and
lyrics by Betty Comden and Adolph
Green; wins six Tony Awards.
Broadway Cares and Broadway Fights
AIDS introduce the red “AIDS ribbon” at

Tony Awards.

1992 David Mamet and Patricia Wolff found Riots in Los Angeles after four white President Bush and President Yeltsin
Boston’s Back Bay Theater Company, police officers acquitted on assault sign statement of general principles to
though other than premiering Oleanna it charges on black motorist, Rodney King  bring East-West rivalry and the Cold
fails to develop. (29 April). Fifty-eight people killed in War to an end (1 Feb.).

next six days of unrest.
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The Broadway commercial theatre
experiences a surfeit of film stars,
including Richard Dreyfuss, Gene
Hackman, Glenn Close, Alan Alda, Ben
Gazzara, Joan Collins, Judd Hirsch,
Jessica Lange, and Alec Baldwin. Their
presence creates the illusion of
prosperity.

Tony for Best Play goes to Irish
playwright Brian Friel’s Dancing at
Lughnasa.

Biggest musical hit on Broadway is a
revival of Guys and Dolls directed by
Jerry Zaks.

Clown Lou Jacobs dies at age eighty-nine.
Pioneer choreographer Hanya Holm dies.
Mamet’s Oleanna creates controversy
Off-Broadway and later around the
country.

Tony Randall establishes National Actors
Theatre (actually debuts with The
Crucible, December 1991) but fails to
produce any notable stagings (as will be
the case for most of the next several
seasons).

Director/playwright George C. Wolfe
makes Broadway debut with Jelly’s Last
Jam and wins Tony.

California struck by two severe The Pope admits the Catholic Church
earthquakes which injure 170 and was wrong in condemning Galileo
kill two (28 June). (31 Oct.).

Thirty-five people killed when Hurricane
Andrew sweeps across southern Florida
and Louisiana (25-26 Aug.). It is the most
expensive natural disaster in U.S. history,
with thousands left homeless and
damage in Florida alone in excess of

$20 million.

The Catholic Church issues new Czech and Slovak regional parliaments
catechism, voicing disdain for adopt joint resolutions authorizing the
drunkenness, embezzlement, and separation of Czechoslovakia into two
speeding (16 Nov.). separate independent republics

(17 Nowv.).
UN authorizes the blockade of
Yugoslavia (Nov.).

Ten women accuse Republican Senator

Robert Packwood of sexual harassment

(22 Nov.).

U.S. jobless rate is at a five-year high.

In TV address President George Bush
announces commitment of U.S. forces to
help UN relief effort in Somalia,
“Operation Restore Hope.” 28,000 U.S.
military personnel scheduled to be
dispatched. On 9 December U.S. troops
land in Somalia.
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DATES

THEATRICAL EVENTS IN AMERICA

SELECTED HISTORICAL/CULTURAL
EVENTS IN AMERICA

SELECTED HISTORICAL/CULTURAL EVENTS
THROUGHOUT THE WORLD

1993

Tony Kushner’s Angels in America (part
one, Millennium Approaches), opens 4
May and wins Tony.

The Kentucky Cycle (winner of 1992
Pulitzer) has brief run on Broadway.

A revival of The Who'’s 1969 rock opera
Tommy opens to gigantic ticket sales and
critical success.

Irish playwright Frank McGuinness’s
Someone Who’ll Watch Over Me is a hit
on Broadway.

Broadway officially celebrates its 100th
birthday.

As in recent years, New York’s
institutional theatres offer most of the
serious dramatic fare.

Broadway openings include
Wasserstein’s The Sisters Rosensweig,
Simon’s Laughter on the 23rd Floor, and
Kiss of the Spider Woman, book by
McNally, music and lyrics by Kander and
Ebb (Tony for Best Musical).

Bill Clinton becomes President.

A bomb set by Islamic fundamentalists
explodes beneath World Trade Center in
New York City, killing 6 people

(26 February).

Four federal agents killed in
confrontation with Branch Davidian cult
led by David Koresh (28 Feb.). Seventy-
two succumb during an inferno in
compound in April.

A mysterious illness Kkills ten in the
Southwest (29 May).

Jurassic Park opens, setting the record
for largest opening day box office
earnings, with $18.2 million in first day
gross ticket sales (11 June).

The Chicago Bulls led by Michael Jordan
win their third straight NBA title

(20 June).

Midwest suffers disaster when
Mississippi River floods. Fifty die, 70,000
left homeless and without drinking water,
and eight million acres inundated (July).

Canadian Prime Minister Brian Mulroney
steps down, resigning as leader of the
Progressive Conservative Party

(24 February).

Apartheid rule ends in South Africa.

Chris Hani, Secretary General of the
South African Communist Party and
leader of the African National Congress,
is assassinated (10 April).

President of Sri Lanka Ranasingha
Premadasa is assassinated (23 April).
The IRA explodes a bomb in London’s
financial district, razing buildings, killing
one, and injuring forty-five (24 April).
The military ousts President Serrano
Elias of Guatemala (25 May).

Germany restricts access to immigrants
seeking asylum (28 May).

Moderate Yugoslavian President Dobrica
Cosic is ousted (1 June).
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1994

Actress Helen Hayes dies in March at age
ninety-two.

AIDS is a major topic in both serious and
comic plays (such as Paul Rudnick’s
Jeffrey).

In an attempt to bolster business, Las
Vegas entertainment establishments
cater more to family patrons.

Adrian Mitchell’s adaptation of Gogol’s
The Government Inspector bombs on
Broadway (6 Jan.).

Edward Albee’s Three Tall Women opens
Off-Broadway, the first New York opening
for the playwright in eleven years

(13 Feb.). Wins Pulitzer.

David Richards replaces Frank Rich for a
short tenure as New York Times drama
critic (March).

U.S. military issues its “Don’t ask, don’t
tell” policy on homosexuals for their
admissibility in armed forces (19 July).

Deputy White House counsel Vincent
Foster is found shot to death in a park in
Washington, D.C., an apparent suicide
(20 July).

The Pope attends a Youth Festival in
Colorado (11 Sept.).

Vietnam-era radical Kathleen Ann Power
surrenders, having been on the run for
thirteen years from a robbery charge
(Sept.).

Basketball star Michael Jordan retires
(6 Oct.); returns in 1995.

Toni Morrison wins the Nobel Prize for
Literature.

Clinton approves of a naval blockade
around Haiti to prevent immigrants into
the country.

On 19 August President Clinton revises
U.S. immigration asylum policies, turning
away thousands of Cubans attempting to
flee the economic hardships of their
homeland.

Republican party wins majority of seats
in both the U.S. Senate and House of
Representatives.

The PLO and Israel exchange letters of
mutual recognition and sign an
agreement on Palestinian autonomy in
Israeli-occupied territory (Sept.).
Yeltsin routs foes in a bloody
confrontation, which leaves 187 dead
(Oct)).

Irish actor Cyril Cusack dies at age
eighty-two.

Civil war in Rwanda results in massacre.
30,000 are expected to die from cholera
alone. A UN relief mission is announced
by President Clinton to be readying
supplies and first aid for country.

Tom Stoppard’s Arcadia opens in
London and ranks among his better
efforts.

As produced by the Royal National
Theatre, Arthur Miller’s Broken Glass is
far more successful in London than on
Broadway. In general, Miller has fared
well in the UK during the 1980s and
1990s, while being virtually ignored in
the U.S.
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THEATRICAL EVENTS IN AMERICA

SELECTED HISTORICAL/CULTURAL
EVENTS IN AMERICA

SELECTED HISTORICAL/CULTURAL EVENTS
THROUGHOUT THE WORLD

1995

A revival of Clifford Odets’s The
Flowering Peach (1954) opens at Lyceum
Theatre in New York (20 March).

Kushner’s Perestroika, part two (joined
part one in fall 1993) of Angels in
America, wins Tony for Best Play.

New musical productions, many revivals,
including Lloyd Webber’s Sunset
Boulevard (cost $13 million), Sondheim’s
Fassion, stage version of film Beauty and
the Beast, Hal Prince’s production of
Show Boat, and revivals of Damn
Yankees, Grease, and Carousel.

Michael John LaChiusa emerges as new
musical talent with Hello Again (based
on Arthur Schnitzler’s La Ronde) at
Lincoln Center.

Composer Jule Styne dies at age
eighty-eight.

Neil Simon ignores Broadway and has
London Suite produced Off-Broadway.

Broadway’s output during the 1994-95
season is anemic. Some of the most
critically acclaimed productions are
imports or revivals: Stoppard’s Arcadia,
Cocteau’s Indiscretion (Les Parents
Terribles), Hamlet (with Ralph Fiennes),
Ruth and Augustus Goetz’s The Heiress,
Turgenev’s A Month in the Country.

Republican “Contract With America”
threatens to eliminate or drastically to
cut funding for NEA, NEH, and PBS.
Battles continues into 1997.

Movie attendance in the U.S. reaches

1,291,700, a record in thirty-five years of

tracking attendance.

Football-media star O.J. Simpson
accused of brutally murdering his wife
and Ron Goldman, his wife’s friend, but
is later acquitted.

Death of former Chief Justice of the
Supreme Court, Warren Burger, 25 June,
at age eighty-seven.

15 million people around the world
communicate on the Internet.

During the spring Europe, Russia, and
U.S. commemorate the 50th anniversary
of victory in Europe; 6 August, 50th
anniversary of A-bombing of Japan.
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1996

1997

McNally’s Love! Valour! Compassion!

transfers successfully from Off-Broadway

to Broadway.

Ringling Bros. and Barnum & Bailey
Circus celebrates 125th anniversary;
plans made to add new international
touring units by 1997.

Revival of How to Succeed in Business
Without Really Trying among few
musical hits of spring 1995.

Broadway ticket prices rise to top of $75.

Fall 1995, Carol Channing and Julie
Andrews return to the Broadway stage.
Rent, hit musical by Jonathan Larson,
receives Pulitzer and Tony.

Opening of New Victory Theatre, first
major step in reclaiming of Forty-second
Street.

Broadway productions number thirty-
nine for 1995-96 season (up from
preceding season’s twenty-eight), with
the highest grossing season ever

(c. $430 million).

Broadway gross receipts set new record;
attendance second highest in history.

168 lives lost in bombing of federal
building in Oklahoma City (April).

100th running of the Boston Marathon.

Abstract expressionist Willem De
Kooning dies in March at age ninety-two.

Cult blamed for 20 March nerve gas
attack on Tokyo’s subway which kills
twelve and sickened more than 5,500.
Jacques Chirac becomes President of
France, replacing Francois Mitterrand.

50th anniversary of United Nations
(June).

HIV infections increased by a record 4.7
million; epicenter for AIDS cases shifts
from Africa to Asia.

David Hare’s Skylight premieres at Royal
National Theatre; critical success in New
York in 1996 with Michael Gambon.
Assassination of Israel Prime Minister
Yitzhak Rabin (Nov.).

Benjamin “Bibi” Netanyahu defeats
Shimon Peres to become Prime Minister
of Israel.

Boris Yeltsin elected to second term as
President of Russia (July).

UK’s worst ever mass shooting, at a
primary school in Dunblane, Scotland
(March).

China’s Deng Xiaoping dies at age
ninety-two (Feb.).
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SELECTED HISTORICAL/CULTURAL

SELECTED HISTORICAL/CULTURAL EVENTS

DATES THEATRICAL EVENTS IN AMERICA EVENTS IN AMERICA THROUGHOUT THE WORLD

Four new musicals open in time for Tony Beat poet Allen Ginsberg dies in Aprilat Labour Party assumes control in Great

Award consideration; the big winner age seventy. Britain, as John Major is defeated in

among them is the $10 million Titanic, election, and Tony Blair becomes Prime

while even more successful is the revival Minister.

of Chicago.

Surprise play hit of the season is the

Off-Broadway production of Paula Vogel’s

How I Learned to Drive, while the revival

of A Doll’s House is big Tony winner.

Renovated Amsterdam Theatre reopens  Timothy McVeigh found guilty of Hong Kong returns to Chinese control at

on Forty-second Street. Oklahoma City bombing in June. midnight, 30 June.

Cats becomes Broadway’s longest William Burroughs, author of The Naked Britain’s Princess Diana killed in car

running musical. Lunch, dies at age eighty-three (August). accident (31 Aug.) while evading pursuit
of paparazzi. A week later (5 Sept.),
Mother Teresa (b. 1910), dies of heart
failure.

Film actors Robert Mitchum and Jimmy  Frank Sinatra dies in May (b. 1915).

Stewart die early summer.

Dramaturge’s attempt to be legally

designated as co-author of Rent fails in

court.

1998 Ragtime and The Lion King major musical

hits, the latter winning the Tony for Best
Musical. Its director, Julie Taymor, wins
Best Director for a Musical Award and
Irish director Garry Hynes wins Best
Director for a Play Award (the first
women in history to win these awards).
Paula Vogel’s How I Learned to Drive
wins Pulitzer.
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American Theatre in Context:
1945-Present

Arnold Aronson

Introduction

The history of the United States, more than that of most nations, has been
depicted as a grand and heroic narrative — a great epic of the triumph of the
human spirit over adversity, the victory of good over evil, and the success of
the individual in the face of enormous odds. From colonial times well into the
twentieth century, the theatre was not only a reflection of this mythology, it
was a crucial instrument for the molding of public perceptions. Prior to the
birth of the movies — which did not really become a mass medium until the
1910s - theatre, especially in its popular incarnations, such as circus, vaude-
ville, and minstrel shows, was the closest thing to a national forum that the
country had. Ideas were debated, public opinion was formulated, and national
consciousness was achieved on the stages of American playhouses. In this
context, the melodrama - the dominant form of the nineteenth century — was
something close to American classicism. It created such quintessential figures
as Mose the Bowery B’hoy, Nimrod Wildfire, Jonathan, and their kin - all
symbols of the young, energetic, and fundamentally good American society,
and all players in the grand story. As long as the American narrative was
unfolding, the popular drama was a critical tool for the dissemination of ideas
and the creation of a national sense of unity and purpose. But World War |
began to reshape American consciousness as the country was no longer one
player among many on the world stage but a protagonist; World War II contin-
ued the transformation of global politics and economics while permanently
altering America’s international position and fundamentally transforming
American life and sensibility. The “story of America” was seen as entering a
new phase, possibly a final chapter in which Manifest Destiny was to be
achieved. In such a situation theatre, indeed all the arts, would play a new role.

The aftermath of World War II complicated the narrative. The designation
of that conflagration as the “last good war” was a reflection of the war as melo-
drama. The U.S. and the Allies were the “good guys” beset by the evil Axis

87
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powers. Hitler and Hirohito were, on some levels, Simon Legree-type charac-
ters — villains to be vanquished — and their defeat was the inevitable end of a
real cliffhanger. (Stalin, it should be remembered, was transformed into
“Uncle Joe” for the war years to make him into the friend of the “good guy.”)
In the immediate afterglow of victory, many Americans saw the war in those
simple terms (and many continue to do so). Yet upon closer examination, not
all aspects of the conduct of the war fit the dramatic archetype. The use of
atomic weapons on Japan and the failure to take action against the concentra-
tion camps, for instance, called into question the moral purity and motives of
the United States — the putative protagonist in this melodrama. In the twenty-
five years or so following the war the emergence of the Cold War, the rising
tensions of race relations, the growing awareness of poverty, the wars in
Korea and Vietnam, and even a discomfort with the materialism of the
“affluent society” all contributed to a re-evaluation of American society and
erosion of the archetype. In the postwar era, the melodrama lost its validity
as a paradigm for society. Melodramatic heroes were replaced by so-called
anti-heroes, action was replaced by introspection, clear-cut morality was
replaced by ambiguity, and the traditional dramatic model was replaced by
free-form structures or structures devoid of meaningful content. With theatre
no longer providing the superstructure for the understanding of the society
at large, it lost its role as a primary outlet for cultural expression and explo-
ration.

It is difficult at the end of the twentieth century to imagine how central the
theatre once was to the social and cultural life of the United States. The years
between the two world wars are now seen as a golden age in American theatre
and drama. In the first half of the century, the musical achieved its mature
form, a large number of significant playwrights emerged for the first time in
American history, comedy became both exuberant and sophisticated, a com-
paratively strong African American theatre began to develop, popular enter-
tainments thrived, and an American avant-garde began to emerge. This was
also the period in which the Art Theatre or Little Theatre movement swept
over the country, introducing American audiences to the dramas, ideas, and
techniques of the European avant-garde in the teens and twenties and to the
politically engaged agit props and social dramas of the thirties.

Despite the diversity and variety of this theatre it was contained under one
roof, as it were; all the component pieces were perceived and experienced as
different aspects of a single entity known simply as theatre or entertainment.
Because of this unity a sense of nationhood was visible and an identifiably
American voice began to emerge from this lively conglomeration of theatrical
expression. Out of the theatrical cauldron came a distinctly American style in
acting, language, and design. The Group Theatre in the 1930s began to explore
the psychological realism of Stanislavsky and other offshoots of the Moscow
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Art Theatre, while, at the same time, the ongoing love affair with British
theatre and actors actually paved the way for the ideas of French innovators
in a line of influence from Jacques Copeau through Michel Saint-Denis by way
of London’s Old Vic. Poetic diction could be found in the plays of Eugene
O’Neill, EImer Rice, Clifford Odets, and most especially William Saroyan, while
Maxwell Anderson plunged into neo-Elizabethan verse drama. The New
Stagecraft of Robert Edmond Jones, Norman Bel Geddes, and Lee Simonson
supplanted the naturalism of David Belasco with symbolism and simplifica-
tion, creating a scenographic equivalent to the abstraction of contemporary
art. The dominant American style on the eve of World War Il was character-
ized by psychological realism in acting, poetic diction in playwriting (applied
to dark, gritty explorations of society that derived from the melodrama and
the well-made play), and a semi-abstract, emblematic stage design. All in all,
it was a seemingly incongruous pastiche of nineteenth-century American tra-
ditions dominated by melodrama, and early twentieth-century European
avant-gardism that somehow coalesced into a fertile theatre.

The end of World War Il brought unprecedented wealth and power to the
United States and historical precedents suggest that such hegemony might
have presaged a vigorous and energetic theatre as in Elizabethan England, the
France of Louis XIV, or fifth-century Athens. But this was not to be. A certain
confidence, sense of well-being, and exuberance, of course, did manifest itself
in American culture, but more often in consumer goods than in art. Cars, for
example, began to sprout tailfins — futuristic icons of useless excess — with the
1948 Cadillac; homes began to fill with gleaming white appliances; sleek
“entertainment centers” disguised as furniture became the centerpieces of
living rooms, and movies increasingly abandoned the “noir” tones of black
and white for the saturated colors of Technicolor. Economist John Kenneth
Galbraith popularized the term “affluent society” in a 1958 book to describe
the sated, consumerist culture. Because the term implied a general material
prosperity, it suggested a more democratic form of wealth than that of earlier
generations. This was a whole society that shared in the riches, not a small
sect of robber barons. The truth was, of course, that while the general stan-
dards of living were raised significantly for most people, and the middle class
had a heretofore unheard-of purchasing power, there were still significant dis-
parities within the society and disturbingly large segments of poverty.
Galbraith also made the point that private affluence was being acquired at the
expense of public service and civic needs. Nonetheless, this affluence, too,
seemed the logical denouement for the American melodrama. A muscular and
ebullient sense of triumph and joy was tangible in some movies - Singin’ in the
Rain is an excellent example — though a darker, more troubled genre also
began to emerge, particularly in the filmed versions of several of the plays of
Tennessee Williams and William Inge. To be sure, the American theatre in the
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second half of the twentieth century witnessed its share of significant dramas
and playwrights — many of which now constitute the American canon - the
birth (and ultimate mainstreaming) of an American avant-garde, a period of
spirited and innovative musical theatre, the transformation of design into an
art, and the spread of resident professional theatres across the country. But
the combined forces of economics, politics, technology, and demographic
upheavals conspired to remove the theatre from its position of centrality in
American culture and transform it into peripheral entertainment divorced
from the community at large. As American society became increasingly frag-
mented in the postwar years it was mirrored in a fragmented theatre by an
increasingly introspective and highly ambiguous drama. Film, television,
popular music, and new technologies combined to eviscerate the traditional
theatregoing audience. Insofar as the theatre retained any relevance to a
national discourse it was as a tool for localized political and social debate.
Insofar as it retained a role in popular culture it was primarily as leisure-time
spectacle typified by the extravaganzas of Las Vegas, the circus, and theme
parks.

The Emerging Postwar Consciousness

Less than a year before the United States joined the combatants of World War
I, Henry Luce, head of the Time-Life Corporation, famously declared this the
“American Century” in a Life magazine essay. Primarily an appeal to join the
Allies in the escalating war in Europe, Luce’s essay argued that the unique posi-
tion, history, and wealth of the United States created a moral obligation for it
to be the guarantor of freedom around the globe and to establish international
free trade, feed the world’s population, and send forth its distinctly twentieth-
century technology and culture. “We know how lucky we are compared to all
the rest of mankind,” he wrote. “At least two-thirds of us are just plain rich com-
pared to all the rest of the human family - rich in food, rich in clothes, rich in
entertainment and amusement, rich in leisure, rich” (quoted in Luce, Ideas,
107). At the end of the war, as if following Luce’s exhortations, the United
States was indeed the wealthiest, most powerful, most technologically
advanced nation on earth. It imprinted itself indelibly upon the twentieth
century, essentially shaping the world for years to come. Paradoxically for a
nation historically in the cultural shadow of Europe, the most long-lasting and
pervasive export has been American culture spread primarily through the
machinery of movies, television, and popular music. But this new-found power
was accompanied from the start by underlying American discomfort with
such dominance and a constant questioning of our moral obligations in the
world. This uneasiness has informed postwar art in both form and content.
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The American century also meant that the visual and performing arts were
transforming from absorbing international influences to a position of generat-
ing influence. A growing class of wealthy art patrons and the presence of a
sizable body of European émigré artists between the wars fostered a creative
ferment, invigorated the American art scene, and inspired a generation of
young American artists. When World War Il effectively ended European dom-
inance of the art world, American culture was able to rush in and fill the
vacuum. New York City in particular emerged not only as the cultural capital
of the United States but of the world; all strands of the grand narrative seemed
headed for triumphant conclusion. Sounding a bit like Luce, writer Clifton
Fadiman could state in a 1940 radio discussion, “We have reached a critical
point in the life of our nation. We are through as a pioneer nation; we are now
ready to develop as a civilization” (quoted in Guilbaut, How New York Stole the
Idea of Modern Art, 57). But it was critic Clement Greenberg, the primary artic-
ulator of the new formalist American aesthetic, who astutely perceived the
inextricable connections between the development of a new art and interna-
tional supremacy. “The main premises of Western art,” he wrote, “have at last
migrated to the United States along with the center of gravity of production
and political power” (quoted in Guilbaut, How New York Stole the Idea of
Modern Art, 172).

Freed of its subservience to European art and ideas and supported by a
growing network of galleries, a unique American voice emerged, embodied in
artists such as Jackson Pollock, Franz Kline, Robert Motherwell, Mark Rothko,
and Barnett Newman. Similarly, what was for all intents and purposes the first
generation of American composers and conductors appeared, including
Leonard Bernstein, Milton Babbitt, and Lukas Foss. And the center of the
dance world followed the other arts to New York — modern dance had
European origins but found its mature expression in American choreogra-
phers and companies while postmodern dance was an almost purely
American phenomenon. Theatre, too, began to explore new avenues of
expression and by the sixties and seventies the American avant-garde was in
the forefront of international theatre. Yet, unlike the situation in art or dance,
this avant-garde movement did not supplant the established or traditional
theatre that preceded it.

There are many possible explanations for the failure of theatre to evolve as
the other arts did, the most immediate and compelling being the profound
demographic changes that radically altered the constituency and attendance
habits of theatre audiences. Another factor is the nature of the arts them-
selves. The primarily non-objective, emblematic, and symbolic vocabularies
of music, visual art, and even dance allowed those forms to change more
rapidly than theatre in response to shifting aesthetics and sensibilities,
whereas the nature of Western theatre, with its narrative explorations of



92 American Theatre in Context

human interactions and emotions, has historically kept it in an essentially
realistic framework. But in the aftermath of the atrocities of World War 1II, and
faced with the overwhelming fear of nuclear Armageddon that pervaded con-
sciousness during the Cold War, a realistic drama seemed feeble and impo-
tent. “Naturalism is no longer adequate, either aesthetically or morally, to
cope with the modern horror,” declared critic Dwight MacDonald (quoted by
Guilbaut, “The New Adventures of the Avant-garde in America,” in Frascina,
Pollock and After, 160). Certainly a theatre in which characters could do little
more than talk about “the bomb” seemed painfully useless. At the same time
Clement Greenberg warned painters against a polemic art. “In the face of
current events,” he cautioned, in order for modern art to be successful it must
emulate “the greatest painter of our time, Matisse” who “wanted his art to be
an armchair for the tired businessman” (quoted in Guilbaut, “The New
Adventures,” 159).

The elements that comprised the underlying vocabulary of naturalism
remained visible in the new forms of art and theatre; however they now func-
tioned not as building blocks of a narrative but as independent aesthetic
objects. “The vernacular repertoire,” explained art historian William C. Seitz
in a 1961 essay,

includes beat Zen and hot rods, mescalin experiences and faded flowers,
photo-graphic bumps and grinds, the poubelle (i.e., trash can), juke boxes,
and hydrogen explosions. Such objects are often approached in a mystical,
aesthetic, or “arty” way, but just as often they are fearfully dark, evoking
horror or nausea: the anguish of the scrap heap; the images of charred
bodies that keep Hiroshima and Nagasaki before our eyes; the confrontation
of democratic platitudes with the Negro’s disenfranchisement . . . (The Art
of Assemblage, 88-89)

His catalogue of elements, of course, is a prosaic echo of Allen Ginsberg’s
classic Beat poem Howl, which chronicled the “best minds of my generation
destroyed by madness, starving hysterical naked, / dragging themselves
through the negro streets at dawn looking for an angry fix, /. . . . listening to
the crack of doom on the hydrogen jukebox” (Howl, 9-10). The theatre and art
that emerged in the forties and fifties drew inspiration from the raw energy,
form, and content of American pop culture and iconography, the wonder and
fear of new technologies and media, and from the conflicting chaos of urban
society.

If the artists of the postwar era expressed a degree of fear of nuclear anni-
hilation and distrust of the establishment it was at least in part because the
American government tended to situate everything in the context of national
security — preparation for war against the Soviets. The interstate highway
system, for instance, was initially the National Defense Highway system,
designed to move military equipment and personnel efficiently around the
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country; the National Science Foundation was a response to the perceived
advantage the Soviets had in military technology; support for schools came
under the heading of the National Defense Education Act. It was, of course,
harder to justify support for the arts as a factor in national security, but the
emergence of a plethora of federal agencies which had a direct impact on daily
life created an atmosphere in which support for the arts seemed plausible,
and at the height of the Cold War, culture was a significant tool in international
diplomacy. And it was, strangely enough, the identification of American
Abstract Expressionism with democratic ideals that allowed modern art to
move out of avant-garde fringes and into the mainstream, thereby making the
funding of such art somehow patriotic.

The modern art movement in America captured the mantle of democratic
righteousness after the war through a sort of “buy American” campaign, sug-
gesting that supporting modern artists was virtually a patriotic duty.
American artists were elevated to a level and prestige previously conferred
only on European painters and sculptors. Not only serious critics, but the
popular press such as Life magazine, began to pay attention to the new wave
of artists and saw in them the new American spirit; they saw an art appropri-
ate for the new postwar order. The process of acceptance was aided by the
essentially apolitical nature of the new art, particularly Abstract
Expressionism. This was in marked contrast to much art and especially
theatre of the interwar years, which had been predominantly left-wing in its
sympathies. At a symposium at the Museum of Modern Art in 1948 art critic
Paul Burlin announced, “Modern painting is the bulwark of the individual
creative expression, aloof from the political left and its blood brother, the
right. Their common dictators, if effective, would destroy the artist” (quoted
in Guilbaut, How New York Stole the Idea of Modern Art, 181). The practition-
ers of this new art became new American folk heroes in the tradition of the
pioneers and so-called “modern art” became a de facto official art in the United
States.

The theatre in 1945, weighted down with tradition, a formidable infrastruc-
ture, and an audience with no overt desire to overthrow the status quo, was
ponderous and slow to change. But the changing aspects of American culture
and society would serve to undermine theatre’s function and audience.
Mainstream theatre had served two primary roles in the prewar years: it was
“entertainment for the tired business man” or it was a source of ideas and a
forum for discussion. By the fifties, however, much of the entertainment func-
tion had been ceded to television, and the political atmosphere stifled the
more open and visible forms of public debate.

America’s entrance into the war had an immediate effect upon the content
and style of drama. The whole genre of political drama as well as the social
investigation that typified so much drama in the years following World War I
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seemed to evaporate overnight. Politics were now determined by military alli-
ances, moral ambiguity gave way to fervent patriotism, and entertainment
functioned in service to the war effort. It was important to see the nation as a
unified whole; to focus on individual groups within society, to emphasize dif-
ference, or to question the fabric of American life was seen as counterproduc-
tive, even anti-patriotic. Thus, the rising tide of black theatre artists and
companies dissipated, and the socially and politically oriented groups - from
the Federal Theatre Project and Group Theatre, through the small workers’
theatres, already on shaky economic and artistic legs — simply disappeared.
But without the social, political, and intellectual ferment, the drama suffered.
The American theatre during the war years produced an unusually mediocre
crop of plays and musicals, perhaps the most uninteresting four or five
Broadway seasons of the century. There were, to be sure, a few notable excep-
tions, and in these exceptions could be seen the seeds of what was to come.

The rising fascination with Freudianism, psychotherapy, and the mysteri-
ous workings of the mind was evident in Richard Rodgers’s and Lorenz Hart’s
Pal Joey (1940). Just as the European Naturalistic movement of the 1870s was
grounded in the belief that objective examination of the underside of society
could lead to the healing of social ills, the contemporary popular understand-
ing of Freudianism assumed that exploring the darker recesses of the psyche
was the best way to understand human behavior. This musical put morally
complex, even repugnant characters at the center of the story and created a
dark and cynical atmosphere that repelled many critics and baffled some of
the audience, though it demonstrated that the musical could be a vehicle for
dark and disturbing themes. Freudianism on a somewhat lighter note was the
basis of Lady in the Dark (1941) by Kurt Weill and Moss Hart. Weill also
brought American jazz, via the filter of a European sensibility, to the American
stage. Musical innovation of another kind arrived two years later, when the
new team of Richard Rodgers and Oscar Hammerstein Il created Oklahoma!
While thematically this musical reverted to the sentimentality and lyricism of
earlier American drama and musical comedy (it was based on Lynn Riggs’s
play of 1931, Green Grow the Lilacs) and possessed a certain earnestness of
spirit associated with Americana plays of the twenties, structurally it would
alter musical theatre for almost two decades (see discussion of Oklahoma! in
Volume 2). Taking the integration of music, lyrics, and plot that had been bub-
bling beneath the surface at least since the Jerome Kern-Guy Bolton Show
Boat (1927), Oklahoma! created a contemporary, American folk-pop-operetta
style. And while George Balanchine had choreographed ballet sequences in
the 1936 On Your Toes, Agnes de Mille’s choreography for Oklahoma! used
ballet as a motif for advancing the plot and created a genre of theatrical dance.

The one significant play of the war years was Thornton Wilder’s The Skin
of Our Teeth (1942). Its self-referential dialogue, breaking of the fourth wall,
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comic yet sometimes obscure symbolism, epic structure, and proto-Absurdist
content served as a harbinger of a range of experimental theatre to come that
vigorously and almost gleefully rejected the predominant American penchant
for naturalism and sentimentality.

Of less quantifiable impact was the presence of refugee artists escaping the
Nazis. Two who had significant influence on the development of the theatre
were Bertolt Brecht and Erwin Piscator. While Brecht’s residence in the US
from 1941 to 1947 had few tangible manifestations — he worked on one film and
several of his plays were translated and performed, but for very short runs
that made almost no critical impression - it would have long-range effects by
laying the groundwork for a new politically engaged theatre and the use of
alienation or estrangement as a dramatic tool. Most of the translations of
Brecht’s work were done by scholar and playwright Eric Bentley, who almost
single-handedly introduced Brecht’s plays and theories to the U.S. after the
war. Piscator, meanwhile, ran the Dramatic Workshop at the New School for
Social Research in New York from 1939 to 1951, where he staged some 100
experimental works. These productions introduced a generation to the prin-
ciples of epic theatre, and in his classes he influenced many of the practition-
ers of the postwar generation, including Judith Malina, a co-founder of the
Living Theatre.

It was the arrival of Tennessee Williams on the theatrical scene, however,
that signaled a genuine shift in American drama with The Glass Menagerie,
which premiered a few months before the war’s end in the spring of 1945.
Williams stood at the nexus of melodrama and psychotherapy. His plays took
the by-now classic American themes of home and family and, using an essen-
tially melodramatic vocabulary of a lost past, unrequited love, and yearnings
for a better future, explored the inner workings of societally marginal charac-
ters. Although Amanda and Laura are the focus of the play, it is in the charac-
ters of Jim, the gentleman caller who failed to fulfill his potential yet who sells
himself as the epitome of the American striver (he is planning to take advan-
tage of the newest technology, television), and especially Tom, the son strain-
ing against the stifling atmosphere of the home but with no plans other than
unarticulated yearnings for excitement, that Williams has created the postwar
American characters. Tom is the prototype of the anti-hero, the rebel without
a cause. (Though recent criticism sees Tom as autobiographical and therefore
gay, so his rebellion actually does have a cause - just one that could not be
articulated in 1945.)

In terms of dramatic technique, Williams’s significant contribution was to
find a theatrical framework by which the audience was allowed into the inner
workings of the minds and souls of the characters without reverting to the
often contrived and self-conscious theatrical devices earlier employed by
Eugene O’Neill. Though not a political or morality play, The Glass Menagerie
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worked as metaphor for the country on the verge of something new, yet filled
with doubts and insecurities and unwilling to let go of a romanticized past.
Stylistically, it drew upon the poetic atmosphere of the Symbolists, the asso-
ciative world of the Surrealists, and the use of projections first exploited by
Piscator, to create what Williams called a memory play. Following in the foot-
steps of William Saroyan, Williams created the genre of poetic realism or
American symbolism, which is the closest thing the US had to a national style
for the next fifteen years.

A contributing factor to the success of the play, and a significant element
in establishing poetic realism as the dominant style, was the design by Jo
Mielziner. Never before in American theatre had design and text been so fully
integrated and so interdependent. Using scrims and painterly decor, Mielziner
created an ethereal look, while facilitating the cinematic flow from scene to
scene called for by Williams, and providing the ideal means for the depiction
of memory. In fact, much of the postwar theatre was dependent for its success
on a strong visual realization and an emotionally energetic acting style. The
creative team of Mielziner and director Elia Kazan, formerly of the Group
Theatre, together with Williams and later Arthur Miller, most notably in his
play Death of a Salesman, would create a series of productions that typified
the postwar style and that some would see as the pinnacle of American
theatre. To a large degree, this was the result of the development of the art of
lighting design. The effectiveness of the scrim, the creation of memory and
dream, and the cinematic flow were dependent on the precise and fluid use of
light. Jean Rosenthal, who worked with Orson Welles, and Abe Feder, both
beginning in the thirties, virtually created the profession of lighting designer
and went on to significant theatrical careers, while Mielziner, working with Ed
Kook and building upon the aesthetics of Rosenthal, transformed lighting into
an art.

As crucial to the success of the plays of Miller and Williams as the visual
environment were the acting and directing. Once again, the American fascina-
tion with psychology informed the development of acting style and led to a
major shift in the forties from a technical virtuosity to a more energetic emo-
tionalism. Here, the influence of the Group Theatre of the thirties cannot be
overstated. Lee Strasberg and Stella Adler had championed the ideas of
Stanislavsky, though each drew upon a slightly different understanding of the
Russian director’s work. At root, they were interested in an emotionally truth-
ful form of acting that emanated more from an internal and psychological
understanding of character than from external techniques. As Group Theatre
alumnus Elia Kazan emerged as the leading director of the late forties this
Americanized naturalistic style was melded with the poetic realism of the new
playwrights. Characterized by brooding portrayals, relaxed body language,
and a verbal style that, in contrast to the contemporary stage diction, seemed
to consist of mumbling and stuttering, the Kazan productions seethed with
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emotional turbulence and sexual tension that were revolutionary for the time.
Marlon Brando, who played Stanley Kowalski in Williams’s A Streetcar Named
Desire (1949), was the quintessence of this new style that was a direct chal-
lenge to the artificiality of stage decorum. He embodied the anti-hero — the
protagonist of the emotionally ambiguous postwar era. Kazan, with other
Group alumni Robert Lewis and Cheryl Crawford, created the Actors Studio
in 1947 as a workshop for Stanislavsky-inspired acting training. Lee Strasberg
joined in 1949 and soon became the sole director of the Studio. Under his auto-
cratic leadership until his death in 1982, Strasberg trained several generations
of actors in what became known simply as “The Method.” Ironically, the
Strasberg approach became increasingly ineffective on the stage as
Absurdism, the neo-Expressionistic ensemble theatre movement, and various
avant-gardes transformed the American theatre from the late fifties onward,
but the Studio became the training ground for virtually the entire postwar
cadre of film actors. This group includes, aside from Brando, James Dean,
Marilyn Monroe, Montgomery Clift, Paul Newman, Joanne Woodward, Anne
Bancroft, Shelley Winters, Geraldine Page, Dustin Hoffman, Robert De Niro,
and Al Pacino. In opposition to the rugged good looks or perfect beauty of
prewar movie stars and their unambiguous identification as either “good
guys” or villains, the postwar generation was idiosyncratic and flawed in their
physicality, and possessed of a moral ambiguity. The Method, which thrived
on personal quirks and emphasized the emotionality beneath the surface, was
ideal for a post-Holocaust, atomic society that was no longer certain of truth,
morality, or even beauty. (See Chapter 6 for additional commentary on “The
Method.”)

One might have expected the war itself to preoccupy playwrights in the late
1940s, but while it provided raw material for dozens of movies over several
decades and much fiction, including Norman Mailer’s debut novel The Naked
and the Dead, it was surprisingly absent from the postwar theatre. The war as
melodrama was fit for the entertainment needs of Hollywood, but playwrights
seemed more interested in the postwar American society and its discontents.
Arthur Miller’s first hit play All My Sons (1947) used the war as a background
for his moral exploration of individual responsibility, but it was set — as so
many American plays were — in a home in a small midwestern community. The
play was not about the war per se, but about the individual’s responsibility to
the larger society. The protagonist, Joe Keller, manufactured airplane parts
during the war. Putting profit ahead of morality, he sold defective parts to the
army, leading to the deaths of several fliers and ultimately the suicide of his
son. With this play Miller established himself as the keeper of America’s con-
science, but it was not an investigation of war.

One of the only other theatre pieces to represent the war was Rodgers’s
and Hammerstein’s South Pacific, which opened in the spring of 1949. The plot
ostensibly dealt with fairly serious material. Set on an island in the South
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Pacific during World War 1I, it involved a mission by the American servicemen
to establish a secret base on a nearby enemy-held island. It also dealt with
issues of interracial romance and marriage. Although the latter issue had been
addressed in varying degrees in the twenties and thirties, it was starkly absent
from the mainstream drama of the immediate postwar years and was some-
thing that only black playwrights seemed to confront until well into the
sixties. Yet the issue was ultimately side-stepped in South Pacific. By placing
it in an exotic location, the issue became not white and black, but white and
Polynesian. The potential moral dilemma raised by the romance between the
American serviceman Cable and the native woman Liat was avoided by having
Cable killed during the mission, a ploy that provided a melodramatically
moving emotional peak, but seemed narratively too contrived or convenient.

Despite the potentially profound themes of South Pacific, it is best remem-
bered as a comic romance that produced such memorable songs as “Some
Enchanted Evening,” “I'm Gonna Wash That Man Right Outa My Hair,” and
“There Is Nothing Like a Dame.” The popularity of the songs is, of course, a
tribute to Rodgers’s and Hammerstein’s appealing score and lyrics, but it was
also a factor of a happy coincidence - the development of the long-playing
record. Although cast recordings, especially in England, date back to the
beginning of the century, it was the ability to record a Broadway show’s score
on a single, lightweight record that created a recording goldmine. For some
fifteen years, from South Pacific until 1964’s Hello, Dolly!, Broadway cast
recordings regularly topped the Billboard popular music charts. Since musi-
cals were more widely known through cast recordings than the actual produc-
tion, for many people the musical was tantamount to its score or, more
precisely, its cast album; the book became secondary at best and a show’s
themes and ideas could become divorced from its music if the songs did not
directly address them. So while most serious postwar drama virtually ignored
World War II, the most devastating conflagration in human history, and virtu-
ally no drama dealt with the deep-seated American dilemma of racial conflict,
South Pacific, a musical, at least, confronted them. Yet for those who knew only
the cast album, the issues were hidden at best. The operetta form of the
American musical comedy, in which romance, song and dance, and lavish sce-
nography were the paramount issues, undermined the ability of musicals to
be a locus for serious social debate. (See Maslon, Chapter 2, “Broadway,” on
cast recordings.)

Economics and Demographics

At the start of the nineteenth century New York City emerged as the commer-
cial and theatrical capital of the nation and, by the late nineteenth century,
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American theatre was essentially divided into New York and “the Road” -
touring theatre that originated in or emanated from New York. The New York
theatre had, from its earliest days, been physically centered around
Broadway, but like a demographic barometer it followed the movement of
New York’s population center up Broadway as the wealthy citizenry moved
uptown. A theatrical building boom during the first three decades of the twen-
tieth century anchored the theatre district firmly around the Times Square
area and “Broadway” became a catchall term for mainstream theatre.

The economic structure of Broadway prior to World War [ was based on rel-
atively inexpensive labor, materials, and real estate, and sizable income from
“the Road.” Low ticket prices meant that audiences from nearly all strata of
society could afford to go to the theatre, creating a situation akin in some
respects to that of Elizabethan London. There were seven or more widely read
newspaper critics of more or less equal weight, thereby guaranteeing that no
single critic or paper could determine the fate of a production. Accessible and
affordable theatre meant that audiences would not wait for “blockbusters”
but might venture to see a show simply because it had a popular actor,
enchanting scenery, or an element of novelty. With live performance as the
primary form of entertainment, theatregoing was a regular practice for much
of the population. The Broadway of the interwar years was in some ways a
monolithic theatre engine that spewed forth a multifaceted product consist-
ing of a vast array of dramas, comedies, musicals, revues, variety shows, revi-
vals, and even ice shows and operettas. (The New York Times, in its annual
end-of-season wrap up, classified shows according to these categories, but
tellingly included them under the single heading of the “New York theatre
season”; it was all theatrical entertainment.) The idea of niche-productions,
cult, or elitist theatre that would come to comprise a significant proportion of
the productions by the nineties, was a barely visible component, apparent
only in the labor theatres and ethnic and racial theatre companies of the thir-
ties; and even these latter theatres were seen as a crucial part of the larger
entertainment structure. Given the wide variety of theatre that was produced
and the ability to take risks, Broadway contained, in a sense, its own research
and development arm that could continuously revitalize the theatre.

The combined effects of the Depression and World War II, however, altered
the economic and aesthetic structure, leading to the artistic fragmentation
and geographic decentralization of the American theatre. Although theatre
had withstood the early onslaught of film, the addition of television to the mix
beginning about 1948, in combination with a significant shift in audience dem-
ographics, signaled an end to theatre as the epicenter of cultural and intellec-
tual life.

There had been a steady decline in the number of productions since the
mid-1920s. The season of 1925-26 was the peak for theatre weeks — a figure
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representing the number of shows playing each week times weeks in the
season — with 2,852.! By contrast, the 1945-46 season recorded 1,420 theatre
weeks while by 1960-61 it had diminished to 1,210. Measured another way,
1927-28 was the peak season for new productions with 264 openings, whereas
the 1945-46 season witnessed only 76 and the 1960-61 season a then record
low of 48. By 1989-90 the season total for new productions was a mere 40, but
of that number only 10 were new American plays, 3 of which had been origi-
nated either Off-Broadway or in a regional theatre, and only 8 were new musi-
cals; the remainder consisted of one-person shows, revivals, and Radio City
Music Hall revues. The decline after the twenties was exacerbated, of course,
by talkies and the Great Depression and, to some extent, radio, but live enter-
tainment remained a staple of American culture. Furthermore, movies were
perceived almost exclusively as entertainment, whereas theatre — at least a
portion of it — remained the focal point of American intellectual life and, as
such, was seen to fill a role that movies could not. In the thirties, especially, it
seemed as if many of the great social, political, and moral debates of the time
were rehearsed upon the stage and continued in late-night discussions in res-
taurants and bistros afterward.

Radio, whatever its immediate effects on attendance, had a more long-term
impact on perceptions of entertainment. Radio was able to bring vaudeville
performers, film stars, music, soap operas, and news directly into homes.
Though it was a mass medium, it seemed to function on an intimate level: lis-
teners felt as if broadcasts were directed only to them and developed per-
sonal relationships with, say, Rudy Vallee as he sang or Walter Winchell as he
reported his gossip. Audiences began to have different expectations of its per-
formers and to develop a different relationship with celebrities.

But if the changing mood of the country was a factor in the shifting fortunes
of the theatre after World War II, the more critical shift in American theatre
resulted from a seismic demographic transformation that began after the war
and continued for the next quarter-century. Beneath the seeming calm of the
1950s lay radical changes in the American population that would have pro-
found effects on all aspects of society. Between 1945 and 1960 the general pop-
ulation increased by 40.1 million to 180 million or by nearly 29 percent. The
overwhelming majority of this increase was in the suburbs, where 11 million
new houses were built between 1948-58 (out of 13 million overall). The large
middle class that had lived in New York and other urban centers, the societal
segment that had anchored the residential neighborhoods and fueled urban
mercantilism, began moving out to the suburbs as the postwar economic
boom bestowed its benefits upon them. During the sixties, some 900,000
whites moved out of New York. By 1960, one of three Americans lived in a
suburb. Historian Todd Gitlin expressed this transformation eloquently:
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The Puritan utopia of a “city on a hill” found its strange completion in the
flatlands of the American suburb. For growing numbers, daily life was deliv-
ered from the cramp of the city, lifted out to the half-wide, half-open spaces,
where the long-sought and long-feared American wilderness could be
trimmed back and made habitable. The prairie became the lawn; the ranch,
the ranch house; the saloon, the Formica bar. (The Sixties, 14)

Also by 1960 75 percent of families owned a car and 87 percent a television;
and it was the first society in history to have more college graduates than
farmers. The automobile culture replaced the urban culture, and roads and
highways received funding while urban mass transit deteriorated and was dis-
mantled. Suburban communities and highways served as magnets for shop-
ping centers and later malls that replaced the downtown centers and the
village greens. For those who had left the cities, there were fewer and fewer
reasons to return.

As the white middle class left the cities they were replaced in large part by
African Americans moving north from the rural south and Latino groups
moving from the Caribbean and Latin America, all hoping to benefit from the
perceived prosperity. From 1940 to 1960, 375,000 African Americans moved to
New York and the Latino population quadrupled, although the total popula-
tion of the city declined. Thus, the economic base of the theatre of the previ-
ous decades was being lost, and the intellectual and cultural face of the city
was being altered. The new urban dwellers might have formed the basis of a
new audience, but a variety of factors worked against this development.
There was no voice representing the new populations and the potential new
audiences within the theatre world. And because the recent arrivals, in many
cases, lacked a theatregoing tradition, there was no compelling need to meet
their demands nor was there much impetus from within the communities to
create theatre. The production of theatre remained in the hands of the older
generation or at least the same segment of society that was deserting the
cities. The theatre had become so institutionalized that rather than attempt-
ing to change, it metaphorically dug in its heels.

The response by producers to the erosion of the audience was to try to lure
back the same audience. The single greatest cost increase for producers in the
fifties was advertising, which rose some 300 percent. Curtain time was
adjusted to meet the needs of suburban commuters — from 8:40 to 7:30 in 1971
and then back to 8:00, where it remains. The new suburbanites continued to
return to the city to attend the theatre for a while but such a journey was more
complex and certainly more costly than a mere subway or taxi ride. The cost
of a trip into the city, the demands of family, and the rise of suburban movie
theatres combined with the effects of television to alter theatregoing habits.

Although there was a continuous and significant drop in the number of
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productions in the decades after the war, the total audience remained more
or less constant. Attendance figures fluctuated from year to year by as much
as 20 percent, but on average the Broadway audience from the end of the war
through the 1960-61 season remained at about 7 million. And despite the con-
tinuing decline in new productions the overall attendance figures actually
rose through the seventies, peaking at 11 million in 1981 and then leveling off
at about 9 million ever since. But with theatre tickets three to ten times more
expensive than movies (through the sixties, the cheapest seats were compet-
itive with movies, but prices began to skyrocket thereafter, reaching a $75 top
in 1996 against $9.00 for a movie, and, even so, the rise in ticket prices did not
keep pace with the rise in production costs), the greater effort to get to the
theatre, and the diminishing product, producers had to work harder to get the
audience into the seats. Audiences were becoming increasingly selective in
what they saw, willing to commit their time and dollars only to certified hits.

The unorthodox and iconoclastic shows that had once survived and even
thrived on the periphery of the great theatre machine were now banished to
increasingly obscure venues. The phenomenal salaries and fees that
Hollywood offered, especially with the birth of the television industry, lured
actors and, more significantly, writers away from the legitimate stage. The
result was a steady erosion of the number of new productions and an increas-
ing conservatism on the part of producers fearful of losing ever larger sums
of money. Finally, the new technology of television had a staggering effect on
the theatre to a degree that the movies never had.

The statistics alone are sobering. The number of televisions sold in the
United States jumped from a mere 172,000 in 1948 to 5 million in 1950 to over
79 million in 1960, by which time 90 percent of American families were regular
viewers and the average viewer was watching an astounding forty-four hours
a week of programming — more time watching than working. So much time in
front of the small screen meant little or no time for theatre, reading, hobbies,
and a host of leisure-time activities. Even movie attendance dropped from 90
million a week in 1946 to 46 million a week in 1955.

Overshadowed by television, the theatre, once prestigious, ubiquitous, and
a mirror of national identity had, by the sixties, become an elitist entertain-
ment aimed at a narrow segment of the population. Movies had taken over the
melodrama, the thesis drama, the well-made play, and the romantic comedy;
television had taken over vaudeville and all forms of popular entertainment,
including the domestic comedy that had held the stage since the time of
Menander.

In previous generations, in fact for virtually the entire history of theatre,
those aspects of performance that are lumped under the category of popular
entertainment had always constituted the foundation of theatre and provided
an ongoing thread. Whatever happened in the mainstream or elitist theatres,
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including the virtual elimination of such theatres periodically throughout
history, popular entertainment — singing, dancing, circus skills, comedy, and
domestic skits — remained almost unaltered. In any other time in history, such
entertainments would have sprung up in response to the needs of a changing
audience - they would have weathered the storms of debilitating economics
in the commercial theatre — and thus created a foundation for a revitalized
theatre. But television supplanted live popular performance. Everything that
might have been found in vaudeville houses, and much of the drama and
comedy that had been a staple of the popular Broadway stage for decades,
could now be found on television — and viewers did not even have to venture
out of the house. Even the circus was put on TV. In one sense, the transference
of popular entertainment to television meant that almost everyone could now
attend the “theatre”; mass entertainment had never been so “mass.” But on
the other hand, the possibility for local and ethnically focused entertainments
was being crushed beneath the weight of universal acceptance. The television
had become the primary tool for achieving the conformist society. The weekly
Ed Sullivan Show entered homes with a wider variety of entertainment than
most people had ever seen before, but now audiences from the industrial
northeast or rural south or western ranch lands, the Jew, the African
American, the Hispanic, the Asian, and the Anglican were all presented with a
bill of fare that either homogenized or obliterated individual voices, depend-
ing on one’s point of view.

By the early fifties, most people involved with the Broadway theatre began
to sound a note of panic as they recognized the situation. The pessimism was
plaintively expressed by critic John Chapman dispiritedly summing up the
season for The Best Plays of 1950-1951: “We must not look toward the future
with any great amount of confidence, for the American theatre. .. has been in
adecline during all the recent years. This decline has been both economic and
artistic. Inflation has caused the economic decline, and few people can afford
to be regular theatre goers any more” (v). In a history of Broadway twenty
years later, New York Times critic Brooks Atkinson noted that theatre “as an
industry . . . was obsolete . . . After World War II, theater owners became
acutely conscious of a pitiless fact of life: a theatre could earn an income for
only twenty-two hours a week, making only meager use of the expensive land
it occupied” (Broadway, 417). Theatre was recognized as a business — an
industry — and it was measured accordingly.

The 1950s

The decade of the fifties was long perceived as a period of conformity and
stasis, although recent re-evaluations are challenging that view. Poet Robert
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Lowell, for instance, could write of “the tranquillized fifties” where “even the
man / scavenging filth in the back alley trash cans, / has two children, a beach
wagon, a helpmate, / and is ‘a young Republican’ (“Memories of West Street,”
85). Eisenhower was depicted by comics as a president who spent more time
playing golf than running the country. It was the period of the “organization
man,” the corporate conformist described by social observer William Whyte.
The organization man had become so totally accepted as part of society by
the early sixties that even the humorless IBM Corporation could manage a
smile at itself by dressing the guides at its 1964 New York World’s Fair pavil-
ion in gray flannel suits. Social philosopher C. Wright Mills wrote White Collar
in 1951 attacking the sales mentality that had overtaken the nation and sup-
planted middle-class independence. He followed this up in 1956 with the more
radical The Power Elite, which warned of the dangers of the corporate mental-
ity and its power over all aspects of society as well as the dangers of the mil-
itary-industrial complex. Vance Packard and David Riesman also warned of
the dangers of the increasingly consumerist society. These were not the muck-
raking books of the Upton Sinclair variety, exposing harmful and exploitative
business practices; these books warned of something more sinister — a kind
of brainwashing and a loss of individual freedoms and national spirit. The
dark side of Freudianism in the popular understanding was that if the mind
were ultimately quantifiable it must therefore be controllable as well. Those
with the right knowledge — and the wrong motives — be they corporations
selling you their product or Communist operatives taking over your soul, had
the ability to brainwash you, render you into a zombie-like agent of their
desires. (This was the message behind the chilling 1962 movie The
Manchurian Candidate.) These writings laid the groundwork for an “us vs.
them” mentality that pervaded the counterculture movements of the sixties.
“Us” was the everyday, everyman, individual; “them” was the “establishment”
of the government, military, and corporations or, in some contexts, the
Communists, who were depicted as melodramatically evil. Cartoonist Walt
Kelly, whose comic strip Pogo often skewered politicians, played upon this
perception of the world at the start of the environmental movement in the
early seventies. “We have met the enemy,” declared a character, “and he is us.”

The paranoid view of the world was captured in science fiction films and
comic books that became filled with menacing blobs, things, body-snatchers,
aliens, resurrected prehistoric monsters, and mutated — by atomic radiation
or science experiments gone wrong — creatures including rabbits, plants, and
housewives. The messages were plain and simple: Communists will steal your
soul as soon as you let down your guard; and whenever science tries to play
God it leads to tragic results.

Theatre has often been a stimulus for change or a challenge to a compla-
cent culture, but the anti-Communist hysteria of the early fifties led by Senator
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Joseph McCarthy squelched a great deal of free expression — more through
intimidation than by direct action. Anti-Communist sentiment had existed in
the U.S. since the Russian revolution of 1917 and had led to the creation of the
House Un-American Activities Committee. In the postwar years the belief that
Communists were infiltrating every aspect of American society and govern-
ment reached epidemic proportions. “Better Dead than Red” was the battle
cry of the political right. A wide range of individuals was investigated by
Congress for possible Communist activities or connections, but the McCarthy
hearings were virulent and used smear, innuendo, and intimidation. His inves-
tigations spread well beyond political figures and focused on high-profile and
sensational figures in theatre, film, and television. Mere accusation or associ-
ation led to blacklisting, ruining the careers of many writers, directors, and
actors in all media. And with few exceptions, it led to the end of a theatre of
ideas. It was as if the war years were a kind of purgative for the theatre and
McCarthyism the death blow to a generation of playwrights. Of all the play-
wrights who had been successful before the war and who continued to
produce afterward, including Clifford Odets, Maxwell Anderson, Robert
Sherwood, Lillian Hellman, Elmer Rice, S.N. Behrman, William Saroyan —
almost all of whom were noted as intellectual and politically provocative
writers — not one met with anywhere near his or her previous success; none
produced a hit play or lasting contribution to dramatic literature in the
postwar years. Only Eugene O’Neill among the prewar playwrights achieved
postwar success and this came in posthumous premieres and revivals such
as Long Day’s Journey into Night, A Touch of the Poet, and A Moon for the
Misbegotten, after years of artistic eclipse. In the musical theatre, only Cole
Porter equaled his prewar success with the 1948 Kiss Me, Kate. The public
seemed to demand fresh voices for what was intuitively understood as a new
era.

Arthur Miller was the only new playwright to attempt a theatre of ideas —
somewhat in the tradition of Ibsen — and to confront contemporary politics.
The Crucible (1953), about the Salem witch trials, was a thinly veiled attack
upon McCarthyism, and A View from the Bridge (1955), which dealt with the
struggle between self-interest and self-sacrifice as well as codes of honor,
could be seen as a reflection of the moral dilemma of the times. But the major-
ity of serious theatre moved toward psychological explorations. So prevalent
was Freudianism and to a lesser degree Jungian psychology, that a book enti-
tled Freud on Broadway was published which provided Freudian underpin-
nings for much of the modern American theatre.? The fascination with
Freudian psychology and psychotherapy in the postwar years might have
pushed the theatre toward psychological explorations of the individual in any
case, but the proscription against political theatre hastened the shift in
emphasis.
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Off-Broadway

One response to the decline of the theatre was the emergence of Off-
Broadway. In The Best Plays of 1934-1935, critic—editor Burns Mantle inaugu-
rated a new category for revivals, classics, new plays, and even puppet and
children’s theatre performed in New York but outside the mainstream thea-
tres of the Broadway district. He termed this “Off Broadway.” But the popular
conception of Off-Broadway as an artistic alternative to the commercial
theatre predates the thirties. In a sense its roots can be traced to the late-nine-
teenth-century art theatres of Europe such as Théatre Libre, the Freie Biihne,
and even the Moscow Art Theatre, and to the so-called “little theatres” in the
United States from the teens and twenties, such as the Washington Square
Players, Provincetown Players, the Neighborhood Playhouse, and Civic
Repertory Theatre, to the Group Theatre and the Federal Theatre Project in
the thirties. In most cases the founders of these companies were discontented
with the aesthetics of the mainstream and wished to explore and develop
foreign plays, new approaches to American playwriting, and even new styles
of acting in the less restrictive contexts of experimental theatres, which invar-
iably had more intimate physical surroundings, fewer formal demands on pro-
duction, and far less economic risk. Still, while the participants in these
ventures saw themselves as challenging accepted practices and mainstream
preconceptions, they rarely saw themselves as oppositional outsiders. In
most cases the alternative became absorbed into the mainstream. The
Washington Square Players, for example, became the Theatre Guild, which
became a major producing organization on Broadway; Eugene O’Neill, first
produced by the Provincetown Players, did not remain on the fringes for long;
and the Group Theatre of the thirties produced the actors and directors of
both Hollywood and New York for the forties and fifties. (See Volume 2,
Chapter 4 for more discussion of the groups mentioned above.)

In the late forties it seemed as if history would repeat itself as an alterna-
tive theatre emerged once again. This time, however, most of the members of
this new Off-Broadway movement were not rebelling so much against the aes-
thetics of Broadway as against the restrictive nature of its economically
driven production structure. In a world of diminished opportunities and eco-
nomic high risk, serious drama, experimental theatre, and unknown and
untried playwrights found little welcome in the mainstream. Off-Broadway
arose to take up the slack. But instead of being absorbed into the mainstream
after a decade or so as its predecessor movements had been, Off- Broadway
became a shadow Broadway, as it were —a movement that ultimately replaced
Broadway’s function as a producer of serious drama. The result therefore was
not so much an alteration of Broadway aesthetics as a permanent shift in the
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production landscape and geography of New York theatre. (See Gussow,
Chapter 2, “Off- and Off-Off Broadway.”)

The population of theatre practitioners in the late forties was being fed by
servicemen returning from the war, and a new phenomenon: graduates of
college-based theatre training programs. Though still a limited factor in the
forties, the college and university theatre that had begun in the first decades
of the century with courses at Harvard, Yale, Columbia, and the Carnegie
Institute of Technology (now Carnegie-Mellon), grew at astounding rates in
the postwar years. By the nineties there were over 1,500 full-fledged theatre
departments, and over 2,500 colleges and universities offering courses and
mounting productions. Some of the most elaborate physical structures at
many colleges and universities are state-of-the-art theatres housing lavish
productions of a wide range of classics, modern, and original plays; in some
communities they provide the only live theatre. But the professional theatres
cannot absorb the great numbers of students coming out of the academic
training programs, even the relatively small percentage who are we