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The Boards Abroad

By Rarpn Sevusn

he following is an edlfed transcript of the Guild's seminar

The Boards Abroad [March 6, 2002), which featured a -

discussion with Tonda Marton of the Marton Agency, a

company ‘specidlizing in - foreign-language licensing, and
Ralph Sevush, the Guild's associate director: The conversation
"pro'vided members with a look af the issues surrounding the

: [icensing of foreign;/anguage stage rights fo their plays.

_TONDA MARTON: My work begins when your play has

been produced, preferably in New York. If it's a success,

many foreign buyers will ask you for the rights = for Ger- o

many, France, Japan, wherever. In the old days, the foreign
rights were yours to sell, but today more producers want to
~ directly control foreign rights and that diminishes my job.

RALPH SEVUSH: As long as you've brought that up, let me

~add that the Guild sees a lot of deals where producers,
especially on Broadway but also Off-Broadway, fry to

demand an entire package of foreign rights. What you're

doing in those situations is pre-selling your rights before -

~ their value has been determined.

TM: Pre-selling them to someone who has no experience in
usmg them. :

RS: Perhaps no experience or possd:dy |usf no good ‘expe-
rience. They're just going fo broker your rights with @

-~ license in a foreign ferritory. We can also talk about how

foreign territories view the Broadway or Off- Broodwoy pro-

duction, when producers have those rights from you,
because those rights come encumbered by a pockoge of
obligations to directors, desrgners and actors fo recreate

fhexr work in any foreign license the producer does.

CTM: Im very froubled by this trend of producers having
these foreign rights = for many reasons. One is artistic. | feel

strongly that your work should be able to be reinterpreted.

- It should be reinterpreted in the very best possible way in

Romania, Spain, or Japan. You always have all kinds of

controls. You can micro-manage the foreign productions if
you want, but | don’t recommend that. You olwoys have
control over the translation. If you want, you can have con-

trols all the way up the line, but remterpretohon is some-
thing that enriches your work. Ifs a fusion of foreign
designers and acfors, who bring you their culture and
understanding and excitement about your work.

The other reason is political. To impose the New York pro-

duction can be cultural imperialism ~ like McDonald's. We're
sending out cookie-cutter, cloned productions. That's a terri-
ble idea. If's insulting to the overseas theater people, and xt’s
not the best H'ung for your work. It freezes your work.

RS: In your experience, do foreign producers want that -
cloned production or do they want fhe freedom to do their

own?

- TM: It can go both: ways. The cloned: production doubles

their cost, so sometimes that's the deciding factor. Even
without the financial issue, they'd probably say, “We like
the original, but we don’t want the full package.” Recently,
though, severo! Sauth Amerlcon producers, when offered
the choice, said, “We would like the original director and
designers.” They're savvy about their own market, and
sometimes they want to elevate the production level fhey ve

achieved with their own people by using U.S. experts.

RS: What does the Marton Agency do, and how do you go
-~ about doing ife

TM: I'm the only agency that works between the foreign
buyer and the primary agents here in New York. That rela-
fionship can work in different ways. Some foreign buyers
travel to New York or know what's on from Variety, and they
flood me with emails and faxes over a particularly hot play. -

Sometimes, | get requests for somethmg well reviewed in los -

- Angeles or other regional cities. Sometimes, they ask me for
afitle 'm not even aware of and | have to do a little research.

For example, an Estonian buyer last week heard about a ‘
production someWhere inthe U.S. that we had @ lot of frou-
ble tracking down. Other times, | might fall in love with play
I've seen and send out scripts to the foreign buyers.

~ On the other end, some agents will say, “I have a new
play opening, but I'm totally swamped. Can you see it and,
if you like it, take over the foreign-language licensing?” So -
sometimes, | call an agency fo request a script and some-

times the agent sends me the script first.

When there’s compeﬁﬁon overSeqS, when there’s more
than one interested buyer in a ferritory, it has to be sorted
out. | tend to deal with one agency in each territory, so
when | become the designated foreign agent for a play, if -
several foreign agents from the same territory dll want the
same play, we've started sending those competing buyers
back fo the original agent to negofio’te their own dedl. I'm
pulling for one particular company in that territory, and |
always assume my guy’s the best, but | want to feel the




,"outhor hcs rhe beneﬂf of a genumely compehhve srtucmon :

Evem‘uo“y, you proceecl fo a contract between the our‘ho
gent. The foreign agem‘ is the hcensee on

the confracf and you're the licensor. This makes the forelgn, -
~ agentlook hke a producer but they're not. They are acquir-
ing the rrghfs For their ferrlrory, with the rrghr to subhcense,
 the p!ay there They then fry fo get one produchon of your
' plcy ~ or as many as they can — in their ferritory. The for-f i
- eign agent is fighting for you. They’re odvocohng for you' i1
~ and trymg roger you the best produchon possrble

- y ersh|p, though isa. shcky problem The Amerrccn,:"
l posrhon which tckes different forms i in different contracts,

is that when someone translates your work, you own that

: frons!ohon It protects you from legol frouble with the trans-
ated version. | agree with this posmon but | dlso feel
. sfrongly rhcr rF fen years from now, a new. producer wants

tous rhar scm h’anslchon ’rhe tronslcfor gefs fo be pa

 forit In my confracts it says somerhmg like, “When you"' "

finish your fronsfohon it is owned complefely |oy the oufhor,

: bur it can’t be used again without compensohon fo you I
once wentto. fhe mat with a New York lawyer obout this. He .
Swds hondmg out the Spcnrsh fronslahon ofa musrcol o

' 'onybody who wonfed fo produce it, on the prmcrpal ihot i -

~ was a work- For-hrre, now owned by the U.S. author. | sai
~“But fhxs tronsloror did fhe work ond he should be e

IM Buf ocfuo”y, th'

. 'In‘ﬂe dn‘ferenf” s ;
~future usage of rhot rcorergn trons!
' jforergn producer The only fhm




The Boards Abroad

TMs s éxodly the same fhing.'lf you'ré'a hit ir Romaria or

Frankfurt, its in huge part due to the skill of the tranéiator.
Neil Simon’s Laughter on the 23rd Floor had a very bad
Spanish translation in Buenos ‘Aires ten years ago. People

didn’t even know it was a comedy! Not only was the pro-
~ duction a flop, but it also killed the market for Neil Simon -

plays in that territory for the next six years.

RS: How does a play come to you?
TM: | might see a production in New York and tell the

agent, “l love this play. Can | send out some scripts2” | have

an_exclusive relationship with certain buyers, overseas

agents, and if they're interested, they negotiate through me

for the rights. Other buyers will go directly to the primary

agent, unless the primary agent has told me, “Please take it

over.” Then it all goes through me.
RS: Your commission comes from the buyer2
TM: Yes, the buyers pay my commission. | offer a free ser-

vice fo the New York agents.
RS: What about royalties? ’
TM: Most of the time, the royalty from the foreign-language

SMolU

productions is six percent of the gross box office receipts,
 but the advance is variable. The royalty is usually not more

than six percent because the foreign producer is looking at

an aggregate “authors royalty” for foreign plays. On top of

191319

your six percent is the translator’s royalty, plus something

for the foreign agent.

P

RS: This is all the producer’s expense?

TM: Yes. Sometimes New York agents wants more than six

“percent, but they forget that what gets squeezed is the for-

eign translator. If you'hove'o high-qudlity translator, they’ll -

want a higher royalty — and they’re worth more money. If
“you start to”squeeze the translator’s share because the

American author has asked for a higher and higher royalty

percentage, you'” end up with'a crummy translator and a

crummy franslation. Then you're in trouble.

RS: What do translators generally get, if an author is gets

six percent?

TM: In France, there is a fifty-fifty split. Parisian theaters are
used fo paying a twelve percent total “author’s royalty,”
which, with a fifty-fifty split, which allows the standard six

percent to you and six percent to the French translator.

However, theaters outside Paris only pay ten percent, which

means five percent to you and five percent for the transla-

tor. In Germany, they calculate it differently. There, theaters

may pay a total author royalty of ten percent to the German

_agency. The agency designates this as “100% of the

income” and calculates sixty percent for you. Sixty percent
of that ten percent equcls a six percent box office royalty.
Twenty percent of that 100% goes fo the translator.

RS: In Broadway First-Class contracts we see where pro-

ducers ask for foreign packages, some have asked for roy-
alty pools, especially in musicals. They want that pool

- applied on foreign road tours. The answer is, generally
"No.” It's hard enough to get paid on the gross, much less

worry about calculating the net profits each week for for-
eign territories: '

TM: In the past month, a lawyer suggested that we use a
pool for an overseas contract. | said, “You don’t want to get -
into their books.” In South America, I've been told drug
money is sometimes laundered through stage productions.
This lawyer said, “Then maybe | particularly want to look at

this.” 1 said, “No, believe me, you freo"y don’t want o

know.” Stick with a royalty obligation based on the gross
receipts. ' : ,

RS: What territories pay the best and which pay the worst2
Who's dangerous and whom should we be careful about?
There's an issue we've been dealing with recently in Brazil,
which you might want to describe. In the Newsleﬂér, you'll
see a warning abouf it [on page N13]. '

TM: One of the rich territories that used to be the pot of

gold at the end of the rainbow was Japan. They love big
musicals. They used fo pay huge advances on straight plays
as well “as ‘musicdls, ‘but - their - economic  situdtion “has
changed, and s not quite as wild as it used to be.

Germany’s probably the next big one - but here | would
flag another dilemma, another debate 1 find myself fre-
quently in between agents and producers. Sometimes, the
German producer or theater will go directly to the New
York producer to get the 'righ\"s,y but the main benefit for an
author to be with an ‘agency in Germany, and there are
many, is that then you can get multiple productions of ydur
play. In Germany, every litfle village has a first-class theater,
as in Austria and German-speaking Switzerland. You max-
imize the activity with the play if you license it through a
local agent.

In Scandinavia, it's the same thing. There you have five
countries, and the possibility of five main productions.

inFrance, the French Authors’ Society, SACD, has been

~unresponsive about roydlties they’re holding. They have

behaved badly with my partner in Paris. We now don’t rec-

- ommend that new authors join the SACD. They like fo tell

you that you have to, but you don’t. We are going to start



pulling out authors, and we'll see how much of a squawk

that's going to make. Having said that, | wouldn't recom- .

mend that you do a direct deal with a producer in Paris.
Use a local agent. The agents who work with me don't take
commission from your share, and you have somebody on
the ground to oversee what's going on, to yeH at the pro-
ducer, to check the accountings.

South America is where you should be careful, espe-
cially Brazil. The Brazilian Authors’ Society, SBAT, started
as a collective at the turn of the century and has become a
lumbering bureaucracy. They take a big bite out of your
earnings = up fo twenty percent. Somebody defrauded
them about three years ago, and they stopped payirig roy-
alties. When the head of SBAT came to New York about a
year ago, | fried to impress upon him that it was crucial to
honor the contracts he was handling. 1 said, “If you don't
have the money to pay these royalties, borrow it. The gov-
ernment should be backing you, because if this falls apart,
it’s going fo be a huge blot on the reputation of Brazil.” He
said, “Yes,” went home, and nothing happened.

Jeff Barron’s Visifing Mr. Green was very successful in
Brazil, and his royalties were held up. The people | work with
in Buenos Aires, F&F Literary Agency, are handling Visiting
Mr. Green in Argentina. They had other business with SBAT,
that is, SBAT wanted rights from them. F&F said, “First, send
‘Us“the money for the Brazilian production of ‘Visiting Mr.

Green.” That seemed to work, and | received the money in-

New York. Then Argentina fell apart, and the usual conduit
~ of gefting out money was suddenly not very easy.

RS: What's happening in Eastern Europe these days?

TM: The royalties very low, because ticket prices are two to
three dollars. Romania seems a little wiggly to me, but |
consistently get money from the Czech Republic, Hungary,
Slovakia, and Estonia. | always hold up the example of

Estonia. | almost am moved to tears every two months when

| get this litle hand-typed accounting, signed by two
people, for twelve performances on such and such dates,
that brought in this much and stating our royalty is this
much. I¥s not complicated, but some places can’t or won't
doit.

- RS: Do they pay you in U. s. do”ors or their local currency2 :

Who bares the exchange riske

- TM: Advances are negotiated in U.S. dollars, so they beclr
the risk in recouping the advance, if the currency rate fluc-
fuates. However, royalties are paid and accountings are

done in local currency, so we bear the risk then.

~a per diem or even to be present during rehearsals?

- till want to see your show, | urge you tfo look for cheap

the assimilated Southern family back in touch with their her-

RS: What are they doing artistically?
TM: Its a huge range. Yet, even their best production prob ’
ably won't look like what it looks like here, though it might

be rich and wonderful in many ways. For instance, theatri-

cal lighting in Budapest is not as sophisticated as in the
Unifed States. Of course, there you're dealing with reper-

'tory. If one theater has five shows in rep, it might make it :

more difficult to have fabulous lighting just for yours. You
canhave ‘as much control as you like, but some authors;

who will -remain ‘nameless, micromanage to the last -

almost to how the stage is spiked. That's riot practical, and

it gives everybody an ulcer. Why would: you want fo do
thate Let it bredathe. - : ,
RS: Should an author expect to be provided with travel and

TM: | assume you all would like to travel, so my contract
now has “best efforts,” which means that, when a small the-
ater in, say, Budapest has corporate sponsorship from their
ndtional dirline, there’s a good charice they can bring you

over. If they're not able to afford to bring you over and you

fares and go over anyway, because they will wine and dme
you and be so happy to see you.

A big part of what | do is trying to guess cuhurol
crossover. Translating a play into any language is makmg a
cultural jump, and I'm very sensitive to franslators wanfing
to make cuts ~ particularly gay, Jewish, or political ele-
ments. | make it very clear that they can’t do that. If the
franslafor can make a good case for why things should be
cut, that's between you and them, but you will always get
the foreign translation, so you can check it.

My favorite cross-cultural story is about Last Night of
Ballyhoo. The show, set in Aflanta during the week that
Gone with the Wind opened, is about assimilation and
Jewish-on-Jewish prejudice ~ German Jews versus Eastern
European Jews. A young man comes to Atlanta from New

York and encounters this prejudice, but he ultimately brings

itage and in the last scene, they're celebrating Shabbat for
the first fime. It spoke to me about roots, about going back
to what is solid. The play was about a specific culture cele-
brating itself and finding itself again, so | thought, “Israel.
They'll love this in Israel,” and | sent over the play. I gota
résponse very cuickly. :

RS: Too Jewish? :

TM: No, they thought it was wonderful but said, “Those
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= forces in Israel fhot want o go bock to ”trodmon are usu-

dlly the ultra-orthodox rig _f-wmg They are definitely not

:'fhe hberol theotergomg udience.” In Jerusalem this pie ce o

Anofher ploy, Keely and Dy, takes ploce ina bosement :
where o woman is brougbf in.and chcuned to abed You
. :"reoltze that she was snaitched from an aborhon center and
 this nghf—wmg group is forcmg her to carry the child fo
term. | loved this pro- chonce play, and thought, “I can't
hcense to lrelond becouse n’s not a ”forelgn language” fer- -

end it fo ltaly. This great play

wx” drive them crazy ‘1 sem‘ix ver ond go’r g response very -
- qunckly Flcxvro the woman | wo kwnfh in Italy said, I loved
. this ploy | was up all mght with it. Its very suspenseful. -
: Unforfunorely, it will never work in ltcdy ‘We've had abor-
fion on demond here for the pqsf ﬁﬁeen years. Ifs just not
' :on::ssue ar fbought “The seat of Roman Catholicism, and

kn‘ ’nof an issue therel” : D ~
RS Should wnfers b ,lookmg for lorge cndvclnf;es2 rd olso

™ Frrsf,,let me speok obouf large odvances IF an: oufhor
;Vdoesnf bove an ogent ond gefs mrerest from o} Forergn""

Yo re squeezmg the produchon ond wbere s R

o wbofever '

Some ogenfs love to be ob]e to te” their chents thtw :
. fhey ve goﬁen them whcn‘ I also call “trophy advances;” but
my thrill is opening up the file drawer on Ange!s in Amer-

ica, for instance, and seeing thirty folders, th|rfy dlfferent

 countries where: I've made contracts. The: fun for me is get-

 ting many produchons of your ploy and seeing you getan
 advance from each of them. It's not huge money - a thou-
sand do”ors to, maybe, five thousand each - for @ “regu-

. ~’|or play, something that everybody isn’t stampeding to get,

-~ but | would suggesf that rather thcm demandmg huge

: advances

Enforcemem‘ is easier if you bove somebody on the
ground in the forergn terntory, somebody pusbmg for you

- the locol agent Il give you an exomple In Argenhno 1

. RS: ,Does Off-Broadway matterg

oney comlng 1crom2 They Il cut corners on the set o N

had a produchon oF Man of La Mancho about fwo years
- ago. In the occounhngs, the local producers were not
" mdudmg the first fifteen rows of the first balcony The F&F
 Literary Agency in Buenos Aires became aware of this, then

~ sent two guys to the Argentine Authors Society, Argentores

o control it, and we then got an oddmonol $25,000 in roy-
o ,olhes for the unoccounted recelpts You want elther on

cuthors soc;ety bebmd you oran agent on the ground or

Whots interesting to me is thcn‘ for a play to be desirable o

~ overseas, it now needs fo be’ done in New York first. | -
" understond why Samuel French would want & play to open’

ew York before they put it their cofologue but why

.xwould producers in Tallinn or Budapest care? But, they do.

ey want to be able to sy, “As seen fon-Bro,odwoy.”V

TM: Yes. A New York produchon is whcn‘ tbey wantto know

 gbout. Hovmg said that, in Russia, | told one agent | was.
- courting, “l can make sure you have scripfs iickly for
jwhcﬁevers on Broodwoy or Off- Broodwo e soud We
don't care. We want good p]oys " That was unusual | inmy

experience, and it spoke to me obour he chche Russian

i msulonfy, but it also told me they are simply looking for

good ploys They need material, because there are lots of

- repertory theofers in Russro that need new moteno{
_RS: Do you run into a lot of statutory agencies inferposed

befween the writer and the producer in fore!gn ferritories?
, id that a writer doesn t have fo be a member of the
French ufbors Society. Are there other places where you

do have to be a ‘member of the nahonol society? -

CoTMi s different country fo counfry In Greece, there is a
- quost ofﬁcxo! authors’ socnety but | don tuse fhem as much’
~as | used fo. However, you get your value from SGAE in

ond from Argenhno s socxeiy Argenrores ond from

RS: Lef's open th|s up to questions from the audience.
@ You said the author has approval of the translation, but

the translator balks at that?

o 'TM‘ The author simply wants the best trons!ohon they can’
 get. Frequently, a foreign agency will say, “We think this
~ play would be great for so- -and-so, who has done this and

- that translation,” and then | lnclude fbe tronslofor in my

proposal for the nghfs , i :
By the way, every twenty years or so, your work should
- be retronslofed because the original work W|” not dote but,




e oddly, the trcmsicmon will.

Now, there is a new market all over Europe for Enghsh
language productions, but it's tiny. There are English-speak-
ing theaters in Vienna, Frankfurt, and Amsterdam. When |
get. requests for those, I always check with whoever controls
the foreign rights in that territory, because an Enghsh “jan-
~ guage produchon might kr” a big commercial foreign- “lan-
 guage production. ,

@: How do you know if the trons|ahon is good?

TM: Ii's up to you to find someone fo check it. If you can’t

find someone, you can spot-check it yourself. Unless if's
written in a different alphabet, like Cyrillic or Hebrew, you
can make sure the same characters are in it and that the
 scenes fall where you want. '

The only time | agreed fo a request for what's called a

back-translation was for a French-language stage adaptation.

of Dead Man Walking. What had been a book and a
screenplay was becoming a stage play, in other words,

moving into a new medium. | figured the authors had the:

right o see it translated back into English to understand how
the play was created. Otherwise, it's really not a great idea
becouse a back-ranslation will usually read like gibberish.

ol gave a theater in Budapest a copy of a play, and they
were very excited about it and fourid '@ wonderful transla: -

tor. However, they did not have enough money to produce -

~it, and I have no idea what's happened to my play. Its float-
~ ing around somewhere translated, and I'm very concerned.

TM: What you should say, if a foreign theater your play, is

“I'd love you to do my show, but,” put it on being American -
or whatever, “could you recommend a local agent?” That

~ will get you to someone who can help, and it will put the

 theater on notice that they shouldn’t think about taking -

advantage of you

RS: If there’s anything to take from this seminar it should be
that you only will be profected when you have somebody
on the ground looking out for your interests. You're here;

'they re there. If you have a production in hand, it's an ideal

,opportumty to acquire an agent in that territory:

- @: My impression of Europe is that you've got the state the-

~ ater on one hand and the strugghng artists without subsi-
dies on the other hand.

TM™: Its d:frerenf counfry to country, but rhe issue of subsi-

dized versus non- -subsidized theater is very infense, partic-
ularly in France, where there is a stiff division between the
fwo.'SUbsidiied theaters are considered infellectual; every-

“intellectual.

: thmg else is commercial.

In Germany, it's the same thmg It became issue with fhe ,
local agent, in where to send Proof. The subsidized theoters
II!

said, “It's too commercial.” Tha commercial thecrters said,

don't know; not commercial enough” In the end, it will Fiave

a* commercial producﬁon, and that's where it should be.
- We'll see-how that works out. S

There was a different problem with Angels in America in
France. Théatre de la Commune Pandora; a very good the-
ater on the outskirts of Paris, did an in-house translation. It

' is a very politically oriented company, very Marxist, doctri-
‘naire. On reading the translation, | could see that it was

much too heavy. I kept saying, “This play’s funny,” but they - '

_couldn’t get it. They simply couldn’t combine Marxist doc-

trine, theology, and humor. The combination of commercial

~and subsidized theater ~ they're subsidized and, ’rherefo’re,

III

There were some laughs but not what it
should have had. - '

Q: About two years ago, | attended a seminar on commer-

 cial theater. They offered Disney as a model of what to do,

that is, to own the properties outright. Since you deal with
producers all over the world, would you say thot’s their atti-

~ tude? :
Mt | don't deal with producers here, only in Forergn coun-

ries, and the foreign producers don’t think that way. Their

~ approach is reasonably hands off.
'RS: | want to go back to somefhmg you had said obout pro-

ducers wanting a pockoge of rlghts It's where we storted

~ so maybe if's a good place to end.

Its bad for dll involved when you license a pockage of
foreign rights to producers not skilled or able to produce in
foreign terrifories, because those rights end up atrophying.

- Alter just three of four years of sitting on unlicensed, unpro-

duced rights, your play or musical is dead in the water.

There've been three or four seasons of new work that
- buyers have seen. : :
TM: | agree. But if you do that, the proolucers should pay

you a large amount of money to get those foreign territories
and, if they don't get your show Up in a certain time,

: |ctrge penalty equivalent to what you m!ghf have earned i in

that territory but no longer can

Even an accomplished New York producer can have dif-
ficulties in foreign territories. | had many requests from Ger-
many for Chicago, but the U.S. producers said, “We're
going to do it there ourselves.” About a year later, | was in
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hon in the most rmportont big, theater in Berlin, but there

- were obour iwenry five people in - the oudlence It had

. become 50 expensive fo bring everybody over that ticket
prices were out of the ronge for peop!e who wanted to see
 the show. : , : '
“RS: An oHorney ot Dlsney once told me, ”We own’ every

5 thrng but the squeal,” Usmg the meotpockrng co”oqurohsm :

to describe their relohonshlp fo art.

™ Whot drsturbs me about that phllosophy is that screen- :
,wr»ters see the:r work chopped mashed, and dlced by :

The Most Wonderful Tlme of the Year i

o {conhnued from page N- I)

As for shonng your income, directors often ‘point out thof

they worked with you and confrlbufed fo the piece, but they -
benefit proFessrono”y as well, by the experience they receive
' ond contocfs they have made, and they certainly do not pro-

pose to share their income (including what they may receive

~ from future: work they eorn becquse of a successful produc-
~ tion of your play) with you. ‘Moreover, as | always say, pro-

ducers hire directors, dromohsts do not. If o director wishes

o be paid for working with you on a play, let the director

- convince the producer to hire hlm or her. A union represents .

the dlrecrors in the fronsachon wrfh the producer a union
- more fhon copable oF making sure thor the director is fairly

, compensofed That is not your lob dsa pfoywnght

We are also seeing directors {and occosrono”y other

co”oborotors) seekmg fo have dromohsts sign_agreements

recognrznng porhcufor properfy rnteresfs in'some aspect of

able under any circumstances. Such agreements can only
: burden the play and: moy render it unproducible. How?
o Someone clcummg a right in, for example, the direction
may claim that a future production’ rnFrlnges on that rrght

and the threat of octuo| or potential hhgchon may prevent

such produchons from ~occurring. A director who clo|ms7 ‘

“ownership” of elements that any director reading your

- Berlin and went to see Chicago. It was a fabulous produc- :
fRS The trend toward foreign- rlghfs packages = as well as

- who are expecting the same deal that Drsney has but with-
- outhaving the same market, clout or Frnonces as Disney. It's

- play would likely include, even the rnost basic things, is in

~ one may claim thot actual pieces of the play such as text,

faking stock. It is always advisable to enter into a collabora- -

the produchon such as direction. Again, this is not advis- we have said repeatedly, an agreement makes it easier, if the

~ This can help protect your ability to use and protect the work

E you confribute fo co"oborohon There. Now that we're feel-

whatever other people get brought in. They sell their work -
and have no hold on it. But theater writers own their work

and only rent if fo producers

" non- Equity touring rights and movie rlghts — reflects corpo-
rate producmg trickling down to the lower-level producers,

one thing to be treated like a screenwriter when you're pcnd
like @ screenwrlter It's quite another to be treated like a

. screenwrrter and pold hke a ploywrlghr o

a perfect position to, at the least, cause trouble; and ‘as we

know, producers do not go looking, asarule, for ployé that

are like]y to be more difficult fo produce, but the danger is

even greater than that. Dependlng on how such an agree-

ment is worded, a dtrector or other co”oborotor relying on

lines, or stage directions that you may hove incorporated

info the final version of your play belong to that collabora-

tor ‘and not fo you. That is deFrmtely a contract situation that

you want to avoid, and fhe implications clearly demonstrote

the risks you run by giving someone other thon you power

with respect to your play.

Here's one further tip affecting coﬂoborofors since we are

fion agreement with people with whom you are writing. As

collaboration sours, fo sort out things. As you know, the Guild

‘maintains sample contracts for our members, but even if you

do not use our sample contracts, we think it is a good ideato

have an understanding regarding the terms of any breokup

ing reFreshed !ef’s get out and go to the theoferI



