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Now the question I

in HOB-360 on

always ask everybody,

Robert, what influenced you in coming to UCI?
RC:

Well, I knew when I went to graduate school that I wanted to
come

and

teach

in California.

I

was

a

graduate

of the

University of California, Berkeley.
SM:

You were, and Yale Drama School.

RC:

And

Yale

Drama

School,

and

I

was

very

keen

on

Clayton

Garrison, whom I had met as a summer instructor at Berkeley
and we had kept in touch.

And when I knew there was .

In fact, when I applied for a Wilson Fellowship at Berkeley,
under my future plans, I said I would like to come back after
my doctorate and teach at a UC campus, perhaps one of the new
campuses that I hear they' re thinking about.

And when I found

Clayton was the Dean, when he recruited at Yale, he wrote two
letters.

He wrote one to the Dean of Yale and one to me,

totally independently, and I said yes, I would be interested,
and the Dean recommended me for the post.
SM:

Oh, that's interesting.
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So I

And I

came in both from the inside and the outside.

received offers on the same day from Berkeley and Irvine.
SM:

Wonderful.

RC:

And,

actually,

Irvine

Berkeley was going to pay me more because

could only offer me two-thirds

of

a

position and

Berkeley offered a full-time position, but I had no hesitation
about coming here.
new school,

I wanted to be on the ground floor of a

a new department.

I didn't want to be at the

place where I had gotten my own degree and I had to remind
people I was on the faculty rather than being a student, and
I

wanted to work with Clayton Garrison,

so those were the

factors.
SM:

Very good.

Now you were a member, of course, of the founding

faculty in 1965.

What was it like to be teaching the pioneer

students, having come from Berkeley and Yale?
RC:

Well, it was great.
before.

For one thing, I had never really taught

My graduate school was strictly a graduate school,

there were no undergraduates, so we were not TAs and I had
never been in a classroom.

At some other colleges I

had

taught one course in theater history while I was getting my
degree at a different college.
SM:

What sort of history?

RC:

Theater

history.

But

Theater history?
I

was

quite

inexperienced

in

the

classroom and I was thrown into my first class, which was one
in directing with nine students and one in English.

It was
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a Drama and English course, but all the students were English

students, including one woman who became my wife many years
later after, I met socially years afterwards, Lorna.
Theater

of

the

Absurd

and

about

half

the

It was

students

were

graduate English majors--we didn't have any graduate program
in

Drama--and

I

think

all

of

the

students

were

English

students and they were very sharp and, of course, my degree
was in Drama.

And it was a wonderful class,

creative and very exciting.

it was very

Of course, the campus being new

and nobody knew what to expect,

you could do anything you

wanted to do, and I think we all .

There was a tremendous

atmosphere in those early days because we collaborated with
everybody on the campus.
SM:

Exactly, exactly.

Bob, in the breadth requirement, you know,

336 as we called it . . .
RC:

Right.

SM:

A lot of my students in Humanities took your Drama course.

RC:

Yes.

SM:

And who taught that?

RC:

I taught that.

SM:

Gee, that's very exciting.

RC:

By the end of the second year I had about 500 students, or at
least by the time we moved over to the Village Theater.
first class I taught I had twenty-eight students.

The

By the end

of that year, we were teaching in the Science Lecture Hall.
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And by the peak, I think, and by the time we moved over to the
Village,
students.

it filled the Village Theater, which is about 500
And it was a very popular course and I

enjoyed

teaching it very, very much.
SM:

Your students liked it, too.

RC:

It was a lecture class and I got to carry on.

SM:

Now,

Bob,

I've got here,

question three,

(chuckling)

something that I

'

enjoyed very much was you set up a kind of a repertory group.
RC:

That's right.

SM:

You wanted to have them give, and they started out and gave
a series of plays over at least three years.

Now whatever

happened to that idea?
RC:

Well, it was a great idea and it was a tremendous success.
We operated for four years, from 1966 to 1970, and we did an
average of four full-length plays each year.

The only reason

that we finally discontinued it is that we were growing too
large.
when

The repertory theater monopolized the Drama Department
it

quarters.

was

running,

which

was

both

winter

and

spring

So people who were not in the repertory theater

really didn't have much else to do,

since we had all the

theaters and we were the only game in town.

That was fine

when we were a young department because, although the students
didn't really realize it, every drama student was really a
member of the repertory company.

I'd say we had about 85

percent of the drama students in the rep company.
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But when we were getting to sixty, seventy-five student
majors and we only had twenty people in the rep company, it
became impossible to maintain it because the other students
really had very little else to do.

The key faculty members

were working with me in the rep company and it was beginning
to cause resentment,
success.

so we were,

I guess,

a victim of our

We were too popular and we were excluding too many

students by 1970.

So when we moved into the Village Theater,

I thought that was the time to end it and we did end it.
SM:

Well,

it

was

very

successful,

as

you

say.

I've

got

a

question, next question, could you pick the five best plays
you directed from 1966 to 1976?
RC:

That'd be awfully hard to do.

SM:

Well, let's make it during the repertory, 1966 to 1970.

RC:

Well, I love my productions of "Good Woman of Szechwan," and
the "Madwoman of Chaillot."

SM:

Oh, yes, that was great.

RC:

And my very first production of "Oedipus," which I did with
Ted Brunner and Lucy Berkowitz in the Classics Department.

SM:

God, I'll never forget the blood coming out of Oedipus' eyes.

RC:

That's right, that's right.

That was very powerful theater.

But over the years, I've done maybe forty plays here.

I've

enjoyed every one of them, I really have, and it's hard to
pick a favorite, even though the last one, "Magic Flute," is
one of the most exciting things I've done.
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Yes.

Yes,

I've got to hear the tape of that.

And you 're

going into production, you say, into rehearsal?
RC:

I go into rehearsal on August first for a film, or a video,
which is being made from the production of the play called
"Corpus Christi," which Ed Schell in the English Department
and

I

have

collaborated

on

from

1985

to

1988.

We

did

essentially eight hours of theater divided over three years,
from 1400s, medieval Corpus Christi plays.

And we got a grant

from the National Endowment for the Humanities to take the
episode, which we're calling "The Passion," the (inaudible)
town passion play,

and make a

forty-five minute,

perhaps

fifty-five minute video tape of that production for national
distribution.
SM:

Well, by national distribution, do you mean that all the TV
stations will • . .

RC:

Well, the first market for it is video tapes, video cassettes.
It will be distributed to colleges.

So far, 800 colleges have

(

asked for a copy of such tape.
SM:

That's exciting, yes.

RC:

And it will be shown in classrooms, but I suppose there's a
chance of some sort of broadcast further down the road.

SM:

It should be, it should be.

RC:

We have the same actor playing Jesus.

We have the same design

team, the entire design team, Doug Goheen and Patricia Goheen,
doing sets and costumes and Mike Sundquist doing lights.

A
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lot of the people who began the project as students are now
faculty.

Mike Sundquist is on the faculty at Modesto College

and Phil Thompson, who plays Jesus, is on the faculty here.
They were students when they began.

Patricia

(inaudible)-

Goheen was a student here and now she's a professional costume
designer, craftsperson.
SM:

I'll be sending the transcript to you in about three or four
weeks,

and you'll have to correct some of these names.

don't know how to spell them.

I

Is Goheen any relation to the

Princeton president?
RC:

No, not to my knowledge.

(chuckling)

Although his father is

in education.
SM:

Didn't you direct a musical?

RC:

I direct a lot of musicals.

SM:

Yes, I know, a lot, but the one I'm thinking of was absolutely
a smashing success, towards the beginning.

RC:

"Sweeney Todd," "Cabaret?"

SM:

No, "Cabaret."

RC:

"Cabaret. "

SM:

Yes, "Cabaret" is about five or six years . . .

RC:

"Cabaret" is 1971.
Theater.

I did that in association with Jan Plastino, who

choreographed.
SM:

Great.

that's the year we opened the Village
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And Sig Odegard who conducted.

And, yes, I would say that was

a smash hit.
SM:

That was a stunner.

That was one of the best I ever . . .

That and "My Fair Lady" were .
RC:

And Richard Triplett who did the scenery and costumes.
was a very exciting production.
new theater.

That

It was exciting to open the

And, yes, it was a

Well, all the musicals

that we do here are very well received.
SM:

Oh, yes.

But I thought that was really quite the best.

And

how did you get the part of Doolittle, you know, in "My Fair
Lady," because you played the father of Eliza?
RC:

Yes, I played Doolittle.

Well, we had originally planned that

year to do the "Three-Penny Opera."
SM:

I love that.

RC:

Clayton was going to direct it and I wanted very much to play
Mr.

Peachum.

So we were planning on doing that,

rights became unavailable.

but the

We moved to "My Fair Lady," and

Clayton asked me if I would play Doolittle.

And while I was

thinking over whether I should or not, he cast me, so there
I was getting to the church on time.
SM:

Yes, and that was about 1975, was it?

RC:

That was 1974.
was 1975.
was 1976.

And the next year . . .

No, you're right, it

The next year I directed "Guys and Dolls," which
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That was good.

I used to urge my students to get over and see

them.
RC:

The most successful musical I
Wel 1,

I

ever did was here,

I

think.

think the two most successful have to be "Sweeney

Todd," and "The Magic Flute."
SM:

"The Magic Flute."

RC:

"The Magic Flute," we could scalp tickets to that.

SM:

Is that right?

RC:

Oh, yes.

SM:

Well, as you know, I had an operation and I

was just out of

the hospital and I was dying to come over and I just couldn't
make it.
RC:

I'll send you an audio tape.

You asked for it.

SM:

Well, I'll come over and see it whenever you tell me to see
it, but I want to do it right soon because . . •

RC:

Okay, I'll arrange that.

SM:

Will you?

RC:

Yes.

SM:

I'll talk to you after this is over.

RC:

Okay.

SM:

Because I'm set . . .

RC:

All right.

SM:

And your Dean was amused.

He came in and we talked and I had

a good interview with him.

And he looked at that and I said,

You see up there that I'm a Mozart fan.
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"Do you agree with that?"

He said, "Yes."

(laughter)

He's

got the Irvine Camerata, which is a great success.
RC:

Yes, yes.

SM:

He's a good director.

RC:

Yes.

SM:

Now your first Dean, of course, was Clayton Garrison and he
wished to encourage the students to consider a
conservatory atmosphere.

sort of · a

He wanted as many as possible to go

into, you know, try to get stage or do theater work, one way
or another, or teaching it.
RC:

Well,

How did this work out?

that's always been the goal of our department.

My

department is a broad-based department, but it's primarily a
training

ground

for

pre-professional

actors,

designers and scholars and critics, too.
a very enviable record of success.
alumni newsletter,

directors,

We have, I think,

Every year, I write the

which lists about

100 alumni

in their

current professional activities.
SM:

Do me a favor then, Bob, as the Historian of UCI, I'd like to
take a look at one of those newsletters.

RC:

I'll send you one.

SM:

Because I've probably seen many of them.

RC:

Yes.

SM:

And I've often wondered how, for instance, a graduate of yours
in drama named Bonnie Arquilla, who was in lighting and that
sort of thing . . .
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RC:

Yes?

SM:

And then when she got to New York, she had a little company

RC:

Right, the Warren Robertson Theater.

SM:

Yes, and they went around playing.

They had a Volkswagen bus

and went around to various universities.
RC:

Yes.

Yes, Bonnie is one of our successful graduates.

SM:

Yes, I had her in History.

RC:

Yes, and her father is on the faculty here.

SM:

Yes,

of course,

I

She liked history.

know Ed very well,

You'll be interested in this.

but I

liked Bonnie.

I always have my students over

to my house, once a quarter.
RC:

Yes.

SM:

And Bonnie is one of the few students who wrote a thank you
note.

RC:

Oh, that's nice.

SM:

But she had three courses and she had three thank you notes.

RC:

Yes, a very polite young lady.
party

for

the

cast

of

I remember her.

"Misalliance, "

another

She gave a
one

of

my

favorite productions, by the way.
SM:

Oh, yes, yes.

RC:

And she was the stage manager and she gave the cast party at
her house or her father's house.
still remember it.

SM:

Oh, I'll bet.

It was a lovely party, I
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I

remember

the

production.
SM:

party

almost

as

well

as

I

remember

the

I remember that very well.

Now, tell me, were you satisfied with the Village Theater, the
way it was constructed?

I said it was opened in 1970, but

you're telling me 1971.
RC:

Well,

it was

opened

in 1970

for

production was January of 1971.
SM:

Of course,

classes,

but

our

first

That's my recollection.

I can remember also, very shortly,

it was "The

Importance of Being Earnest."
RC:

That was in the first season also,

yes,

directed by John

Harrop.
SM:

Yes, that was good.

RC:

That

was

a

very

disappointing

technically, particularly.
very handsome theater.
compromise.

production

in

many

ways,

Well, the Village Theater is a

I think it was built at a certain

We had sought initially to get Joe Melsinger to

be the consulting designer or consulting architect.
sure what title was explored.

I'm not

That didn't work out and we

tried to adjust a flexible, curved proscenium notion that he
was working on at Lincoln Center.
Lincoln Center, I don't think.
has worked for us.
happier

with

a

I

It didn't really work at

And I don't think it really

think we probably would have been

straight

proscenium.

I

remember

my

own

personal involvement was limited to being involved with the
height of the fly gallery, and I argued very strenuously for
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two aspects of that theater:

The fly gallery should be higher

and the orchestra should be on a hydraulic lift, and both of
those were achieved.
SM:

Well, excuse me, but what is the fly gallery?

RC:

The fly gallery is where the scenery that comes down flies up
into.

SM:

I see.

Oh, would this be high?

RC:

Oh, yes, it's got to be.

And according to the old standard,

it should be three times the height of the proscenium.

It not

only has to be the same height again as the proscenium, but
it has to be higher yet, because you look up into the flies
if you're sitting down in the first row of the audience.
SM:

Well,

tell me,

Bob,

what say have you had or suggestions

you've had to make to the building of this Irvine Theater?
RC:

I've had none.

I've not been asked.

I'm not involved in

that.
SM:

Well, now, tell me, it seems to me everybody is very excited
about it.

I hope it's going to be successful.

RC:

I hope so, too, and I think it will be.

SM:

It seats 750.

RC:

Yes.

Well, it's not a theater that . . .

I don't know that

the Drama Department is going to use it very much.
built for the Drama Department.

It's not

It's built for the city.

I

had hoped that it would be named the City Theater, that's what

14
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I had proposed for it, and for a time that was to be the name
of it.
SM:

Well,

I'm worried that it's going to . . .
[Richard]

Barclay

gave

all

this

money,

a

million

dollars.
RC:

Who is that?

SM:

The person they've changed the name to, Richard Barclay.

RC:

Well, I didn't know about that.

SM:

Well, the name has been changed to The Irvine Barclay Theater.

RC:

Okay.

SM:

And Barclay is the name of the man who gave a million dollars
to really put a lot of equipment into it.

RC:

Oh, great.

SM:

Betty Tessman was telling me about it.

RC:

Yes, well, I'm kind of out of the loop on that.
been on the board of directors.
being

consulted

by

Bill

I've never

In the initial stages, I was

Lillyman,

but

the

Fine

Arts

is

represented by its Dean on the board of directors and by Joe
Huszti and by the Executive Vice Chancellor, or Bill Parker.
So those are the three members on the board and it's never
been a theater that's been built for the Drama Department.
The Drama Department, after all, has five theaters already,
five theaters that we use.

There's the Village Theater,

there's the Concert Hall, there's the studio Theater, there's
the Nixon Theater and there's the Little Theater.
SM:

What's the Nixon Theater?

COHEN
RC:

15

That's the Norman Nixon Theater.

It's a ninety-seat theater

in the Studio Art Building.
SM:

Is there?

RC:

It was converted, with a gift from Norman and Virginia Nixon,
about ten years ago.

SM:

How great.

I must go look at that.

RC:

Yes, it's entirely for internal productions.

SM:

Internal productions, yes.

RC:

It's rarely open for any kind of public production.
no lobby area, there's no ticket booth up there.

There's
It's for

showcases within the School.
SM:

Well,

I

have

found

out--I'm

sure

you

knew

all

about

it--there's a little theater down on Cliff Drive that only
seats ninety-six people, and the local actors and so on like
to put on .

They put on "Patience."

RC:

Cliff Drive in Laguna?

SM:

Cliff Drive in Newport Beach.

RC:

I don't know.

SM:

Cliff Drive is the one that goes . . . where you go around and
down to Riverside and down to the post office, which is almost
on

South

Coast

Highway.

And

this

little

theater

did

"Patience" the whole month of May and I thought it was very,
very charming.

And they do a lot.

is involved with them.
RC:

Oh, the Actors' Theater?

Betty Tessman, apparently,
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SM:

Something like that.

RC:

Yes, I know that, I know that.

SM:

It's very charming and [has) good acoustics, the whole works.

RC:

Yes.

I just don't know Cliff Drive.

I don't know the names

of the streets.
SM:

Tell me, have you been expanding your curriculum?
things been going?

Or how have

I know your FTEs don't come in as many .

You aren't having enough of them as you'd like.
RC:

We certainly don't.

SM:

You've got a graduate program now.

RC:

Oh, we've had a graduate program for fifteen years.

SM:

Yes.

RC:

We have the second highest number of applications on the
campus for a graduate program.

SM:

This is for an M.A.?

RC:

M. F .A.

SM:

M.F.A., yes.

RC:

But it's a three-year M.F.A. program, three mandatory years.

SM:

Aha.

RC:

Three years or plus.

SM:

I know about it, but is it fifteen years you've had it?

RC:

I would guess, yes.

SM:

Very good.
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I think it's one of the most successful graduate programs at
Irvine.

Our acting program alone had 150 applicants this

year.
SM:

And do you have to screen them down?

RC:

Oh, we only take eight.

SM:

Eight.

RC:

Out of 150.

We audition in New York and in Chicago.

We

audition for about eight days.
SM:

I'm sure a lot of people know about this.

I knew about it,

but I'd love to have you people put out more publicity on
this.
RC:

We've put out lots of publicity on it.

(chuckling)

our publicity appears in theater magazines.

I mean,

It's not on the

campus very much.
SM:

Well,

let's return to your "Magic Flute," because everyone

told me how good it was.

I was sick to miss it, but I will

look forward to the tape.

You got professional singers?

So

Zarastro was one of your students?
RC:

Zarastro_ was a student.
I translated it.

So we translated it.

SM:

I noticed that, yes.

RC:

And

it

was

a

Well, first of all, my wife Lorna and

Yes, I noticed that.

student

production.

We

had

all

students

audition, and then we decided, as we had anticipated, that we
would not have students who were simply capable . . .
SM:

The Queen of the Night you have to have a pro.

COHEN
RC:

18
.

.

. of doing a Queen of the Night and Tamino.

The reason

I say well is that the understudy for the Queen of the Night,
who could have done it, is, in fact, a student.
was played by a pro,

and Tamino, we have two professional

singers who alternated in that role.
of the Taminos was a professional.
a pro.

But the Queen

But that was it.

One

Oh, and the Papageno was

We had hoped to have a student Papageno but it just

didn't work out.
SM:

Yes.

Well, that's a tough part.

RC:

Yes.

SM:

I've got the Dietrich Fischer Dieskau recording, and I've got
five recordings of "The Magic Flute."

RC:

Oh, boy.

SM:

So I like it, you know.

RC:

Well, I look forward to your reaction to our translation.

SM:

Well, I' 11 tell you something, I will be interested.
I hope that you .

And also

Any chance of publishing or people

using your translation?
RC:

Well, we've solicited it, I mean, sent it out, and we have
about four companies that are considering it.

SM:

Good.

RC:

But I haven't heard, so I have a feeling that it's filed in
the drawer until they come around to do it.

SM:

Well, you need to have it in English.
so difficult.

I mean, the German is

19
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Oh, yes.

SM:

And your difficult German and these long recitatives,

you

know.
RC:

Sure, and the spoken text.

It's like Gilbert and Sullivan.

I mean, it's got all the major spoken text.
SM:

Now that gets you around to Gilbert and Sullivan.

I think

it's time that you
RC:

I

love Gilbert and Sullivan.

with Gilbert and Sullivan.

My career as a director began
The first thing I ever directed

was "Trial by Jury."
SM:

I

love that.

RC:

And the first full-length thing I ever directed was "Pirates
of Penzance."

SM:

Did you do "Pinafore?"

RC:

We've never done any here.

SM:

You should.

RC:

Colin?

SM:

Yes, Colin, but I used to bug Clayton.

I did ask.

I used to bug . . .

I said the two things

you've got to do is Mozart and Gilbert and Sullivan.
did Mozart.

And he

They had "Cosi fan Tutti," right off the bat, in

a small theater.
RC:

They did "Cosi .

SM:

Anyhow, then you've done "The Magic Flute."

"

Yes, right.

that Gilbert and Sullivan . . .
Carte Company has been revived?

But I do think

Did you know that the D'Oyly

COHEN

20

RC:

Well, yes, but they just bought the name.

SM:

They're going to play here on October 16 and 23.

RC:

Yes.

SM:

"Mikado" and "Pirates."

RC:

Yes.

SM:

That's right.

RC:

I mean, anybody can buy it for a licensing fee.

SM:

Yes, they used to come to Australia, you know.

RC:

Well, I'm a great G ands [Gilbert and Sullivan) fan.

Well, the D'Oyly Carte is now just a name.

of grew up on G and s.

I kind

We've done . . .

SM:

"Gondoliers," you've done the "Gondoliers" here.

RC:

We did "Gondoliers," yes.

SM:

Very well done, too.

RC:

Irv Kimber.

SM:

That's right, and it was very well done.

It was done with what's-his-name?

But I kept thinking

to myself, "Oh, if only they'd had an orchestra."
RC:

Yes.

SM:

It was so well done, but there were two pianos and that was
it.

RC:

Well, it's very expensive to do musicals.

SM:

Oh, yes.

RC:

It costs an awful lot of money.

I don't want to give you a

figure because I don't know exactly what it would be.
SM:

Yes.
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RC:

And it just depends on how you figure it.

But we can spend

My budget for "Magic Flute" was $44,000, and more money
than that was actually spent, I mean, if you include the staff
time that went into it.
SM:

Yes, yes.

RC:

On the other hand, we made $37,000 at the box office on it,
so we get about 80 percent back.

But yet, people talked about

having an orchestra or doing an opera without recognizing .
We love to do them, but it does cost a great deal.
SM:

Would it happen, Bob, that when you had a very successful play
or operetta or something, that you might move it to the Irvine
Theater?

RC:

No, it's impossible.

SM:

For a week extra playing?

RC:

It's impossible.

For one thing, the theaters are scheduled

much too tightly and peoples' time is scheduled.

We're not

dealing with professional actors who you can put on a contract
with a week's renewal clause or an option clause.

We' re

dealing with students who have finals to take and they have
schedules

to

arrange,

and

so

we' re

schedules and so are the theaters.
booked a year in advance,
that.

kind

of

locked

into

The Irvine Theater is

so there's no opportunity to do

Plus, we don't have the kind of advertising budget that

we can extend a

show.

You know,

when you extend a

show

professionally, you take out a few full-page ads in the L. A.
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Times to announce.

Those full-page ads cost $50,000.

from the outside come up to me all the time and say,
hear you had a great show.
about it.

People
"Oh, I

You know, I'm sorry I didn't hear

You don't advertise enough."

advertising but it just is very expensive.

We break our backs
We don't have that

kind of money.
SM:

Yes.

The reviews will come out maybe two days after you've

opened.
RC:

They may come out a week after we've opened and we only run
things for a week and a half.

SM:

That's right.

RC:

So we're lucky to get reviews out before the final weekend of
the run.

SM:

That's interesting, Bob.

But back to Gilbert and Sullivan.

You know, I was brought up on it and learned it all by heart,
and so did Fred Reines.
RC:

I know it all by heart, too.

SM:

Yes,

well,

(chuckling)

Fred and I have a competition.

We're always .

. . whenever we see each other, we'll give a line or several
lines, with one mistake in it.
RC:

Right.

SM:

And you've got. to spot the mistake.

RC:

Hey, Whitney?

(laughter)

[daughter of Professor Cohen who was drawing

at the other side of the off ice]
WC:

Yes?
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RC:

Why don't

you give the

first

line of

the

"Modern Major

General."
WC:

"I am a great model of a modern major general."

SM:

"In

fact,

(laughter)

in

matters

animal,

vegetable

and

mineral."

Very good, very good.

RC:

So we're starting Whitney on G and S.

SM:

Well, that's good.

I know what I wished to ask you.

specific research are you engaged in now?
RC:

Yes, I have a book coming out next month.

SM:

Good.

RC:

Or in October.

What

Are you publishing?

It's called Acting in Shakespeare.

I think

it's my best book.
SM:

Good.

RC:

I'm a writer and I don't think that .

You may not be

aware of that.
SM:

I am.

Oh, yes, sure.

RC:

I have written several books, eight books, and this one is
both a textbook and it's written as a textbook.

I mean, it's

written as lessons, instead of chapters, lesson one, lesson
two.
SM:

Oh, yes.

RC:

Twenty-one lessons in acting Shakespeare.
into

synthesis

the work

I've done

as

I hope it brings
a

theoretician

of

performance and work in dramatic language, dramatic dialogue.
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I've

written

several

essays

on

the

nature

of

spoken

conversation and written drama.
SM:

Who is publishing your Shakespeare book?

RC:

It is published by Mayfield Publishing Company.

SM:

Oh, I know them, yes.

RC:

And they have published all of my acting books, some of which
are republished by Harper and Row.

SM:

Very good.

RC:

(chuckling)

Well, you'll make some money out of that.
Well, you don't make much money on a Shakespeare

acting book, because it's advanced study, but I

think it's

going to have an impact.
SM:

What's next on the books?

RC:

Well, I'm revising a couple of my books right now for future
publication, but my next move is .

I've written a play,

which I don't want to talk about, but which I am submitting
for . . . which is being considered by about six theaters now.
SM:

Oh, great.

RC:

Well, I'll talk about it.
historical play.

It's about Machiavelli.

It's an

You'd be interested in that.

SM:

Oh, I am.

RC:

So it's about Italian Renaissance politics and Cesare Borgia
and the battles of the popes and the dukes and the emperors.
And I'm hoping, with my wife, to work on some .
shall I

.

.

Well,

say, writing on the junction between politics and

entertainments,

and

actor

presidents

and

presidential
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communications or political communications.

I was a political

science major in college, not a drama major.
SM:

Ah, that's at Berkeley.

Tell me, did you have Scalapino as

one of your teachers?

Scalapino in Political Science in

Berkeley?
RC:

At Berkeley?

Jacobsen was my . . .

SM:

Oh, Jacobsen, yes.

RC:

He was the only teacher I

particularly remember,

Odegard' s father, Peter Odegard, Senior.
in .

.

.

and Sig

But I mainly majored

I did most of my work at Dartmouth College as an

undergraduate.

I graduated Berkeley, but I was only there for

a year, year and a half.
SM:

Oh, really?

I was thinking of something that you said, and

now it has gone out of my mind.

Well, last question is, was

there any suggestions you have for me as the UCI Historian?
It's the last question.
RC:

It's over here.

Oh, I didn't get the back page there.
Well, this will make a lively history.

No, any suggestion?
I hope you include the

changes that have happened in Orange County, in the political
situation in Orange County and the cultural change in Orange
County, and the relationship . . . the tremendous development
in Orange County in the arts, which I think we've been at the
center of and I think we've led, too, and I think it's worth
exploring.
SM:

Oh, definitely.
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Because when I came here, there was no professional theater
in southern California, not one single company.

SM:

Yes.

RC:

There were touring companies from Broadway.

There was the

Center Theater Group that Gordon Davidson had started at UCLA,
but it was intermittent.

I mean, maybe he was hired on some

kind of permanent year-round basis, but they didn't have a
theater building and they didn't have an annual schedule.
They did plays from time to time.

And there was the old Globe

Theater down in San Diego, which was also doing plays.

They

were hiring some professionals and a lot of nonprofessionals,
but that was only in the summertime.
professional theater.

There was simply no

There was no South Coast Repertory, or

it was an amateur company by that name that just got started.
And I, that year that I came here in 1965, joined South Coast
Rep as one of their very earliest members, and I joined as a
lighting designer.

I

designed lighting for

them for two

shows.
SM:

Did you?

We went to those faithfully, starting out down at

the pier.
RC:

Down at the pier.

SM:

And then it came up to Costa Mesa.

RC:

Well, you probably saw some of my lighting down there.

SM:

Oh, I did, I did.

RC:

In fact, I installed the lighting system.
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SM:

I never missed, really.

RC:

So it's not just Irvine that has grown, but the intellectual
and artistic climate here has just flowered in the time that
we've been here.

SM:

Oh, I know what I was going to say.

About the question in

politics, I'm reading right this minute the life of Laurence
Olivier.
RC:

Yes.

SM:

And it's a very good book.
and how he got involved.

It's a long book, about 400 pages,
I mean, the politics of how the Old

Vic ought to be financed and so on.
RC:

Yes.

SM:

And how he was screwed by the labor government.

RC:

Well, politics and theater right now is at a critical point

(chuckling)

because of the NEW [National Endowment for the Arts] scandal.
SM:

Yes.

RC:

And all of us in the theater are extremely concerned.
not affect me in any way.
We have exhausted it.

It does

We had an NEA grant for Grotowski.

In fact, we came to the end of it this

year.
SM:

What was the name?

RC:

Grotowski ..

SM:

How do you spell that?

RC:

G-R-O-T-0-W-S-K-I.

Known as

Grotowski,

but Grotowski

is

probably the leading director-theorist of the late twentieth
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century,

who has been on our faculty for years.

received,

for

a

program that he heads

with me,

We have
a

major

Rockefeller grant and a major NEA grant, and other grants.
SM:

Well, how did you finance, say, Brewster Mason, is that right?

RC:

Yes.

SM:

He came over from England for one quarter?

RC:

Well, he came over for many years.

SM:

He did, I know, but how was that financed?

RC:

He was simply hired as a faculty member.

SM:

(inaudible)

RC:

As a part-time faculty member.

SM:

Very good, because his plays were delightful.

RC:

Yes.

SM:

He did "Much Ado About Nothing," I remember.

RC:

Yes, he did "Much Ado," and he did "A Winter's Tale," that I

Very good, very good.

(chuckling)

thought was delightful.
SM:

Yes, "A Winter's Tale," right.

RC:

He is deceased.

SM:

Yes, I know that.

RC:

And our other guest director

SM:

Tudor, Anthony Tudor.

RC:

Tudor is deceased, and Herbert Machiz who did many plays for
us, including Lotte Lenya as "Mother Courage."

SM:

Oh, I saw that.

RC:

M-A-C-H-I-Z.

How do you spell Machiz?

M-A . . . ?
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SM:

That's right.

RC:

He was an original Tennessee Williams director and friend.
And, oh, we have many deceased members of our faculty from
those early years.

Curt Conway who was a very influential

guy, he was a member of the Group Theater with (Lee] Strasberg
and [Elia] Kazan.

He taught acting for us for many years, a

lovely guy.
SM:

It made a lot of difference to you in the program.

RC:

Yes.

We started not with a

bunch of young kiqs out of

graduate school--just me, at that level--and then a number of
people .
SM:

William Inge, the great playwright.

Well, what they've done . . .

Hazard Adams, starting it when

he was Vice Chancellor, made it possible for you to hire a
person for

only a

third,

one quarter,

and they could be

permanently one-third, and they could get the various, you
know, pensions, things and so forth.
RC:

Yes.

SM:

So they've got this famous French professor.

RC:

Derrida.

SM:

Yes, Derrida, as an example of this, you see.

RC:

Yes, yes.

SM:

Well, any suggestions for me?

RC:

No, no, go to it.
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You're a writer, you've written your books,
write my book.

I've got to go

Well, I've done sixty-five interviews and I've

been waiting to have you.
RC:

Great.

SM:

And I've enjoyed this a lot.

RC:

Yes.,

SM:

Let's hear a little more about "The Magic Flute."

RC:

All right.

SM:

God,

that must have been exciting.

Did you rehearse it a

great deal?
RC:

Well, we cast it over the springtime.
three or four casting sessions.
who were interested audition.

We cast it in about

First, we had all students

That's before we hired anybody,

and then we cast every student that we could put in the show
we put in.

And then we cast two or three others.

We actually lost one over the summer.

We had to

A guy got a lead

part, one of the pros got a leading part in "Les Miserables"
up in San Francisco,

but we replaced him very,

very well,

satisfactorily, and we began rehearsals the first day of the
quarter.

And it was a ball.

We had Zelman Bokser as the

conductor and I had my guy Dennis Castellano, that is a guy
in my department, who was kind of the interface between Drama
and Music.

He was with me every night, he rehearsed all the

singers, coached all the singing, and Zelman developed .
SM:

He coached all the singing?
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Yes,

and Zelman worked the orchestra.

And Zelman was the

overall music director, but he gave us complete freedom and
autonomy.

I loved working with the singers.

And I have to

admit, I think, if I'm correct, they loved working with me.
SM:

Great.

RC:

Because they're trained mainly as singers.

And one of my

interests,

is how do you

like with the Shakespeare book,

translate .

This has been my whole goal, I think, in life

as a scholar, a theorist, is how do you translate style into
believability.

The

American

towards greater believability.

acting

theory

has

all

been

We come from the Russian

background, the Stanislavsky background in theater in America.
And American actors want to be truthful and honest above
everything else.

English and French--which I am also very

influenced by--style is the most important thing to create.
And I think with the new deconstruction movements and postmodern movements and symbiotic movements, that is even more
important.

What associations does a work of art create?

does it appear?

How

What is the surface like and what kind of

resonance does it generate?

So my goal has always been to put

these things together, not to take a position on one side or
the other of this dialectic, but try to merge them so that .
And opera is kind of the most difficult.

How do you make

singing, which is totally stylized and arbitrary .
you're on

. when

c sharp, you're there, that's where you are.

And
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how do you justify that in terms of its honesty?

You can

certainly justify it in terms of its musicality.
SM:

Musicality, yes.

RC:

But how is a

(chuckling)

c sharp any more honest than an E flat?

Forgive

me if those notes don't exist, because I don't know my scales,
but, well, that's exactly how I'm working.
honest, as opposed to prose?

How is blank verse

I'm not stating the question

with any, you know, specificity, but those are the areas that
I'm working on.
ten years.

I've been working on Shakespeare for the last

I've been doing a lot of summer Shakespeares and

the Colorado Shakespeare Festival and the Utah Shakespeare
Festival where I direct.

Moving from Shakespeare to opera is

a very natural step for me.

And, of course, "Magic Flute" is

a very Shakespearean opera, if you think about it.
SM:

I hadn't thought about it.

RC:

Well,

it's

probably

the

most

Shakespearean

opera:

the

combination of tragedy and comedy, the tremendous variation
in style.

I mean, the songs, everything from the recitative,

the singspiel to folk songs, really, is romantic folk songs,
patter songs, very much like Gilbert and Sullivan, too, unlike
"Cosi," for instance, or a more harmonious opera.
SM:

Did you know what George Bernard Shaw said, when he was a
music critic, of Zarastro's two arias?

RC:

You can remind me.

COHEN
SM:

33

He said they were two songs that would not sound out of place
in the mouth of God.

RC:

Oh, yes, yes.

SM:

And I think that's so true.

RC:

Oh, yes.

SM:

"In diesen heil'gen Hallen" and "O Isis und Osiris."

RC:

Absolutely.
suicide aria.

And,

in the same opera, you've got Papageno's

And his little opening song, it's a ditty.

SM:

Yes, it is.

RC:

So you really run the gamut in that opera, as you do in "King
Lear," where you have some of the most profound Shakespearean
poetry and then the fool's little doggerel rhymes.

Variety

in the theater is something that has always excited me a lot,
and trying to find integrating factors in something that's
disharmonious to begin with . . .
SM:

Talking about "King Lear," I had not realized that the first
time Olivier did it it was a failure.

RC:

I think every time Olivier did it it was a failure.

He always

said Lear was a very easy role, but he never managed to get
to the bottom of it.
SM:

I didn't see his last one.

His last one was put on TV.

RC:

The last one was on TV and I thought it was . . .

I mean, I

don't want to criticize it because he was quite old.

Maybe

I should criticize the producer for having him go through it.
For one thing, he didn't have the lines.

He was way off of
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the text.

I followed the text just to see.

I thought, "My

God, that's not how I remember this play," and he was just way
off.

He was paraphrasing in a way that would be totally

unacceptable for anybody other than Olivier, and in my view
he just didn't have it.
nicely,

Yes, he did the prayer scene very

"Poor naked wretches .

. " and he did some of the

final moments, the bird singing in the cage, very lovely and
deeply felt, there's no question about that.

And, certainly,

in his feeble parts he was appropriate.
SM:

He was appropriately feeble.

Yes, he was in bad shape.

RC:

But the wrong, the sinner, he didn't get that at all.

And the

tyrannical rage and the interrupted dialogues in the third
act, second act . . .
SM:

Of course, he could make up stuff, I guess, when he'd forget.
I saw him in "Macbeth" in 1955 at Stratford.

RC:

Yes.

SM:

And he did Malvolio in "Twelfth Night" and he did Macbeth.
And Vivien Leigh was opposite Viola and Lady Macbeth, and he
would once or twice make up some of it.

RC:

Oh, my goodness.

SM:

Well, anything more to say about Mozart, "The Magic Flute?"
I thought that was .

Everybody was so excited about it

and it got away from me.

(chuckling)
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it was terrific.

I've never done a show where people

would call me at all hours of the day and night, seeing if
they couldn't get tickets.
SM:

Yes.

RC:

We always have the problem.

I mean, people wait until it's

too late to get a ticket, and so we actually had some empty
seats on the first two nights.

But by the time the reviews

came out, you couldn't buy a seat.

And we had people offering

$50--not to me--and I was very flattered by that.
SM:

Well, good.

(chuckling)

RC:

I don't think I've ever been in a university situation where
there was scalping for tickets, much less opera tickets.
was exciting to ride that crest.

I

loved it.

It

At the same

time, with opera you also know how short of the mark you are.
I felt short of the mark on that show probably more than any
I've ever done.

I mean, as much as I enjoyed it, I could also

see almost note by note how it could be better.
SM:

Yes, that's interesting.

RC:

I want to do it with a fully professional company someday,
because I

just want to take that show just as far as it can

go.
SM:

Let me know when you do it and I'll be right there.

RC:

Yes.

SM:

Well, Bob, I really have enjoyed this.
I've been looking forward to this.

It has been great, and

And I wish I had given you
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these questions, but I don't think you would have done any
better anyhow.
RC:

No, no.

Let me say, before you turn your mike off, Sam, I

think it's a great feat you're accomplishing here.
proud of you for doing it,

I'm very

and nothing has given me more

pleasure in twenty-five years at Irvine than knowing you.
SM:

Well, thank you, Bob.

That's so nice of you.

RC:

Well, I mean it.

SM:

I have really enjoyed it.

Well, I mean it.

END OF INTERVIEW

