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The SAA Performing Arts 

Roundtable encourages 

the exchange of 

information on historical 

and contemporary 

documentation of music, 

dance, theater, motion 

pictures, and other 

performance media. 
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When a friend and colleague learned that I was co-

chairing the Performing Arts Roundtable, he passed 

along Peter Brookõs book, The Empty Space. Fittingly, 

as this issue of the newsletter is focused on theater 
archives. Brook reflects and elaborates on his work, 

his own theories and practices as a director, and 

how his aim to address human experienceñhow to 

connect the actor to audienceñremains a constant 
investigation. As archivists in the ephemeral arts, I 

think we can draw many parallels in this mission to 

find and share truths. 

 

One of the two session proposals endorsed by the 

Steering Committee for SAAõs 2012 conference, 

Beyond Borders, was accepted. òArchivist-Artist 

Partnerships: Learning from Three Case Studies of 
Creative Collaborationó will be chaired by Libby 

Smigel, Executive Director of the Dance Heritage 

Coalition, with the following speakers: Susan Brady, 

archivist at the Beinecke Rare Book and Manuscript 
Library, Yale University; Cecily Marcus, curator of 

the Archie Givens, Sr. Collection of African Ameri-

can Literature, Literary Manuscripts, and the 

Performing Arts Archives at the University of 

Minnesota Libraries Archives and Special Collections; 

and, Alfred Lemmon, director of the Williams 
Research Center of The Historic New Orleans 

Collection. 

 

I look forward to co-chairing with D. Claudia 
Thompson this year, and to working with the other 

Steering Committee members, Anastasia Karel and 

Cynthia Tobar. Helice Koffler and Jeni Dahmus, co-

editors of the newsletter, are introducing new 

features in this issue, including a Performing Arts 

Roundtable member profile and student forum.  

 

And of course, please do send along your thoughts 
and requests as we continue to make plans for the 

2012 Business Meeting, and remember to check out 

(and participate in) the Performing Arts Roundtableõs 

blog at:  
http://ephemeralarchives.wordpress.com/. 

 

Peter Brookõs 

òWhite Boxó 

production of A 

Midsummer 

Nightõs Dream, 

staged inside a 

chasm of blank 

white walls, 1970  

 

 

http://ephemeralarchives.wordpress.com/
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Developing the Arthur Miller Photo Archive by Emma Winter 

P E R F O R M A N C E ! 

The plays of Arthur Miller run daily in 

worldwide productionsñfrom high school 

versions of The Crucible to Broadway and the 

major stages of London. To research and 

collect photos of this monumental play-

wrightõs work is no small task.  

 

The Arthur Miller photo archive originally 

started as a project to process Millerõs private 

collection of personal and theater photos. 

Miller was married to Magnum photographer 

Inge Morath for over forty years; the Arthur 

Miller photo archive was situated alongside 

both the family photos and Morathõs 

individual archive. 

Within the estate, his 

photos̍ separate 

from his writing 

archives̍ were kept 

with Morathõs 

photography and their 

family and personal 

photos. 

 

The Miller photo 

archive initially 

consisted of around 

1,000 personal and 

production photos. 

The personal photo 

collection includes 

early photos of Miller's 

childhood and family, 

portraits, photos of 

him at work, photos of 

him with others, as 

well as those taken at 

special events. The 

theater collection 

includes prints, 

scrapbooks, and some ephemera covering all 

of Millerõs plays and films. The theater portion 

of the Miller archive primarily documents 

early plays and productions, while the 

separate Morath archive contains many 

photos of Millerõs theatrical works from the 

1960s onwards.   

  

In the early stages of processing the on-site 

archive, I began to conduct research on 

images of Miller that existed outside of the 

collection, as additional portraits were 

needed for publishing, book covers, and other 

estate purposes. This search expanded into 

BUILDING ARCHIVES  

Emma Winter currently works as photo archivist for the estates of Arthur Miller and Inge 

Morath, and has worked as an independent archives consultant for photographer estates, the 

Magnum Foundation, and the Marcel Carne Archive. 

 
Arthur Miller at his 

typewriter around the 
time of writing Focus, 
1940 (photo by Esther 

Handler) 

Above: The Crucible, origi-

nal production, New York, 
1953 (photo by Gjon Mili) 
 

Below: set design by Boris 
Aronson, Act 2, Scene 1  
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research for a 

centennial photogra-

phy book project of 

Millerõs plays and 

productions. In 

addition to the 

contents of the 

physical archive, I 

broadened the 

research to include 

related archives, 

which would allow 

the estate to create a 

digital reference 

database for both the 

on-site Miller archive 

as well as other 

repositories.    

 

With the guidance of 

core literature on 

Millerõs theater and 

history, I conducted 

extensive research into major productions, significant 

theater archives, and prominent theater photographer 

collections. While focusing on the more well-known 

stagings in New York and London, I also encountered 

numerous national and international productions of 

Millerõs work. Striking photos representing Millerõs 

plays could be found from different sources, yet 

inevitably the standout images proved to be those that 

brought together an outstanding cast and production 

team with a great photographer. 

 

As the research database grew to represent both 

Millerõs archive and digital references to outside 

collections, I switched from using FilemakerPro to 

Archon, which I preferred for its archival structure, 

support of digital images, and flexibility in relating 

disparate ôcollectionsõ. I obtained low-resolution digital 

images from the different archives and cataloged them 

into the database to facilitate research and image 

reference. The catalog includes key access points such 

as play title, main actors, photographer, venue, 

premiere date, and other pertinent details, and 

information on the location of the related repository. 

 

The database currently holds approximately 2,000 

images and will continue to grow. Among the archives 

consulted and researched were the New York Public 

Library for the Performing Arts, Billy Rose Theatre 

Division, including the Jo Mielziner Archive with set 

designs; the Museum of the City of New York; the 

University of Michigan; the Library of Congress; the 

Arthur Miller archive and the Fred Fehl photo 

collection at the Harry Ransom Center; and the 

Harvard University Theatre Collection, including the 

Angus McBean Theatre Photography Archive. In 

England, archives included the National Theatre 

Archives, London; the Theatre Archive of the 

University of Bristol; and the Victoria and Albert 

Death of a Salesman, New York City, 1949  

(photo by Eileen Darby) 

Arthur Miller 

recording speech 
patterns of talc 
minersõ wives in 

North Carolina 
for the Library of 
Congress, 1941 
(Library of Con-

gress photo) 
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Theatre and Performance collections, London. 

Among the individual photographersõ archives 

were estates of Eileen Darby, Fred Fehl, 

Alfredo Valente, Paul Berg, Dan Weiner, Sam 

Shaw, and Eve Arnold.  

 

Theater photographers were often sources of 

the most valuable photos. Their works 

capture a 

confluence of a 

great play, 

excellent stage 

design, and 

talented actors. 

Eileen Darby, 

Fred Fehl, 

Martha Swope, 

Angus McBean, 

and contempo-

rary British 

stage photogra-

phers all infused 

their images of 

powerful 

productions 

with dramatic 

artistry. 

 

Tracing archives revealed connections fruitful 

to my own research and also enabled the 

sharing of resources between repositories. 

For example, when I contacted the American 

Folklife Center at the Library of Congress to 

inquire if they had related images 

of Miller from his participation in a 

1941 project as a field worker 

(recording speech patterns of talc 

miners in North Carolina), it 

turned out that they had no record 

or holdings of photos. I was able to 

provide scans of fourteen original 

images. 

 

Similarly, a search for Angus 

McBean's photos of the 1965 Old 

Vic production of The Crucible, 

directed by Laurence Olivier, 

began at the National Theatre 

archives. This investigation then led 

me to the Angus McBean archive 

at the Harvard Theatre Collection, 

which, in turn, had the original 

glass plate negatives but no prints, 

and then finally on to discover the 

original prints at the Victoria and 

Albert Theatre and Performance collections. 

Throughout the research process, fellow 

archivists were exceedingly helpful at 

recommending further sources.  

 

In addition to English language productions in 

the U.S. and England, Millerõs theater was 

widely produced and appreciated on 

P E R F O R M A N C E ! 

The Crucible directed 

by Laurence Olivier 
at the Old Vic/
National Theatre in 

London, 1965 
(photo by Angus 
McBean) 

Death of a Salesman, Beijing, China, 1983  

(photo by Inge Morath) 



P A G E  7  W I N T E R  2 0 1 2  

international stages. Of particular note was the 1983 

production of Death of a Salesman in Beijing, China, 

which Miller directed, and which was well documented 

in photos by Morath. Photos surfaced of productions 

in Israel, Poland, Mexico, Italy, France, Argentina, 

China, Canada, and India, and included scrapbooks 

sent to Miller in the 1950s and 1960s from theater 

groups around the world.  

 

The Arthur Miller photo archive is a visual record of 

Miller the playwright and individual, through youthful 

portraits as a writer in Brooklyn to his later life in 

Connecticut. The scope of images of Millerõs plays 

demonstrate how each could be interpreted as the 

most American of plays, yet be adapted to interna-

tional and local settings. While I was going through 

customs for research in London, the airport guard 

brightened at the mention of Millerõs name, proclaim-

ing òView from the Bridge,ó which serves as a reminder 

of the profound scope and reach of his work. The 

photo archive has developed into a select trove of 

images of the renowned playwrightõs life and work and 

a visual documentation of his enduring legacy in the 

history of theater.  Photo from scrapbook: All My Sons, Indian National  

Theatre, Bombay, India, 1964 

Arthur Miller by the Brooklyn Bridge, 1956 (photo by Dan Weiner) 
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As Roundabout Theatre Companyõs archivist my 

days are primarily spent processing documents 

that chronicle the productions mounted by the 

institution. As one might imagine, these docu-

ments consist of costume and scenic sketches, 

calling scripts, performance reports, and the 

countless other renderings, notes, and corre-

spondence that reveal monthsõ (and often yearsõ) 

worth of behind-the-scenes visionary planning.  

These history-laden documents provide the 

foundation from which my understanding of this 

particular theatre institution is formed and 

provide the necessary backdrop for understand-

ing the ways in which theatre companies evolve 

over time as well as the communities that 

nurture and support that evolution.  

Roundabout Theatre Company is today known 

as one of the countryõs largest not-for-profit 

theatre institutions. It calls òhomeó the Times 

Square/42nd Street corridor with slight exten-

sions west (Studio 54 on 54th Street) and 

east (Harold and Miriam Steinberg Center for 

Theatre home of the Laura Pels Theatre on 46th 

Street and the Stephen Sondheim Theatre on 

43rd Street). Operating within the Off-Off, Off-

Broadway, and Broadway communities (four 

unique locations encompassing five stages) our 

programming extends beyond the stage and into 

the New York school system where hundreds of 

students each year participate in after-school 

and in-class theatre-based lessons.  

To focus solely on the breadth of Roundaboutõs 

current mission is to lose sight of its most 

obvious charm. That is to say, while Roundabout 

in 2012 is a major performing arts institution, at 

heart it is still the bootstrap company from 1965 

with the same overriding mission: to remain 

fiercely dedicated to its collaborators and artists; 

to operate within the framework of a family 

(with application of that concept applying to 

staff, audiences, and theatre and education 

communities); and to provide the highest caliber 

theatre possible to its audiences.  

The seeds of Roundaboutõs work were firmly 

planted in the early years in a neighborhood far 

removed from the glitz of modern day Times 

Square. In its first two decades, two Chelsea 

theaters only three blocks apart provided the 

literal stage upon which Roundabout Theatre 

Company was built.   

 

P E R F O R M A N C E ! 

FROM THE FIELD  

Perspectives from the Roundabout Theatre 

Company Archives: The Chelsea Years by Tiffany Nixon 

The Roundabout Theatre Company Archives were initiated in 2008. In 2012 a small but ever-

growing digital archive has a presence on Roundaboutõs website, encouraging theatre enthusiasts 

and researchers to access its holdings for inspiration and scholarship. The Roundabout Theatre Com-

pany Archives are made possible through the generous support of the Leon Levy Foundation. 

Tiffany Nixon, the Roundabout Theatre Company's first archivist, manages the Company's institu-

tional and production materials and has, since 2009, shaped the collection to include costumes and 

oral history interviews. Ms. Nixon holds an MLIS (Archives Concentration) and an MA (English Litera-

ture). 

Beatrice Straight, Wesley 

Addy, and Victor Garber in 

the Roundabout Theatre 

Company's production of 

Ghosts, 1973 

http://archive.roundabouttheatre.org/
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Off -Off Broadwayõs Only Repertory Theatre 

Gene Feist and his wife, the actress Elizabeth Owens, 

founded Roundabout Theatre in 1965 with finances 

generated by a letter campaign to friends and neighbors 

requesting donations of $10 for the creation of an òOff-

Off Broadway repertory company.ó   

Long associated with dramatic theatre in New York, 

Gene and Elizabeth saw a need for an Off-Broadway 

subscription-model company dedicated to producing 

classic revivals. Their goal was to mount quality produc-

tions of the worldõs classic plays at affordable prices. In 

literature generated by the company in its first decade, 

the words repertory and resident were used interchangea-

bly. The notion of creating a resident repertory company 

in Chelsea defined much of the companyõs early direction 

and development.  

By the time Roundabout Theatre arrived on the scene, 

Chelsea had already seen the beginnings of gentrification 

after many years of neglect. Fifty years prior the district 

was a lively hub of theatre, making it a logical choice for 

the burgeoning company. Within the context of contrib-

uting to neighborhood revitalization, Roundabout hoped 

to provide a much-needed cultural outlet; within the 

context of New York theatre at large, Roundabout was 

positioning itself to be an important contributor to the 

Off-Broadway movement.  

Roundaboutõs first theatre was a subterranean 150-seat 

venue at 307 West 26th Street (now home to the Up-

right Citizens Brigade) nestled in the basement of a 

supermarket. With limited resources the fledgling com-

pany sought ways to establish relationships with its small 

but loyal audience and sought to cultivate an artistic 

home in which ensemble players and artists were free to 

explore their crafts in a nurturing environment. The 

company was comprised of a consistent group of players 

and craftspeople who mounted three to four productions 

a season.  

 

Theatre for the Many Rather than the Few  

From its beginning Roundaboutõs interest was in classic 

and contemporary plays òchosen from the worldõs drama 

repertoryó1 by playwrights as diverse as Strindberg and 

Odets. Not all but many of Roundaboutõs subscribers 

lived in or around the neighborhood; many were resi-

dents of the Mutual Redevelopment Housing Co-Op 

(more commonly known as the Penn South Co-Op) 

where the theatre was located. 

In early publicity materials, Roundabout stated its goal to 

offer staged plays between October and March with 

musical revues programmed between April and June. In 

its first season, Strindbergõs The Father was offered along 

with Harold Romeõs musical revue Pins and Needles, 

setting precedent for the companyõs subsequent staging of 

award-winning musicals in the years that followed. 

In its second season (1967-1968) Roundabout temporar-

ily lost its lease forcing its productions of Waiting for Lefty 

and The Bond uptown to The Masque Theatre on 42nd 

Street. This move aside, during its first two decades the 

company rarely performed outside the Chelsea area until 

its move downtown to Tammany Hall (aka the Union 

Square/Christian C. Yegen Theatre) in 1984.  

By its third season Roundabout published an official 

report on activities. This illustrated book contains the 

earliest document identifying Roundaboutõs core mission. 

In the report, Roundabout refers to itself as a ònon-

profit, integrated, intimate, repertory theatre [concerned 

Mailer advertising 

Roundabout's first 

season circa 

January 1967 


