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ABSTRACT

The Development and Management of the Utah Shakespearean Festival:
The Bard’s Light Shone on Deseret

by
Lawrence Douglas Henley
Dr. Jeffrey Koep, Examination Committee Chair
Dean, College of Fine Arts
University of Nevada, Las Vegas

Southwestern Utah seems an unlikely place in which to find one of the most popular
regional summer theatres in America. Until the second half of the twentieth century, this region, a
favorite hideout of the legendary outlaw Butch Cassidy, was best known as a profitable center for
iron mining, and for its proximity to some of the most beautiful national parks in North America.
Cedar City, Utah was once what most would call a “sleepy town" on dry summer nights before the
early 1960’s. Although it was a place that had known the celebration of the dramatic art since its
founding by the Mormon pioneers of 1851, it was nonetheless a community that had arrived at a
crucial crossroads in terms of its identity and future hopes for economic prosperity. In 1962,
almost as if by miracle, a young apostle from the world of theatre came to rescue it from
obscurity. In time, their savior would attract national praise and direct the diminutive community
down the path toward future economic salvation. In 1962, the Utah Shakespearean Festival
began to transform Cedar City from a small town looking at the downside of economic growth and
a dwindling prosperity into a place that today is literally bursting with culture, vitality, and a
renewed cash flow.

Conceived initially as a simple scheme to pull motor tourists off of the new Freeway
(Interstate 15), this (initially) humble Festival dared to dream that it could follow the lead of the
landmark Oregon Shakespeare Festival, set in rural Ashland, Oregon. The OSF offered Southern
Utah a full-scale model of a highly successful seasonal event set in a small college town: majestic

in beauty, yet, perhaps, an unlikely spot in which great classical theatre could thrive. Seeing that

i
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Oregon's model could work in Cedar City, the young founder and his trusting followers set out to
establish a summer program capable of converting the staunchest of non-believers. In the forty
years since, this festival, infused by the ancestral spirit of pioneer voluntarism, has developed into
one of the most respected destination theatre festivals in North America, earning for itself the
distinction of being the 2000 Tony Award recipient for Outstanding Regional Theatre. This is the
ultimate testimonial to a well-deserved national reputation. The Utah Shakespearean Festival is
well-known in dramatic circles as a pastoral sanctuary for a fine and devoted group of actors,
designers, directors, and other theatre artisans, the majority of whom return to it annually, no
matter how attractive or lucrative their other opportunities might be.

In this modest “burg” of just over 20,000 residents, theatre of an ever-increasing level of
quality has been produced, marketed, and presented for the past four decades. despite
considerable odds against it. Growth has not always been rapid, but it has never ceased, and
presently it shows no signs of slowing. Why then has such an “off-the-beaten-path" repertory
company been so successful? Absent of any semblance of a star system, reliant on many levels
of talent development, and threatened by the peaks and ebbs of an uncertain United States
economy, the Utah Shakespearean Festival (hereafter “USF” or “the Festival”) is an organization
that, on the surface, would seem to defy rational explanation. How is it that a theatre company
founded by a relative unknown, in an area that most Americans would be hard-pressed to find on
any map, could develop into such a prestigious nationally (and internationally) acknowledged
institution? Today, the USF is often mentioned in the same breath as its considerably older
relatives in Oregon, Connecticut, and Ontario. Exactly how did this "miracle” happen?

Purpose

The purpose of this project is to identify and explain the Utah Shakespearean Festival
phenomenon, from a managerial and operations standpoint in particular. Considerable discourse
will be devoted to the underlying factors leading to the establishment, steady growth, and
financial stability of the Utah Shakespearean Festival. Upon close inspection, the Festival

examined is principally-, philosophically-, and personality-driven. Very close attention will be
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taken to examine the principles, practices and the personalities that have made the USF what it is
today.

Other questions will be answered throughout this thesis. How is the Festival run? How
does it continue to grow and operate alonéside (and as an agency of) a public university that is
itself experiencing exponential growth? How is it that the USF can produce six high-quality
repertory productions and open them within the claustrophobic space of six days without obvious
signs of trauma? In addition to the discussion of those areas we will look to the future. Many
involved with the USF believe that their organization finds itself in a new century on the brink of
another critical crossroads in its development. In this discourse, thought will be devoted to the
future expansion and health of the USF, in hopes that such examination can in some way provide

additional tools with which it can use to focus on the tasks and challenges it faces in the present

and into tomorrow.
Methodology

The effort contained herein is the culmination of more than a year’s research, during
which the author visited the Utah Shakespearean Festival on ten different occasions, totaling a
month of days. Considerable investigative mileage was also logged in Arizona, Southern
California, and Southern Nevada. The basis of this discourse relies heavily on the eyewitness and
“earwitness” experiences of the author, which included attendance at numerous production and
administrative meetings, personal office visits, rehearsals, seminars, official and unofficial facility
and grounds tours, library and archival visits, and, of course, performance attendance.

Above all, the writing contained herein is the product of twenty-six transcribed in-depth
interviews in excess of 600 pages. This work will examine the history, structure, operations,
personality, influential factors, and environmental conditions under which the USF functions.
Admittedly, there may be some positive bias contained within the work, as the author developed a

close relationship with the subjects during the research, writing, and completion phases of the

project.
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This document portrays the Utah Shakespearean Festival as it existed during the period
of August 2000 through March 2002. The USF is a chameleon-like creation, and the author was

continually confronted by the challenge of "nailing down" this constantly morphing organization.
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CHAPTERI

INTRODUCTION

In 19589, a twenty-nine year-old acting, directing, dance, and costume design scholar
fresh out of Brigham Young University consented to a temporary professorial appointment at a
two-year teacher training and agricultural college, the Coliege of Southern Utah. A native of
Montpelier, Idaho, he was hired to teach freshman English, a field that was somewhat out of his
realm. [t is said he never intended to stay in that small college town (in spite of having been born
close by), and was merely tiding himself over financially in preparation for another shot at the "Big
Apple.”

Nonetheless, the academic side of his personality temporarily overcame the showman,
and he tore into the one-year pedagogical assignment with characteristic vigor. Asked to take on
production and direction of the school's theatre productions, he found himself back in his own
element, displaying a most irrepressible enthusiasm and an uncommon ability to envision
substantial possibilities where few seemed to exist. His overactive imagination was soon filled
with such possibilities for future enterprise in theatre in the country town, where he saw enormous
potential, and envisioned it as it is today. That prospect excited him. He began a quest to chisel
away at the somewhat limited foundations of the dramatic arts in his adopted town.

He found a college theatre program that was very limited in scope. As it was, the program
was nested on the fringes of (and subordinate to) an English and Speech Department that was
content to issue productions of pleasing yet modest quality. Aimost immediately he spun his
limited resources into a vital academic theatre program that he fully expected to market in the
community and regionally. It would be a revitalized program, he thought, worthy of independence
from the constrictions of the speech facuity who had been its traditional caretakers.

The young teacher quickly caught the eye of the school’s equally ambitious Director, who
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was also a man with an elaborate vision for his institution. It, too, was a vision that reached far
beyond the existing junior college horizons. The visions of both mentor and protegee meshed
quickly, but not coincidentally. The younger man may not have realized it, but this new boss had
been the Dean of Family Life at B.Y.U. during his employee’s student years: the director was
already familiar with the talents of his new instructor.

The director soon offered a tenure track position, together with the chance to shape the
school’s first real Department of Theatre in accordance with his own vision. The young professor
soon laid to rest any remaining wanderlust for opportunities in New York City. His roots were
embedded in both the town and at the school. Marriage and a family also became a distinct
possibility. Engaged to a close friend of his cousin (and the instructor of speech at the local high
school), he found in her a soul mate with a common love of music, literature, and the theatre.
Prone to the romantic dreams of young couples, the two worked hard and planned a life together.
They wanted to be important not only in each other's lives, but aiso in the lives of their students
and future offspring. Of equal urgency was their desire to perform works of great importance to
their new community. They wanted to do something that mattered to as many people as they
could possibly reach.

For all of their youthful optimism, the pair contrasted starrkly with the rest of the town. The
outlook for a bright future was looking somewhat bleak. The town was looking back on a long
history of economic dependence on two primary sources of income, the first being a rich supply of
iron ore. Although that commodity was still abundant, the business component tl)at sold it to the
rest of the world was now entering the early phases of impending extinction. The other chief
economic factor was a reliance on a strong base of summer tourism, predicated on the town's
close proximity to a great number of famous National Parks and outdoor resort areas. That
economic component was still relatively healthy, but as it existed, would not likely support the
total fiscal burden. The railroad was dying out as the primary means of visitor transportation, soon
to be pre-empted by the new national freeway system. The small college was also a vital part of

the community’s economy, but it could not really be expected to support the community when all

was said and done.
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Into this already unsettling picture came chilling news: a new north-to-south interstate
freeway bisecting the region was, as proposed, set to bypass the town completely. With mining
revenues on the "backslide," this loomed as a major potential blow to local tourism enterprises.
This news was most unwelcome, and had the potential to threaten any and all future plans the
young couple had conceived. If the economy of the area faltered, they could potentially be forced
to relocate. The two were already thinking of their new environs as the perfect place to raise a
family.

While cruising through town one afternoon in a white 1955 T-bird convertible, the pair
began brainstorming on possible scenarios to brighten the dimming economic firmament. Were
there new ways to attract the hundreds of thousands of would-be travelers to exit the new
freeway? Could they concoct a new means by which to persuade outsiders and locals to spend
more of their leisure time and dollars in town? Could a couple of young educators come to the aid
of their community and initiate a revitalization of its financial base?

Soon afterward, the two sat in a local Laundromat whiling away an afternoon to the music
of a spin cycle. On that day the answer arrived in familiar form. Of course! It was his Masters
project, written during graduate school at BYU. In that paper, entitled Problems of the Producing
Director, the young professor had already developed a detailed plan for the production of a
summer theatre festival: it was a Shakespeare festival no less! Flashing back to the summer of
1959, immediately prior to his teaching appointment, it became even clearer. That summer, he
spent several weeks in' Oregon at the nation’s premiere Shakespeare festival. During that visit he
met the man who would be;:ome his mentor and inspiration in ail future undertakings.

It all became perfectly obvious to the youthful Fred Adams and his "steady," Barbara
Gaddie: why not combine his project materials, their combined theatrical and musical knowledge
and experiences, and the resources of the college to create a new Shakespeare festival of their
own?

All of the elements needed to get started already existed. The Elizabethan “tiring house”
facade constructed by his students for indoor Shakespeare productions at the college could be

transported and re-fabricated to function as an outdoor stage setting. Continental parallei
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platforms could be built, creating a temporary raked house for an audience, and they could use
the school's folding school chairs as theatre seats. The college’s Shakespearean productions,
already staged, could be reprised during the summertime, incorporating the same costumes,
props, and basic casting used previously. Materials used in Adams' second Shakespearean
production to be staged during the following winter could be re-tooled and employed as part of a
second summer production, and one new production could be added at a low-to-moderate cost.
He would take on the responsibility of directing all of the plays, performed in a three-day repertory
system. The plays could be accompanied by pre-show musical and dance entertainment
produced by Barbara, echoing the sounds and sights of the Renaissance. Volunteer labor
support, supplemental talent, and what little cash was necessary could be raised within the
community. The festival would run in rotation for a full two weeks in the beginning, with the
possibility of additional weeks to be added, if the plan was successful.

Royden C. Braithwaite, Director of the College of Southern Utah, was easily convinced to
lend his endorsement to the project. He extended to Adams the cost-free use of what facilities
and existing equipment he had to offer. Regrettably, he had no monetary resources to contribute.
Monetary support would indeed have to be located within the community. Most of the locals
pitched by Adams were skeptical at best. One such civic organization, the Lions Club, reacted
with modest excitement upon hearing Adams’ plan. The Lions agreed to guarantee him the
balance of funding not recovered from ticket earnings in the initial year of the experiment, up to a
limit of $1,000.00.

Never one to venture without being in a full state of preparedness, Adams sought
supplemental advice, wisdom, experience, and guidance from seasoned professionals aiready
experienced in Shakespeare Festival operations. In the summer of 1961, Fred, Barbara, together
with Fred's mother and two of his most promising thespians, set out on a pilgrimage to the North
American Shakespeare Festivals of highest repute. During the course of their historic trip, Adams
would harvest pearls of wisdom and advice that would cement the cornerstone of the new
festival. In time, his experiment became one of the great American theatre festivals, eventually

rivaling most of its elder cousins.
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Now armed with the best advice on producing Shakespeare that his future colleagues
could provide, Adams was nigh on unstoppable. His arsenal included a resolute faith in his
Creator and a belief in the power of humanity to excel. He also had an artistic and intelligent
fiancée that he could always turn to for advice. She would remain his partner throughout the early
festival years and throughout his life. But paramount in importance was his true genius for
motivating people. Fred Cruikshank Adams was primed and ready to become the founder of
Cedar City's Utah Shakespearean Festival, which today stands as the most popular summer
entertainment attraction in Utah.

Within fifteen years, this new festival, staged in an area not familiar to most of America,
vaulted itself up to a higher level of visibility, showing immense early potential. In doing so, it
earned a high level of regard among its more established peer festivals. Within twenty-five years,
the Utah Shakespearean Festival (USF) was considered to be among the top four in the nation.
in the year prior to its fortieth anniversary, the USF garnered for itself the uitimate recognition in
American theatre circles: the distinction of 2000 Tony Award Recipient for Outstanding Regional
Theatre in the nation.

Overview

It is only natural that most observers of the Utah Shakespearean Festival would focus on
its always-visible founding director, Fred C. Adams. He has remained the figurehead and the
highly popular “Face of the Festival." And yet, for all of Adams’ remarkable accomplishments, a
different portrait of the USF becomes visible upon closer inspection. Despite the public perception
that it is “Fred's Festival,” Adams has never claimed sole proprietorship over the USF or its
achievements, nor does he profess to deserve the “lion’s share” of the responsibility for its
success. Rather, he acknowledges that the success of the organization has long been the
resultant work of a select team of professionals: assembled, motivated, and inspired by executive
producer Adams, yet contributing as equals alongside him, and as members of a producing team.
The roles these partners have long played have, without question, been more than that of

minions executing the dictates of an executive producer. One of Adams’ greatest gifts to the
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Festival has been his willingness to share the responsibili?ies of artistic production with these
talented people.

Another of Adams' important gifts concerns his disciplined attention to fiscal matters. The
Depression-influenced Adams embedded into the USF a philosophy of frugality and a discerning
fiscal policy. Despite today's annual budget in excess of $5 million dollars, the USF maintains
tight purse strings. One close colleague has described this characteristic of the Festival's success
as an unwavering dedication to analyze and distill production needs. This is a reflection of the
advice Adams took away from his meeting with the legendary theatrical figure, Tyrone Guthrie.
Maximum quality in Festival productions is obtained by ceaseless planning and careful attention
to detail, not through lavish spending habits. According to Producing Artistic Director, Cameron
Harvey:

"You're talking about artistic decisions that all revolve around how money gets spent, or

doesn't get spent. And there’s only so much money to spend. And so | think if you were

to try to characterize why we're successful: we have champagne tastes and a beer
budget. That is to say, in other words, that we probably get more out of a dollar than a lot
of people get by really thinking through how we're going to spend that doliar." (Cameron

Harvey interview p. 2)

Heeding carefully the sage advice of no less an authority than the late Angus Bowmer,
Producing Director of the Oregon Shakespeare Festival, Adams and his team of artistic
associates continue to endeavor to produce Shakespeare with a high degree of authenticity
within a pure Tudor setting. Given the ever-present restrictions of time and money, they have
done so commendably. Their “no-stars” policy and tightly sequenced repertory rotation has been
maintained, through the opening of a second venue, doubling of the number of annual
productions, and the upgrading of its acting talent pool to a high percentage of Equity casting.
Annually, the USF opens six major main stage productions in the almost dizzying space of six
days. This is an astounding feat which few (if any) organizations of similar scope would dare
attempt.

Strict adherence to a list of established “boilerplate” guidelines have paid off for the USF

over time, and it has steadily developed an extremely loyal audience base, now in excess of

150,000 patrons annually. Amazingly, this faithful customer base was assembled largely through
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word of mouth. The USF continues to spend a surprisingly small amount on marketing and public
relations efforts.

Another thing that becomes clearer under scrutiny is that the USF has always continued
to grow, despite facing the steep and continual challenges presented by changing economic and
employment conditions in America. Setting recent threats to the national security aside, there has
been a general decrease in the talent pool in theatrical production service areas that are the
result of changing American socioeconomic conditions. In confronting them, the USF now faces
some of its most serious challenges to date. If these difficult financial and human resource
challenges can be met, the past accomplishments of the USF could very well pale in comparison
to the dazzling successes that may be awaiting them in the new millennium.

This study will endeavor to analyze and define the methods and styles of leadership of
the USF. It will seek to identify reasons for the stunning success of this upstart organization,
which has, in the relatively short term of forty years, risen from the fledgling status of an edu-
community theatre into a nationally recognized and respected L.O.R.T. B+ regional theatre
outpost. What should become increasingly clear to the reader is that the gestation and expansion
of the USF was, as much as any other element, constituted of a catalytic force and creative
synergy generated by the interaction of members of its producing team.

The "brain trust" of the Festival has, by nature, resisted more commonplace leadership
structures such as the single artistic director/executive business director tandem. For most of its
history, the USF’s leadership has emanated from an artistic and administrative committee of four
to five principal players (although there have been extended periods when the executive
committee in reality functioned with only two persons, Fred Adams and Doug Cook). Although the
producing and artistic direction core is together for a cumulative period equaling only three to four
months per year at most, these leaders continue to participate in a seemingly endless flurry of
debates and discussions that concern all areas of USF production, administration, and
operations. In general terms, these meetings tend to be “closed-door” discussions (despite the

fact that the energy and friction can often be felt in other parts of the building while they are in
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session). Once the coalition emerges from their inner-sanctum, a consensus has usually been
reached.

The USF's producers, a unit for several decades now, have considered themselves to be
members of a “brotherhood.” Although two of the producing team members are still under the age
of fifty, the team of Adams, Cook, Harvey and Phillips have nevertheless been nicknamed the
*Four Elderly Gentlemen” by the management of another prominent festival. Marketing Director
Donna Law explains:

"When our Production Stage Manager went to Ashiand for the first time and met with our

colleagues there, they said: 'You know, we've heard that these four old gentlemen go in a

room and in puffs of smoke they come out and tell us, and reveal to the worid.” (Donna
Law Interview p. 9)

Longevity and tradition has been the Festival's Producers strength. Still, in the coming
years, as members of this inner circle near and exceed retirement age, the USF will have some
challenging decisions to make with respect to how the Festival will p_roceed without one or more
of these veterans. It appears that the relative youth of Harvey and Phillips should assure
continuity, and yet the USF reports o a state university. With the cumbersome management and
hiring practices customary in state academic bureaucracies, the call for new leadership from
outside the inner circle of the USF is conceivable. This option would be viewed by the USF brain
trust with resistance, and there is fear of disruption in continuity relative to the strong leadership
that has brought this organization to the level of prominence it enjoys today.

During the writing of this work, the USF has continued to metamorphose. Toward the end
of the project, the Festival named two of its directors to the new positions of Associate Artistic
Director, once again expanding its inner circle to five. The move facilitated Doug Cook's transition
toward a lower-profile role with the organization. This will allow the veteran producer to pursue
personal and family interests, and yet remain in a position where he can continue to contribute to
USF efforts.

In the early years, Adams found that he was alone to manage the Festival during much of
the year, and tended to himself carry the brunt of most of the administrative responsibilities. With
the full-time hire of former student and seasbnal P.R. Director, R. Scott Phillips in 1977, a new

pace and standard of administrative operation became possible. Still, the USF professional staff
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was developed gradually. Although Phillips represented its infancy, this was the true start ‘of the
development of what is today an exceptional USF year-round pro-staff. On a component-by-
component basis, Adams and Phillips slowly, yet steadily and securely, established positions
needed to fuel the furious-paced growth the USF enjoyed in the late 1980's, and continuing
through the iast decade of the century. With few exceptions, they have chosen compatible
individuals with a potential for longevity, most of which have vastly augmented the depth and
quality of USF programs and support areas. These include directors and managers in education,
marketing, publications, company management, development, business, and so forth. According
to Managing Director Scott Phillips:

"Most of our people think that no task is impossible. Some are harder than others, but the

motto is: ‘Yeah, we can do that!’ And [ think that's part of the reason (for our success),

because there have been a lot of other difficulties that have arisen, in terms of fundraising

and all kinds of things, and because we're in a small, rural community." (Scott Phillips
Interview p. 4)

The USF's production company has now expanded to a count of nearly three hundred
and fifty members as of the height of the 2001 summer season. Not only has the USF grown in
terms of its size, but a notable difference today exists in the quality of USF artists, as well as
those employed in production support positions: directors, actors, designers, stage management,
craftspeople, and technical supervisors. The rate of employee return in some areas of the USF
meets, or exceeds the seventy-percent mark annually. And yet the USF today, together with
American regional theatre as a whole, finds itself faced with real deficits in the talent pool for new
technical and production support personnel. This crisis is related to a decline in the available work
force for theatrical positions. The USF is continually looking at possible remedies for problems
related to finance, human resources, and the envisioned expansion to year-round production
status.

The Festival also faces crucial decisions in terms of its relationship with its parent
organization, Southern Utah University. The ancestors of SUU were the College of Southern
Utah, or CSU, a two-year institution, and Southern Utah State College, or SUSC, a four-year
school. These colleges played a critically important role as nurturers during the early years of the

Festival. The school played a key role in the initial survival and success of the USF. The USF
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remains within the reporting structure of the Southern Utah University today. Without the support
of earlier administrations, the Festival would probably never have survived its infancy.
Unfortunately, the sometimes oppressive and oftentimes painful policy decisions of later
administrations forced the USF, with reluctance, to consider support options away from campus.
In this period, the USF went so far as to entertain offers to move from Cedar City, and possibly
even to leave Southern Utah. While the truth of the matter is that USF's ploys were more for the
sake of bluff than anything else, a move was nonetheless contemplated. Ironically, as stated in
hindsight by Adams, many of the changes resuiting from this era were of substantial benefit to the
Festival, and were essential for its growth to the level of financial stability it currently enjoys.

Now, after the formative years of a new SUU administration, it appears that there is
substantial reason for optimism relative to the future relationship between the University and the
USF on all levels. SUU appears to be committed to strenuous efforts to mend any residual
damage to the relationship between SUU and the USF during the period of the 1980's through
the mid-1990’s. Partnerships with the USF are seen as a crucial advantage for the growth of arts
programs at SUU. The effort to re-establish harmony between the two entities for the benefit of all
concerned has been a major success and is producing splendid results.

The graying of the theatrical ticket consumer is a national concern shared by all regional
theatres in the U.S. The USF, although situated within a region that appears to have fared better
than many others, admits that it is no exception to the effects of this phenomenon, and it has
undertaken taken signit;lcant steps to combat this trend. Education and audience development is
one area in which the c;therwise modest Adams professes to be peerless. Educational
programming for young people, for the balance of the year (the off-season) nearly rivals the
Production Department in scope, if not in staffing and funding. Education at the USF is viewed as
a critical tool in the quest to ensure the continued attendance health of the Festival in future
generations. Many of the USF’s educational offerings contribute strongly to draw the public to the
Festival, and to return. Specifically, these programs are the free daily USF literary seminars, fall
season “talk back’ sessions, extensive costuming, actor, and music seminars, and the always

effervescent, informative, and entertaining ritual of the pre-play Orientation lecture given by
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Adams and other lead staff members. These sessions are not viewed by the public as sporadic
offerings, but as a bedrock staple presented to the public for no admission charge throughout the
duration of both production seasons. After visiting the USF, one can find little debate that these
events are among the most popular draws at the Festival. They are programs for which the USF
is justifiably proud, and yet they tend to overshadow the myriad of excellent extended education
and for-credit courses that are also offered during the summer and also throughout much of the
year. The USF has continued to defend these free classes against those board members who
would suggest an admission charge for them.

The USF places a high degree of emphasis on diversity in summer education programs,
appealing to the needs of young and old, and patrons and students from all economic classes.
USF services in the area of education for young people are nearly continuous, with offerings that
extend throughout most of the nine-month school year. Even a partial list of USF efforts in this
area is impressive, much less the entire catalogue of choices.

The Festival sponsors a mammoth primary and secondary Shakespeare Competition, so
large in fact that the awards ceremony must be held in a sports arena. This popular event is
presented in partnership with SUU each autumn. An extensive annual educational tour of an all-
new USF Shakespeare production is proliferated regionally on an annual basis, culminating in
student-performer feedback session on the stage front. Student workshops are offered to schools
who wish to remain after the performance has finished.

The USF now places a call for scholars to submit Shakespearean criticism and
commentary at the collegiate level. This new (and already popular) event is known as the
Wooden O Symposium. it takes place on the SUU campus in early August. Doubtless, it can be
said that the Festival works with unceasing diligence to develop new audiences while retaining
existing patrons. Although published demographics dictate that patrons over forty years of age
being in the majority,’ the success of audience development at the USF is visibly reflected in the
many youthful faces. Younger adults, teens, and children can be seen in the crowds of spectators

on any given day (or night) throughout both USF production seasons.
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Perhaps the greatest contributor to the success of this Festival is its most intangible one:
there is a strong sense of ownership expressed by patrons, and this feeling is pervasive
throughout the entire Utah Shakespearean Festival audience base. The producers grant the
everyday ticket holder a remarkably high degree of access to USF artists, administrators, staff,
and performers. This is one of the hallmarks of the USF. it aimost seems as if there is no limit to
what the USF will do for you if you simply ask them. The importance of the free-of-charge daily
literary seminars and nightly orientations cannot be understated. These sessions are a huge
centributor to the positive sentiments echoed by audiences with regards to the overall USF
experience. Essential to the success of these programs are the engaging personalities of gifted
and charismatic speakers such as Fred C. Adams, Seminar Director Jerry L. Crawford, his
intellectual partner, Ace G. Pilkington, and Education Director, Michael Don Bahr. The bond with
audiences that is established through the interactivity of these sessions is evident to all of those
who witness them. At the USF, the patrons interact with the hosts, and this interaction has served
to meld the two indelibly. Many patrons freely confess that they have attended the Festival
unfailingly for ten, twenty, or thirty years, and longer. The USF theatergoer intermingles with the
Festival's actors, revels performers, and a host of other consummate music, design, and literary
professionals. These include veteran Costume Director, Jeffrey Lieder, Oxford-educated
Shakespearean scholar Pilkington, and retired Salt Lake Tribune Critic, Nancy Melich, a longtime
member of American Theatre Critics Association.

But how was this outstanding organization machined and crafted? What were the events
that led the USF on its path toward national prominence? Who are the people in front of, and
behind the scenes who create, and foster the creation of the USF's magic? How do they continue
to operate such high levels within the limits of what little infrastructure is available in remote

Southern Utah? These are among the many questions that will be explored and answered during

this study.
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CHAPTER il

SETTINGS, ORIGINS, AND HISTORY
Pre-Festival History

In 1959, when Fred Adams first took the helm over dramatics at the College of Southern
Utah, he knew that he wouldn't be the first person to establish a tradition of theatrical production
in the region. That designation already belonged to such spirited pioneers as Edward Dalton and
John Higbee, who helped to settle Iron County during the aggressive Mormon expansion of the
1850's. These were also the names of early citizens who formed the first of Southern Utah's
dramatic associations, firstin Parowan, and subsequently in Cedar City.?

The oral history of the area describes forms of entertainment staged by the earliest white
settlers in Parowan township, ten miles to the north of Cedar City. Organized full-length dramatic
productions were staged within three years of the first established Mormon settiement in
Southern Utah.® In addition to productions spawned by the frontier dramatic associations,
appearances by touring theatre artists from the East were not uncommon. Professional actors
working in northern Utah at Brigham Young's Great Salt Lake Theatre were known to embark on
territorial jaunts down the long string of Mormon frontier forts, appearing in the new towns running
southward to the intersection of the Old Spanish Trail as it veered into Nevada and California.
These notable performers would act the principal role(s), supported by groups of self-auditioned
and rehearsed townsfolk. These homegrown actors often started preparations for the shows
several weeks prior to the actual engagement. The locals worked hard to provide supporting
casts for the barnstorming professionals.*

Subsequent to the settlement of Parowan, a group of Scottish, Welsh, and British miners
were sent southward by Mormon President Young to join the Parowan emigrants in an effort to

establish a mining camp on Coal Creek (then known as the "Little Muddy"). That community
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would eventually become Cedar City, built on a new site just to the south of the original fort.
Shortly afterward, this new community would establish a guild of its own, known as the Cedar
Dramatic_Association. That organization produced theatre locally and regionally, sending out
touring groups to neighboring communities on short trips semi-annually. These organizations
were housed in various community facilities prior to the turn of the century, none of which exist
today.®

In 1898, the first institution of higher leaming was established in Cedar City. Branch
Normal School (or "BNS," later christened Branch Agricultural College or "BAC") was the earliest
ancestor of today's Southern Utah University. At BNS, productions by student dramatic clubs
furthered the local theatrical tradition in a limited sense. Unfortunately, the quality and frequency
of such college productions were, to a considerable degree, dependent on the interest of faculty,
facuity committees, and the size of the student dramatic club from year-to-year. If members of the
English and Speech Department facuity weren't willing to devote their energies to the handful of
interested students, little theatrical activity would resulit.

During periods when the BAC employed a faculty member whce was dedicated to the
cause, the dramatic arts flourished at the school. However, too often play production took a “back
seat” to other curriculum, and participation in dramatics suffered from inconsistency as a result.
By the 1940's, there tended to be a reliance on community talent, and on those invited to
participate and supplement intermittent weak student turnouts. In retrospect, Cedar City was
primed and ready for good theatre. it merely needed the right person to enter the scene and re-
energize it.

Today (2001) the population of Cedar City is 21,535 and is growing. It is the largest
community in mostly rural Iron County, whose population is now 33,779, an increase of 7.2%
from the year 2000.° Tourism has long been an important facet of the local economy. Cedar City
is located within a range of thirty minutes to four hours driving distance from no less than seven
national parks, five national monuments, three national forests, one national recreation area, and
ten state parks. Included in the abundant list of scenic parks adjacent to Cedar> City are Zion,

Bryce, and Grand Canyons, Cedar Breaks, Capitol Reef, and Great Basin National Parks.
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Despite this stunning list of natural attractions, the business of tourism was long
subordinate to mining as the primary "lifeblood” industry of lron County. From the earliest days of
the Mormon settlement of Utah, the area was known to be rich in iron ore. Between the 1920's
and the 1980's, the prosperity of [ron County was overwhelmingly dependent on the unearthing of
this resource.

The Sixties

For Fred Adams, the love of Shakespeare was nurtured by his parents, his mother in
particular. She was also a teacher of English and Dramatics. His appreciation of these fields of
study became intensified by his experiences at BYU and Ashland, Oregon. However, Adams pre-
eminent affinity was for the contemporary forms of theatre in the 1950's, in particular American
Musical Theatre (as evidenced by the large collection of Broadway soundtracks he cbllected asa
youth).” His self-professed aspirations® and early career path were clearly directed toward a life in
the theatres of New York.?

In 1959, Adams was hired to fill in at CSU during the sabbatical of speech professor
Richard Rowley. As a result, he was asked to instruct in areas that were, for the most part,
somewhat beyond his usual interests. While freshman Engiish may not have been his strong suit,
he more than capitalized on the new situation when the chance to excel and extend its course
presented itself. As luck would have it, absent professor Rowley was also the director of theatre
productions at CSU.

Attimes, the CSU English Department had cultivated solid dramatic work, and certainly
so for the work of a rural agricuitural/teacher training college. Yet the record shows inconsistency,
with many stops and starts based on the degree of aggressiveness of the personality in charge.“’
There was no truly “mainstream” theatre program at CSU, not even (surprisingly) following the
1955 construction of the first large auditorium in the fifty-seven year history of the campus. The
new Auditorium Theatre had the ability to seat audiences of over 900 persons. And yet, judging
from the kind and condition of scenic and equipment inventories he inherited,'" it was obvious to
newcomer Adams that both the school and the students sorely needed expasure to a higher level

of production ethos. As a result, he intended to start Theatre at CSU on that path.
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He immediately sought to establish a more balanced and consistent schedule of
productions for CSU. He deemed it appropriate to expose students to newer forms of comedy,
drama, musical theatre, and classical works. The latter were, more often than not, those of
William Shakespeare. Although Adams hadn't actually planned to remain at CSU past the initial
term of his appointment, he began to transition CSU Theatre from a small program, which was a
tributary of the English and Speech Department, toward a curriculum leaning more toward
aggressive theatre and production training. Adams compiled patron mailing lists, encouraged the
exploration of stagecraft, exposed students to a much wider range of material (both modern and
classical), and worked vigorously to create a new platform on top of which his successors could
build."?

Adams produced and directed three plays in the Auditorium Theatre during his initial
season at CSU. He used what few resources were available to him, and made the maximum out
of what he found. CSU Director Royden Braithwaite had hired Adams on the strength of a
familiarity with the latter's graduate work at BYU, where the former had served as a Dean during
the same era. After witnessing the ifrepressible creative energy, positive spirit, and encouraging
results generated by his new hire, the senior educator was indelibly impressed. Upon learning
that his charge had applied for permanent positions at other institutions, he called Adams to his
office and offered him the tenure-track opportunity to be the head of a new Theatre Department at
CSU, this time independent of the English program. Adams accepted the invitation, and rapidly
began to put down roots. This small school and an unsuspecting community would never again
be the same.

initially, Adams struggled to build an audience for the new program. To his astonishment,
the more contemporary shows he produced (such as On Borrowed Time and the Jule Styne
musical Bells Are Ringing) met with cool responses at the ticket office. Yet, in the following year
(sandwiched in between two more recent works The Diary of Anne Frank and Anastasia), William
Shakespeare's The Taming of the Shrew produced exactly the opposite box office effect. The
Shakespeare play packed the CSU Auditorium to the rafters, and prospective ticket-purchasers

were turned away. The 365 year-old Elizabethan farce was held over for a then unheard of pair of
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additional performances. Such resounding success gave Adams pause for reflection: exactly
what kind of an audience was he producing for in this deceptively simple mining town?

Despite whatever initial talent levels he found there, Adams felt it imperative that all
theatre students should experience Shakespeare from a production standpoint, not merely in
books and the classroom. A believer in a high-degree of literary authenticity, he insisted that the
works of the Bard be presented on an authentic Elizabethan stage facade that should be similar
to what he had seen used in Ashland in 1958. He recruited a young local student in one of his
classes to attempt the scenic construction. Unfortunately, the lad had no stage carpentry
experience. Adams faithfully handed the daunting task to young Gary Mcintyre anyway. Based on
Adams research of extant theatre details from Shakespeare's day (some of which were extracted
from reliable sources in England),” the two endeavored to produce a most ambitious work of
stagecraft, considering the resources available to them. An etemal believer in the ability of people
to perform extraordinary feats under the most unlikely of circumstances, Adams put young “Mac”
(as he is universally known) to the test, and the student commenced consultations with local
builders and woodwaorkers in formulation of a plan.

Mcintyre, a fledgling stage technician and carpenter at best, was not even aware that his
new career path (technical theatre) existed until so informed by Adams. But, always a quick
learner, he forged ahead, employing building techniques that would be more familiar to a
homebuilder than to a stage carpenter. As a result, Mac's Elizabethan "tiring house" was
excessively heavy and 'awkward, much more so than anything typically constructed by someone
with greater theatrical expérience. That aside, Mac presented to Adams a minor miracle: a
reasonable facsimile of an authentic Tudor setting which, upon completion, precipitated a mutual
confession that neither mentor nor pupil really thought that it could be done! The set was soon
paired with surprisingly authentic costumes designed and fabricated by a fellow student, Gaylynn
Sherratt. As a resuit, The Taming of the Shrew had the look and feel of a quality “period”
production, not one produced by a small town in Southern Utah junior college program.

Under Adams’ ceaseless tutelage, a small and enthusiastic core group of students

developed quickly in acting, technical, and costuming skills. Adams' new program presented a
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second Shakespearean piay in the following year, with equivalent success. To supplement his
casts, he recruited followers wherever he could find them: a handsome and talented young
English major (Howard Jensen); a handful of community players; and even several members of
the CSU football squad supplemented his small group of seven Theatre majors.

It was with this unlikely crew that CSU produced Romeo and Juliet in 1961. Shrewdly,
Adams made sure that all costumes and properties from the initial pair of CSU Shakespeare
productions were put in storage. These pieces would become a key ingredient in the formulation
of economic projections for the Utah Shakespearean Festival's premiere in the summer of 1962.

From his own experiences, Adams realized that the development of theatre professionals
was an unending, evolutionary process. To that end, he organized and promoted a barnstorming
tour that featured Noé! Coward’s Blithe Spirit for his students at the end of the new program's first
year at CSU. The inordinate amount of work involved in heading up a one-man department was
supplemented by an equal dose of exhaustion at tour's end. Both contributed heavily to Adams’
desire to produce all future endeavors in summer theatre at home.

In 1861, Cedar City's Main Street business community was beginning to panic over an
anticipated loss of tourism revenues relative to the imminent bypassing of the proposed I-15
throughway and the closing of the Jocal railroad stop. Concurrently, Adams and Gaddie mused
over a plan that would revitalize the town, and simultaneously secure their futures.

The pair concluded that there really might be a way to combine Adams’ initial success
with Shakespeare at CSU with a plan to catalyze the renewal and expansion of the Cedar City
visitor base. Adams may have desired to earn for himself a more permanent place among the
prominent citizens in his adopted community. Whatever the case might have been, all of the
factors previously cited form the most likely explanation for the revelations the young couple had
during the spin cycie at the Fluffy Bundle Laundromat. This conversation proved to be the
inspiration for establishing a Shakespearean Festival that now ranks among the most admired
arts organizations in the Western United States.

The following summer (1961) would be a time of research and exploration for Adams,

Gaddie, and prized students Howard Jensen and Julie Ann Farrer. Never one to move forward
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without a plan firmly in place, Adams sought out invaluable information from those individuals
who had already accomplished what he soon hoped to. An extensive automobile tour to the
existing meccas of Shakespeare in North America commenced. Joining Adams and friends on
the pilgrimage was Fred's mother, offering moral and (tacit) financial support. Young Jensen had
decided recently to convert from a major in English to his new role as CSU's leading male actor
after one of Adams’ cast members failed to materialize for Anastasia rehearsals during his high
school's Homecoming weekend. Today Jensen is a nationally recognized stage director. Farrer,
an aspiring actress, today is an educator and playwright who has garnered attention on a national
level.' Jensen and Farrer eventually married, divorced, and become successful educators, he as
Chair of Theatre at Indiana University, and she at St. Mary’s College and the University of
Nevada, Las Vegas.

Adams and company drove up to Idaho to pick up his mother and borrow his father's
roomier four-door sedan for the long journey. The touring party stopped at three major
Shakespeare festivals. These festivals included the Oregon Shakespeare Festival at Ashiand,
Oregon, the Stratford Shakespeare Festival in Ontario, Canada, and the American Shakespeare

Festival in Stratford, Connecticut. Before starting the USF, Adams would also visit with Craig

Noel, Artistic Director of the Old Globe Theatre in San Diego, Califomia. The group also paid a
visit to the Mormon church sponsored Hill Cumorah Pageant in upstate New York, where Adams
had worked during college summers for his BYU mentor, Harold 1. Hansen.'®

At each Festival, Adams concluded the interview by asking the principal founder and/or
artistic director to name the one thing that, given a fresh start, they would have done differently at
their festival. Additionally, he asked each one to name the single thing that they would not
change, given the same opportunity. All of the principals were genuinely forthcoming and liberal
with their time and suggestions.

In Ashliand, Adams reunited with legendary Oregon Shakespeare Festival founder Angus
Bowmer, a man who is revered by Adams to this day. The two had first met and conversed
extensively during the month or so that Adams worked at the OSF in 1958. Bowmer's primary

recommendation to Adams was that he should always try to maintain a high degree of
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authenticity in his Shakespearean productions. He imparted to Adams that his primary regret was
the severance of the Oregon Shakespeare Festival's relationship with Southern Oregon College
(today's Southern Oregon University). The primary reason for the latter was noted as being the
loss of in-kind expenses, contributions, and resources previously donated by the school to the
OSF.

In Ontario, the legendary Tyrone Guthrie advised Adams that it would be a wise thing to
start a second series of contemporary or classical plays by other playwrights to run concurrent to
the Shakespeare <Jﬂ’erings.15 He felt that any theatre festival would be best served by offering a
palette of non-Elizabethan fare appealing to a wider spectrum of patrons. Guthrie also placed
emphasis on the importance of partnerships with local government officials. A third nugget of
advice Guthrie offered Adams was that producers should always scrutinize each production
budget individually, thus eliminating the possibility of inflated show ledgers based on the hasty
assignment of a similar budget from a like production presented in a previous season. Guthrie feit
that each show should have its own unique set of budgeted production needs. His chosen
negative concerned the proximity of his festival to major cities in the area. Specifically, Guthrie
had initially thought that he should have located his operation closer to Detroit, Michigan. Adams
notes that this point eventually proved itself to be an asset for the Ontario Festival.'”

At the American Shakespeare Festival in Connecticut, the recommendation was to
ensure that any new festival should not rely solely on revenue from performance tickets as a sole
source of income. Adams was advised to “sell popcorn,” and generate as many additional
revenue streams as possible through the sale of concessions and merchandise. The Connecticut
Festival aiso made another important recommendation to Adams: he should be wary about
becoming heavily dependent on costly union labor, whether it be through the use of Equity actors
or LA.T.S.E. technicians.

The remarkable thing about this assimilation is how carefully and completely Adams
heeded all of the advice he received. From conception to the present day, the foundations of the
Utah Shakespearean Festival remain firmly seated on the bedrock principles gathered by Adams

on that 1961 expedition. They also serve to complement Adams’ personal behavior and ethics,
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toéether with principles instilled in him by his parents. All of these characteristics were woven into
the fabric of the USF.

Adams and Gaddie decided it would be important to start their new festival in the most
economical way possible, preferring to grow it carefully and steadily instead of risking everything
by moving forward too quickly. They would expand it only when the financial resources of the
Festival could bear growth.'® As a result, all members of the first USF ensemble performed on a
volunteer basis, and were culled primarily from the same student casts and crews that had
supported Adams' earlier CSU Shakespeare productions. The first USF players were
supplemented by friends and staff persons from CSU, as well as by experienced community
players, such as former touring actor and Cedar native, Waiter Lunt, the grandson of one of
Cedar City's most prominent early citizens, Bishop Henry Lunt.

Adams decided that the single production with a newly constructed set of costumes and

properties would be Hamlet. Existing Taming of the Shrew and Romeo and Juliet costuming and

props were brought back in to service after their previous appearances in winter CSU
productions. The wardrobe for the 1961 production of Romeo and Juliet was actually reworked

into costumes for two USF productions, returning as costuming for The Merchant of Venice, and

supplementing the wardrobe for Hamiet. The plan called for Mclhtyre's Elizabethan setting to be
moved outdoors and placed atop a platform temporarily constructed on the West patio of the CSU
Auditorium Theatre. According to Mcintyre, the major problem with this plan was that his
Elizabethan stage setting was inordinately heavy and awkward, having been designed only to be
lifted by the counterweight system of the indoor Auditorium. Mcintyre and his volunteer workforce
managed, with great difficulty, to erect the hulking set outdoors. Until the day that the first phase
of the Adams Memorial Shakespearean Theatre became a reality, this task was accomplished
annually with enthusiasm, grit, and considerable peril to all involved. Eager students and tough
ballplayers alike were somewhat oblivious to the dangers that existed in the process. Mclntyre's
setting would be used, in various states of redesign, reformation, and repair, until the early

1970’s.
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Seeking financial support for the kickoff of the new festival, Adams presented his case to
CSU Director Royden Braithwaite, and, with a degree of humility, to several community
organizations in Cedar City. From the negative point of view, CSU had precious few, if any,
monetary resources to spare. Still, the affirming and ever-enthusiastic Braithwaite agreed to be as
generous as he could be at that time. His gift to Adams and the new Festival came primarily in
the form of access to two very precious resources: the use of campus-owned physical spaces
and shop resources, and Auditorium Theatre equipment.

In the main, Cedar City fathers gave little credence to Adams’ idea for an annual theatre
festival. Mercifully, a lone organization (Cedar City’s Lions Club, presided over by President Ken
Benson) agreed to subsidize USF expenses up to a limit of $1,000.00, which was, not
coincidentally, the exact amount of the anticipated budget loss expected following the inaugurai
festival. Benson's guarantee of support was all Fred Adams needed to hear, and the newly
buttressed project received the "green light” from Braithwaite and CSU.

With the arrival of June 1962, production work for the first annual Utah Shakespearean
Festival was underway. Adams was able to re-cast his students, and this time included in the cast
CSU Thunderbird football players recruited with the help of Coach Cleo Petty. He also received
generous support from multi-talented CSU employees and volunteer community players. The
invaluable help of these individuals came from many sources. Among these were early Festival
publicist Bessie Dover, photographer Boyd Redington, hotel owner Lunt, and many others. These
unsolicited professionals, all acquaintances of Adams, came to him with offers of aid and services
in the earliest days of the Festival.

The first Utah Shakespearean Festival ran for two weeks, opening on July 1 and closing
on July 14, 1962. Adams and Gaddie relied heavily on the aid of their friends and colleagues, and
on several generous CSU parents. Among the many examples of these friends were the mother
of early box office manager and actress Norma Jean Benson (Zoella Benson, the “automatic”
mother who would cook for the Festival at the “drop of a hat”) and homebound seamstress Alice
Cane. Both volunteered many hours of labor, and others home cooked meals for the young

players and their support crew, nearly all of which would normally have spent their summers
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earning money elsewhere. Instead, they worked for Adams and for the joy of participating in
theatre. If all of these support systems had not existed, the venture could just as easily have
folded then and there, as some surely predicted. Those "naysayers” could not have understood
that Fred Adams possesses an extraordinéry acumen for taking seemingly impossible tasks and
making them a reality.

Company members and volunteers alike worked tirelessly to spread the word about the
1962 shows. They traveled out to the parks and nearby mountain recreational areas. Further
efforts were made with the help of local hotel, motor lodge, and restaurant owners. The word was
out: there now was something to do in Cedar City after dark on gorgeous Utah summer evenings
once the parks had all closed for the night. The USF slogan was: “Stay three days. See three
plays!"'®

For her part, Gaddie, partnered with Adams’' CSU colleague LaVeve Whetten (head of
Women's Physical Education and Dance), assembling the earliest edition of USF pre-play
entertainment (predecessor of today's Greenshows). Ensemble music for the recorder was
rehearsed to accompany dance selections employing maypoles. Although modest by today’s
USF standards, the festivities were nonetheless a hit with early USF playgoers.

When the dust had settled, the first Festival had draan slightly more than 3,000 in total
attendance, and had reaped a profit above base expenses of slightly over $2,000. Adams vowed
that he would finance the 1963 Festival with this surplus, and nothing more. This pledge began
the USF tradition of a direct rollover of profits into the budget for the following season, a credo
that this highly disciplined organization has held itself to ever since.

At the end of the debut season, Adams was ecstatic. He was also exhausted. Directing
all three plays had proven a tremendous load for him, despite the fact that he was a young man
of seemingly boundless energy. Adams and Barbara Gaddie quickly organized a second motor
trip to Ashland, intended to reward Mcintyre and several other protegees who had helped to
make the first USF a surprise hit. Upon their arrival, Adams recounted the details of his summer

for mentor Bowmer. This included the recounting of the “downside.” As Adams lamented the
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stresses of being the prime mover in a brand new theatrical enterprise, Bowmer easily related to
what he was saying. The elder producer told Adams:

“You know, Fred, you can't do it. You can't continue to do it all. You need someone to

come and direct one of your shows, and pick up a third of your load.” (Fred Adams

Interview p. 11)

Bowmer nudged Adams by introducing him to a bright Stanford graduate student that, in
Bowmer’s opinion, was ripe for the chance to direct Shakespeare professionally. That day Adams
met the first of his future USF partners, Michael Addison. On the spot, Addison accepted the
invitation to take a part of the workload for the USF, directing Othello for the second season, as
well as assuming the principal role of Marc Antony in Antony and Cleopatra. This was a precursor
of how the USF artistic leadership was to develop. in the ensuing years, the Festival brain trust
would be expanded to include Actor/Director Tom Markus from the University of Califomia, Santa
Barbara. Markus would replace Addison in 1964, while the latter finished his doctoral studies,
directing Twelfth Night for the third Festival, and taking on the title role of Macbeth in the same
season.

Following close behind these talented young directors were many of their students and
colleagues, possessing similar talents. They represented the first influx into the USF of Southern
Califomia academic acting and design talent upon which it would rely for much of the next
decade. This wellspring of talent enabled the USF to expand its acting company to a count of
almost forty by the fourth year.

In 1966, Adamg hired the man who would become his partner of greatest longevity.
Introduced to Adams in 1965. the newcomer was a friend and colleague from Addison's days at
Stanford. This was Douglas N. Cook, a talented young scenic designer and technical director,
also a faculty member and Technical Theatre anchor at the University of California at Riverside.
After re-working the original CSU "tiring house” facade to resemble existing drawings of the old
Fortune Theatre, Technical Director and Set Designer Mcintyre was ready to move on, enrolling
for graduate study at B.Y.U. His exit created a void at the Festival, which was quickly filled by
Cook. Cook’s design expertise and hard working style elevated the level of quality in all forms of

design and graphics at the USF. Along with Addison, with whom he shared the new role as USF
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Associate Producer, Cook's entrance signaled the consummation of a Utah Shakespearean
Festival mainstay: the producing team.

Throughout the late Sixties and into the Seventies, Cook made the annual trek to Cedar
City with wife Joan and two young boys in tow. Joan Cook was the first voice and speech coach
for the USF, performing in this capacity until the late 1970’s. Cook moved east to become Chair
of Theatre and Speech at Penn State University in 1970 (where he would remain until his
retirement in 1989). He continued in his position with the USF. Although his presence was
somewhat limited during the summers (due to his dual role as the head of Penn State's own
summer theatre festival), he remained passionate about the USF, and continually made a

difference for the organization:

“l thought that the one kind (of festival) that was missing was an American theatre

festival, so we started that at Penn State. But, | continued my work with the Utah as the

Associate Producer. | made regular trips during the year, attending producing and

planning meetings. | got out to see the plays, contributed whatever | could contribute

being away and only keeping in touch. My major duties were focused on Production and

recruiting.” (Doug Cook Interview p .1)

The team was again reunited, however briefly, by the return of Tom Markus in 1967. But
beginning with the 1968 Festival, Adams and Cook would continue on for several years without a
third or fourth person. During those years, they were the "inner circle." This would change in the
1970's with the maturation of a brilliant young lighting designer and production manager: his
name was George Cameron Harvey. Harvey first entered the USF picture in 1969, following his
graduation from the University of California at Irvine.

Throughout the remainder of the decade, the USF began to rapidly expand on its modest
origins. Soon added were new and popular attractions such as Adams' nightly Play Orientations.
An active and enthusiastic volunteer guild was organized in 1964, and in 1969, the Utah
Shakespearean Festival Guild incorporated as a registered non-profit organization, becoming
wholly independent of the USF® By the fifth season (1966), total attendance at the Festival had
more than doubled to a level of 6,540. Staging expanded to include settings for the Festival's pre-
show musicians and dancers, and a larger main stage. Additional tiers of audience seating were

instalied seasonally. The College of Southern Utah was experiencing paraliel growth, now ready

to eclipse their existing status as a junior college. In 1968, CSU became Southern Utah State
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College (SUSC), this attributable in no small way to the hard work and dedication of Director (now
President in 1968) Royden Braithwaite, with an assist from publicity garnered through the USF,
which was fast growing in popularity.

Nonetheless, any successful young organization experiences pains of growth, along with
the pleasures of accomplishment. The annual ritual of reconstituting the aging Elizabethan facade
from scratch and installing it on top of weakening risers was beginning to lose its appeal for all
involved. Because of the continual process, the worn setting and staging was near virtual
collapse. According to Doug Cook:

"That scenery lasted for maybe two or three years, but each year we had to build more

until we had re-built all of the scenery. We were spending three-quarters, or more, of our

production preparation time just getting the stage up. The scenery and decor for the plays
came second. That was when we said: 'We're either going to have to rebuild everything,
because we've gotten as much out of that as we can possibly, or build a theatre that is
simple, and then we can add to it each time. But let’'s build the theatre so we can spend
r;c;r%time doing the specific shows than just building the theatre.” (Doug Cook Interview

In 1967, Fred Adams began to discuss publicly the need for construction of a permanent
Elizabethan theatre. Each year a sizeable chunk of the annual Festival budget was funneled
directly into the basic repair and maintenance of the increasingly worn temporary stage. By 1970,
it was feared that the nine-year old set might not last beyond the current season. For the sake of
safety, and the Festival's continuity, aggressive action was needed. Such action was taken at the
close of the Sixties.

By the turn of the decade, the USF had demonstrated remarkable progress. it had come
from non-existence in 1962, rising to a position where it would soon be poised to be taken
seriously. The USF was fast becoming thought of as a colleague by other regional festivals. Doug
Cook summarizes the Festival’'s mindset during those formative years:

"All we wanted then was to be better than we were. It was always going to be better than

what we did before. We looked at the icons of Shakespeare Festivals and worked to be
as good as they were.” (Doug Caok Interview p. 16)

The Seventies
The job of designing the new theatre space fell squarely on the shoulders of the USF's
Associate Producer. Doug Cook, who embraced the project thoroughly, enthusiastically designing

the outdoor venue which some (including the British Broadcasting Company) called: “the most
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authentic Elizabethan stage in the world.”?* With USF attendance annually approaching the
10,000 plateau, the Festival entered the 1970's as a young, energetic, and growing
establishment. However, expanded facilities would be needed to ensure continued growth. In
order to accomplish this goal, financing would have to be attained quickly. Although financially
solvent, USF profits did not offer the level of funding needed to build the young company its
permanent stage house.

Fred Adams let it be known that the Festival would soon be in grave trouble if a new
facility were not realized. He did this primarily via the incessant word of mouth, the Northern Utah
media and his Board of Directors. The initial campaign to build the first phase of the Adams
Memorial Shakespearean Theatre was launched in 1970. Cook’s plans for a permanent stage, an
authentic tiring and stage house, and fixed seating were estimated to approach a total cost of
$500,000. The decision was made to construct the Adams Theatre in several phases, the first of
which would be the construction of the permanent stage itself.

A gift of $20,000 from the Obert C. Tanner Foundation (Salt Lake City) exceeded the
$17,000 estimated cost of the stage. Because of this gift, it was agreed that the facility should be
named for Mrs. Tanner’s parents, Thomas and Luella Adams of Parowan, Utah. Worthy of note is
that Will C. Adams, brother of Luella Adams, was one of the primary contributors to the tradition
of dramatic arts in Parowan during the early twentieth century. Will Adams was also the great
uncle of Fred Adams. Funding secured, a local architect, Max Anderson, was contracted for the
site plans with assistance from the Utah State Building Board.?

The new stage was completed for the beginning of the 1971 Season. The theatre was
designed by Cook, based on the existing information about the original Globe Theatre in London.
Mac Mcintyre discusses the Adams Theatre concept:

"It was, until they rebuilt the Globe Theatre in London, the most authentic theatre in the

world, because we did three things that everyone else didn't: we had a thrust, we were

out of doors, and we had gallery seating. Everyone else broke one of those three things.

Now, when we went with that ook and those elements, we knew that Southern Utah is

unlike any other place on the planet, so we left the exterior open." (Gary Mcintyre

Interview p. 20)

At the same time, plans were also drawn for a smaller “black box” theatre space that the

USF hoped to build at sometime in the future. Festival audiences were at, or near, capacity on a
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nfghtly basis. For the 1971 and 1972 Seasons patrons remained on risers and temporary chairs
until the realization of Adams Theatre Phase I, completed in 1973. Gifts of $1,000, to 20,000
were contributed to the building campaign. Those gifts, supplemented by hundreds of $25
donations were earned through the USF's first seat-naming campaign, enabling the concrete
“bottom bowl!” to be poured, permanent seating to be installed, as well as the installation of the
steel structural skeleton that would eventually support gallery seating on a second level. The steel
frame itself was used for lighting positions until the execution of Phase lil, which meant the
realization of the physical gallery floor and second leve! seating, sans cover. The final Phase (IV),
begun in 1976 with construction of the gallery roofing, was completed nearly a decade after the
first assessment of need for the venue. The 887-seat Adams Memorial Shakespearean Theatre
was dedicated on July 14, 1977.

After his move east to Penn State in 1970, Cook stayed on as USF Associate Producer,
although he was now limited in the amount of time he could spend in Cedar City each year. This
state of affairs continued until his retirement from PSU in 1989. Nonetheless, his contribution to
the USF remained substantial. Through Cook's constant networking at national association
conferences such as the University Resident Theatre Association (U.R.T.A.), the Eastern States
Theatre Association (E.S.T.A.), and the United States Institute for Theatre Technology
(U.S.L.T.T.). Most impressively, Cook also served a term as President of the American Theatre
Association. Cook continually identified, recruited, and upgraded the talent level at USF with his
capable discoveries, bringing in fresh new actors, directors, designers, craftspeople, and
technicians.

The void left by Cook when he could not be present created opportunity for two younger
men. 1971 marked the return of Gary Mcintyre, newly hired for the SUSC Theatre faculty.
Mcintyre was also re-hired by the USF as Technical Director. In 1972, he became the Festival's
Managing Director. in the mid-1970’s, talented lighting designer Cameron Harvey also began to
blossom in the role of master planning and production management for the USF. By 1977, Cam

Harvey, aithough still at the level of manager in his title, became part of the USF’s inner circle. He
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would be promoted to the level of Production Director by his tenth year with the Festival (1979).
Doug Cook pays solemn tribute to the contributions of Cam Harvey to the USF:

“He has been a major influence in the Festival, its quality and its growth. The Festival
wouldn't be what it is today without him.” (Doug Cook Interview p. 3)

Another important arrival (1972) was a Festival personality of considerable legend.
Director and pundit Michael Finlayson's scholarship, wit, outspokenness, and availability to
patrons soon metamorphosed into the free daily Literary Seminars, which, after thirty years,
continue to be a main staple of the USF and one of the Festival's most popular draws:

“it started with Michael Finlayson, a British director, who went to every performance. He

was around all day and sat out under a tree, or was around, and people would come up

and talk to him. And so he would talk to them, and he would tell them about the story, tell
them about Shakespeare, and talk about the shows. Finally they just sort of gathered He
was the Pied Piper of the Festivall

It was never planned. It just evolved. Audiences would pass the word that ‘Michael's

going to be talking this morning about such and such.’ And they started gathering, and

there was a little grove out there with some old wooden benches. Folks would gather in

the morning and Michael would talk to them. And it became a regular occurrence.” (Doug
Cook Interview p. 3)

The Festival continued to forge ahead in the 1970’s. Its growth was in no small part due
to the time, effort, and loyalty invested by the early volunteers and part-time staff persons. Many
of these individuals were SUSC employees that worked part-time for Adams and Company during
their off-hours at the University. Until the 1980’s, their names appeared annually in USF souvenir
programs. Part-timers such as Mary Anker (concessions), Bessie Dover (publicity), Fern Hunter
and Helen Leavitt (box office), Boyd Redington (photography), and Gwen Sandberg (public
relations) ensured the growth and stability of the Festival for the many years prior to the late-
1970's, when the USF began to supplant them with year-round professionals. in truth, Founder
and Executive Producer Director Adams has, for most of the history of the USF paid himseif only
a modest seasonal salary. He continued to chair the SUSC Theatre Department as his primary
source of livelihood until the late 1990's, only taking a full-time salary at the USF after retiring
from SUU. To this day, Adams and his primary associates (Cook, Harvey, and Mcintyre) have
never sought twelve-month remuneration for their services.

It was not until 1977 that the USF hired its first full-time employee. As a young SUSC

Theatre alumnus and former seasonal USF employee, Robert Scott Phillips joined the
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organization as its Director of Publicity. For Phillips, being the only full-time USF employee meant
assuming countless additional responsibilities at the Festival not contained in his official job
description. He excelled nonetheless. His hiring foreshadowed the eventual completion of the
core of the USF administration, a group of men that would guide the organization for the next
twenty years. Adams, Mcintyre, and Phillips, as the year-round residents in upper management,
gradually began to build the USF resident staff into a formidable entity; high in its level of
competency and dedication, but always patron focused.

By the end of the decade, USF attendance would nearly triple to a level of more than
25,000 annually. By 1977, the Festival began to experiment with matinee productions. These
afternoon plays consisted only of those written by authors other than William Shakespeare.
Produced indoors in the Auditorium Theatre, these daytime offerings, such as The Mikado and
Scandals, were the pre-cursors to the USF’s expansion of programming and facilities that would
come to fruition in the late 1980's. These early indoor productions were produced primarily with
USF staff, using SUSC and other local talent to keep expenditures low.

The first endowment of $100,000 was established for the USF in 1978, an important year
for the Festival. Also added in that year was its high quality child care service. Daily costume,
acting, and directing seminars were expanded in frequency. 1978 was the year of the first
appearance of the Utah Shakespearean Festival High School Shakespeare Competition. The
Festival also hired its first graphic artist, Peter Simpson Cook, in 1977. His influence can be
observed in the augmented use and complexity of color and design in USF publications
emanating from that year forward. Clearly, both the quality and quantity of marketing efforts
began to take a vast leap forward after Phillips came on board full time at the USF.

The Eighties

The decade of the 1980's would be a pivotal one for the Utah Shakespearean Festival. It
was a period of arrival for many of the individual artists and personalities that have established
the high quality of work at the USF, taking it to the level it enjoys today. It was a critical time in
which expansion, fervent politics, and rapid change was the norm. Leadership at Southern Utah

State College had recently changed hands with the recent retirement of President Braithwaite in
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1979. After a three-year period in which SUSC had two Presidents (the short-lived Orville
Carnahan and an interim, Harl Judd), Gerald R. Sherratt became President. Sherratt is a
descendant of the very first families of Cedar City, and was named the institution's President in
1982, having most recently been Vice President for University Relations at Utah State University
in Logan.

As the Festival readied itself to celebrate its twentieth anniversary in 1981, the British
Broadcasting Company brought the international spotlight to Cedar City, choosing the Adams
Memorial Shakespearean Theatre as the most authentic Elizabethan playhouse in existence.?
The Festival was chosen as one of the shooting sites for the filming of the BBC television series
The History of the Theatre. As a result, USF patrons were truly the luckiest of audiences that
year. They were afforded the opportunity of a lifetime, which was the offer of attending the
afternoon filming sessions for an admission of $18 (a sum uitimately donated back to the USF’s
new endowment by the film's producers). This price proved to be the bargain of a lifetime,
because the BBC's cast included Jeremy Irons (then a still-youthful thirty-two years of age) as

Hamiet. The Festival's regular season fare continued in the evenings during the filming.

In the early 1980's, the USF began to cast members of the Actors Equity Association in
key roles, and there were many other artistic improvements. More often than not, the directors the
USF now hired were members of the Society of Stage Directors and Choreographers. Design
professionals were increasingly members of the United Scenic Artists Local 829 and International
Association of Lighting- Directors. The USF organization had grown to more than one hundred
persons by the early 1980'5, and the artistic quality in all areas of the Festival was in a perpetual
process of improvement.

Another USF first was the 1981 hiring of its first Development Director, recently retired
SUSC faculty member Dr. Wesley P. Larsen, who had been Chair of Sciences for many years.
Larsen, long an admirer of the Festival, was an experienced grant writer, and offered to help Fred
Adams and Scott Phillips make advances in fundraising. The development effort was needed to
increase efforts aimed toward the identification of sources for expanded funding needed to offset

the effects of upgraded talent and the steep inflation of the late 1970’s and early 1980's.2
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The USF moved to substantially improve patron convenience with the announcement that
Festival customers would now be given the ability to purchase their performance tickets on a
year-round basis. Those wishing to purchase seats for the following season could now do so
while attending the current season of plays. The Festival also expanded its education efforts in
1984 with the issuing of free Shakespearean Study Guides for secondary school teachers.

Some important auxiliary events were introduced in 1984. These included the first
Renaissance Feaste, the Queen's Tea (featuring Elizabeth 1), and the Bard’s Bangquet. Some of
these were offerings presented (initially) by the SUSC.Ofﬁce of Continuing Education and
directed by Doug Baker, a new arrival among the SUSC Theatre Faculty. These peripheral
events were immediately popular with fans, and some were consolidated into the USF as Festival
events within a few years of inception.?*

It was during this general time frame that the Festival began to move on a project of
paramount importance. The USF, in tandem with its new Board member and SUSC President
Sherratt, began to study the feasibility of facilities expansion. Both felt that the time was right to
develop a second primary USF performance venue, which could also be used by the other fine
arts departments at SUU. in accordance with the wishes of Sherratt, the conceptual design of the
new facility called for the acquisition of considerable space not currently owned by SUU. Not
coincidentally, the University was also experiencing rapid growth and expansion, under the
dynamic leadership of its new President, who became its supreme developer. Not surprisingly,
the growing list of school priorities and summer activities fell into increasing conflict with the USF.
Sherratt indicated that it might be advantageous to re-build the Utah Shakespearean Festival
elsewhere, possibly outside of SUU campus borders.

Planning consultants suggested a pair of possible expansion locations. Both were sites
on which the USF would have room to cultivate their ultimate physical goal: to build the Utah
Shakespearean Festival Centre for the Performing Arts. The first site identifie<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>