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Rights and Royalties: 
The Ins and Outs

by Sam Varteniuk

What are rights and royalties all about?
What exactly is Artistic Property? To many young
artists it can be that unfortunate circumstance that
keeps you from using your favourite song in a show,
or forces you to produce a one-act that was written
over 100 years ago because you can’t afford to pay
royalties to Daniel McIvor or George F. Walker. 

There is another side to this story. Many young
artists have a vision of published playwrights as
candidates for Lifestyles of the Rich and Famous:
living in palatial bungalows, watching the wild 
llamas prance across their acreage while sipping 
passion fruit seltzer from Champagne flutes . . . or
something like that. 

The reality is that most playwrights – and 
especially Canadian ones – are often just ordinary,
everyday people who shop at the Save-On and 
drive Chevettes. Play performance rights are their 
primary source of income. Their creative output 
is just as much a commodity as a bag of chips or 
a digital camera; producing their work without 
paying is theft, plain and simple. 

Theatre is a passion, but it is also a business; secur-
ing rights and paying royalties is what keeps that
business alive. 

When you decide to produce a play step one is to
take a good close look at the first few pages of the
script and find out who holds the production rights.
Here are a couple of big names that you’ll probably
come across:

1 Samuel French, 416-363-3536
www.samuelfrench.com 

2 Playwrights Guild of Canada, 416-703-0201
www.playwrightsguild.com 

3 Dramatic Publishing, 815-338-7170 
www.dramaticpublishing.com 

4 Dramatists Play Service, 212-683-8960 
www.dramatists.com 

Visit any of those websites and you’ll see a link
called Royalties or Licensing or Performances or
Production Rights – that’s the general terminology,
and it varies from site to site. Once you find it
you’ll quickly be linked to a very easy-to-use form
that you’ll fill out with the show information, along
with things like the length of the run, the size of

your theatre, ticket prices, and projected income
from ticket sales (you can estimate between 60% 
to 80% capacity to arrive at this figure). If the
internet is not your thing then call the numbers
provided; very nice people are standing by whose
job it is to help you.

When securing rights for a show you should begin
the process AT LEAST FIVE MONTHS BEFORE THE

SHOW OPENS – and even that’s leaving it pretty
late. Rights take time to process, and if by chance
you are turned down you’ll need to leave yourself
time to come up with Plan B. You will also need to
allow time to order scripts and have them delivered.
Here’s another thing to bear in mind: when you 
get rights for a script, you should also be ordering
enough copies of the script for all actors and crew
members. If you obtain rights but do not proceed
to order scripts you are essentially communicating
to the publisher that you intend to illegally repro-
duce them (yes, photocopying scripts is illegal if
you’re going to be using them for commercial 
purposes, which is what you’re doing if you charge
admission to your show). Amateur and community
theatres occasionally receive reduced rates, though
not always. Even if you’re doing the play in a school
environment with free admission performances you
still have to get the rights. 

Technically an unpublished play does not require
any royalty payments, however even an unpub-
lished playwright can seek legal remedy if their
work is used without their permission. In these
cases you can write up a contract on your own out-
lining some general terms for an agreement that is
entirely legal and binding.

Some plays have very particular rules about how
they can be produced – playwrights will often
include stipulations about altering the text (gener-
ally playwrights understand that some tweaking
will occur, but it is commonly understood that the
text will remain 97% in tact). These stipulations
may include songs that should/should not be used,
cross gender casting, re-working of act divisions, or
various other elements that a playwright may feel
are crucial to the artistic integrity of his or her
work. When presenting Edward Albee’s Who’s Afraid
of Virginia Wolfe, for example, producers are
instructed that George must be played by a man
and Martha by a woman. There has been repeated

interest in producing an all-male, all-drag version
of the play; this will never happen (legally) as long
as Albee is alive, or for 50 years afterward for that
matter.

There are two ways to produce a play without paying
royalties. Number one is if the playwright has been
dead for over 50 years. The general rule is that
copyright lasts for the life of the author, the
remainder of the calendar year in which the author
dies, and for 50 years following the end of that
calendar year. At that point the work becomes part
of the public domain and anyone can produce it 
for free. Shakespeare companies save a fortune on 
performance rights. Rights can get confusing when
dealing with a play that’s been adapted from an
older work. A Christmas Carol, for example, is in
the public domain, however if you want to produce
Tom Wood’s adaptation of it you need to pay royal-
ties to Tom Wood.

The second way to produce a play without paying
royalties is to write it yourself.

And finally, a note on music rights. If you play a
song in a show, that is to say as a background to
the performance, while actors are acting, or even
during a dance, you must secure rights from the
recording artist who wrote/produced the song. In
Canada, this can be done through an organization
called the Society of Composers, Authors and Music
Publishers of Canada (SOCAN), 1-800-557-6226,
www.socan.ca. You must also pay royalties for any
music you play during pre-show, post-show, or
intermission, though these rights can be secured
generally (i.e. you don’t need to get them for each
individual song) on a yearly basis for a very 
reasonable price.

Obtaining rights and royalties can seem a daunting
proposition for new producers, however it is neither
as complicated nor as mystifying as you may suspect.
Given enough time and appropriate financial
resources, rights are only a phone call away. A good
rule to bear in mind is that if you suspect you
should be paying rights for something it’s best to
check; Samuel French isn’t interested in steering
you wrong or taking advantage of you, they’re just
trying to make sure that the theatre industry stays
alive and well in North America.
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Opening night. Three minutes to curtain. The lead
has arrived late, one usher is down with measles,
the box office has managed to oversell the show,
and if all goes well the caterer will arrive in time
for the after party. It’s a good night.

Nobody has a greater respect for the energy,
enthusiasm, sheer will and determination it takes
to manage, promote, and implement a theatrical
production than the development team at ThreeHat.
We say this with confidence because of the years
of research and development invested into under-
standing the planning and execution of arts-
based events. ThreeHat Event Manger was created
from this position of understanding and respect.

In the beginning the ThreeHat team envisioned a
system that paid dividends by simply supporting a
director with the process of booking and schedul-
ing performances. However, through a pilot project
sponsored by Canadian Heritage, we were exposed
to many other facets of planning, managing and
executing elaborate events. From volunteer and
sponsorship management, through to production
schedules and inventory control, we were starting
to see the bigger picture. It became clear that
there was a small community behind every suc-
cessful event and that it was their ability to com-
municate and collaborate that could be optimized
with the application of internet technology. 
Imagine an environment that allows a producer to
call up a director’s season and review annotations
and technical requirements. 

Imagine the same producer creating a
complimentary production schedule,
booking staff, and inserting notes to
call up at the next planning session.
Imagine all of this happening from a
local internet café while having coffee
with the stage manager. ThreeHat
Event Manager is an online, centralized
source of event information that will
improve communication and enhance
the sense of community and collaboration within
an events-based organization. With its intuitive
calendar interface this system serves as a focal
point for all scheduling information. ThreeHat
Event Manager supports a wide variety of roles 
for various departments and areas of interest.
Users can view and manipulate multiple schedules,
identify scheduling conflicts or gaps, allowing
organizers to stay on top of every detail and
leverage what is learned. 

The rich and interconnected data captured within
the system can be presented and collected on a
public website or exported in numerous formatted
reports in popular formats such as Microsoft
Word, Excel spreadsheets, and PDF files (Portable
Document Format). At the push of a button gener-
ate a report for staff, media, artists and volunteers.

Compile the season in a report and send it to your
graphic designer in a neatly formatted Word doc-
ument complete with act and performer details,
performance times, and complete description. 

While ThreeHat Event Manager is not a cure for
the measles, nor a in stand-in for the caterer, it
does support the notion that each phase of event
management feeds into the next in a cycle of
greater effectiveness and efficiency. Visit the
ThreeHat website at www.threehat.com for more
information or to request a demonstration.

One minute to curtain – lots of time to organize
for tomorrow’s matinee.

Greg MacIntyre is one of the founders and 
directors of ThreeHat Event Management
Systems.

ThreeHat is Planning for Success 
by Greg MacIntyre
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What is a gift that keeps on giving? The internet
would have us believe that it’s a magazine sub-
scription, gift certificates for coffee, or a laptop.
Dare we disagree with the Internet? Others may
argue that a better example of such a gift might
be a donated organ, maybe a magic bag that
produces gold coins. 

What about an experience? What about an 
opportunity to learn something new, maybe even
learn something about yourself? 

In 2004 there were 21 Artstrek participants who
were funded in whole or in part by generous
organizations in their communities. These local
benefactors have given a gift of knowledge, oppor-
tunity, and possibility. Their gift will give back not
only to the Artstrek participant they sponsored, 
but to every person who that participant goes on
to engage, communicate, and create with using 
the skills they gained at Artstrek. 

Theatre Alberta would like to recognize the 
generosity of the following for sponsoring 
scholarships or bursaries to Artstrek 2004:

The Provost Kinsmen Kinettes, Provost AB
Windmill Theatre, High River AB
New Brigden Drama Club, Oyen AB
McNally Masque – McNally High, Edmonton AB
Theatre 75 Anniversary Drama Group, Wainwright AB
Ross Sheppard SU, Edmonton AB
HJ Cody School, Sylvan Lake AB
Myrtie Rose Benefit Program, Caledon ON
Ben Suave Arstrek Bursary, 

Edmonton Public School Board
Peace River Players, Peace River AB 

Give the gift that keep on giving – send a kid to
Artstrek! Call the Artstrek Registrar, Theatre Alberta
at (780) 422-8162 or toll free outside Edmonton at
1-888-422-8160 for information, or visit us online
at www.theatrealberta.com

Artstrek 2004 Sponsors
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Realism is a Dead Language
by David Owen

I had a small epiphany last fall when I read John
Heilpern’s book, How Good Is David Mamet, Anyway?
In it, he quotes John Hall, one of the founders of
the Royal Shakespeare Company, who said:

“In the 1960s, a young actor would have been 
marinated in Shakespeare. The easy solution today
is the convention of the real – the gritty under-
playing of TV acting. It’s affected the whole ecology.
But Shakespeare’s a VERSE dramatist. The reason
Shakespeare got longer is because actors play the
words, not the LINE. You preserve the sanctity of
the line. I reckon there are only about fifty actors
left in the country who can do it.”

John Hall is talking about actors in England but his
statement made me reassess what I see happening
in Western Canada. I have come to the realization
that Hall’s “convention of the real” – which I inter-
pret to mean psychological realism – has become
institutionalized. It is the norm, the meter with
which all other systems are compared. The life has
been sucked out of it. Realism is a dead language. A
good amount of what is being written today
involves fragments, moments placed side-by-side
for comparison, a mixture of styles designed to pro-
vide the audience with a deeper insight. Realism is
one style among many and psychological motiva-
tion of character fits it well - but that “method” is
not suited to every occasion. I think the majority of
theatre training in Western Canada needs to catch
up to the theatre of today. 

Why are there so many poor attempts at producing
Beckett’s works, or Brecht’s? Why are so many pro-
ductions of Shakespeare’s plays long and tedious?
Why do actors go through mental gymnastics trying
to solve the riddle of why Iago or Aaron do such
nasty things? Why is it so difficult to get actors out
of their heads and into their bodies? And why does
the notion that Chekhov was writing comedy seem
to be an inside joke?

I blame psychological realism. The majority of the-
atre training in Western Canada is soaking in an
antiquated ideal from which it needs to be awak-
ened. There are many approaches to any text. The
idea that there is a single correct approach and that
it is a realistic one is an idea I wish to dispel.
Theatre is storytelling and I feel too much energy is
spent on creating the psychology of the characters
to invoke them within the actor. More energy
should be devoted to the rhythm of the language,
gesture and expression of character to tell the story. 

Do not misunderstand me, I believe that under-
standing objectives, tactics, obstacles, stakes, status,
etc. is essential learning for acting students as a
means of creating a character for a realistic scene.
That is, I mean a scene that is written in the style
of realism. But realism is one style among many and
is only appropriate for texts that require it. 

In the 1960s, a young
actor would have been
marinated in Shakespeare.
The easy solution today is
the convention of the real
– the gritty underplaying
of TV acting. It’s affected
the whole ecology.

Shakespeare’s work is not realistic. Verisimilitude in
the eyes of a Shakespearean audience was very dif-
ferent from our photo-realistic, psychologically
motivated “realism” of today. Hamlet is a character
that has been interpreted thousands of ways and
will be for years to come, largely because Hamlet is
an idea that is expressed through words and
actions. What is the purpose of creating a psycho-
logical profile (and emotional recall to accompany
it) for Hamlet – or Iago, or Aaron – if the story
is/can be expressed simply through words and
actions? Shakespeare’s plays are structured rhyth-
mically; cause and effect realism drags them down. 

Likewise, Brecht’s writing is not realistic. Brecht
wished to demonstrate the characters. They have a
function and a purpose in each scene. To create a
psychological profile for his characters is counter-
productive to the emotional distance Brecht wanted
to create. Realism is invocation, Shakespeare is evo-
cation, and Brecht is demonstration.

When Hall mentioned “the whole ecology,” it made
me realize how most acting programs teach a form
of the objectives, tactics, stakes system while other
approaches to character and text are seen as, sim-
ply, other. Most schools have a Brecht unit or pro-
duce a Brecht play once every few years or, if they

are lucky, have a class on Brecht. However, because
Brecht is squeezed in/made room for/introduced
later it is seen as an alternative, an other, a less-
than-the-norm system. Subsequently, productions
of Brecht’s work or works exploring his techniques
are marginalized as experimental and different, and
often suffer. Imagine if there was a school in
Canada that taught a curriculum of predominantly
Brechtian technique and tacked on a unit about
Stanislavski (or Strasberg’s “Method”). Their one
“experimental” realistic production each season
would probably evoke similar shudders of horror as
do the experiences many of us have from the
“experimental” Brecht shows to which we have
been exposed. 

There is hope. A popular uprising against the old
tradition can be seen in the award-winning works
of companies like One Yellow Rabbit, Catalyst
Theatre, The English Suitcase Company and in the
recent November Theatre production of The Black
Rider. These companies, while having distinct differ-
ences in their approaches and agendas, all present
work that is visceral, heavily reliant on images and

gestures and
the use of
rhythm (visual
as well as
aural) in the
structure of
their works.
Additionally,
One Yellow
Rabbit has
their Summer
Intensive
Program that
teaches skills
in the area of

physical theatre and gesture. I see companies like
these as the vanguard of change in how theatre
practitioners and audiences read and understand
performance, opening new avenues of storytelling
to those who may have only been exposed to the
old regime of realism. With a renewed awareness of
rhythm and the power of gesture we can free
Shakespeare from what John Hall called “the easy
solution …the convention of the real.”

David Owen is an Assistant Professor in the
Department of Theatre and Dramatic Arts at the
University of Lethbridge. 

MICHAEL SCHOLAR, JR. IN 
NOVEMBER THEATRE’S PRODUCTION 
OF THE BLACK RIDER.
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The World Stage Design Exhibition:
International Competition Kicks Off in Toronto
by Sam Varteniuk

Three Cheers for the Volunteers – Theatre Alberta’s 2004 Casino

From March 12 to 19
Toronto will play host 
to the inaugural instal-
ment of the World
Stage Design Exhibition.
The event will feature
935 designs by 530
designers from 43 coun-

tries, and will represent the very best designers
the world has to offer. 

“It’s a great opportunity for theatre designers
to see what’s going on in the world,” said Eric
Fielding, Director of the event. “The competition
is a way of honouring their work.”

The concept of the World Stage Design (WSD)
Exhibition was developed by USITT (United
States Institute for Theatre Technology) as a
possibility for presentation in conjunction with
their annual conference. As the idea developed
and grew, CITT (Canadian Institute of Theatre
Technology) became involved; it was academic
at that point that the Exhibition become 
international. 

WSD is meant to complement the venerable
Prague Quadrennial, an international exhibition
of stage design in Europe held once every four
years. Presented by OISTAT (Organisation
Internationale des Scénografes, Techniciens et
Architectes de Théatre), the PQ is set to run
again in 2007; WSD will commence in 2005
and will also run every four years, affording
stage designers a chance to display their work
at an international event twice as often.

“WSD differs from the Prague Quadrennial in
that designers are invited to submit their own
work,” explains Fielding. “The Quadrennial has
always been done on an invitational basis, a
closed exhibit. Countries elect and send a repre-
sentative. WSD is open; designers submit their
own work. As well, the Quadrennial has always
focused on set, costume, and architecture –
WSD will not include architecture but will
include light and sound design, as well as a
digital exhibit.”

The exhibition will be organized into two 
sections with a two-tier juried format. Designs
are eligible for medals and cash prizes. There 
are 6 Canadians submitting a total of 8 designs;
among them Kerem Centinel and Patrick DuWors,
two MFA Design students at the University 

of Alberta, as well as one of their professors,
Colin Winslow.

“I’m very excited about this new event, and the
opportunity it affords young design students
like Kerem and Patrick,” said Winslow. The
event will be presented in the Canadian Hall 
of the Royal York Hotel. Toronto won the 
distinction of hosting the inaugural event; the
next WSD Exhibition, scheduled to take place
in 2009, will likely take place in East Asia.

The challenges of organizing an event involving
over 900 designs are numerous. “It’s been a
process of re-inventing the wheel; everything has
to be conceived, determined, planned, and
organized,” said Fielding. “Decisions are made
that make sense initially, but hindsight can prove
otherwise. It would have been much easier to
have just done digital displays, but there’s a 
richness to seeing the actual costumes, models
and set pieces.”

WSD is an all-volunteer effort, and would 
not be possible without the tireless efforts of
countless passionate individuals. Each and 
every design entered into the WSD 2005 will be
exhibited in the WSD Digital Exhibition; you can
check them out online at: www.wsd2005.com

Theatre Alberta volunteers graced the Palace Casino in Edmonton on December 4th and 5th,
working into the bleary-eyed hours of the morning to support Theatre Alberta’s programs and
services at our all-important biannual casino.

Volunteers counted the money while others kept the betting chips flowing to the card tables,
doled out fistfuls of cash to casino winners, and managed the operations of the heart of the 
casino: the cash cage. To everyone who volunteered, thank you!

Theatre Alberta is reliant on the funds raised by our casino to support and maintain the programs
and services we offer to members. If you’ve never seen a safe full of cash or run your fingers
through tens of thousands of dollars in one evening, volunteer for a casino!

We extend our sincerest gratitude to the 
following volunteers:

Gordon Adams
Ken Agrell-    

Smith
David Bodnar
Kathy Classen
Patricia Darbasie
Anna Davidson
Elizabeth Day
Shannon Ekert
Kerri Gibson 

Loranger
Judi Hale
Angela Hartmier
Alex Hawkins
Joan Hawkins
Jane Heather

Janine Hodder
Ian Johnston
Darlene
Kowalchuk
Phil Kreisel
Cathy Lakin
Kris Loranger
Yvonne Louie
Barb Mah
Andrea  

Martinuk
Kevin Mott
Karyn Mott
Betty Moulton
Amy Neufeld
Mary-Ellen 

Perley

Skye Perry
Elena Porter
Laura Raboud
Freda Rankin
Dana Rayment
John Rusich
Tanya Ryga
Margaret Shone
Herb Stanley
Rebecca Starr
Allan Stoski
Jan Taylor
Frank Tichy
Alanna Ward



Daniel Libman is a playwright, actor, director, 

dramaturge and teacher living in Calgary. Born and

raised in Montreal, he came to Alberta in 1977 to

attend U of A’s BFA Acting program. Graduating in

1981, he worked non-stop as an actor until, over

time, playwriting took over his career. Daniel con-

tinues to act regularly in film and television. Daniel

has had over 40 professional productions of his

plays in North America. In Edmonton he has had

plays produced at Workshop West, the Citadel

Theatre (Shoctor), Chinook Theatre and the

Edmonton Fringe Festival. In Calgary his work has

been seen at ATP, Lunchbox Theatre, Quest Theatre,

and Ground Zero Theatre (he was a contributor to

Cock Tales). In Canada his plays have been devel-

oped and produced from Victoria to Charlottetown.

In the United States, his work has been seen in

L.A., Chicago, and St. Louis, along with translations

of two Anne Legault plays at Blue Heron Theatre in

New York City. This May will see a production of

Cecil and CleopaYtra in Pittsburgh.

His new play, Intermission, was recently work-

shopped at University of Lethbridge’s Canadian Plays

in Development program and is being considered

for production in Calgary, Edmonton, and Saskatoon.

Cecil and CleopaYtra is being considered for 

production in New York.

Daniel has been Playwright-in-Residence and

Associate Dramaturge at Alberta Theatre Projects

(1989-94), and part of the playmaking ensemble

with Brad Fraser at Workshop West (1985-86). For

many years he has taught in Calgary Opera’s Let’s

Create an Opera program, and he recently became

the coordinator of the Quest Theatre School. He is

dramaturge for Calgary's Shakespeare in the Park,

and an instructor at Mount Royal College. 

What do you consider to be the biggest chal-

lenge for theatres and theatre artists in Alberta? 

The biggest challenge for theatres is retaining and

attracting a skilled workforce. The industry is very

demanding on people’s time often resulting in

heavy workloads for small staffs, which in turn

results in frequent staff turn around and burn out.

Theatres need to be creative in implementing policies

that will provide positive, healthy and productive

work environments. 

What inspires you in your own theatre work? 

I don’t know of a single consistent problem for

theatre artists. Unfortunately most simply need

more work; directors . . . more opportunity, actors .

. . more roles, playwrights . . . more theatres doing

new work etc. etc. Every time a theatre artist

uproots to other parts of this country – or to the

States – it is a quiet indictment of our current

situation. Not enough work to go around. Hardly 

a novel complaint, but true nonetheless. 

What inspires you in your own work?

I can only answer truthfully . . . Life. As I see it. I

often have to accept when an Artistic Director is

NOT interested in a play of mine that at the root is

that we don’t see life from the same point of view.

Most people by now – I hope – believe I can write;

but that doesn’t mean any particular artistic direc-

tor necessarily wants my particular conviction on

their stage this season. Patience sometimes helps.

Patience always helps.

What is the role of theatre in your local 

community?

As Calgary becomes a more cosmopolitan and

blended city I find that theatre is permitted to do

more than merely entertain. I hope that theatre

enriches, and empowers, and enlightens . . . and 

all while entertaining. There’s never points taken

off for theatre being fun. It’s just great when it’s

fun plus . . .

Meet the Board!
Daniel Libman, Board of Directors
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It may seem strange for me to come to Calgary to 
lecture you on snowblindness. It’s coals to Newcastle.
We don’t even have snow yet in Kingston, and I just
looked out the window here and noticed that you’ve
already had at least one snowfall. However, this is
metaphorical snowblindness. The title comes from an
anecdote I heard once about a Canadian actor who
shall remain nameless, partly because I’m not sure the
story’s true – though I devoutly hope it is. The story
goes that some years ago, this actor was doing a
matinee of a Shakespeare play. He paused in the mid-
dle of a soliloquy and looked out at all the white hair,
grey hair, steel-blue hair and shining lack of hair – and
shouted, “Oh my God, I’ve gone snow blind!” 

Now I concede the possibility that I’m being alarmist.
I’m aware that living in Kingston, where almost every-
body’s old except the students, I see an older audience
than I see elsewhere. Maybe I’m feeling a personal 
disappointment, because when I started out in theatre,
in the early 1970s, as part of a new burst of Canadian
playwriting and home-made work, I was full of what
now appears to have been a naïve optimism. The scene
has grown and prospered, but not to the extent that I
hoped. Live professional theatre in Canada still appears
marginalized, unimportant and even unknown to the
mass audience, especially the young mass audience. 

So I ask myself: how did we fail to interest the next
generation? Why does live theatre have such a 
reputation among the young, for being boring, elitist,
and irrelevant? And what can we do about it now?
Related to this is the fact that the general public
seems to think that the good stuff is the big stuff,
and that small-scale theatre – “Intimate theatre,
chamber theatre”, what you will – is not an art form,
but rather a compromise by fringey, irrelevant theatre
types who allegedly aren’t good enough to be doing
the blockbusters. So another question I want to
address is, how do we correct this false stereotype? 

First, let’s take a quick look at the problem. The Arts
Club Theatre in Vancouver, whom I thank for these
numbers, reports that 45-year-olds and older comprise
74.1 percent – nearly three-quarters – of their audi-
ence. Under the age of 45, the 35-to-44-year-olds are
17 percent, the 25-to-34-year-olds are 7.4 percent, and
under the age of 25 it gets tragic: less than 1 percent
of the audience is aged 20 to 24,and point three 
percent are under 20. One might argue that the Arts
Club is geared toward older audiences. But theatres
will gear themselves toward the audience they can 
get: the audience shapes the theatre, and the theatre
shapes the audience. The Arts Club is an eclectic, 
general-interest company, the largest theatre company
in Western Canada, a company that can boast com-
mercial and critical success, and if they thought there
was money in appealing to the younger audience, that
is what they would do. 

So let’s talk about the historical background for this
problem. The Canada Council for the Arts was founded
in 1956. Prior to that there was virtually no government
funding for professional theatre in Canada. When I
was at the National Theatre School from ‘66 to ‘69 not
only were there no courses in playwriting, but there
was never even a sense that as actors we might wind
up working on new scripts with living playwrights 
sitting in the same room with us. Scripts were handed
down from on high, which meant New York, London,
Paris, Berlin, Moscow – and playwrights were great,
foreign, and usually dead. 

So when I graduated, and started trying to write plays,
there weren’t any playwrights around with more 
experience, to help. That’s the down side of being a
member of a pioneering generation: there are no 
mentors ahead of you. As I tell my students, I’m the
second playwright I ever met. So I’m self-taught as a
playwright, a process which took me ten years of very
public trial and error. And that’s part of the reason 
I teach now: in the hope of sparing others that slow
and painful path. 

Of course, those were times of enormous experimenta-
tion, when everything in our culture was subject to
criticism and re-thinking. Modernism, capitalism, logic
and reason had given us the H-bomb, the Bay of Pigs,
racism, sexism, homophobia and rampant conformity;
so everything was open to renegotiation. Wanting to
create live theatre within our own community, and
about our own world, was part of that rebellion: part
of a movement towards more human contact and
away from mass culture and individual isolation.
Specifically, the small theatres that young people were
creating in Canada in the early 70s felt like a place
where we hippies could go and be among our own kind.

It all sounds very utopian. It was. But to a great extent,
that audience has lasted! And that’s the problem!
Those same people are still going to the small theatres
to be among our own kind. Only now, our own kind is
ancient and creaky, and the mass audience has passed
us by. In a sense, our generation failed to get the 
word out. Theatre in Canada has grown, and it’s grown 
significantly, and it’s now got a respectability that it
didn’t used to have, and these are all welcome
advances. But to a great extent, live theatre in Canada
has remained a counter cultural artefact. 

To me, this relates very closely to that other phenome-
non, the widespread sense that in theatre, size matters,
and bigger is better. The work we did forty years ago,
the kind of theatre I am still most strongly drawn to,
tended to be in small-sized theatres, on small stages,
in front of small audiences. Like so many artistic 
innovations, this was the result of an economic require-
ment: we simply couldn’t afford to rent, and usually
weren’t able to fill, larger theatres. So, artistically
speaking, we made a virtue of necessity – which is a
line from Shakespeare, by the way, who was a play-
wright, by the way, who often worked under economic
constraints and who would have understood this 
context for his line. 

By working, of necessity, in theatres of modest propor-
tions, some of us developed an aesthetic about it – the
idea that the small size can be beautiful, can create an
intimacy and an intensity and a truthfulness that you
can’t get so easily in larger theatres. I’ve come to love
the G houses. I love sitting a few feet away from the
actors, getting to see them sweat, knowing they can
see me, sometimes getting spat on by accident when
they’re really orating. The big audience out there,
though, the civilians who don’t study theatre closely,
seem to have bought into a perception that the best
theatre is the biggest theatre. And, of course, it’s in
the interests of the producers of the big blockbuster
musicals to promote that attitude. 

I’m not saying there’s anything wrong with the big
blockbusters; I’m not saying the big stuff shouldn’t
exist. I’m saying the small-sized stuff deserves an
audience that would appreciate it on its own merits.
However, there does seem to be this horrific perception
out there, that people who do large theatre do it
because they’re good enough, and the rest of us do

small-sized work because we are small talents. It’s a
great failure of education that so many people seem
to think this, including our young people.

And then there’s the colonial mentality, which holds
that Canada is the immature child of Britain, or Europe,
or the U.S., or China or India or the Stoney Nation or
the Ukraine, or whatever older civilization your grand-
parents were born in that they still think was more
cultured than present-day Canada. Many of the
Canadian cultural heroes of the young are the great
comedians who’ve gone Hollywood: Jim Carrey, Dan
Ayckroyd, Mike Myers, the SCTV performers, and so on.
Of course it’s an age-old truism that if you really want
the respect of your fellow-Canadians, the best way to
guarantee it is by making it big in the States. 

A friend of mine was watching a play in London, you
know, the other London, the one in England. The play
was great and the audience loved it. As my friend was
leaving, he heard a couple behind him talking in
Canadian accents: “Wasn’t that wonderful? You have
to come to London to see anything this good. We’d
never see anything this good back home in Canada.”
But in fact, if this couple ever went to the theatre
back home in Canada, they might see work exactly
this good, because the play was Tectonic Plates by
Montreal’s own Robert Lepage. 

So if our young audiences aren’t flocking to live the-
atre, then to what do they flock? Well, we all know the
answer to that: like most of us, they flock to the world
of two-dimensional narrative entertainment: movies,
TV and the Internet. What I find interesting and a bit
creepy about that is how increasingly artificial those
media are becoming. We are no longer just watching
movies, we’re now watching movies with more and
more computer graphics, which means that sometimes
we don’t even know for sure whether we’re looking at a
real actor or not. Now, I’m not interested in knocking
the competition. My point is that as our technology
provides us with more computerized magic and beauty,
it also takes us further away from the pleasures of
watching live actors interacting with the audience. 

Let’s go to the other end of the spectrum: one of the
lowest-tech cultural pleasures available – that of
reading fiction. I think there’s a natural association
between the joy of theatre and the joy of reading. 
Let me offer you some chilling statistics on the current
status of reading, courtesy of Michael Kesterton, in
the Globe and Mail, this past July 15. 

“A steady drop in reading has occurred among all
groups of Americans, reports the U.S. National
Endowment for the Arts. The decline in reading litera-
ture has been twice as steep over the same period of
two decades. [That is, the drop has been twice as
steep in the last 20 years as it was in the 20 years
before that.] In 1982, respondents ages 18 to 34 were
the group most likely to report recreational reading of
literature. Over the intervening decades, they have
become the group least likely to do so (except for
some segments of the population over 65). ‘Due to
higher overall levels of education in America over the
past 20 years… one might think there would have
been an increase in the popularity of literature since
1982,’ the NEA report says wistfully.” 

One is tempted to lapse into curmudgeonly whining
about kids today: how they want it all handed to
them on a platter, they don’t want entertainment they
have to get engaged in, they don’t want to have to
think, and so on. But I made a vow when I was 16
that I wasn’t going to be talking like that when I was

Snowblindness: Its Cause and Cure
Following is the Keynote Address delivered by John Lazarus on November 5, 2004 to launch Playworks Ink, a three-day new play festival and 
workshop extravaganza presented by Theatre Alberta and Alberta Playwrights Network at the EPCOR Centre in Calgary, Alberta. John is one of
Canada’s most accomplished playwrights; he currently teaches drama at Queens University in Kingston, Ontario. Edited with Mr. Lazarus’ permission.

8



9Theatre Alberta News

56, and I intend to keep it. And let’s admit that there’s
plenty to think about and to engage with, plenty of
humanity, in the entertainments offered by new tech-
nologies. There are also new kinds of literacy, and new
vocabularies, offered in hip-hop, techno-pop, video
games and other new forms of entertainment. So again,
I’m not saying the new forms aren’t welcome. I’m say-
ing that I wish there were also some more interest in
putting a couple of live actors into the same room
with an audience.

Perhaps I can give you some further indication of the
extent to which theatre has become marginal in our
society. If you want to know what the world thinks of
just about anything, the best place to start looking is
in the mass media. So I want to depress and/or amuse
you, with a few examples of how the mass media tend
to view live theatre today. 

I’ll begin with the most reliable indicator of public
opinion: American network commercial television. 
This is why, at Queen’s, I always begin my section of
our Drama 100 course with a specific clip from The
Simpsons. It’s from an episode that parodies Hitchcock’s
movie Rear Window. Bart has broken his leg, and is
laid up in bed, becoming increasingly – as Marge says
– “isolated and weird.” He expresses his isolation and
weirdness by keeping the lights off, torturing his toy
soldiers, and writing a play. When Lisa finds the script,
Bart is mortified and tries to deny it, but Lisa starts
reading his character descriptions: “Viceroy Fizzlebottom,
a hearty cherub of a man . . .” Later, when Bart wants
to get her to go next door and spy on the Flanderses,
he coerces her by making her listen to dialogue from
his play: “Kippers for breakfast? Is it Saint Swithin’s
Day already? ‘Yes!’ replied Aunt Helga . . .” “I’m going,
I’m going!” shouts Lisa, and runs out. Understandably.

I ask my students what we have learned from this clip.
They tell me that we have learned that writing plays 
is a symptom of being isolated and weird, and is
something to be ashamed of, and that plays are about
vaguely British characters who celebrate St. Swithin’s
Day, whatever that is, with kippers for breakfast,
whatever they are, and have nothing to do with 
anything whatsoever in the world. 

Then there are the movies that seem made by people
who know nothing about theatre – a fact which itself
I find very weird, and which underscores the marginal-
ized position of theatre. If you discuss a cop movie
with a cop, he or she may tell you about factual errors
about police procedures in the film. A doctor may tell
you about mistakes in a hospital movie, a politician
may point out mistakes in a political movie, and so on.
We accept these, up to a point: after all, these movies
are made by filmmakers, not by cops, doctors and
politicians, and perhaps their research has been flawed.
But when feature films make silly mistakes about live
theatre – well, I guess I’m being old and naïve: I guess
I’ve always been assuming that part of the training,
background, or at least interest, of filmmakers, would
still involve some exposure to theatre. But judging from
some recent Hollywood movies, our filmmakers no
longer know anything about theatre – or don’t care.
And I’m not sure which possibility is more discouraging. 

One of my favourite recent examples is Spiderman II,
written by Alvin Sargent and directed by Sam Raimi.
Kirsten Dunst plays M.J., one of the most successful
young actresses in New York: at the beginning of the
movie, her face is in a bunch of billboard ads for 
perfume, all over town, and she’s starring in a smash-
hit Broadway production of The Importance of Being
Earnest. But when we get to see a performance, it
looks like exactly the kind of theatre that sends high-
school kids screaming back to their video games and
their Spiderman movies. The set is cheap and minimal;
Ms. Dunst, who I think is usually a lively and charming
actress, suddenly becomes stiff and dull as M.J. play-
ing Cecily; the other guy is doing generalized, pompous
English acting of a style my friends call “Blah-blah-
woof-woof,” and appears to have a very British poker

up his bum; and the whole scene is underscored, and
undermined, by the incessant tootling of a Bach
orchestral suite competing with the dialogue which
you know is there so that we’ll all know that this is
cultural. The whole feeble mess expresses what the
great film critic Pauline Kael called the attitude that
“being bored in the theatre is good for you.” 

Furthermore, Peter Parker, our hero, has failed to show
up at M.J.’s performance as he said he would – because
he’s out being Spiderman – and so M.J. keeps looking
anxiously out to an empty seat in the audience, where
she knows he’s supposed be sitting, and keeps forget-
ting to say her lines! The biggest star in New York!
What a pro. When Peter finally does show up, he’s 
prevented from going in by a magnificently supercilious
usher who explains that latecomers must not be admit-
ted, because they might disturb the actors’ concentra-
tion – of which, as Kirsten Dunst has already shown
us, M.J. has none anyway. 

I find examples like this funny and irritating, and
because they’re such a strong indication that the
world of theatre and the world of film are, at least in
Hollywood, widely separated. It often looks like the
only experience these filmmakers have ever had of live
theatre was in high school – and it was an experience
that drove them into film.

So the question remains: how do we get young people
back, or just get them, into the theatre? I would sug-
gest that we do it by letting them know that theatre
is sexy and hip, and has something to offer them. Of
course, we can’t really do that unless theatre is sexy
and hip, and does have something to offer them. 

If you are one of those young people who are interested
in theatre, or film, or both, then I thank you for exist-
ing, and I humbly suggest that you create theatre for
yourselves and for each other. I urge you not to be
distracted by the promise of big bucks, easily made, in
film – by all those stories we hear, of young unknowns
who write the big screenplay and make millions. By all
means, write screenplays, if that’s your art form. But 
if you’re doing it for the fantasy of making millions,
then buy lottery tickets instead, and write stage plays
instead. The odds of getting rich are about the same. 

If you’re older, and you share my concern that we are
losing our young audiences or never had them in the
first place, then I would urge you not to respond by
trying to write young – by trying to be hip and cool on
young people’s terms. I don’t think the solution will
come in the form of older playwrights writing down to
young people. I vividly remember when the Beatles
became world-famous in 1964, and the stores were
suddenly full of records made by middle-aged men in
Beatle haircuts, carrying guitars, and looking like Moe
Howard of the Three Stooges. Please don’t be today’s
theatrical equivalent. 

Is there hope that we can still find a young audience?
Of course there’s hope. There are those wonderful
young people who dive into theatre because they love
it. There is hope in the Fringe Festivals, which offer
adventurous showcases to adventurous audiences.
There’s hope in Theatre for Young Audiences, if it’s

good theatre that excites their imaginations and
appears relevant to their concerns. There’s also hope in
the big blockbuster musicals, which appeal to a wide
range of audiences. Even if you hate the ones you’ve
seen, or enjoy them as guilty pleasures, it’s an art form
with potential. There’s hope in such oddities as a 
stadium concert I saw about ten years ago, by Peter
Gabriel, which I attended because it was directed by –
there’s that name again – Robert Lepage. In directing
this rock show, Lepage never compromised his vision-
ary style for a moment: he merely adjusted it to the
size of the venue, and the shape and duration of the
rock-and-roll song – and the teenage audience under-
stood his every image, no matter how abstract, and
they loved it. There’s also hope in such oddities as the
Cirque du Soleil, which offers beauty and brilliant
moments to a mass audience. I find hope in the theatre
schools and the universities, when, sometimes, it
occurs to me that maybe we’re already doing exactly
what we should be doing: teaching young people to
create theatre for themselves and for each other. 

And there is hope in a moment I experienced a few
years ago when I went to see a performance by the
Caravan Farm Theatre, in Armstrong, B.C. As we were
climbing the hill to the outdoor venue, I heard a couple
of little boys behind me asking their mother, “Where’s
the screen?” Their mother said, “There’s no screen. It’s
real live actors, doing the show right in front of you.”
The two boys replied, in unison, “COOOL!” It was a new
concept as far as they were concerned, and a welcome
one. They wound up loving the show. 

I’m going to close with a radical question: Why bother?
So what if theatre becomes increasingly marginalized?
What would be the great disaster, even if it were to
fade away? God knows anybody smart enough to make
a living in theatre is smart enough to make a living
elsewhere. 

Perhaps the only reasonable answer to “Why bother?”
is the unreasonable answer: we bother because we
love it. It needs no further justification. And we love it
for its paradoxical nature. Those of us who love theatre
have the privilege of sharing a set of pleasures that
the non-theatre-going public may never find out about.
I’m not saying they shouldn’t find out about it; but
there may be some consolation in being left by our-
selves, at least for now, to appreciate something that
not everyone gets. If we’re going to be stuck in a small
community anyway, perhaps we can be forgiven for
taking some guilty pleasure in the secrets we share. 

The non-theatre-going public doesn’t seem to under-
stand, for example, how much the audience collabo-
rates in the creation of the theatrical event. Even in
this age, when “interactive” is one of our favourite
buzz-words, many people who don’t appreciate theatre
don’t get the mutually interactive nature of the form.
The non-theatre-going public doesn’t seem to under-
stand how much live theatre is an improvisation, and
how well professional actors can adapt to circum-
stances in the course of a performance – often with-
out the audience realizing it. Finally, the non-theatre-
going public doesn’t seem to understand the beauty of
evanescence. Ironically, we’re in an age where every-
thing can be recorded, photographed, videotaped,
copied, and sent all over the world, within seconds, and
at very little expense. And therefore live performing
arts, which just a hundred years ago were the only
form of performance on the planet, are now marginal-
ized and unique. They are fragile. They are evanescent.
They are defined by the very fact that the event happens
once, and is gone: it won’t be the same tomorrow night. 

And what we’re trying to do, paradoxically, is to preserve
that art form – for that very reason: that a performance
has never happened before and will never happen
again. And sometimes it seems that, paradoxically 
and illogically, perhaps, that is reason enough. 

Thank you.

John
Lazarus
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Last fall I received the good fortune of obtaining
my MFA in Drama at the University of Calgary.
Along with several other students, we spent
months studying, writing, designing, and directing
like mad, breathing a sigh of relief when our theses
were rubber stamped with approval, and discussed
with hope our future careers in the Calgary theatre
community. We felt blessed not only to hold that
coveted piece of paper in our hands at last, but
also that the drama department had offered the
programs we needed to complete our education.
Whispers had begun to infiltrate the halls in the
months leading up to our thesis defence dates that
the future of the drama department was doomed.

Every department at the University of Calgary is
facing a possible 20% budget cut in the next four
years. A recurring story among Alberta theatre
organizations, the drama department’s resources
are already stretched due to a series of severe
budget cuts imposed throughout the 1990s. At that
time, five faculty positions were lost, and program
offerings such as theatre education, theatre for
young audiences, and developmental drama were
scaled back significantly. This current round of cuts
is to help the University pay down its deficit. In a
“reallocation process,” some departments will receive
a portion of their funds back while others will face
the full 20% loss of their operating budget. Unlike
other departments that can turn to the business
sector for financial support, the drama department
has no alternative means to subsidize its costs and
is left in a particularly vulnerable position. Though
there is a possibility that the department could
recoup some of the money, Department Head Jim
Dugan argues that drama is not considered a high
priority at the university, saying, “We’re not opti-
mistic about the reallocation exercise and in the
long run we think we’ll be hurt pretty badly.”

How badly? The 20% budget cut would result in
the loss of four or five faculty members, effectively
cutting the number of faculty positions by half
from the early 1990s. This would mean a drastic
reduction in the types of courses offered, and in

some cases entire programs – such as the design
and graduate programs – are at risk of discontinu-
ance. Despite budget restrictions the drama depart-
ment is expected to keep its quota of 130 under-
graduate students each year. With fewer faculty,
class sizes would increase, compromising valuable
instructor/student interaction, and only the core
subjects could be offered. 

In this situation faculty could not fully offer 
their expertise in specialty areas to the students.
Associate Professor and playwright Clem Martini,
for example, envisions a situation where he would
be expected to teach introductory acting courses
instead of the many playwriting courses he now
offers at an undergraduate and graduate level. This
represents a real loss for students, as there is such a
high demand for his classes that students are being
turned away each semester. He is only able to offer
one screenwriting class periodically, but is certain
this course would be enrolled to capacity if it were
available each year. 

While there is no forecast that the drama depart-
ment will collapse, the quality of the program and
the comprehensiveness of the education will be
diminished. Students that are interested in focusing
their theatre education in a particular discipline
will have no choice but to leave Calgary.

How is this possible when Alberta is deficit-free and
boasts a huge surplus? The provincial government
has so much extra cash it distributed a question-
naire last fall wondering how to spend it all.
Considering Calgary’s population now stands at one

million it is not unfeasible for the city to have two
universities, both of which offer fully operating
and comprehensive drama programs. 

Clem Martini and Jim Dugan attribute the current
situation to the provincial government’s disinterest
in post-secondary education and the arts. Clem
says, “I think it is a government that’s profoundly
anti-art and in many ways anti-education and the
two of those together, anti-education anti-art, is
toxic for those of us in theatre.” 

The Dean of the Fine Arts Faculty, Ann Calvert,
approaches the topic from a different perspective,
saying, “We are going to do every single thing we
can to make sure we get the funding that we’re
asking for. We’re also going to work towards main-
taining quality in what we do, but that’s a very
hard thing to do if you’re really, really stretched.”
She points to the achievements of faculty and 
students, present and past. Indeed, an impressive
list of seasoned Calgary theatre professionals were
students at the U of C: Mark Lawes (Artistic Director,
Theatre Junction), Mark Bellamy (Artistic Director,
Vertigo Theatre), Ken Cameron (Executive Director,
Alberta Playwrights’ Network), Ryan Luhning
(Artistic Director, Ground Zero Theatre), Doug Curtis
(Artistic Director, Ghost River Theatre), Stephen
Massicotte (playwright) and the list goes on.

With little prospect of future recovery, morale
among faculty, support staff, and students is at an
all-time low. There is little hope that the budget cuts
will only affect the department in the short-term. 

The conservative government’s disinterest in the
value of the arts and arts education has finally
taken its toll. Meanwhile, my dream of offering
courses on contemporary Alberta playwrights or
the history of western Canadian theatre at the 
U of C will have to be shelved, indefinitely…

Judith Mendelsohn is a recent graduate of the
MFA Directing program at the University of
Calgary, and works as an administrator for the
Alberta Playwrights Network.

Budget Cuts Bode a Bare Bones Drama Program
at the University of Calgary by Judith Mendelsohn

I have faith in a better future, because I have faith that most human beings want to do the

right thing. If we can put aside differences of ideology, if we can learn to love one another,

then one day we will enjoy a world where no one need live in fear, where no one need go

hungry, where everyone can enjoy a good education, the fellowship of friendly neighbours,

and the security of a world at peace with itself at long last.       HER HONOUR, LOIS HOLE   

“

”

Lois Hole 1933 - 2005
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Alberta is tremendously proud to announce that one of its own has been named the new Maître d’Armes
for the Fight Directors of Canada. Jean-Pierre (JP) Fournier will be what FDC president Daniel Levinson 
calls the organization’s “guiding light,” bringing over 30 years of experience to a position that has only
been held by one other man: the legendary Paddy Crean. 

There’s a story that floats around about a director in Ancient Rome (not that directors existed back then;
read “person in charge”) who was keen on realism and got the idea to actually kill slaves on stage for a
battle scene. The plan was ultimately scrapped, but not because it was inhumane or perversely sadistic. 
No, they scrapped it because it just didn’t make for good theatre. The slaves couldn’t seem to get it into
their heads that they were part of a great work of art and fouled up the scene by pleading for their lives,
going on about their wives and children, adlibbing indulgently. And when they died they did it in the most
untheatrical fashion imaginable, just sort of slumping over instead of making a properly dramatic exeunt.

At the end of the day it’s the spectacle of violence that fires up an audience the most, with ‘spectacle’
being the operative term. Most of us don’t actually want to see people hurt; when we see what looks like
violence on stage or screen we can get excited because we know that this is not real, that there is a tech-
nical wizardry at work that is pulling the wool over our eyes. And the more realistic the wool the better.
It’s people like Paddy Crean and JP Fournier who make that happen.

Paddy Crean came to Stratford in the 1960s, having worked with the likes of Laurence Olivier, John
Gielgud, Alec Guinness, and Errol Flynn (for whom he often was a stunt double). He spent over 25 years 
as fight director at Stratford where he helped to establish practices that have become industry standard
for safety and aesthetics. 

JP first encountered Paddy in the 70s while he was a student at the U of A. Back then
Paddy was the only guy in the country doing fight direction for a living; he already had
something of an international reputation. Upon graduation, JP learned that there was a
society of fight directors in England – Paddy wrote him a letter of introduction and JP 
got to go study with them. The force was strong in JP; he turned fight direction into a
vocation and in 1993 he, along with Robert Seale, founded Fight Directors Canada.

“Our mandate is to serve the membership. What we don’t want is to be in an old boys 
club,” explains Fournier. “We’re not keeping all the jobs for ourselves, we’re preparing the
next generation of fight directors. 

We are always looking for more members. We must be educators, mentors to both fight
directors and actors, even amateurs who just want to fight. It can’t be about self-promotion.”

The Maître d’Armes is selected for exemplifying the qualities that are central to FDC’s
vision, establishing the highest internationally recognized standards of safety, academics,
aesthetics, and practical application. When the FDC was formed, Paddy seemed a natural
choice to hold the office.

“He was very much a turn-of-the-century Victorian, a consummate gentleman, a charmer.
Stories for days, never the same. In all the years I knew him he never told the same story
twice.” Paddy passed away in December of 2003; he was 93.

Each Maître d’Armes of the FDC is presented with an honorary
sword as a symbol of the office. Etched on this sword are 
the words, “In recognition of their knowledge, honour, skill, 
and generosity of spirit to Fight Directors Canada and its 
membership.” There are two names beneath this inscription: 
Paddy Crean, and JP Fournier. Fine company indeed.

Fight on, JP. Fight on.
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A New Maître d’Armes for 
Fight Directors Canada by Sam Varteniuk 

JP FOURNIER, DISPLAYING THE SWORD OF OFFICE.

PADDY CREAN
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Brenda and I have been very busy these past three
months. Thanks for the company; we’ve really
enjoyed having you drop into the library!!! This
newsletter we thought we would pass along several
things of note to make your library experience
more productive. And as always, if you have 
questions, please don’t hesitate to call us!

Circulation
Fines and how to avoid them:
1) Check the date due stamp in the back of the book
2) Phone or email before the due date and we can 

renew the material for another 28 days. 
(Unless there is a reserve)

Renewals
Renewals can be made over the phone or by email.
Items cannot be renewed once they are late unless
the fines are paid.

Acquisitions
New Acquisitions include:
Paper Bag Princess and Other Stories 

by Robert Munsch
Vincent in Brixton by Nicholas Wright
Arden Edition of King Henry lV Part Two
Arden Edition of King Henry Vl Part Three
The Best Ten Minute Plays: 3 or More Actors from     

Actor’s Theatre of Louisville
30 Ten Minute Plays: 3 Actors from Actor’s Theatre 

of Louisville
30 Ten Minute Plays: 4, 5 and 6 Actors from 

Actor’s Theatre of Louisville
The Best Ten Minute Plays: 2 Actors from Actor’s 

Theatre of Louisville

On-Line Catalogue
If you are experiencing difficulty in accessing our
library catalogue on-line we would like to hear
about it. If you can answer the following questions
when you email or call us it would be helpful:

What operating system are you using? Which version?
What browser are you using? Which version?

Search Tips
Looking for One-Acts?

A simple way to pull up 900 + titles of one-acts at
Theatre Alberta is to:
1) go to www.theatrealberta.com
2) click on the “Playscript Library” link or 

“Online Library” tab 
3) click on the hyperlinked text “Search the Library” 
4) click on “Advanced”
5) select “Local Call Number” from the list 
6) enter the letters “goa” in the window for general

one-acts, or the letters “coa” in the window for 
Canadian one acts; to access one acts in 
collections enter the letters “ci” (remember that 
not all scripts within the collections will be 
one acts)

Thanks, and keep reading!

Theatre Alberta’s librarians are Chris Profiri 
and Brenda Sutherland, and can be reached 
from 10AM to 3PM Monday to Saturday at 
1-888-422-8160 (toll free in Alberta) 
422-8162 in Edmonton, or online at 
library@theatrealberta.com

Tales from the Stacks…
by Brenda Sutherland and Chris Profiri

Bringing Back the Old, Ringing in the New

Gord Adams
Sean Anderson
Crystal Beatty
Cliff Cameron
Tess Carton
Cory Christensen
Rhonda Coates
David Doucette
Jason Duiker
Jeff Gagnon
Jonathan Glasgow
Ecko Goffic
Christina Grant
Chalaundrai Grant
Samantha Hallett
Rebecca Halliday
Jane Heather
Ming Hudson
Maureen Hunter
Roy Jackson
Debbie Jamieson
Ian Johnston
Martin Kinch
Salena Kitteringham
Darlene Kowalchuk
Cathy Lakin
Duval Lang

Cathy Larson
John Lazarus
Kayla Lewis
Charmaine Lowe
Kyle MacDonald
Paul Matwychuk
Christie Mawer
Cherie McMaster
Martin Morrow
Linda Muench
Valerie Pearson
Laura Raboud
Grant Reddick
James Rice
David Riley
Tara Ryan
Trevor Schmidt
Tony Sharkey
John Smith
Elizabeth Stepkowski   

Tarhan
Stanley Stevenson
George Stone
Renée Thériault
Ksenia Thurgood
Thomas Usher
Alanna Ward

Gail Whiteford
Morgan Willis
Lucie Wong
Laryssa Yanchak
Adrian Young

New Groups
Alberta High School 

Drama Festival Assoc.
Austin O'Brien High
Castor Little Theatre
Fr. Patrick Mercredi 

Community High 
School

Fut in the Hat 
Theatre Guild

Neutral Hills Arts Alive
Strathcona Composite 

High School
Vegreville Area 

Community Theatre   
Soc.

Ken Agrell-Smith
Kathleen Arnold
Patrice Barnes
Joan Bate
Bradley Bishop
Mary Blackstone
Bob Cameron
Marty Chan
Kathy Classen
Diane Conrad
Reagan Craig
Erin Crealock
Patricia Darbasie
Katherine Fadum
Diane Falck
Anne-Marie Felicitas
David Findlay
Erin Flasch
Wendy Froberg
Barry Gagliardi
Kerri Gibson Loranger
Alana Gowdy
Ben Hart
Angela Hartmier
Alex Hawkins
Joan Hawkins
Stephen Heatley
Marilynne Hebert

Janet Hinkley
Maureen Hollar
Julie Ishida
April Killins
Shirley Konrad
Phil Kreisel
Jamie Kryzanowski
Brendan Lavery
Annette Loiselle
Kris Loranger
Yvonne Louie
Anna Lussenburg
Larry MacKillop
Barb Mah
Andrea Martinuk
Conni Massing
Kim McCaw
Katie McConaghy
Anita Miotti
Nicole Moeller
Karyn Mott
Keith Munro
Annette Nieukerk
Wolfgang Noethlichs
Richard O'Brien
Kieran O'Callaghan
Ryan Parker
Jean Parlby

Skye Perry
Doreen Piehl
Marilyn Potts
Ian Prinsloo
Andrea Ritter
Laura Roald
John Rusich
Lianna Ryan
Robin Senger
June Serediak
Art Shea
Margaret Shone
Ryan Simmons
Julie Sinclair
Linda Sinclair
Christian Sindico
Herb Stanley
Glenda Stirling
Chris Stockton
Allan Stoski
Brenda Sutherland
Aaron Talbot
Gregory Tink
Barb Travis
Patrick Walsh
Tara Wood
Angela Woodard
Carol Wookey

Renewing
Groups
Archbishop Jordan 

High School
Azimuth Theatre   

Assocation
Bonavista Players
Caviar Players 

Drama Society
Concordia College

Dept of Theatre Arts
Double Feature Theatre
Eastglen High School
Ecole Secondaire 

Marguerite D'Youville
E.L.O.P.E.
Free Will Players
Harry Ainlay Composite 

High School
J.R. Robson High School
King's Players
L'Unitheatre
Leduc Drama Society
Louis St Laurent School
Northern Crossing 

Music/Drama Society
Red Willow Players

Rocky Mountain College
Ross Sheppard Comp. 

High School
Shadow Theatre Assoc.
Sage Theatre
St. James Play Readers

A Warm 
and Sincere 
Thank You 
to the Following 
for Their
Generous
Contributions to 
Theatre Alberta: 

Kayla Lewis

Welcome New Members!
(joined Nov 1, 2004 – Jan 31, 2005)

Welcome Back, Renewing Members!
(joined Nov 1, 2004 – Jan 31, 2005)

Good day to you theatrical Albertans. Here’s where
we roll out the welcome mat to all our new and
renewed members for the period from November 1,
2004 through January 31, 2005. Don’t see your

name here? That’s probably because you initially
joined the organization in one of the other nine
months, or you bought a 2-year membership and
aren’t due for renewal until next year. Just keep

your eyes peeled and you’ll surely see your name in
an upcoming issue of the Theatre Alberta News!

EDMONTON ACTRESS SHARLA MATKIN READS 
AT A FURIOUS PACE AT THE THEATRE ALBERTA LIBRARY
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Public Service
Announcements

NEW LOCATION FOR CALGARY YOUNG PEOPLE’S THEATRE
CYPT is pleased to announce their new storefront studio
/office/rehearsal space on 16th Avenue right beside
White's Flowers. A quirky design, they’re in the original
house on the lot with a retail mall added on to the front
and west-side.
The address is 632 - 16 Ave NW, but mail should be sent to:

Calgary Young People's Theatre
Box 65067 North Hill PO
Calgary, AB  T2N 4T6

UPGRADES MARK EPCOR CENTRE’S 20TH ANNIVERSARY  
Just in time for its 20th anniversary, EPCOR CENTRE has
completed $1 Million in upgrades to the Jack Singer
Concert Hall sound system, thanks, in part, to funding in
the form of a Legacy Grant. The previous sound system,
after 20 years of excellent service, simply was no longer
capable of doing justice to one of North America’s top-
rated concert halls. One of the most notable features is
the new Hearing Assist system, boasting 50 Sennheiser
headsets with disposable ear buds. These will be available
to patrons at the coat check area free of charge and can
be pre-tested, ensuring that volume is adjusted for opti-
mum comfort and concert enjoyment for each individual
audience member. 

The main sound system consists of new speaker processors
and 45 self-amplified speakers delivering the full spectrum
of frequencies, no matter where one is seated in the Jack
Singer Concert Hall. Now able to choose from 16 stage 
monitors and 60 individual microphones, performers in the

Jack Singer Concert Hall are even better equipped to play
some of the best sounding music to grace a Calgary stage.
All this is augmented by a complex infrastructure consist-
ing of new patch-bays and approximately 20 miles of new
cable. Audiophiles will recognize such respected names as
Meyer, EAW, Lake, QSC, dpa, Audio Technica and AKG
among the new equipment. 

To experience our state-of-the-art concert sound system,
contact: Rick Overwater. 403-294-7455 ext.1468 
overwater@epcorcentre.org

CANADIAN HERITAGE ANNOUNCES CENTENNIALS OF
ALBERTA AND SASKATCHEWAN GRANT PROGRAM 
The goal of this program is to support diverse celebration,
commemoration and learning initiatives put forward by
non-governmental organizations in support of the
Centennials of Alberta and Saskatchewan. Eligible recipi-
ents are non-governmental organizations, ad hoc commit-
tees, community associations and charitable organizations.

Deadlines are January 30, April 1 and June 1, 2005. For 
more information, call Speros Vlassopoulos, Program
Officer, Canadian Heritage at (780) 495-5621 or visit the
Canadian Heritage website at www.pch.gc.ca

EDMONTON ARTS COUNCIL OFFICES MOVING 
On February 1st 2005, the EAC offices will be moving up
to the 8th floor of the Melton Building. Our new address
will be:

808, 10310 Jasper Ave
Edmonton, AB  T5J 2W4

q
Upcoming Grant Deadlines
For more information on these grants please contact the funding
agencies directly. 

Canada Council Grant Deadlines 
http://www.canadacouncil.ca/ 

2005-2006 Deadlines Not Yet Released.

AFA Grant Deadlines 
Application forms to the following Feb 15, 2005 theatre grant programs
include can be downloaded at: http://www.cd.gov.ab.ca/all_about_us
/commissions/arts/fastforms/index.asp

Theatre Projects Grant
The Theatre Projects Grant Program supports the artistic development
of individual Alberta artists, ensembles of artists who propose to work
together, and not-for-profit organizations in theatre by assisting with 
projects in one or any combination of the following categories: 

a) Art production
b) Training and/or career development
c) Travel and/or marketing
d) Research

Commissioning Playwrights Grant Program 
The Commissioning Playwrights Grant Program supports the creation
and exposure of original new plays by assisting both emerging and
established Alberta playwrights with commissions.

Edmonton Arts Council 
http://www.edmontonarts.ab.ca/grants.html

February 1, Community Investment Program Travel Grant 
June 1, October 1 (applications will be considered 3 times per year)

March 15 Community Investment Program Parade Grant 

April 30 Lee Fund for the Arts

May 1 Festival SEED Community Investment Grant Program

May 31 Edmonton Artists' Trust Fund

June 15 Community Investment Program Project Grant

If you have information regarding grant deadlines that would be of interest to 
fellow Theatre Alberta members, please send to programmer@theatrealberta.com 

ADFA

The Alberta Drama Festival Association 2005 festival year is upon us. Alberta is
separated into nine regions by ADFA. Each region holds a one-act play festival,
with the winning production advancing to the provincial festival, which is to
be held on May 13 and 14, 2005 in Lethbridge.

The ADFA festivals are an excellent opportunity for newcomers to participate
in theatre as actors, directors, costumers, or any other aspect that interests them.
The festivals are often the venue for new, Alberta-written plays to premiere.

The festivals are entertaining and educational for participants and spectators;
all plays receive both public and private adjudications. Adjudication is by a
theatre professional to ensure informed, qualified adjudication.

For more information about times and locations please see the ADFA web site
at www.adfa.ca. If you want to talk to an ADFA member directly, contact Cliff
Cameron at (403) 397-0292.

News from Alberta’s Drama Festivals
Theatre Alberta News is pleased to announce the beginning of a new standard feature, providing regular intelligence on two tremendous opportunities for 
amateur thespians in the province of Alberta: the Alberta Drama Festival Association (ADFA) and the Alberta High School Drama Festival Association (AHSDFA). 

AHSDFA: Experience the Magic of Provincial Drama Festival

Right now, all over the province, Drama students are preparing for their time
to shine. It’s time to get involved and experience it yourself. As participants
in the Fine Arts, we know the value of experiential learning. Provincial Drama
Festival is just that. High Schools from all over Alberta will converge onto Red
Deer College Arts Centre to experience the best of the best May 5, 6, & 7.

The mission of the Alberta High School Drama Festival Association is to 
promote interest, involvement, and development in all phases of Drama and
Theatre for students and teachers in Alberta high schools. The provincial 
festival is intended to be a celebration and showcase of student quality in
theatre arts. Plays at the provincial level have advanced to represent their
respective Zone.

We would love to fill the house in Red Deer. If you would like more information
about how to attend please check out our website:www.provincialfestival.com

Trina Penner, AHSDFA PRESIDENT
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World Theatre Day
'It was first in Helsinki, and then in Vienna at the

9th World Congress of the International Theatre
Institute (ITI) in June 1961 that President Arvi
Kivimaa proposed on behalf of the Finnish Centre
of the ITI that a World Theatre Day be created. The
proposal, backed by the Scandinavian centres, was
carried with acclamation.

Ever since, each year on March 27 (date of the open-
ing of the 1962 "Theatre of Nations" season in Paris),
World Theatre Day has been celebrated in many and
varied ways by ITI National Centres of which there
are now almost 100 throughout the world.

Each year an outstanding figure from the world of
theatre is invited to share his or her reflections on
theatre and international harmony. What is known
as the International Message is translated into more
than 20 languages, read for tens of thousands of
spectators before performances in theatres
throughout the world, and printed in hundreds of
daily newspapers. Following is an excerpt from last
year’s message, penned by Egyptian playwright
Fathia El Assal:

“I have always believed that playwrights distin-
guish themselves by their noble human feelings.
Their message can thus help people to rise above
themselves, to free themselves from their frustra-
tions, from exploitation, and thus be able to gain a
sense of dignity. For playwrights to succeed in
accomplishing their mission and in influencing
people, they should master their profession thor-
oughly, and have full control over the style of
artistic expression. Otherwise their message will be
blown away by whiffs of wind and leave no trace
behind, thus missing the required aim. For in every
work of art, the message of the artist has always
been geared towards human justice, maturity of
expression, and authenticity. It would therefore be
wrong to think that one of these factors can hold
sway over any of the others. 

. . . theatre is the light that illuminates the path of
mankind. A light that ensures an organic link with
the spectator by creating warmth between us – be
that communication through the written text or
through the performance on stage.”

In addition to the international message, many
countries ask one of their own artists to create a
similar message, which is presented as part of the 

WTD celebrations. In 2004 
Canada courted such a message from 
Edmonton playwright Vern Thiessen. 
What follows is an excerpt from his message:

“On a recent trip to a playground, I was reminded
of how limited a playwright I am. Over the course
of an hour, I watched a few children create over
two-dozen scenarios, each rich in character, story
and detail. If only I could create so deeply and 
so fearlessly.

. . . the theatre’s needs are basic, its medium simple,
its method durable, its function necessary. It needs
little more to survive – and flourish – than a child
in a playground who is free of fear; a child free to
imagine a world different than her own, and an
audience to cheer her on.”

This year’s message will be written by French play-
wright Ariane Mnouchkine. If you have a show in
production we encourage you to mark the day via
an announcement or a note in the program. If you
do not have a show in production we encourage
you to attend one. However you choose to observe
it, we hope that March 27 is a day infused with the
creative magic of theatre.
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The Buzz…
News and Notes from

Around the Province
f

WALTERDALE PLAYHOUSE ANNOUNCES 
NEW ARTISTIC DIRECTOR
Edmonton’s Longest-Running Community Theatre 
is pleased to announce its New Artistic Director,
Scott Sharplin. Scott comes to Walterdale Theatre
Associates from Sound & Fury, an Edmonton 
company which he founded ten years ago. He is
hard at work selecting plays for Walterdale's 2005-
2006 season. An official season launch is scheduled
for early in May.

ARTISTS DISTRIBUTED UNEVELY ACROSS 
THE COUNTRY 
A recent report entitled A Statistical Profile of
Artists in Canada showed that there are about
131,000 artists in Canada who spent more time at
their art than at any other occupation in May of
2001. Between 1991 and 2001, the number of artists
grew by 29%, close to three times the rate of growth
of the overall labour force (10%). With average
earnings of $23,500, artists were found to earn 26%
less, on average, than other labour force workers.

The new report shows that British Columbia has a
much larger proportion of its workforce employed 
in artistic occupations than the Canadian average
(1.13% vs. 0.80%). Ontario has the second-highest
percentage of its labour force in arts occupations
(0.83%) and has nearly twice as many artists as any
other province. Among the territories, Nunavut has
a particularly high percentage of its labour force in
nine arts occupations (2.39%).

Canada’s 27 Census Metropolitan Areas (CMAs)
account for two-thirds of the nation’s labour force
but over three-quarters of its artists. Five metropoli-
tan areas – Victoria, Vancouver, Toronto, Montreal
and Halifax – have the highest proportion of their
labour force employed in the arts.

Nearly one-half of Canada’s artists (48%) reside in
Toronto, Montreal or Vancouver, a percentage that 
is much higher than these three CMAs’ share of the
country’s overall labour force (34%). The Toronto
CMA accounts for 22% of the country’s artists and

16% of the overall labour force. The Montreal CMA
comprises 14% of Canada’s artists and 11% of the
overall labour force, while the Vancouver CMA
accounts for 12% of the nation’s artists and 7% of
the country’s labour force.

Of nine arts occupations, actors are most strongly
concentrated in these three CMAs, with 70% residing
in Toronto, Montreal or Vancouver. Producers, direc-
tors, choreographers and related occupations follow
closely (67%). Artisans and craftspersons are least
concentrated in TMV, with only 29% residing in
these three metropolitan areas.

WERNER KARSTEN JOINS BLEEDING ART
INDUSTRIES
Werner Karsten, well-known props master and
scenic sculptor, has joined Bleeding Art Industries
Inc. where he will be involved in the creation and
building of props and sculptures for film, entertain-
ment, and other industries. Karsten worked as
Properties Master at the University of Calgary for
the past twelve years and prior to that for the
Banff Centre. He is well known for his scenic
sculpting and mask making and his work can be
seen in museums, films, theatres, and many other
businesses across the country. He currently teaches
at Mount Royal College as a sessional instructor in
property construction techniques.

Bleeding Art Industries is a Calgary-based company
providing special effects services, products and
equipment to the film and entertainment industries.
It recently provided special effects services for Terry
Gilliam’s Tideland, and is doing the special effects
for the upcoming The Tommy Douglas Story. 
For more information visit: www.bleedingartindus-
tries.com or call 403.236.0025.

THE CANADIAN CULTURAL OBSERVATORY
The Canadian Cultural Observatory aims to inform
and advance cultural development in Canada by
providing cultural policy researchers, planners, 
managers, and decision-makers with specialized
services that: 

1) foster more responsive research; 
2) encourage informed decision-making for policy
planning and; 
3) stimulate community debate and improved
knowledge exchange.

Accessible online at www.culturescope.ca, this free
interactive hub connects you to the issues that
affect Canada’s cultural vitality. Among the
resources available are data, research, analysis, links,
news, community updates, Culturescope Groups, and
access to a global network of reference librarians.

THEATRE CALGARY TO CHANGE 
ARTISTIC LEADERSHIP 
Ian Prinsloo will step down from his position as
Artistic Director of Theatre Calgary on July 1, 2005.
The Board of Directors for Theatre Calgary will be
undertaking a national search for a new Artistic
Director to continue the growth of the theatre. 
Mr. Prinsloo joined the theatre at a very critical
time in its history, and deserves a great deal of
credit for the position it is in today. The progress
Theatre Calgary has experienced over the past 
eight seasons has been substantial; Ian has helped
create an environment that fosters outstanding 
performances by artists. The Board and staff of
Theatre Calgary wish Ian every success in his
future endeavours.

SCHOLAR HONOURED AT EQUITY AWARDS
Each year the Canadian Actors’ Equity Association
recognizes an emerging artist who has shown
exceptional promise in his or her craft. The Stage
West Equity Emerging Theatre Artist Award for
2004 went to Michael Scholar, Jr. Michael makes 
his home in Vancouver but is seen frequently on
Alberta stages, most recently in November Theatre’s
production of The Black Rider, presented at Theatre
Network in Edmonton last year. The award
acknowledges an Equity member who has belonged
to the association for three years or less yet has
already make a significant contribution and impres-
sion as an artist. 

Alberta Playwriting 
Competition

DEADLINE EXTENDED TO MARCH 15, 2005
A special thanks to Theatre Alberta for including APN’s new Playwriting Competition poster in this 
mail-out. But because you have not received the poster until now, APN is pleased to extend the 
deadline until March 15, 2005 to give you time to get your play in!
Just call our office to let us know to expect your play at 1-800-268-8564 (or at 269-8564 in Calgary).
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New Membership       Membership Renewal

Last Name or Organization Name__________________________________________________

First Name or Contact Name______________________________________________________

Address__________________________________ City_________________________________  

Province__________________________________  Postal Code__________________________

Home Phone # with area code_______________ Business Phone #_____________________ 

Cell Phone/Pager #_________________________ Email Address________________________  

I am paying by:  VISA     MC    Cheque (payable to Theatre Alberta)

Card#_____________________________________Expiry Date__________________________  

Cardholder Name_______________________________________________________________

Signature of Cardholder__________________________________________________________

Affiliation: CAEA   IATSE  ACTRA    APN

I am:     A professional artist    A teacher    Involved in Community Theatre   

Other (please specify)_________________________________________________________

Membership Classification:

Student 1 year $15 2 year $25

Individual 1 year $30 2 year $50

Group A (annual operation budget under $10 000/yr) 1 year $50 2 year $80

Group B (annual operation budget under $100 000/yr) 1 year $75 2 year $125

Group C (annual operation budget under $100 000+/yr) 1 year $100 2 year $175

For Individual/Student memberships only:

Add a general membership with Alberta Playwrights’ Network + $10

Add a donation to Theatre Alberta – thank you! __________________

Total Amount Enclosed:_________________________________________

For Group memberships only:     

Theatre Classification: Professional Co-op/Collective 

Semi-professional Community

Educational Institution

Second Group Contact (also has Group Membership library privileges):

Last Name_________________________________ First Name__________________________  

Address___________________________________  City_______________  Province________  

Postal Code________________________________ Email Address_______________________

Home Phone # with area code________________ Business Phone #____________________  

Cell Phone/Pager #__________________________


