
Ashland Oregon Shakespeare Festival: A study of success.

Item Type text; Thesis-Reproduction (electronic)

Authors Foster, Danielle Blanchard.

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 24/05/2023 20:47:40

Link to Item http://hdl.handle.net/10150/144676

http://hdl.handle.net/10150/144676


INFORMATION TO USERS 

The most advanced technology has been used to photograph and 

reproduce this manuscript from the microfilm master. UMI films the 

text directly from the original or copy submitted. Thus, some thesis and 

dissertation copies are in typewriter face, while others may be from any 

type of computer printer. 

The quality of this reproduction is dependent upon the quality of the 
copy submitted. Broken or indistinct print, colored or poor quality 
illustrations and photographs, print bleed through, substandard margins, 

and improper alignment can adversely affect reproduction. 

In the unlikely event that the author did not send UMI a complete 

manuscript and there are missing pages, these will be noted. Also, if 

unauthorized copyright material had to be removed, a note will indicate 

the deletion. 

Oversize materials (e.g., maps, drawings, charts) are reproduced by 

sectioning the original, beginning at the upper left-hand corner and 

continuing from left to right in equal sections with small overlaps. Each 

original is also photographed in one exposure and is included in 

reduced form at the back of the book. 

Photographs included in the original manuscript have been reproduced 
xerographically in this copy. Higher quality 6" x 9" black and white 
photographic prints are available for any photographs or illustrations 

appearing in this copy for an additional charge. Contact UMI directly 

to order. 

U·M·I 
University Microfilms International 

A Bell & Howell Information Company 
300 North Zeeb Road. Ann Arbor. MI 48106-1346 USA 

313:761-4700 800,521-0600 





Order Number 1342964 

Ashland Oregon Shakespeare }t'estival: A study of success 

Foster, Danielle Blanchard, M.A. 

The University of Arizona, 1990 

U·M·I 
300 N. Zeeb Rd. 
Ann Arbor, MI 48106 





ASHLAND OREGON SHAKESPEARE FESTIVAL 

A STUDY OF SUCCESS 

by 

Danielle Blanchard Foster 

A Thesis Submitted to the Faculty of the 

DEPARTMENT OF THEATRE ARTS 

In Partial Fulfillment of the Requirements 
For the Degree of 

MASTER OF ARTS 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

199 0 



STATEMENT BY AUTHOR 

This thesis has been submitted in partial 
fulfillment of requirements for an advanced degree at The 
University of Arizona and is deposited in the University 
Library to be made available to borrowers under rules of 
the Library. 

2 

Brief quotations from this thesis are allowable 
without special permission, provided that accurate 
knowledge of source is made. Requests for permission for 
extended quotation from or reproduction of this manuscript 
in whole or in part may be granted by the head of the major 
department or the Dean of the Graduate College when in his 
or her judgment the proposed use of the material is in the 
interests of scholarship. In all other instances, however, 
permission must be obtained from the author. 

SIGNED~ ~ Jk4rzJ 

APPROVAL BY THESIS DIRECTOR 

This thesis has been approved on the date shown below: 

Date 



ACKNOWLEDGMENTS 

The preparation of a study of this magnitude is 

arduous and, at times, extremely frustrating. When 

contemplating the completion of this thesis, one 

outstanding individual comes to mind--Dr. Sam smiley, 

Professor of Theatre Arts at the University of Arizona. 

3 

Dr. Smiley's unwavering faith in me persuaded this often 

frustrated individual to march on toward the goal of 

awakening my maximum intellectual versatility and 

expressiveness. The kindness, counsel, and patience of Dr. 

William A. Lang, Dr. Jerry R. Dickey, Dr. Frank K. La Ban, 

E. E. Moe, and Ann Smiley made the demands of authorship a 

great deal less burdensome. Special thanks to L. M. 

Douthit who shared in the birth of this thesis. 

The assistance of the Oregon Shakespeare Festival's 

archivist Kathleen F. Leary provided a comprehensive and 

gracious response to all my inquiries. She promptly mailed 

free of charge all the necessary research materials needed 

to complete this study. Also, I must thank Karoleen 

Robles, my extraordinary typist. Her focused direction and 

knowledge added to the exactness of this thesis. 

Most importantly, this thesis is dedicated to the 

hopes and dreams of my family and loving husband. I say, 

"Thank you," with my love. 



1. 

2. 

3. 

4. 

ABSTRACT • • •• 

INTRODUCTION • 

THE SETTING 

TABLE OF CONTENTS 

· . . 

· . . . . . . 
ANGUS BOWMER THE CREATOR 

THE PRODUCTIONS · . . . 
5. ANALYSIS OF PRESENT'POSITION • 

6. PROBLEMS AND OPPORTUNITIES . 

7. THE LONG RANGE PLAN 1988-1992 

AND ACTION PROGRAMS 

8. CONCLUSION • • • • . . • 

· · · 
· · · 
· · · 
· · · 

· 
· 

· · · 

APPENDIX A. MISSION STATEMENT ~ . . . . 
APPENDIX B. VOLUNTEER GROUPS • • 

APPENDIX C. SCHOOL VISIT PROGRAM • 

APPENDIX D. SUMMARY OF ARTICLES AND BYLAWS • 

APPENDIX E. FESTIVAL ORGANIZATION CHART 

APPENDIX F. CONDITIONS FOR FESTIVAL RESIDENCY 

IN PORTLAND 

APPENDIX G. COMMITTEE RESPONSIBILITIES • 

· · 

· · 
· · 

Page 

6 

7 

11 

21 

41 

60 

75 

82 

93 

99 

• • 101 

• • 103-

• • 105 

• • 107 

• 109 

· 111 

4 



5 

TABLE OF CONTENTS--CONTlNUED 

APPENDIX H. MAP OF FESTIVAL FACILITIES AND PARKING • 113 

REFERENCES . . . . . . . . . . . . . . . 115 



6 

ABSTRACT 

Angus Bowmer founded the Ashland Oregon Shakespeare 

Festival in 1935. It is the oldest Shakespearean theatre 

organization in the Western Hemisphere. The thesis 

examines the artistic and popular success as well as the 

problems and opportunities associated with the 60-year-old 

company. The structure of this investigation begins with a 

look at the setting of the Festival: next a study of Angus 

Bowmer, the creator of the OSF: then moves to an analysis 

of three different productions. Finally, the thesis looks 

at the Long Range Plan 1988-1992. The Plan, intended as an 

internal document, serves to give direction to the Festival 

in future years. 

The reader may gain two things from the thesis. 

Initially, the study provides an accessible sourcebook 

documenting the history from which the OSF evolved. 

Secondly, this investigation provides a necessary link to a 

major movement in American theatre and its significance in 

history. The regional repertory theatre known as the 

Ashland Oregon Shakespeare Festival is a case in point. 



CHAPTER 1 

INTRODUCTION 
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Angus Bowmer founded the Ashlan~ Oregon Shakespeare 

Festival in 1935. The OSF is the oldest Shakespearean 

theatre organization in the western Hemisphere. The 

festival operates three theatres. The outdoor Elizabethan 

Theatre seats 1200 and has a stage modeled after that of 

the Fortune Theatre of Shakespeare's London. The indoor 

Angus Bowmer Theatre seats 600 and has a modern open stage. 

The Black Swan Theatre seats 138 and offers an intimate and 

flexible stage. 

The Festival is a non-profit, professional theatre and 

operates under a special LORT contract based on LORT B. 

The OSF concentrates on presenting the classics in a 

rotating repertory. The OSF works as an equal opportunity 

organization. The basis of experience and ability promises 

applicants a fair evaluation regarding employment. The 

Ashland Oregon Shakespeare Festival Association, inclusive 

of its newly opened Portland Repertory Theatre, employs 

nearly 500 people, including 62 actors on ten-month, long

term contracts. The OSF provides the most weeks of 

employment of any regional repertory theatres operating 

under contract with Actor's Equity Association. Since the 
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Festival's inception '. the OSF has garnered numerous 

artistic accolades and experienced continuous growth over a 

period of 60 years while earning its unquestionable 

successful reputation. 

The history of any organization involves change and 

development, but often the core of the group remains the 

same. The Ashland Oregon Shakespeare Festival is a case in 

point. By 1972, with Bowmer's principles intact and the 

continuity of his artistic control insured, the OSF had 

become America's prototype of an ensemble acting company in 

a regional setting. But such growth and success cannot 

occur without significant problems. First, financing 

adequate salaries for the most experienced actors and other 

artists presents a problem for every regional theatre. Due 

to its unusually demanding and complex repertory system, 

the Festival finds the financial burdens heavy. Second, 

with the continued growth of the Festival, the OSF 

discovered an increasing challenge to secure new ways to 

maintain the communication within the inner operating 

system. As the Festival expanded, a difficulty in 

sustaining the positive human relationships within the 

company flourished. During past decades these company 

connections have always been basic to the Festival's 

progress. The following discussion examines the artistic 

and popular success as well as the problems and 
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opportunities of the 60-year-old Ashland Oregon Shakespeare 

Festival. 

The purpose of this thesis is to present a historic 

and analytic portrait of the Ashland Oregon Shakespeare 

Festival. Materials about the Festival are plentiful, but 

as of this date no one has collected them in a full-length 

study. Observers have written books on other Shakespeare 

Festivals, and some have furnished models for this study. 

For example, The Stratford Scene 1958-1968, Royal 

Shakespeare. Four Major Productions at stratford-upon-Avon, 

and The Repertory Theatre, a Record and a criticism 

provided patterns for the kind of theatre the OSF has 

become. 

The study proceeds with the following structural 

organization: Chapter 1 introduces the thesis. Chapter 2 

examines the setting of the Festival. Chapter 3 looks at 

Angus Bowmer, the creator of the OSF, and his dream about 

starting the Shakespeare Festival. Chapter 4 analyzes 

three different OSF productions and considers what 

audiences expect from an Ashland show. Chapters 5-7 study 

in detail the Long Range Plan (LRP) 1988-1992 and the 

Festival's mission (see Appendix A). Arranged in this 

manner, the thesis provides an accessible sourcebook 

documenting the vision and the history of the Ashland 

Oregon Shakespeare Festival. 
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The primary source for this study was Bowmer's book, 

As I Remember. Adam. An Autobiographv of a Festival. 

Personal interviews with current artistic director Jerry 

Turner, general manager Paul Nicholson, and past outreach 

program director Paul Barnes furnished added information. 

Questionnaires mailed to current actors and directors 

created a further base of materials. Library investigation 

in the form of magazine and newspaper reviews and articles 

written about the OSF helped to provide further testimony. 

Finally, program notes and eyewitness accounts of 

productions offered further sources for this study. 

The most important individuals who contributed to the 

OSF's development are also represented in this thesis. All 

the significant people involved in Bowmer's dream to start 

a Shakespeare Festival are included. The intention here is 

to clarify the OSF's ideal of ensemble and collaboration 

and to eliminate any misconceptions about a company that 

has succeeded in its philosophies. This study provides a 

necessary link to a major movement in American theatre and 

its significance in history. 



CHAPTER 2 

THE SETTING 
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In the idyllic city of Ashland, Oregon, 45 miles north 

of the California border, resides the 60-year-old ancestor 

of all American Shakespeare festivals. The Ashland Oregon 

Shakespeare Festival is the largest regional repertory 

theatre in the country today. This southern Oregon 

festival is, of course, no longer a secret. In a 1986 

report, Time called it a "giant hidden treasure" (Henry 

70). Since its modest opening in 1935, the Festival has 

grown into a major regional attraction. Currently, the OSF 

presents an eight-month season of eleven plays in three 

theatres. The Festival's Portland Center Stage offers a 

five-month season of five consecutive plays. with the 

addition of the OSF Portland center Stage, the Festival has 

the largest attendance of all-not-for-profit professional 

theatres in the united States. 

This chapter presents an overview of the Ashland 

Oregon Shakespeare Festival. The study looks at the 

surrounding city, the community environment, and the 

accommodations that Ashland has to offer. This chapter is 

different from the rest of the thesis because it includes a 

description of a personal tour. Kimberly Jean Barry, the 



Festival's stage manager, provided many insights into the 

singular events that make Ashland an original success. 
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The tourist flow is heavy in Ashland due to the flavor 

and style of its community. Ashland (pop. 16,000) is 12 

miles south of Medford. Once cited as one of the 10 best 

places to live in the United states, combining the appeal 

of a small college town (Southern Oregon University) with a 

magnificent Bear Valley setting in the Siskiyou Mountains. 

Due to the success of the Festival, Ashland offers a far 

greater range of restaurants and shops than its population 

would suggest. 

The surrounding areas of southern Oregon provide an 

array of recreational activities. Challenges, such as 

skiing at Mt. Ashland or white-water trips on the Rogue 

River add incentive for visiting the Festival. Crater Lake 

National Park and the Oregon Caves National Monument are 

easy day trips. The 344,000 visitors the Festival attracts 

each year help to add variety to the activities, events, 

and shops that the city of Ashland provides each year. 

Travel to the city remains convenient due to familiar 

modes of transportation. Ashland is on 1-5, a day's drive 

north of San Francisco (350 miles) or south of Portland 

(290 miles). The nearest airport is Medford, with nonstop 

service from Eugene (Continental) and San Francisco 

(United) and through service from Denver (Continental). 



commuter air service is available nonstop from Klamath 

Falls and Portland. Budget and National have car rentals 

available in the Medford-Ashland region. 

Ashland provides a wide variety of accommodations. 
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The Festival's official brochure (Ashland Oregon 

Shakespeare Festival 1990 Season) lists more than 60 

motels, inns, and "bed and breakfasts" in the vicinity of 

Ashland. Rates at most of the area's motels and inns are 

somewhat lower in winter and spring than in summer. Most 

summer performances sellout weeks in advance as do the 

available accommodations. Sometimes a few tickets become 

available at the last minute for visitors willing to spend 

time in line. Travelers looking for .last-minute rooms have 

a better chance in nearby Medford rather than Ashland. For 

a complete Ashland. package tour, the Southern Oregon 

Reservation center features the Shakespeare Festival as 

their principal tour. This package includes tickets and 

motel space even when the box office and individual motels 

remain sold out. 

set in a picture-book valley, Ashland does not appear 

to be a typical place to present Shakespearean plays. The 

concrete and glass walls of the metropolitan city normally 

act as a setting for a successful theatre enterprise. But 

the OSF has grown progressively for 60 years many miles 

from any major city. At seven o'clock on a performance 
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night, buses ease into the parking lots, each with hordes 

of youngsters or church groups from Grants Pass or Klamath 

Falls, following by backpackers from any of the magnificent 

trails nearby. An hour before the three theatres open 

their doors, "the green show" filled with pipes and drum 

sounds: singers and dancers arrive in Elizabethan costumes 

to entertain all who grace the Festival grounds. The 

sounds of madrigals, hornpipes, and a feisty ballad or two 

can be heard at the celebration. By show time a small 

section of rural Oregon has been transformed into a 

theatrical playground. Yet even before then, the Festival 

offers ways to help its audience members more fully 

participate in what they see. 

People do not drive hundreds of miles from Sacramento, 

San Francisco, and Seattle merely to be entertained. A 

celebration is not something people sit back and observe; 

spectator involvement is demanded. Even the happiest 

comedy or the most splendid romance, like the 1989 

production of Cyrano de Bergerac, is handled with 

thoughtful care, in a way likely to involve its audience. 

Audience members can take away from the Festival what they 

wish. The Festival offers many singular events to add to 

the performance experience. 

For example, the backstage tours are one of the best 

ways to see the internal workings of the Festival. For $6, 
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an audience member can take a guided walk through the three 

theatres. Also anyone choosing to buy a ticket can gain 

valuable insights into what makes the OSF operate. 

Kimberly Jean Barry, a professional stage manager with 

the Festival for 11 years, works as supervisor of the 

tours. She herself is an excellent guide. Barry meets her 

tour party of 12 in the Black Swan. She explains about the 

theatre, a former Chevy showroom that evolved from a 

Festival rehearsal hall into the present, flexible, black

box performance space. She notes the ingenious use of 

folded turkey-roasting foil in the small room's spotlights, 

so that "the geometry of the light fits the geography of 

the stage" (Haugen 15). Cleverly, Barry involves her 

audience, mentally at least, in the business of making 

theatre. 

Articulate and enthusiastic, Barry leads her tour 

group across South Pioneer Street. She passes through the 

maze of staircases and property rooms that connect the 

Festival's two major theatres, the open-air Elizabethan 

Stage to the high-tech Angus Bowmer Theatre. Barry gives 

precious glimpses into a restricted world. She recites the 

histories of each theatre and traces the roots of the 

Festival back beyond founder Angus Bowmer to the 19th 

century Chautauqua shows presented on the site. 



16 

The OSF remains a world in which 7 or 8 actors, out of 

1,200 applicants, might be taken on as new company members 

in a season. Barry instructs her group on the intricacies 

of her craft, of "calling" a show, in which a stage manager 

must keep track of hundreds of cues. These cues include 

lights, sound, and actors. lilt is the stage manager's job 

to so clearly understand the intent of the director and the 

designers that I can become their voice," Barry said 

(Haugen 16). Try doing that with 72 cues to call in 4 

minutes, as she remembered doing breathlessly at the top of 

The Tempest in 1986. Calling cues is like flying an 

airplane as the pilot talks into the headset and flips 

switches at the same time. In fact, ·the gleaming control 

booth of the big modern theatre is unofficially dubbed 

"Starship Bowmer." 

Barry proceeds into the backstage area. A sign in the 

depths of the backstage reads: "No swords, rapiers or 

daggers in the hair room, please." In this space, 

hairdressers primp the actors into their meticulously 

custom-crafted wigs before a performance. Barry 

demonstrates the wig-designers' art of ventilation by hand: 

three hairs at a time are pulled through a delicate mesh. 

One wig takes a week to create. The designers at the 

costume properties department transform a 29-cent plastic 

tumbler into a golden goblet, or turn industrial-strength 



pot scrubbers into chain mail that jingles like the real 

thing. 
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The tour provides an audience member an idea of how 

many people it takes to prepare the actors for what the 

audience sees on stage. The OSF employs 345 theatre 

professionals in Ashland, and only a small fraction of 

those are actors. Even a daily newspaper allows the 

various design and craft shops to know what the others are 

doing. 

The $6 tour ticket includes admission to the Festival 

Exhibit Center, another way to heighten the play-going 

pleasure. The Center contains sets, costumes, and props 

from previous productions, historical materials from the 

OSF's GO-year history, and even some glimpses into the 

workings of this year's shows. Tourists can view Wanda 

McCaddon's double-flounced, cotton-twill dress from A Penny 

for a Song in 1988, one of the several displays from two 

seasons ago, and many other trinkets that enhance the 

overall theatrical experience. 

A video documentary on Angus Bowmer and the Festival's 

early days remains on display at the back of the museum. 

Upstairs a photo collection features Founder Bowmer in a 

variety of roles. Even a collection of his quotes--such as 

"I live in the fire of my own dream" (Haugen 16)--appears 

for visitors to witness. Mementoes of former Festival 
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actors, such as George Peppard, William Hurt, stacey Keach, 

Powers Boothe, and stuart Duckworth, also appear in the 

museum. Such pictures reside in the same room with fight 

choreographer Chris Villa's notes for the battles in 

Cyrano. The fight notes look like a cross between 

hieroglyphics and John Madden's football diagrams. 

The fun at the Fantasy Gallery distracts most visitors 

from the more serious displays at the Exhibit Center. This 

10ft is full of costumes and mirrors. A .member of the tour 

group can tryon Prince Hal's hat or Falstaff's roomy 

tunic. Many visitors carry a camera as they snap pictures 

of one another dressed in Elizabethan garb. In fact, the 

Exhibit Center encourages cameras. 

At the back of the Center, a tur:nstile passes through 

to the Tudor Guild Shop. Many Festival souvenirs await 

purchase in this store. They range from T-shirts to such 

novelty items as frisbees. The shop offers a further way 

to e'nhance playgoing; it sells copies of all the season's 

plays. Jane Lundin's All About Ashland (Tenspeed Press, 

$8.95 in paperback) is also for sale. The book contains a 

complete guide to the charms of the OSF, the lodgings, 

restaurants, shops, and other attractions of Oregon's 

lovely Rogue River Valley. 

As the weather warms up, more ambitious Festivalgoers 

take advantage of such la.ter-season additions as Festival 
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Noons and Park Talks. These lectures range from actors, 

directors, and scholars t9 musical programs. They start in 

June with "Wake Up with Shakespeare" classes. For those 

who take their Shakespeare seriously, the Festival Round 

Table offers lectures. The Round Table is 10 days of 

intensive classes about the plays. Finally, many special 

events in this eight-month season present opportunities for 

the avid theatregoer or for the person who likes an 

occasional play. Examples are the Elizabethan-style Feast 

of Will on June 16 and the raucous wild party that the town 

of Ashland throws every year on the Fourth of July. 

The Ashland Oregon Shakespeare Festival is an arena of 

singular events, and it is a precursor to other theatres. 

In America today, there is no other theatre like the OSF in 

scope and diversity. Visiting the city of Ashland remains 

easy by the convenient modes of transportation and the 

wealth of accommodations especially during the off season. 

If motels are full, a call to the Southern Oregon 

Reservation Center helps. This company specializes in the 

Festival tour package. Whether the playgoer wants rest, 

activity, or culture, all are available in the city of 

Ashland. Furthermore, the series of singular events the 

Festival offers gives the audience members wholehearted 

ways to enjoy the Festival's attractions. For beyond 

simple entertainment, a plethora of celebration and 
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knowledge parades itself to the tourists of Ashland. In a 

world awash in easy entertainment, this annual Festival is 

a most ennobling event. 
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CHAPTER 3 

ANGUS BOWMER THE CREATOR 

Angus Bowmer founded the Ashland Oregon Shakespeare 

Festival. His associates say that the Festival is Angus 

and Angus the Festival. Both are testaments to human life 

in art. This chapter presents the story of how the miracle 

of the OSF occurred. The study describes the man and the 

nature of Bowmer's Festival, an account of one of the most 

important developments in the history of American theatre. 

Bowmer's book, An Autobioaraphy of a Festival: As I 

Remember. Adam, is an essential source for any study of the 

OSF. In his book, Bowmer says that anyone interested in 

the future of Shakespearean studies, production, and other 

theatrical activities should ask the following questions: 

"What kind of theatre are we? What do we want to become? 

And how are we going to make it? The answers to such 

economic, artistic, and existential questions are important 

far beyond Ashland" (Swander 171). 

This chapter proceeds with the following organization. 

First, the study describes Bowmer the man and his 

achievements. Second, this section examines Bowmer's 

definitions of the words "community" and "educational" 

theatre pertaining to the Festival. Third, the chapter 
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analyzes the similarities and differences of the three 

theatres and its financial importance to the OSF. Finally, 

the chapter looks into the dangerous future of the Festival 

and considers Bowmer's question, what must the Festival do 

in order to survive? Overall, this chapter presents the 

extraordinary contributions of Bowmer's career in relation 

to the origins of the Ashland Oregon Shakespeare Festival. 

In the 1979 Festival Salute to Angus Bowmer, producing 

director J'erry Turner described Bowmer in this manner: 

My first impression was surprise at how small 

Angus was. Not that he was diminutive but his 

fame and reputation led me to expect someone at 

least as tall as Tyrone Guthrie and as imposing 

as Orson Welles. Yet here he was; the Producing 

Director of the Oregon Shakespearean Festival, 

laughing at feeble Scotch jokes at the popcorn 

counter, a weaving, bobbing figure somewhere 

between Groucho Marx and Jiminy cricket. (40) 

Angus Livingston Bowmer was born september 25, 1904 in 

Bellingham, Washington, to Charles C. and Flora Bowmer. 

Son and grandson of newspapermen, he moved from place to 

place within the western states. He grew up in a family 

which believed in music, drama, and public service. He 

graduated from Oak Harbor 'High School in Bellingham in 

1922. Later, in 1926, he obtained a teaching certificate 
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at Bellingham Normal School, where he continued to act. He 

taught in rural grammar schools to earn money for further 

education and organized theatrical events. 

In 1931, Bowmer graduated from the University of 

Washington at Seattle, where he obtained a Bachelor of 

Arts. The same year, he went to Ashland to instruct 

students in English, speech, and drama in what was then 

Southern Oregon Normal School and is now Southern Oregon 

State College. In 1934, he returned to the University of 

Washington to receive his Master of Arts degree. He 

married his lifetime companion Gertrude M. Butler on 

December 30, 1940. 

From 1935 to 1970, Bowmer was t~e Artistic Director of 

the OSF. He produced 37 Shakespearean plays in a total of 

91 productions. He directed 12 Shakespearean plays in 29 

productions; plus he played 30 different characters in 43 

productions, including Shylock in The Merchant of Venice in 

9 productions. In 1971, Bowmer became the developing 

consultant for the Ashland Oregon Shakespeare Festival. 

In 1974, President Ford appointed Mr. Bowmer to the 

National Council on the Arts. Other awards included the 

distinguished service awards from the University of Oregon 

(1961) and from Oregon State University (1967). Bowmer 

received a special award for his contribution to the arts 

in the Northwest from the Washington State Arts Commission 
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(1966); and the Edith Knight Hill Memorial Award for 

"outstanding contribution to oregon" given by the Portland 

Professional Chapter of Theta Sigma Phi (1964). Honorary 

D.F.A. degrees were conferred on him by the University of 

Portland (1964) and Lewis and Clark College (1967). 

Bowmer felt at an early age that he must pick a place 

and do something important in his life. Only later did he 

realize that the place was Ashland and that his life was to 

be a long dedication to one of the world's finest 

Shakespearean festivals. 

From the first, Bowmer wanted "community" theatre or 

no theatre at all. He defined community theatre certainly 

not in an amateurish sense. Bowmer described this kind of 

theatre as educational, professional, popular, Elizabethan, 

and Shakespearean. In every case, he discovered what those 

words meant. He found different ways in which certain 

tried-out meanings of each contributed to a new kind of 

community theatre. 

In 1935, fresh from his Shakespearean studies with 

B. Iden Payne, a professor at the University of Washington, 

notions of producing Shakespeare in some Elizabethan 

fashion stirred Bowmer. Something in Ashland's past set 

him going. Perhaps the ruined and roofless, circular, old 

Chautauqua Theatre, which had a fleeting, even illusory 

resemblance to a seventeenth-century sketch of the Globe. 



He viewed the first years as "a fumbling attempt by one 

director with limited background to imitate Mr. Payne's 

Elizabethan approach. 0 ." (Bowmer 199). As the stage 

itself developed, Bowmer knew he had an exciting space. 
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The arena became Elizabethan in some ways (neutral 

platform, permanent architectural background, an inner 

above and an inner below, multiple exists and levels, no 

roof but the sky, and dimensions taken from the Fortune 

contract). On the other hand, the stage remained not so 

Elizabethan in other ways (no intimate pit-stage 

relationship a neo-Greek seating arrangement, women playing 

female roles, and shows in the evening with intricate 

lighting designs). 

Bowmer did not arbitrarily or theoretically oppose the 

cutting of a script. He did not even mind playing straight 

through in Elizabethan fashion, without an intermission, or 

automatically favor producing every play that Shakespeare 

ever wrote. In fact, even when he directed certain 

productions, he suffered with audiences trapped in long 

shows poorly done. He believed the real heroes of his 1947 

season became the people in the audience. In a season some 

years later, the Festival committee introduced the motto: 

"Stay Four Days and See Four Plays." The actors, by 

contrast, aware of the prolonged suffering they caused in 

one production created a new motto: "stay Four Days and See 



Cymbeline" (Bowmer 165). The apparent and not the actual 

length of the play imposed the problem on the show as not 

all of the actors understood. 
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Bowmer did not want to create a safe theatre for his 

actors and his audience. For instance, he did not cut when 

in trouble, assume that an audience needs an intermission, 

and risk directing only the popular plays. He said: "I 

believed that if every time we discovered a problem, we 

simply cut that part of the script, we never would learn 

how to solve those problems which were solvable" (Bowmer 

166). He tells the story that for the first three years of 

the Festival every production had intermissions ready, but 

with orders to the stage manager not to call them unless 

Bowmer gave the word: "I then applied my eye to a knot hole 

every time I was off stage, and for three seasons I found 

no signs of restlessness to warrant an intermission" (76). 

Bowmer discovered that for nearly every performance more 

people wanted three hours of uninterrupted Shakespeare 

squeezed into the seats and space of the theatres. 

The Festival completed all 37 of the plays in 37 

different productions, and performed all but Timon of 

Athens at least twice. No other American theatre has held 

such a record. The Festival liked being the only place 

where one could be sure to see all the plays. The OSF 

guaranteed a kind of service to students and collectors of 
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theatrical oddities. Bowmer counted on the opportunity for 

the company and the audience to explore the text through 

rehearsal and performance and find answers to the lesser 

known plays: 

The company approached each production • • • with 

the kind of creative intensity that they would 

have felt had it been a world premiere. There 

were no precedents, no traditions--only the 

written words. Each production was a voyage of 

discovery. (Bowmer 219) 

Bowmer found that even the weakest of the plays had a gut

gripping strength and breath-taking excitement for 

twentieth-century audiences. 

Bowmer recalled that an average audience-size house of 

75 ruled the feeble plays as the Festival took awhile to 

convince potential audiences of the power of these scripts. 

Yet Bowmer knew he won when at a 1953 production of Henr~ 

VI, Part I, he watched a large audience sit through a rain 

that turned into a downpour. All but half a dozen people 

stayed through the final line, at which point the players 

and the aUdience, equally drenched from the same chunk of 

sky, applauded one another. Increasingly, such audiences 

came to feel toward the Festival a sense of participation 

deepening to ownership, a dedication to a newly recognized 

ideal of artistic integrity. For the company, the 
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consequence resulted in a "zealous faith in Shakespeare as 

an effective man of the theatre. • We became confident 

that, when problems of production or interpretation arose, 

the answers could be found in the scripts" (Bowmer 221). 

Bowmer and his company learned from experience what to 

trust. They regarded the imaginative impact of 

Shakespeare's word and the direct and simple relationship 

between audience and an actor with Shakespeare on his 

tongue as the most important factors in telling the story 

of Shakespeare. Bowmer found that the poetry of the 

theatre talks to its audience with the advantages of a bare 

Elizabethan stage decorated only with actors speaking 

Shakespeare's words. 

Bowmer recalled much of the critics praise in the 

letters and reviews of that first year. They regarded the 

"elimination of delays and the way one scene snaps into the 

next" and the focus on attention to pace as the strong 

points in Bowmer's productions (Swander 176). He called 

this the story-telling tempo. Bowmer felt the Festival's 

stage lacked the intimacy of Shakespeare's theatre but 

remained under the same demands of performing in an empty 

space. He found that the forward thrust of the story and 

the outward thrust of the actor to the audience became all 

the more important. 
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The standard of the Festival became the kind of pace 

not suited to philosophical or symbolical scripts but to 

that of an exciting story--a play that was told without 

confusion and with the clarity of good narrative. Bowmer 

referred to Shakespeare as both a poetic and a narrative 

playwright. He felt both values needed full acceptance and 

exploration, not for their own sake, but so the attention 

of the viewers remained suspended in time. He also 

explored the deepening intellectual and emotional reception 

of the Shakespearean vision concerning (in the words of a 

Festival manifesto) "the interrelationships of Man and Man, 

Man and his environment, and Man and his Gods" (Bowmer 

160) • 

In 1935 the first company learned about his Festival 

manifesto and its ability to tell an interesting story when 

innocently the group previewed The Merchant of Venice for 

an audience of school children in nearby Klamath Falls. 

Into the theatre they came, to the actors a horde of 

screaming monsters. In the company panic reigned. What 

Bowmer then told his actors remained the challenge ever 

since. These children have, he said: 

Paid money to be entertained, I think they won't 

object if that entertainment is provided by us. 

But if we do not provide the entertainment--they 

will. Above all, don't let their attempts at 
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self-entertainment sidetrack you or disrupt your 

concentration on your job, which is to reach out 

and grab every last one of them, so that they 

share Shakespeare's story with us. (Bowmer 77-78) 

At first, plenty of wolf whistles and paper airplanes 

filled the auditorium. The victory came when the 

disciplined concentration of the actors turned chaos into 

listening and noise into boos for Shylock and cheers for 

Bassanio as he chose the right casket. The deeper victory 

with mature Festival audiences depended on a fundamentally 

similar thrusting, grabbing, and sharing strategy. 

Bowmer left the Festival a legacy of boldness, a bold 

but earned confidence in Shakespeare1s scripts. He 

disapproved of directors who offered their own 

craftsmanship for Shakespeare's art. He claimed that such 

directors change words, rearrange scenes, interrupt the 

pace with mood music, create extraneous stage business, and 

modify Shakespeare's meaning. He did not like the way they 

lard the plays with heavy symbolism, reshape the dramatic 

structure, and sUbstitute scenic and costume effects for 

actors' interpretations. Bowmer regarded the Festival as a 

place where such practices became no more than an 

occasional incident. They threatened the OSF only because 

of their widespread existence elsewhere. For Bowmer, the 



question remained: Is it possible permanently to escape 

that plague? 
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Bowmer's respect for the audiences led him to create a 

theatre organization that does in fact justify the frequent 

claim that the OSF "belongs to the audience" (Bowmer 132). 

The audience who cared enough to pay annual dues elected 

the Board of Directors. Unlike other honorary theatre 

boards, this one found real work to do. He did not 

hesitate to say in his book that the only theatre that 

interested him remained one in which professionals produced 

plays freely "unhampered by the amateur machinations of the 

laity" (132). Bowmer believed a great community theatre 

should cease to exist for the amusement of a few talented 

stage-struck people. He made sure the producing director 

retained sole authority on all aesthetic matters. On the 

other hand, Bowmer realized that a theatre needed "a group 

of solid citizens to keep the artists' dreams tied to 

earthy practicality, and to assume responsibility in the 

eyes of their fellow citizens for the impact of the theatre 

upon the community" (132). Therefore, the Board decided 

overall policies and appointed the producing director. 

As that appointed producing director for 31 years, 

Bowmer did not often have to demonstrate what occurred if 

the Board attempted to decide artistic policy. For 

example, in the early days, Board members suggested that 
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only local actors held the rights to appear in the OSF 

productions. Bowmer disagreed, explaining that he had no 

intention of producing a recreational theatre: "Get another 

producing director" (Swander 178). The Board ended up 

reversing that statement. The basic trust that existed 

between Bowmer and his audience showed clearly in the fact 

that he never had or needed a written contract. Yet in 

1947 he refused to start the Festival again after the 

hiatus of the war years: "But if the people of Ashland want 

to start it again, I am available for a price" (Bowmer 

160). The community of Ashland agreed that Bowmer dese~~ed 

the money and that they wanted the Festival. Bowmer had 

the good business sense to include the 1,000 volunteer 

helpers (including the Board of Directors) into the main 

flow of the theatre. Nevertheless, Bowmer refused to 

depend solely upon the community for the progress of the 

Festival. In fact, he stated: "We theatre people should be 

essential to the success of the community's artistic 

project" (Bowmer 160). 

At such moments the people of southern Oregon took 

Bowmer on his own terms. In planning the first Festival, 

he agreed to the community's request to use his stage for 

the lucrative boxing matches that would cover the plays 

losses. The best loved bit of Festival lore told regarding 

the early financial success of the OSF goes that the plays 
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made money while the boxing lost. The art of theatre found 

itself an unexpected patron of the manly art. The business 

community took careful note and permanently switched its 

allegiance to the winner. Today in Ashland not many boxing 

matches occur. 

By 1968, the Festival won steady acclaim, but the OSF 

came in danger of failing, of going right out of business. 

The construction of America's first Elizabethan Theatre 

remained a free, visionary, and deliberate act. The 

construction of the second, the Angus Bowmer Theatre, in 

1969 became financially necessary. The economists advised 

Bowmer to build another theatre, thus gaining more seats to 

sell and enough new income to ward off disaster for awhile. 

How long could one go on adding new theatres? Bowmer 

wondered. In 1976, due to economic difficulty again, the 

OSF had to build yet another theatre. The Festival 

offered, fresh for 1977, a tentative excursion in the 

direction of a new theatre building. The Festival financed 

and built the Black Swan. The theatre is located in the 

transformed old Exhibition and Rehearsal Hall and sells out 

to packed houses. 

Not that anyone believed the Black Swan, by itself, 

proved a financial savior. This theatre helped, but for 

the first time in history, the Festival searched for 
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the private sector in 1977. 
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Artistically speaking, Bowmer examined the question: 

what is the introduction of two modern theatres in only 

eight years doing to the Festival? Bowmer regarded his 

theatre as the finest modern theatre many have visited. 

Both actors and audience members praised the arena as a 

grand place to work and to watch people create. Designer 

Richard Hay developed a modern space that allowed both 

actor and audience to stay in touch with the important 

fundamentals' of Elizabethan playing. In one sense, the 

indoor theatre looked more Elizabethan than the outdoor 

space. No member of the audience sat more than 55 feet 

from the large open stage because the seating wrapped 

around the thrust. The walls of the auditorium continued 

onto the stage, and the vertical rise from the auditorium 

floor to the last row of seats shot up over 17 feet. The 

Bowmer persuaded both actor and audience through its own 

architecture to perceive that for some brief time all 

shared the same room. In the Bowmer theatre an unavoidable 

sense of communion began in that space; and this 

recognition made the theatre appropriately, not just 

gratefully, named. The outdoor Elizabethan stage gave the 

viewer visually the globe. One shared its Heavens (in the 

small roof over part of the stage), its surface (in the 
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large platform), and its Hell (through the trapdoor). This 

communion encouraged perception of the common fate of 

characters, actors, and audience. 

The modern Bowmer theatre had a stage so flexible that 

the playing space retreated into the proscenium arch. 

Considered a congenial home for a great variety of playing 

styles from Sophocles to Stoppard to classical and absurd. 

The Bowmer Theatre frequently confronted the Elizabethan 

Theatre with the modern challenge: Shakespeare in 

contemporary dress, Shakespeare as American carnival, and 

Shakespeare with elaborate sets. Whatever the merits of 

individual productions, the policy opened Shakespeare's 

scripts to a kind of exploration that would be out of place 

in the outdoor theatre. In the new Bowmer Theatre, the 

Festival constantly submitted its own founding idea and its 

own discoveries to the severest kind of testing. Like 

Bowmer, Jerry Turner, the current Artistic Director, 

believes that the Elizabethan Theatre must survive, not out 

of sentimental affection for either Shakespeare or the 

Festival, but only through the kind of loyalty paid by 

searching for self-critical, imaginative, intelligent 

artists and audiences. 

The Black Swan Theatre opened February 12, 1977, with 

Shelagh Delaney's A Taste of Honey. Like the other two 

theatres, the Swan asks its audience members to begin with 
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a vigorous perception of their location. They enter 

through a lobby full of mirrors. On the way to their seats 

in the theatre that is three-quarters arena style, they 

find themselves backstage. The designer encourages the 

audience members to ask themselves how did that happen and 

why? 

The feature, the images--the very age and body of the 

time--that suddenly confront the audience in the mirrors 

encourage them to remember the most famous words ever 

spoken about theatre: liThe purpose of playing • • • (was) 

and is to hold • • • the mirror up to nature" (Hamlet 

III.i.). Therefore, the lobby becomes more than the pause 

in which one reaches for one's ticket; the drama begins 

there. Designer Hay calls the Black Swan "a machine for 

theatre, an energy place, stripped for action" (Swander 

181). This theatre energizes members of the audience on 

the way to their seats. Turner states: 

In all theatre, the action truly is in the 

collective mind of a responding audience, and 

unless that active audience is there, unless we 

see the action, and see ourselves seeing it, and 

share it with each other, then it's not theatre. 

It's foolishness. (Swander 181) 

The Festival designed, played, and thought its way 

into the dangerous future, yet the OSF remains true to the 
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analysis for his staff and Board of Directors. Three 

sentences state Bowmer's vision of his Festival: 

37 

In our theatre the creative act is one of 

interpretation, clarification, and emphasis. It 

is not one of rewriting, burlesquing, or warping. 

This is not to discourage editing, or 

playfulness, or additions, but it is to suggest 

that Shakespeare knew his business as a man of 

the theatre and the process of discovery of his 

craft is more important than the creation of 

alternatives to it. (Bowmer 269-70) 

Bowmer warns that the main artistic danger to the 

Festival is that it could become a director's instead of a 

playwright's theatre. Turner says: 

This is a house that Shakespeare built. Of all 

the talents used in the creation of the Festival 

only one is constant: the author's. The Festival 

is not and must not become a living example of 

one kind of archeological academic argument. 

(Swander 181) 

A theatre that chooses to illustrate history instead 

of make history will, in fact, never do either--partly 

because such illustrations will not only be dead but 

misleading. Even in academic circles, researchers 
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discovered the value of restraint in making claims about 

how Shakespeare's plays should be staged. Bowmer believes 

that the hope lay in the directors of the future--directors 

who knew the incredible variable of theatrical 

possibilities that Shakespeare provided. Moreover, Bowmer 

needed directors who had a creative spirit. These 

directors needed enough discipline to accept the full 

cooperation of the playwright, and enough ambition to reach 

as far in production as the script implies, and who are 

sufficiently theatrical to rejoice in the confrontation of 

a particular" script and space. Beyond the pleasure of 

individual productions, the combination of continuity and 

invention accounts for the excitement in Ashland. These 

qualities are coupled with the determination to grow and to 

change without breaking any bond that unites the Festival 

with the richly Shakespearean humanity of the past. At the 

foot of the southern Oregon mountains Americais finest 

liveliest theatre struggles toward the classical ideal. 

Bowmer viewed the Festival as his teacher. He stated: 

One of the reasons for the Festival's vitality, 

has been the periodic infusions of expertise and 

talent from the country's great universities and 

colleges, each bringing fresh points of view and 

new inspiration without swerving us from our 

declared and demonstrated artistic path. (187) 
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Bowmer acknowledges with special gratitude the 

contribution of Dr. Margery Bailey, a professor with whom 

he studied while at Stanford. Dr. Bailey, though an 

English teacher, knew back in 1935 that Shakespeare wrote 

not novels but plays. She learned to teach and provide 

productions with a context of seminars, concerts, lectures, 

demonstrations, readings, and discussions. She believed in 

and loved theatre. She understood that only the theatre 

gave Shakespearean study its ultimate legitimacy_ She 

brought with great skill her scholar's knowledge to serve 

theatre people. Bowmer made a remarkable claim of Bailey's 

lectures to the company: 

The fundamental nature of the Elizabethan ideas 

of God's order in the heavens and on the earth 

has been reflected in our productions since the 

time of those lectures. It has been one of the 

strongest of the unifying influences in the 

Festival productions over the years • . • it 

created, in this area alone, the basis for an 

integrity which we should always try to maintain. 

(Bowmer 191-92) 

At first, Bowmer discovered that people regarded the 

Festival as an educational theatre in a fairly grim way. 

Countless numbers of people assumed Shakespeare to be 

merely an extension of a series of unpleasant schoolroom 
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experiences. The Festival became a place where such 

people, trapped or seduced into watching a play, could be 

heard saying over and over again: "I always hated 

Shakespeare ever since high school. • But you know, I 

liked it" (Bowmer 189). The Festival became a place where 

the audience discovered to their surprise that Shakespeare 

offered interesting, amusing, and exciting stories. such a 

discovery became an important educational experience. 

Bowmer's dream came true. Yet who in sober maturity 

would start a Shakespeare Festival in Ashland, Oregon? 

Bowmer said he probably would not, yet in his youth he did. 



CHAPTER 4 

PRODUCTIONS 

The Festival is a repertory theatre dedicated to 

producing the complete Shakespearean canon. The OSF also 

features a variety of classical European and American 

works. The OSF acknowledges that some examples result in 

innovative and exciting productions, while others remain 

drab. 
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This chapter examines three completely different 

productions: first, a 1989 production of Pericles. Prince 

of Tyre, performed in the indoor Bowmer Theatre; second, 

the 1976 summer production of King Lear, staged in the 

outdoor Elizabethan theatre; and third, the 1977 Black Swan 

production of Shelagh Delaney's A Taste of Honey. These 

three plays were chosen for discussion because the scripts 

gave both the actors and the audience opportunity for text 

and self evaluation. Furthermore, the Ashland Oregon 

Shakespeare Festival promotes such discoveries during any 

production season. The analysis of the Lear production is 

different from the other two plays because an eye-witness 

account coupled with personal interviews contribute to this 

examination. Offering four Shakespearean plays per year 

means a continual confrontation with both familiar and 
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unfamiliar scripts. Each season artistic director Jerry 

Turner adroitly mixes crowd-pleasers with difficult plays. 

The audiences that come to the Festival are devoted to 

Shakespeare's plays and do not want to see museum theatre--

the types of productions that supposedly correspond to 

those at the Globe. The OSF directors and actors await the 

challenge to bring plays to life rather than attempt to 

resuscitate outdated versions of someone else's production. 

Turner states the following goals for any Festival 

production: 

To present the plays of Shakespeare and other 

major writers in such good faith that the 

audience can experience most completely the 

vitality of the chief literary figures common to 

English, European, and American cultural 

heritage. To amend and expand the fund of 

theatrical scholarship especially with regard to 

the Elizabethan drama, through experience and 

experiment. And to provide theatre artists with 

a stimulating and SUbstantial classical theatre. 

(Rigdon 723) 

The 1989 Pericles production provided an example of 

the Festival's performance goals. The play offered a taste 

of the creativity audiences expected from Ashland shows. 

The OSF artistic director Jerry Turner and Dennis Bigelow, 
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who heads the OFS's Portland stage, co-directed this indoor 

production. By viewing a performance of Pericles, they 

asked their audiences to ponder the questions of life. 

Furthermore, the directors wanted the audience to ask 

themselves how this production related to their daily 

lives. 

Little is known about this script. The play's 

authorship remains unclear. (Did Shakespeare only 

partially rework someone else's text?) Given, the text is 

corrupt. (Did contemporary audiences inherit a sort of 

boiled-down ~ctors' edition?) Turner states: liThe verse is 

mostly mediocre. The plot remains an improbable mess of 

coincidences and miraculous reversals" (Turner 1989). Yet 

the play entices all involved with the production to find 

answers to this script. 

Turner and Bigelow discovered that Pericles contains 

an incident-laden plot--full of stormy shipwrecks and 

pirates, incest and betrayal, reunions and resurrections-

and the play makes for great theatre. The play carries 

echoes of King Lear, Measure for Measure, The winter's 

Tale, and of course, The Tempest. 

Directors Turner and Bigelow and their designers, 

Richard L. Hay (set), Jeannie Davison (costumes), and 

Robert Peterson (lighting), created a glowingly austere 
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nautical environment for Pericles. The designers created a 

stage that represented a planked ship's deck draped in 

sails and rigging. The playing area repeatedly transformed 

as Gower (J. P. Phillips), the narrator, recounted 

Pericles' Mediterranean wanderings. 

Turner and Bigelow decided to double-cast the 

problematic Pericles. Both Derrick Lee Weeden, who played 

the young king, and Paul Vincent O'Connor, who took over 

the role after the intermission in a kind of passing-of

the-crown ritual, played Pericles with clarity and dignity. 

Unfortunately, they are quite different actors physically 

(Weeden is Black, O'Connor is White), and stylistically 

their acting approaches differ widely. The directors 

handled the kind of story-theatre role-shifting that took 

place in the production gracefully. But with the role of 

Pericles racially divided, the audience ended up distanced 

from the moving reunion scenes that rounded off the play. 

Scott Rosenberg of the San Francisco Examiner said: 

The OSF's production of Pericles emphasized the 

story's underlying mystery rather than its humor 

and improbabilities. Pericles offered enjoyable 

entertainment although fairly safe with some 

solid performances (Phillips was particularly 

good) in an enveloping atmosphere of risk. (E3) 
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At the end of each scene the sails and drapes that formed 

the set's backdrops fell with sudden impact, a directorial 

choice that reinforced the play's message that fortune, 

good and bad, stands always ready to reverse course. As a 

play that provided variety, Pericles proved effective 

theatre. This play is an example of one type of production 

Ashland audiences seek out when they attend an OSF 

performance. They look Ior a show filled with risk, trust, 

and a challenge. This particular production also asks of 

the audience to ponder the conscious and unconscious 

questions of.their daily lives, and that is one purpose for 

attending a theatre production--self-examination. 

The second production typical of the Festival is the 

1976 summer production of King Lear. Unlike Pericles, the 

director of King Lear, Pat Patton, let Shakespeare's text 

speak for itself. No special thesis or concept dominated 

this Lear. Patton supplied a general medieval flavor. The 

costumes and decor discouraged any look of the sentimental, 

nihilistic, transcendental, primitive, and modern. 

Pattonrs production gave full rein to the horror and 

brutality of the play. Gloucester's bleeding rings were 

rendered vividly, but still did justice to the opposing 

impulses of love and sympathy. After the blinding, the 

stunned, almost paralyzed reaction of Cornwall's servants 

brought an element of compassion back into the play. 
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Similarly, at the beginning of v.iii. the soldiers treated 

Lear and Cordelia hesitantly rather than brutally, which 

Edmund forced to prod them. 

In his brief program note, Patton describes this. 

tragedy in terms of its conflicts: 

Age and youth, order and anarchy, wealth and 

poverty, justice and injustice, power and 

impotence, endurance and despair, reverence for 

tradition and score for convention. • For 

the stage, we reduced these conflicts to their 

most basic form for clarity and power. (17) 

Patton made a few cuts and adjustments to achieve such 

clarity and to hold the running time to about three hours. 

In IV.iii., Patton eliminated the description of Cordelia's 

grief and Kent's famous lines on the stars governing our 

conditions. Edgar lost quite a few lines, especially in 

IV.vi. (e.g., "Why I do trifle thus with his despair/ Is 

done to cure it" and IV.i. (the listing of the five 

fiends). The Fool's prophecy of III.ii. received cuts. 

Regan rather than Cornwall put out Gloucester's second eye 

(taking for herself the "out, vile jelly" [III.vii.]). 

Later, in a change that raised a few eyebrows, Regan and 

Goneril's bodies did not appear on stage during the final 

scene. 



To emphasize the play's conflicts, Patton made full 

use of the resources of the Elizabethan stage house. The 

slip-stage served as an auction block in I.i. upon which 

the three daughters acted out their professions of love. 

Also, the stage stayed at a limited height from where 

Gloucester fell in IV.vi. The director made instructive 

use of the upper stage to increase narrative intensity. 
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The castle scenes during the storm (III.iii.; III.v.) 

played above, with the more SUbstantial Lear scenes 

(III.ii.; III.iv.; III.vi.) below. Patton used a cross-cut 

technique that assisted dramatic flow. Edgar in flight 

(II.iii.) delivered his soliloquy above, with Kent, in 

parallel straits, below in the stocks. Unfortunately, the 

lighting blacked out Kent, thereby diminishing this 

suggestive juxtaposition. The interview between Regan and 

Oswald in IV.v. also took place above, as did the final 

view of Gloucester in V.ii. The gains in narrative flow 

offset the loss of intimacy or emphasis from the staging of 

these scenes. One notable exception in V.ii., where a dumb 

show on the main stage acting out the capture of Lear and, 

Cordelia distracted the audience from a moving and 

meaningful moment above. This unfortunate juxtaposition 

diminished the effect of "ripeness is all" (V.ii.). 

This production of King Lear showed the benefits of a 

strong, young repertory company. James Edmondson portrayed 
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Gloucester bewildered and flustered in the early scenes. 

Later, he added compassion and forcefulness in his decision 

to support Lear. In the blinding scene, the director cut 

the various references to chairs, responding instead to the 

cue provided by Gloucester's line: "I am tied to th' stake, 

and I must stand the course" (III.vii.). The stage image 

of a cornered animal strikingly held the viewers' 

attention. Edmondson took full advantage of Gloucester's 

added mobility and conveyed defiance, fear, and ultimate 

humiliation. The stake reappeared as Gloucester's staff in 

IV.i. and finally became the weapon Edgar used against 

Oswald. As the blind man, Edmondson painfully convinced 

his viewers in Act IV. The discovery of Lear's bare feet 

in IV.vi. (where Gloucester tries to help the mad king with 

his imaginary boots) moved many in the audience, including 

the writer, to tears. Edmondson built this scene into a 

complex presentation of Gloucester's awareness of Lear's 

fallen state and the analogy to his own. 

Patton said, "Rex Rabold's Fool was the best I have 

ever worked with in the history of my directing" (1989). 

He chose the widely used simian posture for the role. He 

moved sideways with his head down and arms loose, but still 

found his own distinctive gestures, including a thrust of 

two or three fingers at Lear or others. His vocal tone 

varied widely. The inflections ranged from the indignant 
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to the sardonic to the wistful to the anguished, with all 

the tones, including the anger, conveying a love for his 

master. The intelligence of both the actor and the Fool 

showed itself especially in the immensely effective 

delivery of the gibes in I.iv., where the pertinence of the 

riddling lines range out invariably clear to Lear and the 

audience. Here in the production, as elsewhere, Rabold 

received his laughs, but the laughter mixed itself with 

pain. 

One of Rabold's props deserves comment. At Cordelia's 

exit in I.i., she left her distinctive wine-colored 

handkerchief with the Fool, whom the director had included 

on stage. Throughout his subsequent scenes, especially 

I.iv. and I.v., Rabold deftly used this handkerchief. He 

made animal shapes or played tricks that underscored his 

puns and gibes, so that this highly visible prop became 

associated with the Fool's message and function. When Lear 

appeared for the first time without the Fool in IV.vi., he 

carried the handkerchief. He tried unsuccessfully in his 

madness to copy Rabold's tricks while sitting downstage o~ 

the railing where the Fool had often placed himself. At 

the beginning of V.iii, Lear and Cordelia's captors led 

them off by their secured hands. Nevertheless, they 

jointly held the handkerchief, moving slowly upstage center 

while Edmund barred their way. At the last possible moment 
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Edmund stepped aside. The hands clutched the handkerchief 

that displayed a victory. This triumph, however small; 

remained in the mind's eye of the audience's last view of 

Cordelia alive. During the final moments, the handkerchief 

remained clearly visible around Cordelia's neck. The 

director and the actors thereby found a way to heighten 

theatrically the bonds orchestrated in the text. Moreover, 

Patton added to the resonance of several key passages, 

particularly: "And my poor fool is hanged" (V.iii.). The 

odyssey of Cordelia's handkerchief enriched this 

production, primarily because of the meanings and 

associations that Rabold generated. 

Denis Arndt, an Ashland veteran .less than half of 

Lear's four score years, portrayed King Lear. Inevitably, 

some audience members complained that such a youngster 

could not know enough to play Lear. But Arndt proved 

himself the moment he walked onstage. Arndt prepared for 

this part for a year. For example, he startled his fellow 

actors by knowing all his lines at the first rehearsal when 

others had only been assigned their parts. His preparation 

included a study of stage history, criticism, and even the 

quarto text. This Lear made informed choices on major and 

minor matters. At one performance Arndt experimented with 

alternate readings. Elsewhere, he demonstrated that the 

opening line of III.ii. scanned by making the final two 
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words disyllabic: "Blow, winds, and crack your cheeks, Ra

age, blo-ow!" (III.ii.). He did not hesitate to play for 

strong psychological effects. In response to the Fool's 

question in I.iv., his "Nothing can be made out of nothing" 

(I.iv.) broke in mid-sentence as Lear obviously caught the 

echo but immediately plunged on. 

Arndt caught the many moods of Lear. He could build 

quickly to rage and curses, or lapse into bewilderment, or 

find diversion in the Fool. He rendered the storm speeches 

of III.ii. as impressive arias. Arndt used sound 

accompanied by three off-stage kettle drummers linked to 

earphones for his delivery. The softer moments with Arndt 

and Rabold proved less spectacular but extremely moving. 

In I.v., the Fool sat on the downstage railing. Rabold 

looked at the audience but never at Lear, while Arndt 

ranged around the large stage. Arndt displayed flashes of 

Lear's old impatience (Be my horses ready?" [I.v.]) and 

sarcasm ("Ha, ha, ha" in response to The Fool's first joke, 

drawn out with each part given strong emphasis). Arndt 

also found a new, quiet voice for "I did her wrong," as he 

looked at the audience from behind the Fool. Rabold's 

pained delivery of "Thou shouldst not have been old till 

thou hadst been wise," then led to the scene's climax in 

Arndt's: "0, let me not be mad, not mad, sweet heaven!" 

which expressed fear and bewilderment (I.v.). All this 
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time, moveover, the audience held Rabold's expressive face, 

unseen by Lear, as a poignant comment on the king's plight 

and deterioration. 

The end of Act III.ii. touched the soul as much as 

I.v. After his violent, operatic speeches in the storm, 

Lear found room in his heart for someone else, the Fool 

("How dost, my boy? Art cold?" [III.ii.], who Rabold 

played as shattered by both the storm and Lear's condition. 

Arndt listened intently, motionless to the Fool's snatch of 

song about the wind and rain and making content with 

fortune fit. Then Arndt looked over the audience and added 

softly and wistfully: "True, boy" (III.ii.). 

In IV.vi., Arndt found gestures and tones for the 

various reason-in-madness lines (the clothier's yard, the 

toasted cheese, the challenge). This actor's choice made 

more sense to the scene. His pointing into the audience 

for "I pardon that man's life" and "Behold yond simp'ring 

dame" drew electricity. The "no" after "Die for adultery?" 

drawn out in a playful tone added texture to his character. 

The "pah, pah!" at the end of this powerful speech signal~d 

a violent attack of nausea. When Gloucester wept after 

trying to help Lear with his imaginary boots, Arndt recited 

matter-of-factly, "I know thee well enough; thy name is 

Gloucester." This vocal delivery offered comfort and moved 

much of the audience. Lear then sat both of them down on 
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the slip-stage for his lecture, "I will preach to thee: 

mark." He then struck the stage once to underscore 

II . . . this great stage of fools." That sound and action 

led him to "This' a good block" and to the concern with 

shoeing horses which felt to eliminate sound. To confront 

Cordelia's gentlemen, Arndt adopted the playful tone he had 

used sporadically throughout the scene, getting his 

pursuers to kneel ("I am a king; masters, know you that?") 

He then ran off, child-like the "Sa, sa, sa, sa!" This 

physical gesture forced them to give chase. Arndt (and 

Edmondson) thereby displayed the importance of this 

difficult scene in a way that embraced both a highly 

theatrical and deeply meaningful production (IV.vi.). 

In the final moments of the play, Patton's direction 

offered a basic simplicity, especially with the bodies of 

Regan and Goneril not in sight. Arndt delivered his first 

two howls offstage, so that his entrance portrayed more 

power. Everyone on stage remained frozen by the sound Lear 

made. Arndt held Cordelia in both arms, rarely looking 

away from her face, and crooned many of the lines at her, 

especially during his last speech. He managed to deliver 

the five nevers at a slow but insistent pace so that each 

one had its own distinctive tone and modulation. The final 

lines Arndt delivered softly with only a touch 'of 

excitement. He did not guide the audience to anyone of 
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the many interpretations of what Lear sees or thinks he 

sees. The effect moved many without being insistently 

transcendental or illusory. Arndt chose to avoid a full 

kneeling position with Cordelia in IV.vii. because he felt 

Lear should not be truly down until the final moments. 

To offer a neat summary description of Pat Patton's 

King Lear is difficult. For example, the director and 

actors appeared uncomfortable at times with the symbolic or 

non-psychological dimensions of the tragedy. As noted 

earlier, the staging of v.ii. was weak. The mimed action 

below overwhelmed the tree/rot/ripeness motif, while 

Gloucester's last line ("And that's true too" [V. ii.]) 

remained inaudible. There the director sacrificed a full 

moment to provide a swifter climax to the Lear story. 

Similarly, the absence of Goneril and Regan's bodies from 

the final moments may have speeded up the last scene, but 

this directorial choice also reduced significantly the 

resolution of the script. The curing of Lear in IV.vii. 

moved many in the audience, thanks to Arndt's gentle touch 

with the lines. Patton did not seem to know what to do 

with the always troublesome Dover Cliffs scene. He ended 

up snipping some lines while adding business to show 

Gloucester being convinced of the height. So Edmondson 

blindly groped with his hands from the sight elevation of 

the slip-stage. He found only vacancy and then heaved 
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forth his staff to test the depth, only to have the weapon 

caught by Edgar. Meanwhile, Patton cut or pared down the 

lines regarding Edgar's purpose and the role of the gods. 

Although the director and actors concerned themselves with 

larger issues of the play, quite a few suggestive passages 

remained lost or muted. 

Patton's King Lear remained unpretentious, well acted, 

well paced, and gripping. Lear proved a collaborative 

effort that reflected the energy and imagination of many 

participants. The absence of any overriding thesis became 

refreshing. The play spoke for itself with relatively few 

preconceptions imposed upon the text. The acting in some 

k~y roles and the chance to appreciate the flow of a well

staged King Lear with no intermissions supported the price 

of admission. Patton succeeded in reducing the conflicts 

of this tragedy to their most basic form for clarity and 

power. In so doing, he reduced the larger meanings of some 

moments and motifs. On the other hand, by sacrificing some 

of the director's intrusive presence, Patton gave both his 

actors and the Ashland audience the opportunity to discov~r 

much about the Lear tragedy and about themselves. After 

all the public expected this kind of challenge as they 

began their journey into an Oregon Shakespeare Festival 

production. 
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The final production for examination here as the type 

of play the Ashland Oregon Shakespeare Festival promoted is 

A Taste of Honey by Shelagh Delaney. In the Black Swan 

theatre on February 12, 1977, a new type of theatrical 

experience arrived at the Festival. The Black Swan opened 

as a three-quarter arena theatre. Audience members watched 

the performance as actors passed within inches of the front 

row. The theatrical experience became especially intimate 

compared to the open-spaced productions at the Elizabethan 

and Bowmer theatres. As a result, the production committee 

picked A Taste of Honey. This five-character slice of life 

play involved both actor and audience. This production 

remained free of anything that could come between the 

players and the audience except occasional raw emotions. 

Delaney wrote the 1959 play (then a "teenage girl who 

reportedly saw a Terrence Rattigan play and left the 

theatre thinking she could write a better one" [Edmondson 

16]). The Festival chose this play because the committee 

felt most audience members could relate to its theme on 

some intimate level. 

James Edmondson's casting drew the maximum emotional 

nuances from the play. Al Reiss from the Oakland Tribune 

said: "Young Cameron Dekey made an auspicious Festival 

debut as Jo" (02). She stayed on stage throughout most of 

the play. The proximity between actor and audience in the 



Black Swan theatre demanded special skill in projecting a 

character. She achieved this actor's goal. 
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Margaret Rubin portrayed a character named Helen. The 

closest communication with her daughter came in the scene 

where she told the girl she evolved out of an unexpected 

five-minute love affair. Ms. Rubin made the audience 

believe all facets of her character. In her own way she 

cared about her daughter, but she cared about her own 

gratification more. 

"The characters of Jo and Geoffrey offered the most 

poignant scenes," stated Reiss (02). Acted by Rex Rabold, 

a very talented, versatile actor who played The Fool in the 

previously examined King Lear. The character of Peter 

allowed Patrick Desantis to explore fully the various 

shades of swagger, lust, anger, and incipient brutality. 

The music in this production advanced the mood of the 

play. A jazz trio, Ademas, of Ashland, Greg Gavin, Paul 

Jenny, and David Salisbury, augmented A Taste of Honey. 

For example, the muted trumpet version of the Wedding March 

from Lohengrin sounded like taps and propelled the action, 

forward. 

Edmondson's blocking and construction of the play 

offered an adventure in perception to the theatregoer. 
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The script also provided a new and interesting challenge to 

Festival actors. A Taste of Honey allowed for both text 

and self evaluation. 

Founder Angus Bowmer envisioned a Shakespeare company 

in search of a wider repertory. He could not simply expand 

the number of Shakespeare plays presented annually, nor did 

he want to confine the OSF to merely Shakespeare. Bowmer 

pursued other classics as a natural extension of 

Shakespeare. The works of Moliere, Ibsen, Chekhov, and the 

like evolved out of Bowmer's desire to grow into a leading 

regional repertory theatre company. His plan worked as top 

theatrical productions proved themselves again and again to 

audience and critic alike. currently, the OSF, at the 

height of its summer season has three different theatres 

operating all at the same time, each with its special 

demands and each with a different repertory. 

Not only the three productions studied in this 

chapter, but also current Festival productions contribute 

to the annals of theatrical history. The OSF's productions 

often achieve a level of sustained artistic excellence. 

Consistently, the theatre community and critics regard the 

Festival as an institution of accomplishment. The 

Festival's artistic identity and continuity remain the 

reasons for such success. Not all productions at Ashland 

demonstrate top quality (e.g., Pericles), but the most 
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successful productions--Shakespearean or otherwise-

establish a point of view. Ashland Oregon Shakespeare 

Festival does not claim to have "arrived." At the 

Festival's highest level, the theatre and its productions 

evolve, reveal, and unravel through life's transitions, and 

the mysteries and miracles of its time. 

The Festival's goal for each production lay in the 

realization of the author's intent and the self-realization 

of actor and audience member. When every aspect of the 

production works as a living design, then the Festival 

prepares to lovingly share that experience with an 

audience. The actors then act what the public cannot. The 

process remains fresh and spontaneous each time. Every 

performance includes a new and vital realization--a growth 

on stage, in the audience, and ultimately for the Ashland 

Oregon Shakespeare Festival. 
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CHAPTER 5 

ANALYSIS OF PRESENT POSITION 

At present the Ashland Oregon Shakespeare Festival is 

in a strong artistic and financial position. The Long 

Range plan committee consistently strives to produce the 

best effort in meeting its objectives. By examining its 

current strengths and weaknesses through the Long Range 

Plan, the OSF is able to provide a direction for the 

Festival's future development. 

The purpose of this chapter is to present an analysis 

of the OSF's present position. The study includes an 

artistic, audience, facility, financial, and organizational 

evaluation on all aspects of the Festival. Arranged in 

this manner, the chapter provides a study of the direction 

the Festival must take in order to survive. 

The artistic standards at the Festival are gaining an 

equality between the acting and production elements. The 

contract with Actors' Equity signed in 1985, and the 

opening up of auditions in areas outside Ashland, such as 

Seattle, San Francisco, and Denver are responsible for this 

parity. Before Ashland became an Equity house, less 

experienced actors formed the base of the company. Now, 

actors have many opportunities to become members of Actors' 



Equity. A more experienced and well-trained group of 

actors now exists at Ashland. The overall quality of 

acting remains more consistent throughout the entire 

company. 
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Higher expectations and greater experience within the 

company raises production standards. Sophistication in the 

use of technology, production techniques, and materials 

increases the ability to learn. By the purchase of new 

equipment and the upgrading of production facilities, the 

morale of the technicians is improved. 

Currently, in-house people direct half of each 

season's plays. Guest professionals direct the remainder 

of the scripts. Each year the OSF hires two or three new 

directors to ensure the infusion of new directorial talent 

into the company. 

Resident scenic and costume designers remain 

responsible for most of the design elements each season. 

Opportunity for non-resident design assignment exists 

both in scene design and, particularly, in costumes and 

lighting. For example, John Dexter, resident scene 

designer for the Pacific Conservatory of the Performing 

Arts in California, designed the 1988 set for The Iceman 

Cometh. Impressed by Dexter's work, Jerry Turner 

encouraged him to design at least one yearly production for 

the Festival. 
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The OSF now offers opportunities for people to start 

their careers in the 'theatre. Approximately half of the 

acting company comprises recently trained actors. Although 

a fully professional theatre, the Festival continues to 

give a rich and unusual opportunity for young artists and 

theatre technicians. They can practice and enhance their 

skills by working with more experienced company members. 

In a personal interview, current artistic director 

Jerry Turner said: "The quality of actors the OSF attracts 

improves with every year." The Festival selects from the 

top students of graduating MFA classes. This situation 

increases by offering actors the chance to accumulate 

credits towards their Equity cards. The seduction of a 

ten-month contract coupled with an opportunity to work with 

reputable designers and directors, plus the quality of the 

equipment and facilities, attracts talented people from all 

over the country. By contrast, the OSF experiences 

problems attracting people in the areas of stage 

operations, scenic carpentry, lighting, and sound because 

work in those areas is often not so rewarding. The OSF 

faces a reduction in the numbers of graduating students in 

production areas. Yet the network of costume shop managers 

helps in obtaining good people for their area of specialty. 

As the Festival's status increases among the TCG 

theatres, the Ashland Oregon Shakespeare Association no 



longer considers itself a starting place on the regional 

theatre circuit. 
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Since the Angus Bowmer Theatre opened, overall 

capacity has increased from 172,334 to 368,249 in 1989. 

General Manager Paul Nicholson explains: "The growth 

achieved in the past three years increased the number of 

performances from 681 in 1987 to 699 in 1989" (5). Maximum 

capacity with the present theatres, length of season, and 

staffing estimates at approximately 380,000. The current 

8 1/2 month performance season extends from mid-February to 

the end of October. 

The Festival's repertory system makes touring 

difficult during the performance season. The length of the 

season limits touring to the months of November and 

December. Recent touring productions include comedy of 

Errors, Oh, Coward!, The Taming of the Shrew, and Jacques 

BreI Is Alive and Well and Living in Paris. These outreach 

tours demonstrate a strong demand for the Festival's work 

outside. The Festival mounts and undertakes such tours 

with many long rehearsal hours and careful supervision. 

The Outreach Program expanded in 1988 by providing two 

teams of actors for a three-week tour during January and 

February. 

In 1986, the OSF expanded. The Ashland Oregon 

Shakespeare Festival made a proposal to the major tenant in 
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the intermediate (928 seat) theatre of the new Portland 

center for the Performing Arts. The tenant accepted the 

proposal for a 4-6 play, 20-week season during the October

March period, starting in the fall of 1988. The Portland 

Expansion project enhanced the artistic creativity through 

the presentation of different kinds of productions from 

those in Ashland. Additionally, the expansion allowed the 

Festival an opportunity to make a commitment to an urban, 

non-tourist audience through a subscription approach. 

Currently, about 16% of the OSF's audience comes from 

Portland. 

Periodic market research from the Long Range Plan 

1988-1992 continues to reveal the varied geographic origins 

of the Festival's audience, with 88% living further than 

150 miles from Ashland. The geographic spread of the 

audience reflects the following: Oregon, 44%; California, 

36%; Washington, 17%; and other states, 3%. The audience 

comes from a largely middle-class background and they are 

well-educated, with approximately 75% having college 

degrees. The average age holds steady at around 45 years, 

and the average family income exceeds $53,000 per year. 

Eighty-eight percent of the audience travels to Ashland as 

a destination point specifically to see the Festival's 

productions. Seventy-eight percent consider they have a 

"high" interest in theatre in general. Only 16% of each 
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professional graphics designer created a specific look for 

the OSF in brochures, stationary, programs, playbills, 

newsletters, and other printed material. The classic, 

clean look for all paper work more accurately reflects the 

Festival's standards. 

Although only 12% of the Festival's audience lives 

within 150 miles of Ashland, this audience is a vital 

factor in the OSF's ongoing success. The Festival has an 

extensive volunteer network, which involves over 800 

people. (See Appendix B.) The volunteer group is an 

important part of the publicity and the public relations 

strategy. In 1986, these dedicated individuals received 

the President's Volunteer Action Award. 

Currently, the Festival has the largest outreach 

Program in the country. (See Appendix C.) The project now 

reaches over 260 schools annually with more than 150,000 

students participating. The introduction of the program in 

the early 1960s allows for more than 1.3 million students 

to learn about Shakespeare through teams of actors touring 

schools in November and December. They present 

performances within a cohesive theme. Then the actors hold 

workshops and seminars for the students. The Festival 

offers to school groups special matinees as well as evening 

performances at reduced rates. The Festival Institute 

offers a wide range of classes particularly suitable for 
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year's audience is attending for the first time. Twenty

seven percent make more than one trip to Ashland each year. 

The audience stays an average of 3.5 days and sees an 

average of 4.1 plays. A personal interview with Nicholson 

and his marketing department aided in the compilation of 

this research. This study indicates yet another reason for 

the Festival's continued success. 

The Festival adopted a three-part marketing strategy 

over the last five years. First, the plan increased 

awareness of the Festival and its activities. 

study helped to gain attendance to the plays. 

Second, the 

Third, the 

strategy enhanced the quality of the audiences' experience, 

thereby encouraging them to return to subsequent seasons. 

The Festival made efforts to increase awareness and 

attendance to the OSF's auxiliary activities (i.e., 

backstage tours, the Exhibit Center, Park Talks, concerts, 

lectures). In general, the marketing thrust aimed at 

raising awareness of the Festival both in the theatre 

community and throughout the nation. 

In 1989, the Festival printed and distributed over one 

million brochures. The Festival made efforts to reach new 

audiences through professional travel organizers, mailings, 

and attendance at travel trade shows. In 1985, a major 

change in graphics brought the printed publications up to 

the same level of artistry as other Festival designs. A 
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secondary school teachers and others interested in drama. 

In 1989, 10 different seminars attracted over 400 students. 

Since 1982, the OSF holds a Summer Seminar for high school 

seniors. Over a two-week period, the students observe all 

elements of the theatre. Between 50 and 60 pupils attend 

the Seminar each year. The program remains instrumental in 

rejuvenating theatrical interest in many high schools 

throughout the west Coast. These Outreach activities 

introduce theatre to many new audiences. Also they provide 

a broadening of the geographic base and offer attractive 

opportunities for funding agencies. 

The performance season continues at 36 1/2 weeks. 

Performances budgeted for 1989 totaled 698, with an 

increase of nine in the Angus Bowmer Theatre and a 

reduction of six in the Black Swan. Prices increased in 

1989 and remained in 1990 as follows: 

Bowmer & Elizabethan 

Front $19.00 

Middle $15.00 

Back $11.00 

Black Swan $19.00 

standing Room $ 6.00 

Backstage Tours $ 6.00 

Concerts and Lectures $ 3.00 
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The Long Range Plan research shows an average theatre 

attendance at 318,948, representing 80,000 to 100,000 

different people (Nicholson 40). The Festival's attendance 

places it as the top not-for-profit theatre in the United 

states. 

The following breakdown indicates the massive size of 

the celebrated Festival. 

Elizabethan Theatre 1,193 seats (Outdoor-built 1959) 

Angus Bowmer Theatre 601 seats (Built 1970) 

Black Swan Theatre 140 seats (Black Box-built 1978) 

Carpenter Hall 174 seats (Used for lectures, 

concerts, seminars, etc. ) 

Great Hall Rehearsal Room (2,800 square feet-built 1980) 

Upper Hall Rehearsal Room (1,000 square feet-built 1980) 

Exhibit Center (3,000 square feet-built 1980) 

Costume Workshop (3,000 square feet-built 1970) 

Scenic & Props Workshop (12,000 square feet-built 1985) 

Props Storage (8,000 square feet-built 1985) 

Plant Workshop (4,000 square feet-built 1985) 

Tudor Guild Gift Shop (2,500 square feet-built 197~) 

Administrative Offices (8,000 square feet-built 1970) 

Membership Lounge (600 square feet-built 1985) 

Greenhouse (400 square feet-built 1985) 

The outdoor theatre has severe deficiencies. Seating 

is dispersed, and the concrete pad on which the chairs rest 
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is disintegrating. The seating area remains insufficiently 

raked, creating the appearance of a short forestage. The 

dominating Elizabethan facade adds to the illusion and 

exasperates both actor and audience alike. For this 

reason, the theatre intimidates many of the actors. The 

lack of sound reflection creates an inconsistent space for 

actors to explore their craft. Overall, the actors and 

audience receive a less than satisfactory theatrical 

experience in the outdoor Elizabethan theatre. 

In the last five years a sUbstantial upgrade of 

Festival production equipment provided for better 

performance values. The Festival purchased and installed 

new computer lighting boards, follow spots, and other 

lighting instruments in the Angus Bowmer and Black Swan 

theatres. New sound systems followed close behind. The 

OSF purchased industrial sewing machines for costume and 

prop departments, monitor systems in both the Angus Bowmer 

and Black Swan Theatres, a dry cleaning system, a new 

piano, a new flatbed truck, and a new pickup. These 

purchases only added to the overall quality of the 

Festival. 

The Angus Bowmer Theatre creates problems for people 

with physical disabilities. This space has only two 

wheelchair seats. The Elizabethan Theatre handles up to 10 

wheelchairs, but these seats do not offer good sight lines. 
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The Bowmer Theatre bathrooms remain completely unsuitable 

for the Festival's patrons in wheelchairs, resulting in 

frustration for both patrons and house staff. The OSF does 

not offer signed performances for the deaf, but they offer 

an infra-red hearing system. Installed in the Bowmer 

Theatre in 1986 and in the Elizabethan Theatre in 1987, the 

system meets some needs. As of now, the Festival offers no 

special help for the visually impaired. 

Ticket sales remain the key ir1come source. 

contributed income anticipated in Memberships are $27,000; 

Support Groups, $49,100; Government, $14,000; and 

Foundation gifts, $11,000. The Corporate gifts are 

expected to decline by $33,500 due to the lack of renewal 

of the Mervyn's grant for the 1989 School Visit Program. 

Major Grants from the Mellon Foundation, the Fred Meyer 

Trust, the Schubert Foundation, and the Hewlett Foundation 

are significant achievements. Reductions in Federal 

funding caused lowered support from the NEA to the 

Festival. Gifts from support groups assume a major impact 

with the Tudor Guild contributing over $100,000 annually, , 

and the Beta Sigma Phi and Soroptimists together 

contributing about $20,000. An increase in the base of 

support represents almost 9,000 members and donors. 

The overall expenditure budget for 1989 balanced out 

at $7,235,700. Total payroll increased by 10.6% to 



$4,804,000. The following are weekly salary ranges 

incorporated into the budget: 

Actors' Equity 

Chautauqua Fellows 

Interns - Second year 

Interns - First year 

Technicians - Staff 

Interns - Second year 

Interns - First year 

Entry positions 

$450 - $650 (Average $555) 

$250 - $425 (Average $340) 

$260 

$242 

$260 - $400 

$242 

$225 
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other production costs increase by 7.9%. A 15-20% 

increase in the cost of paper raised printing costs 

substantially. The budget included a contingency of 

$85,000 (1.2% of operating expenses). The larger 

contingency provided for changes in the Festival's 

retirement programs following recent tax law changes. the 

1989 budget reflected an earnings gap of $1,492,200, 

representing 20.6% of the total operating expenses. 

The Board totals 30 people. Their assistance is of 

value, particularly in the area of fundraising. The 

overall quality of the OSF has improved due to the steps 

taken to give Board members a deeper perspective on the 

company's operations. A summary of the Festival's By-laws 

is provided in Appendix D. 
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staff numbers remain at fairly constant levels, with 

the exception of the artistic area. The acting company has 

grown from 58 to 61. In 1986, the Festival ~mployed a 

Literary Manager. He assists the Artistic Director in 

p1ayreading, providing literary notes for the other 

directors, and researching such publicity material as 

needed. A clearer definition of production 

responsibilities improves efficiency in the production 

area. The Festival staff created a new position of 

Artistic Associate to provide the Artistic Director with 

additional administrative support. The ~urrent Production 

stage Manager took this position, yet retained his 

responsibilities for the supervision of the Stage 

Managers. 

Job descriptions now exist for all positions at the 

Festival. The Festival organization chart appears in 

Appendix E. 

Over the last five years, the OSF introduced many new 

employee benefits and worked to remove inconsistencies. 

New benefits included improved health insurance, vision 

care, vacation pay, and a more consistent retirement 

program. The orientation procedures for new company 

members improved. An extensive Company Handbook, which 

incorporates all personnel policies, is available. The 



Festival also produced Safety Handbooks for use in the 

production and house areas. 

The Box Office is only partially computerized. Many 

other areas within the Festival utilize computers 

extensively. These include membership, accounting, 

payroll, mailing lists, word processing, production 

properties lists, production running lists, lighting 

schedules, and budgeting. Written materials are sent 

through the telephone directly into the OSF printer's 

computer, saving typesetting costs and proofreading time. 

Approximately $100,000 has been spent in the last five 

years on computer hardware and software. 
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In 1986, the Festival ranked among the 15 largest 

theatres in the Theatre Communications Group. The areas of 

particular importance are: 

First in actor employment 

First in total attendance 

Second in Mainstage attendance 

Fourth lowest in earnings gap percentage 

Fourth in earned income 

sixth in ticket revenue (as % of total expenses) 

sixth in operating expenses 

Eighth in artistic costs (as % of total expenses) 

Eighth in earnings gap 

Eighth in NEA grant support (as % of total expenses) 



Twelfth in contributed income 

Lowest top ticket price 
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The Analysis of the OSF's Present position indicates 

not only a theatre that cares about its overall quality, 

but also a Festival of great promise for the future. The 

artistic integrity and audience demands, membership 

expectations, financial, and facilities needs establish a 

set of standards. If the company achieves those goals, the 

Festival can preserve its high professional reputation. 

This reputation would result in a stronger artistic, 

audience, and financial base for the Ashland Oregon 

Shakespeare Festival. 



CHAPTER 6 

PROBLEMS AND OPPORTUNITIES 
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The Ashland Oregon Shakespeare Festival faces problems 

as do all theatres. The OSF acknowledges that issues need 

addressing and awaits the challenge of reaching these 

objectives. The Long Range Planning Committee looks at the 

circumstances of these problems, prioritizes according to 

the needs of the Festival at the time, and introduces 

positive change. 

This chapter identifies the problems and opportunities 

of the Festival. The OSF prides itself on the ability to 

focus on its goals and to work towards a desired result in 

furthering the enhancement of the Festival. This chapter 

explores the current artistic, audience facilities, 

financial, and organizational problems and opportunities of 

the Festival. 

In a personal interview with Artistic Director Jerry 

Turner, he indicated that the OSF is a Festival theatre 

with a joyous atmosphere which is sometimes hard to 

maintain due to the given length of the season. Actors 

also find difficulty in maintaining a freshness and 

vitality. There remain problems in recruiting older 

actors. On the other hand, the length of the contract 
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provides an opportunity usually attractive to mature 

performers. For example, Mr. Sandy McCallum, a resident 

professional actor, now lives in Ashland with his wife, 

Joy. He had a home built and he can stay at the Festival 

for as long as he wants. For McCallum, this means suitable 

employment~ insurance benefits, opportunities to direct, 

and a basic job security--a very satisfactory arrangement 

for a 65-year-old actor. 

The rotating repertory approach imposes a certain 

inflexibility. Sometimes actors perform in roles not 

suited to their type. The Festival runs into financial 

problems because actors sometimes only present three or 

four performances a week, compared with eight in the Equity 

contract. The lengthy rehearsal and performance season 

limits access to certain actors. On the other hand, the 

opportunities of the repertory system allow some actors to 

stretch their skills. 

A major danger for the OSF is in allowing others to 

think of the Festival as a tourist theatre. Although many 

tourists come to the OSF, the city Ashland supports its 

theatre wholeheartedly. Over the last five years several 

tours finished with varying results. Touring requires 

enormous effort and demands flexible sets, lighting, and 

actors. Even though touring is a useful marketing tool, 



sometimes adverse artistic implications appear due to the 

impossibility of doing the best work on tour. 
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Difficulty in obtaining good non-Equity actors results 

because of the ready availability of the Equity card. In 

the production area, a disparity with the salary levels for 

other workers exists within the company. The OSF hopes to 

have the opportunity to renegotiate their contract with 

Equity and perhaps establish lower salaries for less 

experienced Equity performers. A perception that the 
, 

Festival is not doing enough to attract minority actors and 

production workers pervades over the LRP. Since the 

management of the OSF is aware of this deficiency, the 

Festival directors and staff plan on taking affirmative 

action to initiate the appropriate changes. 

The Festival is close to reaching the limits of its 

capacity. (The current projected size is at 380,000 within 

the present 36 1/2 week season.) Although still young by 

national standards, the Ashland audience is growing older, 

increasing from 41 to 44 years since 1981. The need to 

reach younger audiences increases. The difficulty arises, 

because few teenagers attend the theatre. The size of the 

audience from the Bay Area needs improvement. An 

additional Board member from San Francisco would support 

this effort. 
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National awareness of the Festival increases 

significantly with each year. Yet in the area of 

fundraising problems still exist. The capacity to add 

concerts and lectures during the summer months would assist 

some of the fundraising difficulties, but these ancillary 

programs sometimes conflict with production needs. 

The following represent a series of different 

attendance problems and opportunities that the Festival 

faces. Better communication is needed with the schools to 

discover why they attend (or do not attend) during the 

spring season. Then the Festival could market the present 

season more aggressively to school groups. Some student 

groups come unprepared for the plays. This lack of 

preparation causes restlessness and inappropriate behavior 

and also undermines the enjoyment of the plays for the 

prepared students. 

The Festival's ticket prices remain the lowest among 

the nation's 15 largest theatres. The LRP staff practices 

restraint in its ability to raise ticket prices because 

they understand the cost of travel and accommodation 

expenses that audience members incur in order to attend the 

Festival. 

The Elizabethan Theatre incurred many problems. In 

1988, the OSF planned to resolve these issues in order to 

grow over the next 20 years. outside noise takes its toll 
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on the audiences' ability to hear. The Festival's ongoing 

cost of rain refunds provides an impetus for the Festival 

to look at a retractable covering for rain. With a 

solution to these problems, the OSF should remain one of 

the most exciting theatres in the United states. 

The Angus Bowmer Theatre needs better facilities for 

the handicapped and a larger restroom for the women. After 

20 years of continual use, the Bowmer Theatre requires 

increased maintenance. 

outdated and cumbersome. 

cost more than $300,000. 

The remaining lighting system is 

Replacement of this system would 

Largely vacant, the old scene shop provides the 

opportunity for the relocation of certain Festival 

activities. Suggestions for the use of the space include 

relocation of a larger (200 seat) Black Swan theatre and a 

day care center. Also the committee has ideas for the 

relocation of the costume shop or lighting shop, sound 

recording studio, creation of a fourth theatre, membership 

lounge, rehearsal hall, music room, Tudor Guild shop, and 

extra storage. The existence of this space provides the 

OSF with a good opportunity to become more efficient and 

productive. No matter what the use, conversion of this 

space remains costly. 

The Festival has occasions to increase ticket revenue, 

but these remain significantly limited because of 
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restraints on capacity growth. The relatively low ticket 

prices provide an advantage of continuing the OSF's policy 

of raising ticket prices by small amounts each year. The 

opportunity still exists for the Festival to add a more 

flexible pricing structure. 

The Festival's salaries and fringe benefits are better 

than other theatres. Paul Nicholson states: "It is 

difficult for us to counter the perception among our 

employees that we are a rich theatre; the perception that 

there is a cushion for cost over-runs exits" (20). Due to 

the large deficit in 1986, the Festival controls its costs. 

Departmental managers respond well to ensure that a deficit 

does not happen again. Employees care enough about their 

Festival to encourage their imagination and ingenuity in 

saving. 

staff numbers remain at relatively constant levels. 

Little pressure to increase the number of employees exists. 

The employee benefits improved and resulted in higher 

morale. The Festival needs to give consideration to 

disability insurance, wellness programs, and vacation pay. 

Few other improvements over the next five years are 

required. 

Several key employees reached retirement age, 

including current artistic director Jerry Turner. At 

present, there are no succession plans for their 



replacement. Although communication between Board and 

staff improves, this relationship grows further with more 

direct contact from senior staff. 
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The Festival committees realize the many problems and 

opportunities that face the OSF over the next five years. 

The Planning committee acknowledges that much work lies 

ahead. By developing answers to these issues, the 

integrity, beauty, and spirit of the Festival is 

maintained. All departments realize the artistic, 

audience, facility, financial, and organizational problems 

and opportunities of their Festival. They are willing to 

pull together to uphold the reputation of a Festival that 

lives up to its name. 



CHAPTER 7 

LONG RANGE PLAN 1988-1992 

AND ACTION PROGRAMS 
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The OSF Board considers the Ashland Oregon Shakespeare 

Festival's Long Range Plan as the most important document 

of their continued success. Current general manager Paul 

Nicholson conceived the plan. He intended the LRP to 

provide direction to the Festival in future years. The 

Plan is an internal document and serves as a common 

reference for the strategy of the Board and staff in their 

effort to further the work and goals of the Festival. 

This chapter examines the Long Range Plan and the 

current Action Programs. The study represents the best 

response to the artistic integrity, audience demands, 

membership expectations, financial and facility needs, and 

organizational enhancement of the Festival. The Festival 

maintains its high level of quality because the plan allows 

for continued positive growth. 

Nicholson and the Committee developed the Long Range 

Plan over a period of 12 months. The LRP Committee held 

extensive discussions and deliberations on the progress of 

the OSF. Festival staff members produced their ideas on 

possible objectives and the programs needed to achieve 
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those objectives. The staff wrote each section of the 

Plan. Then the Committee reviewed, evaluated, and amended 

the document. Finally, the Committee brought the Plan to 

the Board. After discussion and amendment, the Board 

adopted the LRP at its September 1987 meeting. 

The Action Programs are a series of steps taken to 

ensure the progress of the Festival. They inform the OSF 

of its direction. The Action Programs propel the staff, 

Board, actors, directors, and designers forward to achieve 

the highest possible overall standards for the Festival. 

The following discussion examines the Action Programs 

in detail. The study analyzes the artistic, audience, 

facilities, financial, and organizational action programs. 

The shared vision of the Festival finds fruition as all the 

elements are achieved through the action programs. 

The LRP Committee set down the artistic action 

programs to achieve the highest possible standards for the 

Festival. Regarding Equity, the OSF progressively wants to 

increase the number of Equity actors from 50% to 65% by the 

years 1992, in addition to renegotiating the Equity 

contract to clarify issues of travel and housing, and to 

remove certain inflexibilities. Moreover, the Committee 

wants to increase the acting, direction, and design 

salaries as a percentage of total expenses from 27% to 31% 

by 1992. 
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The Festival plans to expand the range of its 

repertory by budgeting for the commission of new works, 

particularly adaptations and translations. The Committee 

will set up a staff task force to recommend procedures for 

the evaluation of new plays prior to the season selection 

process. In order to understand better what plays are 

produced at other theatres, the OSF plans to send a 

Festival representative out each year to review new work at 

other theatres. 

The current access to the pool of talent from which 

the Festival draws its actors, directors, designers, and 

technical staff are limited. The OSF plans to conduct 

regular Equity aUditions in San Francisco, Los Angeles, 

Chicago, and New York. The Festival intends to advertise 

employment opportunities and conditions more widely in 

theatre publications, then adopt a policy of employing more 

minorities in the acting company. Next the Committee wants 

to find ways of attracting and retraining older, mature 

actors. Finally, the artistic staff needs to establish 

procedures that lead to earlier contact with potential 

directors and designers. 

Nicholson states: "The deficiencies of the Elizabethan 

Theatre are many" (26). Plans for developing the 

improvement of the stage and the renovation of the seating 

areas without losing significant seating capacity are 
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already in progress. The goal to complete redevelopment 

work without disrupting the outdoor season remains crucial 

to the flow of funds. As the OSF moves closer to its LRP 

artistic action programs, the Festival's audience can 

continue to share in the excitement of a successful theatre 

organization. 

The OSF made a commitment to reach new and more 

heterogeneous audiences. In the fall of 1988, a resident 

theatre in the Portland center for the Performing Arts 

began this process. The staff acknowledges the need to 

maintain and enhance the present outreach programs. They 

also want to develop new outreach programs aimed at non

student groups. The continuation of the audience research 

questionnaires provides the best idea to date in support of 

this effort. Every three years this questionnaire tests 

the needs of the Festival. Furthermore, the results 

dictate the areas lacking in audience support. 

An Action Program to expand audiences in the spring 

and fall sections is underway. A special market research 

program on why patrons attend or do not attend in the off 

season helps to locate potential problems for the OSF. The 

Festival uses results to develop and implement strategies 

that encourage summer patrons to attend in the spring and 

fall. The introduction of telephone solicitation of group 

bookings, with special attention given to non-student 



groups such as corporations and study clubs, assists the 

need to fill the theatres. Finally, the Festival 

management hopes to work cooperatively with the Southern 

Oregon regional tourism effort to gain a wider range of 

audience support. 
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Student groups need better preparation for the theatre 

experience. The Festival assists this weakness by 

producing study guides for teachers for all plays. The 

actors promote the use of Prologues as a ·means of helping 

these student groups understand the plays more clearly. A 

short 5-10 minute pre-show warm-up for each Special Matinee 

assists the students in simple theatrical participation. 

The national image of the Festival could use a boost. 

The LRP committee set down guidelines to achieve this aim. 

First, they plan to implement a National Public Relations 

program within the Audience Development Department. 

Second, the LRP Committee wants to solicit actively more 

reviewers from major national publications. Third, the 

need to review the graphics image to ensure proper 

reflection of the OSF mission is considered crucial by 

Nicholson. Given the proper attention to the above 

details, the Ashland Oregon Shakespeare Festival should be 

able to meet its own demands as well as those of the OSF 

audience. 
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The maximum use of productive Festival space is 

seriously lacking. Last year, a task-force formed of 

management and employee representatives worked with the LRP 

Committee. They analyzed and studied the ideal use of the 

old scene shop, looked into the relocation of the Black 

Swan Theatre, Tudor Guild Gift Shop, lighting shop, costume 

shop, membership lounge, recording studio, and storage 

areas. The Committee studied the comprehensive Festival 

survey to improve all production and administrative spaces. 

Currently, the Committee has taken steps to ensure the 

complete productivity of the facilities. 

The continuation of providing an attractive and 

effective working environment remains high on the priority 

list of the Festival's committee. This year the exterior 

painting of the production building headed the plan. Most 

importantly, a five-year program aimed at upgrading the 

lighting system in the Angus Bowmer Theatre demonstrates 

the concern for a top productive working environment. 

A third major concern regarding the facilities 

involves the improvement and accessibility for the 

handicapped to all theatre spaces. These plans incorporate 

better seating for both the Elizabethan and the Bowmer 

Theatres. The convenience of restroom facilities for 

physically handicapped patrons is an urgent need. In 

addition, better publicity of the Sennheiser Infra-red 
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Hearing Systems in both the Elizabethan and Bowmer Theatres 

would help the handicapped enjoy the plays as much as the 

non-handicapped. 

The Festival needs a greater sense of financial 

security through the Action Program for changing the 

balance of earned and contributed income. Nicholson 

states: "By constructing the annual budgets that provide 

for contributed income at a level between 20% and 25% of 

operating expenses this will ease the load in other areas" 

(28). He notes the importance of adopting a program aimed 

at obtaining a larger number of multi-year grants. The 

committee also wants to support the efforts of the Tudor 

Guild to become more actively involved in mail order 

business. Finally, the gift shop brings in many revenues. 

The Festival continues to work cooperatively to provide 

more shop space for the Tudor Guild in order to increase 

the incoming funds. 

The next financial Action Program examines the 

increase in the number of members and donors from 9,000 to 

11,800 by the year 1992. The Festival provides a series of 

steps that involve marketing strategies to assist this 

expansion. For instance, the committee plans to schedule 

general brochure printing and distribution. This idea 

allows members to take advantage of their pre-sale 

privileges. Another step includes the continual use of 
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telemarketing as a membership renewal device. In addition, 

the Committee wants to offer an annual guest membership 

program to attract new members. Finally, the committee 

plans to seek on-site strategies of memberships through 

three mini action plans: 

1. Coordinate with box office personnel, Back stage 

Tour guides, and others who come into direct 

contact with Festival's audience. 

2. Assure maximum availability of brochures and 

other crucial material. 

3. Continue hospitality programs. 

Increased board involvement encourages the solicitation of 

memberships, as does the development of new programs to 

increase the renewal rate from 80% to 85% by 1992. 

A key to the structure of the Festival includes the 

Long Range Plan Committee's organizational skills. 

Nicholson regards the LRP as a primary example of this 

communication and organizational tool. The Committee wants 

to maintain fair, competitive, and equitable salary levels 

and employee benefits. Plans are underway to take regula~ 

comparisons of the Festival's salary levels and benefits 

with those of other theatres. Finally, the LRP Committee 

plans to consider the rate of inflation in determining the 

extent of annual salary increases. 
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In further developed systems of communication between 

Board and staff, the Committee plans to hold annual 

orientation sessions for new Board members. They want to 

invite staff to Board meetings to discuss their work, 

challenges, problems, and their progress toward the 

accomplishment of the LRP objectives. Then the Committee 

wants to hold regular sessions with board and staff members 

to explore the varying aspects of the theatre's operation. 

Finally, the LRP Committee plans to encourage board 

attendance at Company Relations meetings. 

Nicholson states: "The process of implementing a more 

formalized system of staff review and evaluation of the 

Long Range Plan is ongoing" (28). The LRP Committee plans 

to hold an annual staff retreat to discuss the Festival's 

mission and the supporting programs. The present 

management then would determine where skill and knowledge 

can be strengthened and undertake the appropriate training. 

Communication can remain open at all times, giving room for 

a supportive and trustworthy atmosphere. 

In addition, the LRP Committee developed an action 

plan that provides for the orderly succession of key staff 

members. First, a committee of board members, who with the 

Artistic and Executive Directors produce a criteria for the 

replacement of candidates. Second, they identify potential 

participants for a search committee consisting of members 



of the Board of Directors, selected senior staff members, 

and professional theatre artists from places other than 

Ashland. Ultimately, both these plans allow for a 

selection of appropriate candidates and help to complete 

the gleaning process. 
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The Final Action Program ensures that the Festival 

implements and maintains only those programs that support 

the OSF mission. First, the committee plans to compile a 

list of all ancillary activities and wherever possible 

would determine the direct costs and benefits. Second, a 

comprehensive review of all programs and publications 

should identify those that do not uphold the OSF's vision. 

Third, the LRP committee plans to develop a rigorous 

analysis for all the proposed new programs and activities, 

thereby allowing the Action Programs to support the Ashland 

Oregon Shakespeare Festival's agenda. 

Some of the above Action Programs are already in 

effect. The committee looks for the completion date of 

other action programs by the year 1992. Only after 

Nicholson and the LRP committee conduct research, develop 

solutions to problems, and answer the artistic, audience, 

facilities, finances, and organizational needs can the 

Festival maintain its proud history of achievement. The 

Action Programs should strengthen the role of the Festival. 
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The Long Range Plan and Action Programs are seen to 

fulfill the following purposes. First, the LRP committee 

presents an analysis of current Festival strengths and 

weaknesses to the OSF Board and staff. Second, the Long 

Range Plan offers a succinct and readily-accessible 

document of the Festival's accomplishments allowing for 

future plans of prospective or new Board members, funding 

agencies, new staff, and other theatres. Third, the 

internal document provides the means by which the Board can 

implement plans for the next five years and can evaluate 

the Festival's achievements. Overall, the Long Range Plan 

and Action Programs should result in a stronger artistic, 

audience, and financial base for the .Festival. The Long 

Range plan provides for the improved artistic quality for 

all the areas involved with the Ashland Oregon Shakespeare 

Festival. 



CHAPTER 8 

CONCLUSION 
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Angus Bowmer set out in 1935 to create a theatre that 

would ensure actors continuity of employment and the 

opportunity to train and play in a large and eclectic 

repertory. Thus, the acronym of AOSF stood for a theatre 

specifically American in the city of Ashland, Oregon, a 

theatre Shakespearean in nature, and one that included a 

festival atmosphere in the best sense of the word. 

Bowmer patterned the OSF after his early studies with 

B. Iden Payne. Dr. Margery Bailey, a Stanford professor, 

influenced Bowmer's interpretations of the classics. She 

inspired him to remain true to the text of Shakespeare and 

convinced him to let the words convey the action of the 

script. Bowmer also created a company that had a 

commitment to the Festival's audience. Finally, he 

believed that the OSF assisted the city of Ashland and its 

tourism by offering a series of singular events that gave 

theatregoers wholehearted ways to enjoy both the Festival 

and the city's attractions. Bowmer's Festival remains 

strong in 1990 due to the determination to grow without 

breaking the bond of the original vision. 
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Along with the OSF jargon of a bold collective and 

collaborative process came the philosophical idea--indeed 

the OSF's driving force--the artistic leadership of the 

Ashland Oregon Shakespeare Festival designs, plays, and 

thinks into the dangerous future, yet remains true to the 

best of the Festival's past. The cumulative effect of this 

philosophy became the company's willingness to take risks 

in all areas but never to forget how Bowmer and the 

Festival began. 

Bowmer's idea of a resident repertory company formed 

the basis of his ensemble. The resident company ensured 

continuity of employment for the artists and a managerial 

commitment for securing their well-being. As a result, 

Bowmer and Turner searched for artists who reciprocated 

with a commitment to their philosophies. Some of these 

ideas included a need for actors to grow through repertory 

performance and a need for management to find people who 

possessed a creative spirit. All personnel needed enough 

discipline to accept the full cooperation of the playwright 

and ambition enough to reach as far in production as the 

script implies. 

In the early years of the Festival, Bowmer was able to 

find artists who surrendered their services for a full 

season in return for the modest financial remuneration that 

the OSF offered. Today both technicians and actors (e.g., 
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sandy McCallum) found the OSF so amenable to their needs 

that they decided to stay with the company for the 

remainder of their careers. other artists were either 

poorly suited to the company concept or chose to seek more 

recognition and financial opportunity in the commercial 

acting world in film, television, and Broadway. still 

others remained able to manage both the commercial and the 

regional theatre worlds. In all cases, the artists on all 

levels who worked with the OSF recognized the need to 

commit themselves to Bowmer and Turner's philosophies in 

order to create the ensemble that Bowmer originally 

envisioned. 

Bowmer had a vision of a Shakespeare company in search 

of a wider repertory. Bowmer decided to pursue the works 

of Moliere, Ibsen, and Chekhov, to name but a few. The 

Festival Board agreed that the OSF needed more theatre 

space to produce these playwrights' works. At that point, 

the Festival built the Bowmer and later the Black Swan 

theatres to compliment the outdoor Elizabethan space. Each 

theatre had its special demands and offered a different 

repertory. Not all productions at the OSF have been 

successful, but that is part of the theatregoers' 

experience at the Festival. Audience members actually 

derive pleasure from comparing and contrasting, for 

example, a 1976 production of King Lear to the 1985 



version. The city of Ashland and the Festival encourage 

these healthy conversations, allowing themselves the 

opportunity to succeed and the right to fail. 

96 

The leadership of the Ashland Oregon Shakespeare 

Festival hopes never to achieve a status quo. At the 

Festival's highest level, the productions wait to evolve, 

reveal, and unravel through life's transitions. Finally, 

the OSF's goal for each production lies in the realization 

of the author's intent and the self-realization for both 

actor and audience member alike. The careful concern for 

the quality of productions produced at the OSF remains the. 

reason for the Festival's contributions to the annals of 

theatrical history in America today. 

Currently, the Festival survives both artistically and 

financially due to the organizational idea of one man. 

Paul Nicholson developed the document called The Long Range 

Plan 1988-1992. This record provided a sense of direction 

for the work of the Oregon Shakespeare Festival 

Association. Intended as an internal document, the plan 

serves as a common reference for the strategy of the Boar~ 

and staff in their continuing effort to further the work 

and goals of both Bowmer and the Festival. overall, the 

LRP represents the best response to the artistic integrity, 

audience demands, membership expectations, financial and 

facilities needs, and organizational enhancement of the 
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Festival at the present time. The OSF maintains the high 

level of quality for which it is known because the plan 

allows for continued positive growth strengthening the role 

of the Festival at most times. The LRP gives the OSF 

continued opportunity to maintain the proud history of 

achievement through which the Festival is known. 

The Festival leaders plan to guard the future of the 

Festival. Bowmer warned that the main artistic danger to 

the OSF was that the Festival could become a director's 

instead of a playwright's theatre. Bowmer's caution is a 

welcome relief in a theatrical world awash in 

"contemporary" interpretations and entertainment. Luckily, 

Turner and all involved with the Festival continue to 

support Bowmer's vision. Based on eyewitness accounts, the 

excitement in Ashland is the combination of continuity, 

creative invention, and the determination to grow without 

breaking the bond with the OSF's successful past. 

After careful examination of the thesis and first-hand 

accounts, the writer discovered an induced sharing and an 

unavoidable sense of communion with the Ashland Oregon 

Shakespeare Festival. The dreams of Angus Bowmer 

materialized not through a genie out of a bottle, but by 

the imagination, determination, and hard work of literally 

thousands of dedicated people. still the OSF must look to 

the future. A future of growth in an aesthetic stature 
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coupled with a dramatic excitement which might propel the 

theatre forward--the excitement that Bowmer envisioned when 

he began the Festival so long ago. 
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MISSION STATEMENT 

The Oregon Shakespearean Festival is an association of professional theater 
artists, artisans, specialists, and other interested people dedicated to 
prpductions of high quality of William Shakespeare's plays and other works 
of literary and theatrical value. We seek to be a significant cultural 
force with a heterogenous audience drawn from a wide geographical area. 

Our style is dictated, most importantly, 'by demands of the text and the 
vision of the author as interpreted by the director. It is further 
conditioned by the nature of our playing spaces, the sensibilities and 
talents of our company, and the taste and experience of our audience.' 

The Repertory. We intend to select plays of stature, new and classical, 
ancient and modern, which speak to the human condition. But we will be 
especially attracted to those pieces which have ideas, themes, and images 
of significant contemporary resonance. We shall "nourish our cultural 
heritage and be responsive to modern experience at the same time. Our 
motto shall be that of Terence: .::HQmQ m.YDl human! D.!b.i!. s ~ al1e!1YID .l2.!.ltQ: 
I am a man: nothing human is foreign to me." 

The Ensemble. To achieve our goal of excellence, we must recruit and 
maintain an ensemble dedicated to the ideals of the classical repertory 
theater, trained in traditional skills, and receptive to new methods, 
techniques, and ideas. Members of the company must be drawn from the 
widest possible pool of talent and be willing to work toward collectively 
accepted goals. It shall be an important part of our mission to maintain 
and improve playing spaces, studios, and shops as integral tools of our 
art. 

The Audience. The Festival proudly affirms its significant role in the 
community. Many of our governing board are local, as are our support 
groups, volunteers, and a significant part of our membership. As 
residents, members of the company have needs, obligations and 
responsibility to the Rogue Valley. But our mission extends far beyond 
immediate geography. The audience we seek to serve is more than regional; 
it is national, even international, in scope. Ashland is a festival 
theatre; that is to say a place of pilgrimage. We intend to seek a dynamic 
relationship with our audience, not a passive one. The theatrical event 
should be a shared une: entertainment without mawkishness, education 
without condescension, provocation without malice, thought without 
preaching. 'The response we seek will be illumination and understanding; 
not bemusement or satiety. 

The Vision. The shared vision of the theater, what it is and what it can 
become, must be constantly clarified and sharpened for all the Festival's 
constituent elements. We must be willing to move within reasonably 
restricted and achievable budgets, and we must move with a vivid 
recognition of priorities. The proud history of achievement extending over 
half a century will not be advanced over the next five years through mere 
growth of audience or personnel but through discipline, dedication, and 
devotion. 
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APPENDIX B 

VOLUNTEER GROUPS 



~ SHAKESPEAREAN FESTIVAL AS9XI1.TIOO 

VOLUNl'EER (B)()PS 

Group ~ fg£ttcipants 

Beta Sigma Phi - Medford 40 
Beta Sigma Phi - Ashland 36 

Board of Directors 27 

Emeritus Board 39 

Endowment Trustees 5 

Exhibit Center 60 

Garden Club 28 

Hostesses 45 

OSFA Relief 75 

Plaza Booth 48 

Redcoats 108 

Soroptimists 79 

Ticket Takers 114 

Tudor Guild 146 

Welcome Team 10 

Total Volunteers 860 
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~ SliAKKSflARKAN fESTIVAL ASSOCIATION 

saiOOL VISIT fROGIWf - CX»IfARATlVE STATISTICS 

1982 1983 1984 1985 1986 

Attendance 
Performances 82,462 97,285 88,057 103,740 106,975 
Workshops 11,148 10,445 10,842 11,285 11,740 
Evening performances 13,410 16,270 9,064 13,760 11,380 
Residency events 0 20,520 18,165 24,000 29,010 

------- ------- ------- ------- -------
Total attendance 112,315 144,530 126,128 152,785 159,105 

Number of events 
# performances 326 445 372 387 427 
# workshops 115 328 275 275 281 
# evening performances 38 64 56 54 54 
# residency events 0 0 240 304 332 

Total number of events 776 928 943 1,020 1,094 

Number of states/provinces 
visited 5 5 6 5 7 

Number of schools visited 
# Elementary schools 16 28 22 19 19 
# Middle Schools 51 39 20 16 24 
# High Schools 111 130 183 168 176 
#Private/Parochial Schools 17 16 15 17 10 
# Colleges/Universities 12 17 20 24 19 
# Special events 0 0 0 0 18 

Total Schools visited 
Alaska 0 9 18 10 8 
Arizona 0 0 0 0 4 
British Columbia 0 2 0 0 0 
California 114 130 141 148 140 
Idaho 10 4 2 5 5 
Nevada 1 1 1 0 20 
Oregon 46 58 53 52 57 
Washington 37 46 45 43 32 

Total Schools 208 250 260 258 266 

# of actors involved in Tour 24 20 16 18 22 
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SUlIQRY OP ARTIa.1S »Il BYLAWS 

The stated purposes of the Association in its articles of incorporation are 
au follows: 

(1) To establish, maintain, own, operate, manage and control a theatre or 
theatres for the presentation of Shakespearean dramas and plays and to 
produce, exhibit and preserve therein attractions of various kinds and 
natures, including dramatic, operatic, and musical performances, moving 
pictures, intellectual and instructive entertainments centered around, 
about and concerning the life, works, dramas and plays of William 
Shakespeare. 

(2) To educate the general public, actors, technicians, directors and other 
staff members of the Oregon Shakespearean Festival Association with 
regard to the works of William Shakespeare, the production of plays on 
the Elizabethan stage and the works of other authors and artists, 
particularly of the Renaissance period, by the production of plays and 
the establishment of a school to be known as the Festival Institute. 

(3) To perpetuate the memory and spirit of William Shakespeare and an 
interest in drama and intellectual matters and affairs. 

(4) To accept donations, grants, bequests and devises from any source and to 
accept property subject to special limitations or directions as to the 
application thereof, provided that such donations, grants, bequests, 
devises and property are for the benefit of this organization and that 
such special limitations or directions are not inconsistent with the 
purpose on which the tax exempt status of this corporation is based and 
with the purposes of this organization. 

(5) To do and perform such other acts as may be necessary or appropriate for 
carrying out the foregoing purposes of the corporation and in connection 
herewith to engage in any lawful activity authorized by the Oregon 
nonprofit corporation law and not prohibited by the Articles of 
Incorporation of the corporation. 

The bylaws of the Oregon Shakespearean Pestival Association state as follows: 

(1) The name of the organization is the Oregon Shakespearean Festival 
Association. The Association is dedicated to presenting dramatic 
productions of high professional quality. The Association's primary 
orientation is toward productions of the works of William Shakespeare. 
Productions of the works of Shakespeare's contemporaries and successors, 
including modern playwrights are also encouraged and sponsored. 

(2) Constant effort will be sustained to enhance the level of the artistic 
quality of all productions. The Association will offer opportunities for 
established professional and aspiring directors, actors and supporting 
theatre personnel, ~ pattern traditional to the Association. Constant 
effort will be exercised to improve the physical environment within which 
the productions are presented to the public. 

(3) Through outreach educational activities the Association will encourage 
the development of an appreciation among students, teachers and future 
audiences of Shakespeare's works and times, and of quality theatre in 
general. 

Details of the various classifications of memberships in the Association, 
their rights and privileges are determined by the Board of Directors of the 
Association. Membership does authorize a member to vote in the Association's 
affairs at its Annual Meeting. 
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FESTIVAL ORGANIZATION CHART 
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CONDITIONS FOR FESTIVAL RESIDENCY IN PORTLAND 
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~ SHAKESPEAREAN PESTIVAL ASSOCIATION 

tntPAR1:SOO WITH 15 LARGEST Ta; THEATRES - 1986 

----- TOG -------- --- OS FA 1986 ---
Average Range Results Ranking 
------- ---------- ------- -------

Earned Income $000 3,694 1,190-6,149 4,512 4 

Total Expenses $000 5,444 4,091··9,088 5,767 6 

Earnings Gap $000 1,750 403-5,297 1,255 8 

Contributed Income $000 1,830 604-4,406 1,135 12 

Surplus/(Deficit) $000 80 (891)- 994 (120) 11 

,Earnings Gap % 31.3% 6.3%-71.8% 21.8% 4 

NEA Grant $000 151 0-580 110 8 

NEA Grant % Operating Expenses 2.8% 0-6.4% 1.9% 8 

Mainstage Attendance 000 198 31-358 319 2 
% 81% 52%-95% 90% 4 

Mainstage Performances 356 112-677 676 2 

Total Attendance 000 281 141-510 534 1 

Actor Employment (weeks) 1,233 568-2,019 2,200 1 

Costs as % of Total EXpenses 
Artistic Costs 27% 19%;:-35% 27% 8 
Ticket Revenue 53% 26%-71% 61% 6 
Payroll Costs 59% 45%-69% 67% 2 

Comps % of Capacity 4% 2%-10% 3% 8 

Top Ticket Price $22.50 $17.00-$28.00 $15.00 15 
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COMMITTEE RESPONSIBILITIES 



OREQ)N SHAKESPEAREAN FESTIVAL ASSOCIATlOO 

OOMHITTEE RESPONSIBILITIES 

Community Relations: 

112 

Acts as liaison between the Festival, volunteer groups and the Rogue Valley 
community. . 

Education: 
Supervises and assists in setting policies for the Festival Institute, the 
Fall School Visit Program, the Schools-in-Residence programs and other 
educational aspects of the Festival, such as the Exhibit Center, lectures and 
archives. 

Employee Relations: 
Assists in the development of policies affecting all Festival employees, 
particularly in the area of fringe benefits and working conditions, and makes 
appropriate recommendations to the Board on policy implementation or changes. 

Facilities and Safety: 
Ensures that present plant facilities are properly cared for, makes 
recommendations to the Board on changes necessary to fit present and future 
needs, and ensures that all employees have a safe working environment. 

Finance and Budget: 
Acts as a sounding board for all financial recommendations to the Board, 
analyzes the annual budget proposals in depth with Festival staff, reviews all 
accounting policies and procedures, and monitors investments. 

Government Liaison: 
Supervises and supports Development ~taff in making or improving contact with 
city, county, state and federal governments, and provides direction for all 
Festival arts advocacy activity. 

Long Range Planning: 
Responsible in asociation with key Festival staff, for the development of the 
Five Year Plan, oversees the Plan documentation and presentation, monitors 
progress on goals and achievements throughout the period of the Plan, and 
analyzes long range implications of major projects as their need becomes 
apparent. 

Nominating: 
Makes recommendations for Board approval for positions to be filled on the 
Board of Directors by election at the Annual Meeting of Members: provides a 
slate of names of Board Members for the offices of President, Vice President, 
Secretary and Treasurer, to be elected at the first meeting of the Board 
following the Annual Meeting. 

Development: 
Works with the Development staff in setting its annual and Endowment fund
raising goals, and provides practical support in the activities and tasks 
undertaken to achieve those goals. 
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MAP OF FESTIVAL FACILITIES AND" PARKING 
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OREGON SHAKESPEAREAN FESTIVAL THEATRE CENTER & PARKING 
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