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Conditions Givi

TRIGA AND THE NEW MOVWIFNT |
TW THE THRATRE |

movement in the‘theatre is of comparatively‘
Though ﬁhere were here and there isolated

novations beforevthié time, twenty-five years

mpass these activities; indeed, the large,

ides have been made Withinfpractically a

When the

entered upon, 1

activity of 1if

nz Rige tovthe New Movement
present great period of human progress was
he,théatre seems to have been the only

e neglected, Traditions oi society, school

and church were assailed and overturned, but the conventions

of the theatre

house plodded d

But once

were unchallenged and the "art" of the play-
n at will in its rut of sfagnation.

the mévement was started,;it has becone

within these few yvears so intense and widéspread that "today

there is very definite promise of such‘a floﬁering as the

drama has notb Lnown since the days of Oueen Fllzabevh In,

remarkable stri

it is quite as

with art. Within a decade there has been infused into the

 0ld body more new blood than for three centuries befors,"

des the theatre is oatohinﬂ up W1th life, and -

important, though generally forgotten -

1/

1/
Gheney, Shel

don: The New Movement in the Theatre,
ps. 13 and 14 -




cross-—currents,

‘movement may be

The new
theatres of Ger
forcibly those
last eight year
theatre of Amer
What It Is .

To defin
not ‘a simple or
to permit of ¢l
new movement t96

not found in an

tion of realisb
of play to taks
application of

movement has literally takeh by storm the

many and Ruséia, has affectéd gomevhat less

of France and Gieat Britain, and within the

s has beoomé'a dominating'faotor in the serious

ica.,

e this newAmovemeﬁt_of the dramatic world is
an easy thing., Drame is tbo intensely human

ose definition. Kehneth'MabGowan likens the
a stream of theory and effort, its source

v one mind, and its course cut 07aselessly by
‘ i 1

and,"muddiéd'by alien Watgis."> ‘The new
- summed up, however, as folﬁows:.the elimina—
from étage settingsj_the 5irth of a neﬁ type
"the place of the old reélistio drama; the

the principles of design to the art of the

theatre; the adaptation to the use of the ihéatre of every

modern inventiq
spoken word in

symbolisu,

n of color and light; the winimizing of the

its application to forms of fantasy and

The essence of the new movement may be summed up in

the words, change and experimentation, Traditional forms

‘are being broken down and replaced by new standards and new

forms, less restricted and more beautiful; In only one phase

has it reached

anything nearing completion and perfection,

that phase being the‘develbpmentibf'arteohniqﬁe of production,

called the new

stagecraft.

1/

MacGowan, Ksg

nneth: The Theatre of Tom¢£row; p.13



Its Three Aspects

When such great ieading’figures as Gordon Craig and
John Galsworthy, aé'Max Reinhardt and Brieux are at op-
nosite views on this question, it isfnot éurprising that a
clear and deflnlte summary of the new movement is difficult.

Through all the confu51on and varying polnts of view, how-

‘ever, and in all the transformations and changes taking

place, two iather clear—cut lines of progﬁess may be seen:
first, "the attempt to reach back to an art that is typically
theatric, and at the same time aesthetic,"iand -second, "The

attempt to develop the ex1sting drama to a form more tyﬁlcally

dramatic, and, at the same time, social and ‘indirectly in-
1

tellectual, ” | In other WOrds, the firet line of progress
is the development of an art of ths'theatré that is "visual
and decorative and that appeals primarily to the outward
genses" and the second is the development'bf an "intensive
drama dependent upon character~develépmenﬁiand deveslopuent of
idea through story, and appeallng to the °motlons and
1ntellect."l ‘The flrst development flnds its eXpre381on in
the so-called "aesthetlc" drama, and the second takes form
in the intensiye drama of emotién and thouéht, Forming the
fusion point of fhese two isv§£aduall& eVoiving & third
development Whlch is called the "re-theatralizing" of the

drama., It is the attempt to brlng the entlre art of the

theatre 1nto a more perfeot,relatlon with the limitations of

the stage, ahd'td produce a stagééraff.that'will provide

T TS -

Cheney, Sheldon: The New Movement in the Theatre, p.15



natural and beautiful séttings for plays éither aesthetic
or psychological in nature, The lines of effort of the
leaders of these two extreme schools are in rather opprosite
directions;,; but there is promise_that theftwo may be fused
and synthesgized in this third development; and that fhere will
be born an art of the thgatre as differenﬁ‘from that of the
nineteenth century as the present is différent from that of
the Greek world.. | |

The Aessgsthetic Drama

The leaders of'the aesthetic theatﬁe movement are

Gordon Craig of England, Max Reinhardt of Germany and Leon
Bakst of Ruséia.' They have expreséed their theories in the -
form of the marioneﬁte drama, the mimoédiéma, and the dgnce—'
drama, and less diréotly in a revival of éageantry, |

| The aesthetio theatre'movemeht;Camé as a reaction
from two false extremes at whioh the art of the theatre had
arrived: the one was a siavish iealism an& naturalism that
was totally 1aoking in art oi beautyg"andnthe other was a
hollow and artificial form of dramatio stfucture, shallow and
lifeless, It is the most extreme of the reaotions from the

condition of stagnatlon that was typical of the theatre of

the 19th Century. It is the result of a dream of an art of

the,theatre that would be true to alllthe basic principles

of art in a unified>whole,-appealingfprimarily to the eve,
The aesthetic drama is impressionisfio rather than realistic,
and makes its afbeai'ﬁhrough its sensuoué'elements of beauty

rather than through plot or story The realm of its subaect

matter is entirely in the 1mav1nat1ve world and far removed



 from the present. “Aotion, mﬁeio;fen@'settihg are united in
-,perfect—ha:mony.x A

" Gordom Craig"'

Gordon Craig, artlst and dlreotor of stavlng, is the
1n1t1ator and ohlef figure in the eesthetle theatre movement
As an artist, he came early to a realizatlon of the almost
uotal lack of art in the stave profe551on -Hls dlscovery

that the Word "theatre“ origlnally meant a "place for sesing"

,brought to him the V1sion of an art of the theatre that should

be entlrely v1sual ' In the lig ht of thls new deflnltlon of

"theatre, " he 1nterpreted'the "aotlon"ro;:drama'to be—that‘of,ﬁ
- the phys1ca1 body, maklag a v1sua1 apoeal, rather than to

jaotion in: the sense of story deve]opment And thls interpreta-

tion.of>aotlonras bodlly,movement»;s the»essence of the~whole 7

raesthetio theory .The~aeethetio'dxama”isftypioally theatric

and only 1noldentally dramatlo Vhile“the-new aesthetic

Vdrama way not be the truest art of drama, Gordon Craig is

© right in his olalm thab,lt;ls the»trqest art ‘of the theatre.

In,order'to'pfesent a dremetic production.that would
be unified and hermonioue,:Gotdonidraigvfelt'that there mﬁst
be one sﬁpreme oreatiVetmind'designing7endfdirecting every
phase. of the production ’ Thisione artist;direotor muet write -
the play, de81gn the settlng, costumes and llshtlng, and
train the actors. 'tlth such & oonoeptlon in mlnd the
practloal applloatlon came loglcally in the drama of the
super—merlonette In thls form of the aesthetle drama, WOodentf}

figures are substituted for 11v1ng aotors, and thus the



;"fcontrol of the dlrector is extended.to the sllchtest
motlon of the actors themselves | 7‘

The art of the pupceﬁ theatre, whlch had once been a.
"much-loved and beautlful entertalnment had degenerated into
such forms &as the slap—stlck Punch-and—Judy shows, but Gordcn
Oralg and hls co_workers have succaeded in caus1ne a rev1val
of the anci ent. puppet art in accordance wi%h the principles ;
- conceivedrby Gralﬁ There 1s acted a 31mple -and rather |

elemental theme, maklnv 1ts apﬁeal to the senses by the
. harmonious blendlng'of movem°nt 11ght1ng and settlng
| The super—marlonette drama hes been hotly criticized
espeoially by Amerlcan dramaﬁlc crltlcs and artlsts The
Amerlcan, however, 1s naturally blased agalnst this form of
entertalnment a deoraded form of thls type belng the only
examples in-the country The toy theatre holds a large.
place in the 11ves of Gcrman chlldren and al] throagh Europe
the hloher class ﬂupcet shows arc entlrely comparable to the
'_reaular theatre in the place of esteem and patronace they are
glven by the theatre public, Not only the the&tre “ubllc,
but such authors as Arthur qymons, Anatole France and Maurlcef
Maeterlinck speak enthusiastically of- thlsrfcrm of entertain-
- ment. | B > | |

Since’ the rev1va1 of 1nterest in marlonettes, many-
Vpunpet theatres have besen estab11shed in Europe 1n the past
three or four years, Perhans the best known of these is the
'?Maricnetten—Theatre Mﬂnchner Kﬂnstler,“ Whlch is d681gned

especially for'this sort of production, Clayton Hamilton,
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the American dramatic cricit, who was in 19123 calling COraig's
ideas mad, after aftending in 1918 a production at this
theatre, wrote as follows: "I became so‘aﬁsorbed that I lost
all sense of the puppets as puppets. The acting was less
wooden than that of many'of our so—oalledzartists. This may
lead us to wondér whether Mr. Gordon Craig was quite as |
insane aé many people thought him when he éuggested that the
drama of the future should be'piesented ndt by the ordinary
human actor, but by a sort‘of-supergpuppet‘ ...... Certain it is
that such we11~endowéd puppets are lessrlikely to obsgcure
the original intention of an author than such crude and
bungling actors as we often meef with in our theatres.”
Gordon Craig is a dreatier and a theorist rather than a
practiﬁibner. He has much of the poef'in him that dislikes
the sensational. His_aim is iatheriﬁo reach the deeper
spiritual.nature through a quief and harmdnious appeal to
the senses, While Craig is a'man of the theatre,'that he is
not "master of the theatre" is revealed.iﬁ the fact that he
has not had s theatre under his controlithese twenty years
There has not.béen hearty response td his work either by the
British public o:lﬁatrons of art, German;managerevoffefed

him ample opportuniﬁy for cooperation, buﬁrcraig was not

able to "develop the patience'that'understands 1eéser men and

élowly and painstakingly bends them to its desires. One
gathers thatrthe creative impulse couldindt-drive itgelf

thrbugh,the practical theatre to proper eXpresSion....., He

cannot hold his‘gigantic conception of thé theatre wiﬁh»thef



grip of a Nioheiaﬁgelo or! Leon&rdo.}i.,Only Duse and -
TSﬁanislmvsky have suooeeded in enllstlng Cralg s ald, "1/
ﬂotw1thstand1ng, Oralg 8 oontribution to the art of

 the theatre has been 1nnense ~The IeViV@l of therpunpet
theatre is not the Lreatest contrlbutlon made by him, In
perfectvng the marlonette drama he has coneelved and carrled
out 1r1n01ples that are not only the very essenoe of the
aesthetlc drama, but whlch apply to &IMOSu every produotlon»

of ths theatre of &hatever phase
Max Relnhardt ‘ -

- Fhile to Graig must be 5iven the credit for re—creatlng |
| the art of pantomime, now O&llﬁd,the ”mimofdrama," and for
_making ite peifection:pcséibie;’Wevf;nd}thé most typical ex-
‘pression ofbfhe ﬁeW;aééthetié‘mcvémeﬁt'ihbﬁhe work of
Professor Hax Reinmhardt of G_ei@ﬁiany._ While Craig is the grea;tf
theorist, -Reinhafdfbié the‘greafbpractitioher Relnhardt hasf
been amazingly successful praotically and oomﬂer01allv, and
has rut on & Very 1arge number of varled productlons in a few
years, somevof them xtremely 01zarre &ndrsensatlonal By
"mimo-drama’ is meant vordless plays presented by llvinO
actors, "It is the drama that appeals to the senses by
:v1sua1 beauty'of line and nass and oolor,\and chiefly of
mov1ng humanrfigures; thatrunrolls before $he.eye a
kaleidosoopio‘deéorétion, a:fluctﬁating pafﬁern of sinuous

body.liné and gorgeous ooStume‘cclorS‘before»a background

MacCGowan, Kenneth: The Theatre<of Tomorr9w; pps.. 89 and 20
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laes1gned sugoestlvely to0. helgh en the perVadlng mood "“_11‘
fPelnhardt does not seek to spﬁeal vently and dellcately to
i %he,senses, hls desire 1s to thrlll and overwhelm the senses ;f*‘3

and crif the more surfaoe emotlons

"Sumurun" and "Ths eracle" produoed bv Pelnhardﬁ
are the best andznost typloal examples of the mimo-dramsa

thus far presented ~"Sumurun" ‘was one of the few aotualr

7»oesthetic dramas that haye been produced 1n America, While -

there are spots of sensatlonallsm and.a blzarre sort of

realism in these two, they are true to the pr1n01ples of :

the aesthetic drsma in haV1ng a. totellty of conoeptlon, in-
the emphasis on’ a oontlnuous appeal to- the senses by the

unified beauty of wovement dancln@‘and setulng rather thanf‘

in the story growﬁh and in the. settlngs These were 31mple,_ '

neutral baokgrounds,‘suggestlng ohe mood so subtly that not
the Bll!huest atteﬁtion was drawn from the aotors | ‘
In spite of hig tendency toward sensatlonalism,

Relnhardt’s share end place 1n the aesthetlo movement is 7

second only to qudon Graig. He»has brought the mimo-drama

to the publio aﬁd‘ﬁade it commereialiy pr@otical. He‘
has acoomplished ﬁoferthan &ny cfher-man fn furthering the
mmovenent started by Craig aWay from the 0ld 1nuruistic
natural setting to & beautlful and suggestlve settlng

Graig vs Reihnardt

Nslther Craig nor Rslnhardt are complete in themselvesl'

Gheney, Sheldon: The Yew MoVement,in'the Theatre, p.54
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They need to supplement and complement each other, the one .

"the oold thlnker" and the other "the bold preotltioner -

Both are paving the w Y.LOT followers mho may eliminate the B
faults of both end znoorporaﬁe the v1rtues of both

The Danoe Drama ]

The danoe drere, the fourth form of aesthetlc drame,»

ie seen 1n 1te most notable expression 1n the Ru531an Ballet

- Its short e lstenoe has besn filled with populer favor,

rapid growth end, gloxry theﬁ has dlmmed bit the other

formS'of.dravatio axpression Three souroes of origin may o

'Vbe traced the old Ruselan bdllet of royal nurture, the »
revival of aeethetio and cle381o danclng‘throughout Europe

- and America, and the work of Craig alcng the lines of

decorative staglng These threerelemente'have been-enriohedp :
and blended by a group of Russian artists, and thus was |
evolved the da noe—drama of today‘

The falnteet thread of a story is portrayed in dance
and pantomlme before a'settlpg that suggests the mood and
atwosphere of the produo+lon in every llne and color.

Through it'ell there ig the aooompanlment of syﬁ@a$hetlo -

. music, No o¢one of the. elements stande out.: above the other

There is a perfeot synthesis of movement,;settlng and mu31og¢

'Leon Bakst

Gordon Gralg and Nax Relnhardt coneelved the groduc—e
tion as taking plece belore a neutral baokrrovnd but the
Ruselan sohool headed by Leon Bakst the artlst and de81¢ner ‘

demands that the beokground be as. oompellina as any other



11

element, In the WOrds of Bakst,."lt is the day of the

‘ 'palnter in the theatre,"‘*nd he dGSlgns hls colorful v
gettings "like ramntlnws 1nto Whlch the figures haVe not
yet “been ralnued "- The settlnh carrles baok every mood
and. every movewent of the danoers

"If Gordon Cralg is the poet of uhe amsthetic theatre,‘ |

Sterln& bO enchant the senoes and the 1maginatlon, and Ja? o

' Relnhaxdt the theatre showman, almlng to overuhelm the

senses and thrlll the surface emotions, Leon Bahst ig the .

Oriental rav1éh1nv<the,eye wlth & prlmltlve pagan ap@eal %/j
Leon qust ls nhe 0re&test of the artlsts and

de31bners of the Rusalan Pallet and he ig- one of the finest

colorlsts of thetmodern-stage, kThere;are;other outstandlngf“

figures in'théfﬁuséian5SQﬁboi;'h§WeVer, Wﬁc are giving fine

woTk %6 the éeétfefib'tﬁéafre'wQVemeﬂt; Among these are , 

the deSIQners, Een01s, Roerlch Anlsfeld and Golov1ne aﬁdr;»

the directors, Dlaghelev and Tokine | |

_ Some critics have gone as far as to say that in the

. Russian Ballet 1s\found the great art of the theatrs. But

those critics ahd'people who h&ve;hbtfbeobﬁe too intoxicafed'

with this appeaiing ty@e of entértainmeﬁﬁ,isgnse,thatrthe.r

" older and‘deeper,types of drama must continue to hold the.r

biggest piaCe‘iuithevhéartstfrpeople,~énd}the‘gorgeéus

- dance drama shoﬁld’be only, as it were, “the chaﬁpagne of

" the theatre."

1/ R A : . .
Cheney, Sheldon: The New Movement in the Theatre, p.687g



®

RT3

And it 1s 1n somethlnﬁ of thls spirit that all the-

forms of aesthetlo drama shculd be aooepted 4he marionettel-rrA“

" play, the mimo- drama) and ths Ru391an Ballet The}WQrE o£4
Craig, Relnhardﬁ}and‘Bakst:has,brogght~new;1;fe and beauty
to the theatre, rThey“haVe revifed:oid and-be1§Ved'forms'of*
drama and uncovered in them 1étenf'bééﬁﬁiés'hitherto B
'dreaméd‘of;' They'have,had é pfbfduhd'influenceron the'art
Cof all drama &nd have'gréatly ﬁidéned[ifé?scope;

~ While reéégniéing thé gréat,plaoe andrvélue of the
aesthetic movémenﬁ and itgflsaders;'theréfore, we must‘sﬁili’
not withdraw our ailegiaﬁég from the older and deeper drama
of emotionrandlfhought, Whése laaders'for@ the second’extréme
school, | . L 7 N |

Psyobolog;c Drama

The term "pSYOhOlOTlO drana" ig used to cover thosge
forms of drama wnloh appeal to the emotlons and intellect.
rather than to the senses It ﬁor*rﬁys the subtle development
of character and is the story of human_souls, It grips the
emotions and, of necessity, the'aﬁdiénce lives with the
.actors uvery event oortrayed o | 7 '

The drama of emotlon lS not a new form, but at the
tine wheﬁ Ibsen produced his flrst plays the drama of emotlon
was at the lowest point of aecadence, devomd of all be@uty,
sincerity or thought, 1The‘dramatlsts_of the new movement,
in wﬁichAibsen, Shéw'and Galsﬁbrthy stahdgqut.among scarcely
'1eséer men, have;made Qver'thé;old diy form,into é drama of

beauty and sincerity, with a true emotional appeal. Finally
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ito uhe emotlbral drama was added an 1ntellectual stlmulus .

and social meanlng, and the result was & drana of thought.

"When We Dead Awaken," wrltten by Ibsen in 189 and wh-lch;.j

¥r, E, A ?oblnson oﬁlls the ére@test play vver wrltten,' 

is a drama of thls type

Higtory of Development of Drama of Thouoht

The drama of thoubht, vhloh reaches through the

- emotions to the intellect is typloally a growth of the -
7present period of progress ' The'orlvln of the drame of
'thouﬂht came. as a reactlon o the shallow and artlficial

: standards of the Scr1be~85rdou %ohool on the part of the
French dramatlsts, AuWier and Dumas the younger It found

ite culmlnatlon and hlgh pomnt im Ibsen, Who is, in truth

the father of the modern drama of thought - In Germany,
Rmela, ucandinav1a and nbland there Was | copourrent

development a somewhat weaker movenent ln France, and only -

‘:a feeble res“onse in Icaly, Spaln dnd the Unlted Qta,tes

Thus we see that the development of the drama of
thouvht bas oeen a World movement felt to a greater or 1ess

ext ent in nearly all oountrles, Wlth nearly every country '

’ contr1but1ng~1ts ouustandlng 1eaders 1n the movpLent ‘In

Soandlnd,vn.a, Where the dra,ma, of thou*ht reaohed 11:5 flrst

- flower, there were Ibsen, %trlndberg, and Bgérnson, in Russiag"

Tolstoy, Gorky and Ghekhov,'ln-Germany, Hauptmann?ruudermanh,

and Vedekingd; in Italy and France, Giacosa'and'Brieux; and

'1n anlard mnost notable of all contemporary wroups, Shaw,

Barker, Galsworthy, and others,rformlng the Modern Fnglish. -
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The dramatlsts of thought, when they facnd the
theatre at the end of the 19£h Century, found g Trmublic
demandlng mlaYS»that Were sweet and sentimental and convenQ‘ff
t10na1 W1th the proverbial hapby endlng, as, for ex@mp]e,
Pinero's "Sweet Lavendar “: Traoedy W@B taboovexcegt in
hlntOIlC&l or purely 1&& natlve subjects The'PWaywright‘

was hemmed in on all 51des by oonventlonal and meaningless -

- rules, The settlng was a nlbhtmale 0¢ 1n¢rtistlc "natur@lism "

The revolt»whioh ocame was ngt from:the_way of the old -

theatre, that;is,TﬁhrOugh ﬁhe1emoﬁiqgs,‘.Bﬁt'beyond the

erotional griprthese‘new dramatiSts‘demandéd that there be

food for thought To plumb the debts of the enotlons and -
1eave nothlnw behlnd ig 11ttle shovt of a. crlme, is thelr ;
belief. They reallze that the 1ﬁtelloct can be stimulated

only through ﬁmzemotlons and not . by dlreot preechrentS"

'“Thelr rlays are 1ntrospective and 1ntenslve In technlque

they have brought back a oompactness of form that has not -
been known since the time of the Greeks . .Their whole art
1s*1nt1ma$erand 1ntens1ve rather than impersonal and |
exten;ive l/ - | | o
The aesthetlo theatre movement maklng, as it did, a

comnlete break from the tradltlonal theatre, finds in its

very 1solqt;on‘the opportun;tyvto,develop according to its

- own principleé,, The,psyohologic_drama;,on the other hand, in -

1/

Cheney, Sheldon: "The New Movement in the Theatre," p.36



its'close relation:to the acéepfeditheatfe,Vhas the’oonétant f:

3~t6dbtatlon to surrender to old tradltions and t0o the standards ,”

set by commer01al consideratlons There are only a very fev:'
: dramatlets ﬁhQ h@ve not been overwhelmed by thls temptatloﬁ
Tither their standards Were lowered to meet popular demand

~or there has been a bllnd following of schools or masters

. One tendency that has beoome more and more comwon is the

'treatment of the sordid things Of*llferln a wanner &6 devoid
of beauty and soirltual 51@mlfloanee that the result is &

depress1nb, biased and 1wnoble pioture of 11f8 Buch a type~
is seen in Susan~Glaspell?s "The Verge. " | -

The Enylieh SchoOl‘of Qihoerity’

7 There are, howaver, a few of the newer peychologlo
dramatlsts vho hdve readhed their d1ffloult goal, Whlle
slmost every oountry has 1te convrlbutlon to make, the new
intensive drama is finding 1te most oomplete and perfect
development in England. In the theatre oflthought the Englishy;
School has mede the greateSt~aehievemenﬁszandgives the most
promise of any‘coﬁntrylin the WOild; 'Onejhas only to list
the namee'ﬁhaw,'Galsworthy,-Barrie, Masefield Barker, Benﬂett
Houghton and Sowerby to reallze the truth of this statement '
Whlle the English movement owes’ much to Ibsen, 7
Haup tmani and Wedeklnd in 1ts eesence 1t is the result of a
rather independent attempt to be true to human nature and art.
While Ibsen's 51noerityjand oompaotnees of_form have been -

accepted, he is followed by the English dramatists only in so
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far asfhis art’is universal{ Justvas readily they turn to

: Shakespeare,.thé Greeks,'Strindberg and Brieux

The drdma of thought and the drama of emotion have 7
developod swde by side. _ Arthur ?inero and Hanry Arthur Jones
'developed thé drama of emotion to its h;ghest p01nt ,Galsworthy,
Shaw and Barker bapan Just where Plnero and Jonas 1eft off
vand went on 1nto the - ?1eld of the drama of sincerity and of
the gocial play ' | .7" |
The dlStlﬂéUlShiné charaoterlstlo of the new Wrgllsh
droma is 31noer1ty 1n every part In faot the rnf"11sh C“Jeoup L
| 1s called "The School of Slnoerlty "1

‘The theme of the new drama 1s usually close to

L
l

t'contemporary llxe and one that is 1ntensely human and vital.
‘Baneath the surfa,od 3uory is fundamental humanlturldn motive
and sooi&l truth An& yet the_theme,ls,nqver presented
"apart frém oharacter i vr |
The»éame 91ncer1ty ig carrled out IP the shaplng of
the sfory,”1ﬁotiop of the subtle psychologlc type ig

| reébgnized'ac' beln more dramatlo thaa v1olent physical
ractidn:‘ The’drama is completed in a lOfiCdl way. An
improbable h&ppy andlng is not forced in mere1y to send the

' audlonce home hapgy |

In onmlng the dramatlc structure of thelr plays, ‘the

S English‘dramatlsts flISt’OL all'seeh for unlty Lhroughout,

 :las'an iﬁéenaxable part of the play, is the rlslng action, -

o mhlch oalls forth the emotlonal TSSQOﬁSQ of uh='au31enoe

There is flae 1mablnative beauty and poetic 1nsi~ht 
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withal in thése plays; 'These dramatists are realists,
ide&lists and romanticists at once.

John ¢als jorthy is the most prcmisiﬁg and typical

-dramatlsts of the new movemvnt AWith himjthe drama of emotion

and thought- are perfectTV combined. His’is'essentially the
social drama* iis obaracterlzatlons are. 1nd1v1dual enough
to hold. symp@thy throughout the play, but ‘the chdfacters are

eSDLntlally éoolal types Wthh glve 1nsight into a unlversal

'human problem

G@lSW@TthY'haS contrlbuted a wreat numbar of ﬂlays to

the drame of 51ncer1ty, the most tybical of which are "Strlfe,

“"The Silver Bov ﬂ "Jusuice,‘ and "Loyaltlvs "Justlce" was

the cause ofifar—reachlnv prison reiorms throuvhout Tngland,

"Bernard Shaw is by far the most brllllant wrlter of

dl&lOfue and the most darln@ thlnker who h s coie into the

English theatre, but he is not at dll the oonsummate dramatist,

He is 1poompérable as morallst and sooxoloélca1 reformer and

'no one has sé suoceoslully brou@ht the theatre into the gervice

'of the soclal movement But asg art hls'work is defective., He

does not reall.au Lhat art carries a messave through emotional

'exoerlence, and not by preachlng at or dlsou331on before an

»1/;

i audlance ,§ If Shaw had aossessed the~t°chn1que of Ibsen,

'-he Would have been a reater dramatlst than Ibsen hims 1f&

Shaﬂ s pecullar s*yple of wr1t1n~ may be tracad at

 least in part to" hls early exnerlences of young manhood shvn

'muoh of his tlmv was swent 1n addrbs :g the;people pn~s001al

;Cheneyg Sheldcn The pr Noven ent in the Theatre, P.80
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|
guestions, u%ing e soap box or the rear of a cart as a
rostrunm, Th% penalty for an uninteresting gpeech was a
liberal attaék of missles from the audience; conseguently,
|

the young or%tor used every device at his command to interest
his 1istener%.

"Gandida," "Arms and the Man," "You Never Can Tell"
and lrs. Varren's Profession" were writtén before Shaw had
entirely'los£ his dramatic sense and are perhapé his most-
delizhtful piays. In "Getting Married" and even in ™an and
Superman,” oﬁs of the most important plays of the new'movement,
the aotlon 1s 80 ret&rded W1th phllosophloal and irrelevant
dlS”USblon that these are plav to be read rather than aoted

. J

"Baokvto hethuselah," is of.especial interest. It is a

colleotioh of five érﬁﬁmentative pleces =sach from an hour to‘

two hours in length, A legend is dea veloped beginning with

the Garden of Eden and ending in the year 31,930 A, D, '"Back
to Lvthuselah“ was produced by the Theatre Build in 1222, and
the productlbn was & disappointment even to the staunchest of
Shaw admlrerF "We were compelled to fall back on the vigor
of thought aﬁone, and we made the interestlnb discovery thdt
vigor of thoufht is not llke vigor of aotlon or vigor of
emotion, It does not automatioally evolve a containing form
and it cannot sustain the attentionrbf that peculiar thing;
the human audienee; aftef4a couple of hours "l/'The elemént
’ which Stdodlout most 1n the Guild vroductlon was the splendld'
: MacGowan, Kenneth: Theatre Arts Mageazine, June 15 3 "Broad-
way at the Spring" '
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‘achievement of Lee Simonson in sstting the play.

While Gfathlle Barker is admlttedly a follower of
Shaw, he pOSSvSSuS a far TDbetter teonplque than Shaw, Fven
so, he is,oﬁten guilty of irrelevanoies,resp601ally in
"Madras Housé"fand'Waste," | :

J. M‘gBarrie introduded‘a romantiéinote that had
before been‘}acking in the drama of thouwht Barrie is a
law unto himgelf His work ranges from sheer fantasy to
1rony and a treatment of the deepest ghasas of 2ife, Among
his works are "Peter Pan," "The Twelve Pound Lcok " "What
Every Woman inows" ana “Half an Hour."

WhlleiArnold Bennett belongs decldédly to the new
chement, hi% plays have not been'entirely successful from
a theatric s%andpoinfL There is too muoh;of the novelist
about’Bennet%. In fact, some of his plays are merely
dramatizatio#s of hisg earlier roVels Arnold EBenrett has -
said and . wrltten much about the folly of studying dramatic
technigue, but his own plays are the best prcof that such
study is verg essential. Notw1thstanding, his plays are
clever and have delightful spots.

| Certain other playwrlghts must be inc]bded in thls

group of new dravatists even though the» number of plays uhey
have contributed-is small. Masefield in his "Tragedy of Nan,™
"The Faithfui" aﬁd "Porpey therGféat" made & rare confribution,
Theyrshow the possibility of 1iterary béauty in the-dramavof
thoughtt “hlndle Wakss," written by that young dramatist ﬁho
gave uchvmromlse, the late Stanley ﬁoufhton, is a fvarless

study of English 11;e "Rutheriord and Son"rby Githa Sowerby:
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is a poworful, although somewhat sombre, play

The Irish Sohool

Whileithe Irish School of playwrights possesses much
in comﬁoﬁ Wi%h the-English 3chool, the naﬁionalistic elenent,
. 80 inherentl&,a part of the Irish plays, ih a measure sets them
apart., In ail the Irish plays, realisn, idealism and symbo;ism
are nerféctl§ blended, Thére is a unique and charming‘
roetic beauty about them that is unegualled anywhere, With
Yeats the dramatlc element is less important than the poetic
element, Sy@ge applied the poetic interpretatlon to everyday
life and has}written some of the finest p1ays of the present
“day. Lady G?egory; with her intimate portrait of Irish
1life, Ervine%'DOuglaé Eyde, George Moore and TLennox Robinson
have all mad% important‘contributibhs to the new movement, |
A11 of thesa%playﬁri@hts are of the Abbey Theatre in Dublin.

The gfeatest advance'in the new movement is goming
not in Lcndo%, but in "the proVinées,h Such experimental
and non—oommgréial theatres as Viss HOTHlMan 8 Repertory
Theatre in Bénchester and The Abbey Theatre in Dublln are
doing most t@ develop the new Fnglish drama The repertory
theatre wovement ig growing rapidly and 1s oausniq increasingly
zood plays ta be wrltten and is prodn01ng a generation of
actors capable. of interpreting the drama of thought.

The Psyoholo~1c and Aesthetlc Schoolo

There is mutual intolerance betwsen the followers of
the'aesthétic theatre‘and followers of the psychologic or

intensive drama, England,has practioallyﬁclosed'its doors
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to Gordon Cralé, the great expo”ent of the aesthetic theatre‘9
Ons sonool sees so clearly she v1sua1 1mperfvct10ns of the

-~ ons type of drama dnd at the sanme tlme, sees its great
‘§0851b111t166 for be&uty, and the other sohool fears in the
éesthetic movenent an 1nfluenoe toward a surface apyeal and
nere sensuous attractlon - In 901nt=of-faot howevér, the
aesthetlc theanre and the best of the psyohologlc drama

hold in common many thln@s ' Both are reactlons from the old -
and 1nartlstlo forms ~ Both are founded though in contrasted
ways, on the baSlC }rlnclples of art - 51mp1101ty, unity

and beauty Bonh are arts of the t;Eatré; thoﬁgh ﬁhe
:"aeéthe sic 1s more typloally theatrlc and the nsychologic mé?e»
typlcally drgmatlo. By "theatrlo" is weant that "which is
adapted for %he»vurpose of the theatre,"l/by dramatic"that
'uhioh is creatlve of emotlonal response L The diffe rence§
are to be xound not in bagic pr1n01ples of art but in alm
‘and emkh431s. There is no reason why thu lover of drama‘
'fcannot engoy and aﬁgr901dte botn forms and vhy the two cannot.

‘ be mutually b@ﬂ@flcial

l,Re—theatrallzlnﬁ of the Drama,

To tnls end and Lorm1ng the fu31on hOlnt of the '

: sesthetic ané wsyohologlc dramas, is the thlrd development

of the new m@vement in the theatre, Lpown &8 the "re- theatralléln@

'tof the dramar“ ihe re—theatrallzlng-of the drama has been

B Qﬂthe attempt to epply the decoratlve prlnclples of the uesthetlc_

 theatrd to pSychologlo drama and to perfeot the v1sual elemmnts_;
of the forma of drama thmt are least theatrlc - The result

_ has- been th°?0reat10ﬂ cf rew stabe—ordft mﬂlch totally

__/ ond 3/

Raker, Geor ) Plerue Drametlc Toohnique, ps 45 C,mi 4 5 -

. -’1
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discredits tﬂe 0ld naturalistic settings and enables plays
of eveary kind td have a setting which is beautiful, which is
in keeping with the spirit of the production, and in no way
detracts from the plot.
These artistio principles of staging were very rarely
applied until Gordon Craig's influence made itself felt, At

the present time, however, there is a definite and widespread

movement. in this direction, although certain men of the
theatre, such ag David Belasco in America and Sir Herbert
Tree in Enaland have clung to the old naturalistioc standards
of produotlon with unrelenting tenacity.

Relnhardt nas not confined his efforte to the mimo—'
- drama, Ho h@s entered the field of emotional. and intellectual
drama, such %s plays of Shakespeare,—and-by cutting dialogue"
and rearranging the scenes he so subordiﬁdtes the story:
element to tﬁe visual element that the result is a psychologic -
~ drama stagedgwiﬂh the visual appsal uppermost, In wany cmses
he has been able to bring through the visual appeal new
vitality andibeauty to certain plays which had never beforer
reached thelr full 90381b111tles 'Wheh:Gordon Craig
produces a Psydhologlo play, on the other hand, he merely
ISuages 1t,1nfa beautlful and arulstlcrway, preserving the

|
:

author‘s own meaning. But when Max Reinhardt has finished

"retheatrallzlng a play it may be wonderfully effec+1ve,
but that it §hou1d bear any semblance of its original self
is a seoondary cons1derat10n |

Probably no oountry hasg as ﬁany direoters and designers
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who understénd and'apply these'hrinoiplés as Gérmany AThe
work of Yax Relnhardt Outomar Starke and Georg Fuchs is
having a reat 1nf1uance on the whole fleld of drauma,

| The movement however is by no means confined to
AGermany The re—theatrallzlng of drama is being Varrled out

loscow by Gonstantln StanlslaVSsy, WhOSu nroduction of
"The Blue Blyd" in 1908-09 was a rare achievement of poetlc
charm and de%arative apreal; in Paris‘ by Jacgues Rouchd; in
Budapest by kle#ander Hevesi; and in anland by CGordon Craig
and uranv1lle Barker, although England isg very loathe to
respond to thls phase of the new movement 1n the theatre,
The work of ;hese men is influencing every phase of theatre
activity. They are applying the prinoipies of unity and
simpliolty to the drama in its entirety.

The New Stagecraft

Whilel the new stagecraft is the Tesult of the aesthetic

and "re—theatr&lizing" movements, which have originated prao-
tically 51nce 1900 as early as 1808 a German critic, August
lelhelm qohlebel, voiced a theory of staveoraft surprlsinaly
similar to that advocated many years later by Appia, Craig

and others, in which he pleaded for simnlicity and sugzestive-

ness, The same'ideés cauged Tieck and Immermann in 1840 and
Perfall and Eavitts in 1820 to cdnstruct Shakespearean stages
of utter almpllclty and beauty The German artist, Anselm

Feuerbach, Wmote in 1880: "I hate the modern theatre because
my sharp eye always sees through the cardboard and the rouge.

Fror the bottom of my soul I hate the misdeeds committed




in the naie of decoratlon and everythlng that belongs

thereto. .. ihe true work of ‘art has enourh power within

itself %o ma@eﬂlts 51tuatlons visible and real without un-

 worthy artifioial means, which violate ailrthe canons of

art. UnObtruSi}e suggestion is what is needed, not bewilder-
L o o o ' :
ing effeots,” |

[
|

How like Gordon Graig this reads!  The first con-

'structlve theorlst and practltloner, however, was Adolphe

Appia. His flrst book of theory ﬁas prlnted in French in
lSQSj Folloﬁ;ng.thls'he made sketohes to illustrate his

theories, the most famous being settings for Wagner's operas,

In 18S9 he bublished in German hls second volum "Die Musik
,ﬁnd die Inscenierung.” Thls book had a strong influence in
Germany, but aTmost no one reads 1t now, . He is too d1f¢1cu1t

and thorough to be easily understood» Yat hls theOIlQB went

to the very ﬁeart of the stage.‘roblem and he antlclpates and

‘foreshadows the revoluulon Whldh wa s to oomv.

Aﬂmla dld 71ttle in actual producing, and although his

work is stlll hav1ng_a stimulating ef;ect,-we must turn to-

Gordon Craig to find the great pionser figure and genius of

. the new stagecraft, He first showed the hopelessness of

A , A i _
of the naturalistio setting and the value of suggestion*‘ His

,experlmentation hms passei through varlous sta@es, from the

i',i’uge of - 81mplé hanw1ngs to hls new foldlng screen settlng, but

l

V'rthrouvh it all he has bpen truo to ihe prlﬂulpl°s of 91n91101ty-'

}

i amd 1maM1nat1v 'suggestlon Oralg s 1¢rvest oonﬁrlbutlon hgs :

been 1n connectlon rlth the aesthetlu theatre movement ‘but

- 1
i
1

MacGo»aﬂ, ,I’.’Vmﬁeth ‘The Theatre of Tomorrow, ps.15 &nd 16; -
o , quotlné Adolnhc Aaala ‘ '
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his influence has penetrated t0 every corner of the théatre
world,

The theories of Gordon Craig have been carried out by
Vax Reinhardt to a greater extent than by Ciaig himgelf,
While-not an artist, Reinhardt has done more than any other
man to bring the new _stageoraft into the commercial theatré.
Reinhardt "bréught his more pungent and vigorous realism to
a wedding with the néwer'ideas of Craig and Appia" in his
Kleines and Neues theatres and later in his Rammerspielhaus,
By 1205 he was fﬁlly incorporating the new methods of stazing
in his productions, 7

In German theatieé, paralleling the growth of Reinhardt
~in carrying outvthe‘prinoiples_of the new stagecraft, were such
producers as Georg Fuchs and Paul Schlenther, the artist-
directors Carl Hagemann and Max Martersteig, and a score of
designers, among Whom may,be mentionedrErnst Stern, Julius
Klein, Ottomsr Starke and Fmil Orlik.

Vhereas Gordon Craig limited his stagecraft to poetic
and historic drama, Hax Reinhardt‘and'his German co-Wworkers
have extendéd it;to cover the most realistio of plays, énd have
proved its great effectiveness in all types of plays,

Speaking generally, the theatres of England and America
are twenty years behind those of Germany in equipment, whiohr'
- fact partly accounts for the slow progress in the new stage-
craftbwhich hes been made in thése countries. Professor Héx
'Littmann,vthe Germaﬁ érchitecz, hasrrevolutionized ﬁhevwhole
concept of theatre and étage odnsﬁrnction with the extension

of the principles of'dignity'andisimplioity to the theatre.
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building,,af the same timelinéisting that the stage be
eGuipped with the best setting and lighting facilities.

Outeide of Germany, directors and designers who are
practicing the new stagecrﬁft éré rather sparsely scattered.

In Russia the lMoscow Art Theatre, fbuﬁdedlin 1888 by Stanislavsky
and NMyenirovich-Dantchenko, has fused, to a certain eitent,
its realistic tendencies with the mnew principles of‘stage
setting. it has shown a readiness to experiment with new
nethods, showh in the production of "The Blue Bird" in 1908-08,
and the invitation to Cordon Craig in 1912 to produce "Hamlet"
with his screen;settings‘ Yet ifs chief allegiance is to
: realism.' |

-In Paris Jacqgues Rouché was the first great interpreter
and exponent bffthernew'stagecraft, his Théatre‘des‘Arts-being
founded in 1$07. Before him cave iesser‘men, such as Riviére;
" Fort, and Lugne’Po&, and after him the great Jacques Copeau.

In America the new sfagecraft has been rather generally
limited to the experimental and unive:sity theatres and tQ 
inported plays, altﬁough the Few York Hanagers Vinthrop Aues
and Arthuf Hdpkiné are tending more and more in this direction,
Robert deund Jones, Lee Simonson, ‘Sani Hume, Norman Eel- Geddes,
and Irving Pichel, and a score of others are designing
settings in harmony with the principles’of the new stagecraft,
and'the‘general acceptancekof artistio p:inoiples of stage
mouotlng is 1nev1table | 7 |

These. are the men who have created the theory and
technique of the new stagecraft a,nd-_are rutting its principles-

into praotioal_applioatfon. What, then, is this thepry4and



technigue they have evolved?
| There ig a tendency to two extremes in staging a
play: negligence of setting and over-emphasis of setting.
The first occurs ﬁhén the ﬁlaYWright hes most to do -with
the staging, and the second when the stage‘designer has the
upper hand; The art of the theatre, however, exiéts in the
production as a Whole, with play, aotiﬁg and setting blendad
to form one harmonious appeal. The_funétion of the-seﬁting is
thaet of the picture frame, which clothes the action "as a
perfect gown clothes a beauﬁiful womaﬁ - in abw lute harmony
with her special type of beauty, inconspicuously heightening
her human loveliness rather uhan calllng attention from it
to the detalls of dIBSa, . The average setting is merely )
shabby cover;ng for. the TDody of drama, or else a dress that
outshines its wearer."l | o

The fundamental principles of the new Stamecraft |
are: the sétting must be an 1ntegral pcrt of the play and
in harmony with the essential splrit of- the entire produc-
tion; and it must be unobtru31ve ana,conoentrate attention
on the actors. These prinoiples,are.carried'out in practice
by "suggestion rather than by naturallstlo dellpeation, |
by simple de51gn rather than by multiplicity and 1ntrloacy
of detail, by ieticenoe Qf'toudh_rather,than by 1avishness."§/
The appeal is to the inner emotions rather than td eye and ear.

'The old method of setting a pTay was to leave nothing to.the

v Gheney, Sbeldon The Kew MOVement in the Theatre, P, 18°
3/ " n n u " e p lz::é



imagination., The attempt was to secure material iliusion
by multiplication of naturalistic detail. On the other hand,
the new method of setulng 2 rlay is to leave everything
possible to the imagination., The aim is to secure imaglnative-
illusion by simplification and symboiic suggestion,
| How, then, do the new stage'designers carry %ut the
application of their theories? ; 7 ?

The néw settings are designed to be natural %nough
not to seen bare or too conventionalized, but not sé natural
a8 to cause ooﬁﬁarison between them and a literal ekactness‘
"An attempt at exact reproduction challenges the auaience to
comparigon....If a Child's restaurant in all its defall is
offered, it remalns for the audlenoe to recall its ?emory‘
photograph of & Ghlld's restaurant and ohec it up %ith ﬁhat
is shown on the stage .The result of the whole ment al com- -
paring process ig to impress upon tbe auditor that h° is in a

1

theatre witneesing a very accurate production, only remarkable

because it is not real, Sc the upshot of the realistlo
effort is further to emphasiéerthe unreality ofthe%Whole.
attenpt, setting, play, and 211, So I sﬁbmit that %ealiSm
defeats the very thing to which it asnires It =Wﬁ£%sizeé
the faithfﬁlness‘of uvnreality. ";/ Qulut beauty and ~erféct’
taste, whloh are essential to unobtru31veness, are secured
through simpllclty of 1ine and nass, It reguires an artlst
mind and hand to combine tha 11nes and masses to pro&uee

the desired results.

Hopkins, Arthur: How's Your Second Act, p.87
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The perfect setting wust also be in harmony with
the mood of the play, must subtly and psychologically sug-
gest its essential spirit., For exaumple, a setting on a
large soaie suggests tragedy; emphaéized horizontal lines
produce the sense of repose and restfulness,

The new stégecraft permité of the use of only the
absolutely}essential things called for by the action, If

the play demaﬁds-a'"periéd" setting, the spiritual inter-
pretation of a time andrplage isrexpressed rather than
archaeological or historic agcuracy;

A radicalvchange in materialé uged has been onz of
the results of the new stégecfaft,,:Tﬁe.old painted canvas
"flats, " with theirfnaturalistic representations of trees,
houses, windows, &nd 1ighﬁs and shadows, have been eliminated
as,faﬁ as possible, Their use by the new stagecraftsmen is
limited to éxteiior and interioﬁ walles, and when used they
are painted in unbroken tint, with no objects represented on-
then, The furnishihgs required are actually nresent, not
merely painted oﬁ.

For'éxterior settings the old "backecloth,” with its
distracting landscape scene, has given way to the "cyclorame—
~drop," and moré'reéently in a féw Continental theatres, ﬁo the
"new'"dupolarhcriZOn" orv"sky dome." The object in the use of
both of these ié to give the‘illusion of distahce without
»detracfing attention from the action. The effect produced is
’,that_bf‘vibrating lighﬁ, without interfefence of objects; and

the senses react to it as to & clear sky. The result is a
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more natural effect than the 208t enthusiastic naturalistioc
advocate can secure with his ﬁly, wrinkled rainted canvases.
The task of the new stagecraftsman'ls by no means a,

simple ons, since ylays‘range from the modern realistic type,

‘with unelas ic requlrements, to uoetic drame, in which the

imaginﬂtion may have full sway 1nvde51¢n1nm the settinﬁ But
in every type, he must be true to the underlying ﬂrinolples
of unobtruelveness, svmpllclty end Sug:estion Following
are 61ven a few examples typlcel of the new stagecraft,

A design made by Fritz Erler for a productlon at the
Munich Art Theatre showed the exterier of a church, There
was one messive pillar, with a Gothic arch stretching half
Wway across the‘stege._ Befe?e the arched opening was &
standard With,cdhdlee;:-The~5aekgreuﬁd was aarknese; all the

1ight belng focused on the figures of.the actors grouped at

the foot of the plllar " The effect was one of utter slmpllcity,

yvet one of . surpa831ng maJesty, reverence and Doblllty. ‘Anlr

attempt to represent nanuralistloally a cathedral would, within

the limits of the Stawe,~have ﬁroved ah utter failure

The palace exterior of "Sunurun," produced by ham
RBeinhardt in America, was relresented by a flat, nauuraIWy;

toned vall, flth uwo oro#ectlons and gseveral conventiona 1,

windowe to provent monotony Anainst this background the

flbures 11 thelr gorgeous oostumes stood out shar“ly apd
decoratlvely
An exterlor eettln'y often reqnwred in wlays ig a -

garden, The new st""eoraft ellmlnates ] far as yOSalblﬂ the -
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beds of actual flowers and prainted vistas of trees, with
their distracting details; Usually a c¢yclorama or siky-dome

is used as & background, and against it a high garden wall or

trellis is placed, against Which'the'actors stand out much

as they did in the t@lacp es terlor of "Sumurun.," A few pots
of flowers , Or one or two'conventional trees in jardiniers
oomplete the. scene.

The ;roblems con ected with 1nterlor settings are not.

80 great, beoause here theArequlrements are more conventional.

The problem is rather one of simplification and artistic

ezecution, Three principles zre rather generally féllowed

- by the new designers in connection with the interiors: first,

that furnished;rdéms:EGYOﬁd th&trin‘ﬁhich the action:tékes
rlace shou1d nbt,be'shoﬁn'ana'thatfdetailed gtreet scenes or
landscapes should nof beirevealéd‘thfoﬁgh Windows;rséoond,
thet the s .éll spaces should be as'unbroken as possible; and,
thira) thet only Whut is absolutely esaantlal in the nmture
of furnlshlngs should be used,

For hlotorludl or peetlcal ﬁroductlons the wost coms on

setting used 1n the new sta@ecrafﬁ is a,background of heavy

- h&nﬂinws, hlth 0881b1y a pillar on eaoh side. MHost of the
interior sceves in Shakesp e could be more eff ectively

aoted in such a setting than if played inr allsuio surrounaings

Bellevirg thls, Gordon Cralb,’at the lnvis@tion of the Art

Tbeatre of hoscow, staged "Iamlet".at this'théafre usinm as

'scenery merely cream—wnlte screens of dif¢ercn+ sha es gnd
"fSlzes These placed 1n varylng combinatisns and under the

’chanplnv 1i~hts sum@eoted the atmosphere of the different
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acts with great effecti#eness In & German thestre the
banguet scene from "u@obeth“ wa.s rlayed before hare walls,
The yrzndeur of a tbrone Toom is o:ten suggested in no

- other way than by 31mple hangings of great richness.

It is'pqssibie to produce é‘moderh interior in
~&ccorda oS with these seme priﬁciples.‘ The ususl repre-
sentation is & modernvioom‘furnishéd tastefully, but with
' not a’single ﬁnnéoésS&ry detail, the wall spaces being
left as unbroken &8 possible., Jgpaﬁesev&ctors, true to
v'théir nativevartiétic éense; hajé given éome of the fineét
exampies of thiS‘type'of setting in some recent productions

of Itsen in Tokio.

Aspects of Modern Lightiﬁg -
Lighting is'oné of the wost notent agencies in the'new’
stagecrafyd, Adolyhe Appia's peculiaf contribution to the
art of the theatre wes to urge ths dominating place of 1ight‘
The essence of his-settings wes atmosphere, the bédsground
‘being sqfﬁened and united with the actor through the medium
of light, His;interpretatidn of,light as the heart of
staging Waéientirely iﬁcomprehénéibieitb'his day, and is_4
not fully & *r301ated gven vyet, althovgh his work anticipaﬁed
the theory, rractice and meohanlsm.ox'modern stage 1ighting,
HMany of the designs madﬁbbv”ADpla are on a lgvel with
'Gralm”s 1n noblllty of conc tlon They have & benuty and
'dlpnlty whlch yldOp them above much,of the eccentrlcities
of the new ota"ecraft In'all'of'fhem, 1i@htingvis éne'of,
‘ the most 1mport@nt if not the most 1mportanw, element, - In:

writing of his‘settlng for the forest in "Siegfried" Appisa
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saye: "We must no longer try to Qreéte the illusion of a
forest; but instead therillusion of a man in the atmos chere

o

of & forest. Vhen the Forest trees, stirred by the breeze,
attract the attention of Siegfiied; Wé, the spectators,
should sece mlegfrled bethed in the moving lights and shadows,"
and not the movement of ragsvof canvas agitated by stage
tricks. The‘scenio‘illuéionvlies in the livihg rrasence o
the actér;,,,*An objectvoi‘person takes on a plastic guality
only through the'light that strikes it, and the plasticity
~can only be of artlotlc value when the llght is artlstloally
handled. A | |
Progféss in4sfagerlighting has been Very recent and

very rapid, ~In thisAfield, at least, 'America, in most cases
far behiﬁd Furope in the new sta L,eora,f*c has contrivuted |
largely to the movement 1n the elimination of foot and over—
head lights'and in the employment,in their place of high- |
‘“owered incandescent bulbs David Belasco, out of sympathy
ag he is Wlth the new stagecraft as a whole, was the TGader
of electrical progress in Amerioca, followed soon by Arthur
Hopkine and Robert E. Jones, TheodbrevBroWn, aefter two yeszrs
‘ of ettenéivéfresearch in the libhfingmof Furgpean theatres,
told an Anerloar audlence that ‘no lighting in 1Tu:cope was
compdrable to that found in Amerlca ‘

| Produ01ng colored effects is stlll not wholly satls—

factory. Munroe~B‘,Eevear,.of:Boston, after much xesearoh

Appia, Adolphe, Die Musik und die Inscenierung
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'has'invented special lamps and_lenses’of great effective;
ness, but these havé not as yét been oommeroialized to any
great degree, Lee Simonson is usingﬁthem in his work, how-
sver, with gfeatrsuocessig' |
In solving the'probléms of oolor‘and surprlying a

better éubstitute for the sky, Rurope has gene much further
than America,  The Fortuny system of lighting, originated
by'the Vehetian, Fortuny, and~woiked out by the General
Rlectric Gompan? of”Beiiin, 5onsists of'tWO elements: first,
the lighting unit*wﬁich throws white light upon coloFfed
silk, from Whioh.it ig reflected on'the'stage;osecond; a}
plaster or concrete done upon which this 1light finally falls
'.and from vhloh it 1s agein reflected and diffused,

| The Fortuny systen, in somewhat modlfled form, has
been establlshed by Reinhardt in his Deutsches Theatre The
dome is in very wide use throughout Germany and Austria,
A7thou5h it is used in sone theatres in Amerloa for the ‘
nost part those;of an eXperlmental.nature such as the
Neighborhood Playhouse in New York Gity, the theatre of the
uProvinoetown Playérs, and the Bl?thele& Theatre in Orange,
- New Jersey, the American oommeroialofhoétre has as yet 00
many pract10a1 difficulties, such as the. tourlng system and
the necesslty of sGenery belng bullt to flt any stage, to "
}permit of 1ts general aooeptance
The dome,_W1th or Wlth@ut Fortuny 8 refleoted

llghtlng, produces the most perfeot 1llu51on of s 2y .that
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is possible;‘ "It is almostfiiterally impossible for the
eye to focus upon the surface of the pi@ster, to detéot
the actual depth of the éky; 'Tgball intents, the distance
is infinite. And it is alive, it is luminous with light'}l/

| A SWedishrbompany,'the Aktiebolaget Regi och Scenteknik,
assisted by German exnerts, has perfected a new system of '
bacaground and 1Lbht8 since the close of the Great War, known
as the Ars systew, which-promises to e eVen more successful
than the Fortuny{system‘ The Ars system @onsists of wany
ingenuous lights USed.in oonnéotionrwith a oycldrama of
| cloth, so weightsd that it will noﬁ wrinkle, which reflects

“the light much as does plaster. It is more practicable than

the aomc 81nc° 1t is movable The Ars systmm has been
installed in the RQYdl Opera in SbOCkhOlm, the State Opefa
in Dresden ¢nd LaSb&ld in Milan,

Place of the Dalnter in the ¥ew Sta:eoraft

The »ainter has found a large place in the new stage-
craft. He has o@me 1nto promlnenoe only within the past five
or six yeafs —Tﬁe Russians have been the strongest influenCe
Cin bringing the ;ontributlons of giemt painters to the thectrei
Baﬁst Golov1n, Roerlch Lorov1n, Yegoroff, Anisfeld and Benois
have made brllliant achievements in th1~ direction. The- |
mﬂthods of thes _drtlsts, that 1s, alleglence to the flat
canvas, &re, - in ;callty, better *1tted to the thewtre of the
.Q&St: to reallsm rather than to Buggestlon‘ They:utlllae the

 great canvas backdrops and tall wings of the conventional

1/ Machwén, Zenneth: The Theatre of Tomorrow, p.59,
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stage and place on these limiteéd gpaces their brilliant

and colorful_art; Milze of diétantAlandscape, whole
cathedrals, and ﬁalooerga¢dens are represented, |

| rThe Workoof these ﬂainters isy, howevér, essentialiy.
a part of the ne% de‘SOL& . In the first place, they are
trues to the Srlrlt of the new étagécraft in the way theyo
handle their-per?pectives, These are treated so boldly énd
in sueh an ekagg%rated_style that thore is no pretense about
- their convention%lity; The new7thoaxie_painter."flings out
walls, rafters; oolﬁmns and stairs with such sweep and verve
that they take om a spiritual 1ife which triumphs over
technical llmltatlons These backdrops arrest and fascinate,r
not because they sugzest reality, but because they are instinct
with the oreaﬁiﬁé forces of a greét artist,“l/

Yot only do the designs of thess painters "use perspec—

tive unredllstloally,‘ they'alSo are a part of the new stuge-
craft in that tnrou gh the very exagzeration of perspective an
smotional sensa of bhe‘iﬁﬁer meaning of the play or ballet is
conveyed to the audienoe "In Thamar, for instance, that

pantomime of mhe aan"e mountain gueen who lures travellers
kto their death in her arms, the amazing delta of her towering
walls carries an oppressive sense'of her remote and mountain-
ous power, of he{ hard and rocklike oiuelty, almost a symbol
af her passion."é

By the use of color the emotions of the actors are

e A P

B GuOW&H, Fonneuh The Theatre of Tomorrow, p.70
é;_/ 1 n n n o .71
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dramatized, and by the selection and arrangement of pictorial
Objects thé eséeﬁfi&l étﬁoéphere pf the prbduotioh is
cerried out, , o

The Amerioan'ﬁheatre ﬁas a fine group of so-called
"younger déCorators," among whom are Jenes, Pefers, Geddes,
Rosse, Simonson and Johnsou, who, though painfers, have beodme}
thoroughly theatre artists, bécause}they.are thinking and work—

ing in terms of the plastic staée After all, it is true that

“the "L&lﬂter in the theatre is justified only from the time

when he ceases to be the easel arﬁlst only when he becomes

characteristiCally the theatre artlst, thinking in terms of

the theatre, of lluht, coWOr, eound moVement, projection of
emotion 1nto ﬁn auditorium fronm a stage. ;/

Perheps the latest ‘and most extreme developrment of the
new stﬁbecra;t 1s expressional formallty'in staf* design,
That is, newrcgnventlonal forms and structures have been
introduced on the stage in pléoe~of the‘old conventional
backdrop and wings, or even the setting which is entirely

illusional.

- Ixpressioniswm

The term "expressionismﬁ covers éllrthose awethods in
modern painting by which the artist's ewobion is represented
rather than the object Wwhich caused it. Though in expression-—
iSm‘the artistAmay still_re@réseht‘a'natural'objectQ his -

picture is usually werely an arrengeuent of plancs, masses

~ or lines of coleor. In any case, what he attempts to express

Chén 9he don: Thé P 1nter in the Theatre: Theatre Arts
y, l - Mag a21ne, July 1652, p.193 :
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is the_emotion_cfeated}in him:by‘thé objeCt_rather than a
literal reprcéenﬁatioh of>thevobject itself.

The attem?t to make a,natural objeot or a shape
gXpress an emotibﬁ which'is not expressed or suzgested in
itaelf butbwhich is felt 5y the artist has, of course, a
direct effect onithe problem‘of éettihg design, The problem
pefore the designer is to make clsar this emotion $0 the
audienoé-by molding the;natural objects and abstract shapes
into forms Which zive the emotional :eaotion desired by the
artist, A.door>as‘sﬁéhbexpiessés ﬁo’emotion. If the.em@tion_
can be expressed by»represenﬁing‘thehopéhing ag a distorted
Gothic arch éf a,fxiangula:‘passage,‘the aitist dssizgns 1t
in this ﬁayQ, Before this method was known &s expressionism
it was oalied cubism,_futurism or post-impressionism,

Expressioﬁism wasg firstAapplied to the art of'the
theatre on Christmas day, 1914; this;experiﬁént teing under-
taken'by the Ramerny Theatre in lfoscow, This little
~ theatre, directed by Alexander Talroff, has done some vary
remarkable work along the 1ineé of expressignism, Anong
the productions which have béan piesented in the sx-.
pressionistic 'style by this theatre are "Salome," "The
Marry Tivss of Eindéor," "King Harleguin" and "Thamira of
the Cithern." Vot onl& were the’backgrounds cubist, but
the expressionism exténded_tO'gostumes and acting. Ar%ists
who have designed for the Ramerny Theatre are Sudeykin,
Kuznetsoff,_Kalmakoff; Lyentuloff, miganadzhian, and Natalia
Gontcharova.

¥hile the ordinary exoressionisticeaelly produced plays
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use'no other li;hf than fhat painﬁed on the scene and
provided by the uéual,steady' tege illumination, these
cubist productions in Yoscow and productions by Haurice
Prowne in Gnlcago and by Dalc'oze uged the medium of chang-
ing colo: and intensity of 1ight_to_reinforce the emotional
reaction of the audience., While the vossibilities of
producing a Ceitain emotional response in én audience by
color.and inténsity of iightVare Very'gréat, theatre-goers
are so used fo,ﬁhe’fixed and‘ordinary lights of the stage
that great care,must be taken or the attention of the
spectaters willvbe detraﬁted rather than reinforced,

The first oubisf’prédudtion ever given in Americé Was
Presented in Dpoemoar, 1915 one YSar-after the inauvuraticn
of expressionism by the. hamerny Theabre, by the Dhlladelphla
StagerSociety; "Three Vomen," an sccentric drama of Spain,
'Was prdduced before & cubist interpreﬁation of Seville
vrainted by Rlchard J, Be@mish a young artist who lost his
llfe during the v &4, For nls representation, Beamish used
o flat b@ckdrop end "spread across it bhe warn violence of
the Spanish 01ty 15 angular piles of reds, browns snd
yellows, W1th & blt of blue gky shattered by a leaping arch

f:.L/
of woovlsh éhape '

The next AmarioanAexperiment in expressionism came
in February 18 1? in a producticn by students of the Academy

‘of Fine Arts in Philadelphia. Backgrounds of an expression-

1/ T
lzcCGowan, uanneth The ”heatre of Tomorrow, . 117
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istic'naiﬁre weie'designed foi this annual Artiéts' Hasque
by the young painter, Lyman>SaYén,fWho has since died,

| In 1919;Herman Rossé used cﬁbist'elements in his
production of:a.nati#ity play in thcago.'vOne of the cur-
tains was & éymbolicél representation‘of Herod, and one

entire scene was acted before a neutral background on which

the setting Was projected by means of light rassing through

a glass plate on:wﬁioh the design was painted.

The desighs-fdr.many of Sergéi Diagileff‘s Balletts
Russes have béén made by the cubist artists Picasso,
Watisse, Larinoff and Derain. Picasso's designs for "Parade"
are the most notable,workrof %his grbhpt~ To the unaécuetomedﬁ
eye his costumes aﬁdﬂfigurés, made up as they are of
wierd combinaticné of cylindersbahd'pipés,’appear fantastical
in the extreme. | o v» |

An]expressioniétio'production of the Saint-Sdens!'
opera "Samson ot Delilah" designed by Isaac CGrilinewald and
directed by»that,énergetio and radical young produéer,vHardid
Andrée, met with greater success than eny of the cubist
produdtiohs 5thér:€ﬁan the Ballets Russes.

>A.group 6f artists, known as "Der Sturmﬁ introduced

a mature type of expressionism into the Gerwan theatre

’through a series of experiwental matinees given during thg
sums eT of 1880, The artists had the advantage of having as

experimental material, plays which were written especially

for their purposes by Kokoschka, Hasenclever, and others.

"The extreme pre-war expressionism in Germany, in which
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Richard III was presented on.aAfleight of blocd-red sters,
and "lMuch Ado About Eothing"'was giﬁen before a setting of
sxtremely biZarre treesvand ecoenfiie furniture, has given
way to milder forms of eﬁpreesionism,:inrwhich the aim is a
geverely simplified Etaﬁe with'enly one or two objects, so
sh““ed as to have tremendous emotlonel significance. |
: German'expressionlst staging has met with greatest

success in,two metien picture prodﬁctions, "The Cabinet of
Dr, Caligari" and “The Golem."' In "Calig ri" the expression-
istic_deeigﬁ.was~painted_on flats, from which houses were
constructed which seemed reedy to topple over into the
strests, The settlngs completely sugges ted the myptory of
the madhouse"uln "The Golem",the dlstorted Gothic forums
produced:a feeiing of dismal'squaior; of “houees that talk
a Jewish jargon'end'hoveIS'that whisper;"l/

A few have gene'eo-far,in‘the expressionist movement
that theyvaie designing scenefy that wlll act, that'will '
aetuallyrmOVe end;fake part in the play‘ The eXpressioniete
of "Der Sturm" maae o«nsiderable exéerimentation alon@ this
line. The Dutch artist, Hermean Rosse, now 11v1no in Amerlca,
has made some 1mportant dlsooverles rewardlpg roving scenery'

The illuslon:of mov1ng*scenery ls-to,be accomplished'
'partly by chanéln llwhts and mOV1ng materlals, and partly by~
means of &es1gns proaeeted by & motion pioture machlne - Thus
a beckgroun& fullwof 11ee‘a i dynamlo,le oreated and'a

continuous emotional picture is presented.

MaoGowan, k nneth Contlnental qtagecraft 'p,55



Sincéféqch;a backngundfnaﬁurally‘overShadoWé the

 actors, it*is intended for:a play of the aesthétiéftype, in

thh the actor is not yrlméclly 1mportant That tne new
settings often make the aotor of seoon&ary 1mportanoc is a

CORMOn crltlclsm Goncernlnu thls Hosse sayS' "From a .

purely webtheulc V1ew101nt the efzect of this devuloplng of

the backgrcund at'the expense’of he @ctor will remgke tho
dyn"mic play. Imaﬁlne beyond the ﬁroscenlum a vold in wthh
ylwnes and bodles will develop themselvea in limitless.
<raduaclons of oolor and ghape 1n cne “Iedt rhythm with the’

coordlnatlng music - two dlmenelon&l patterns in keleidoscopic

-;,succession,—and'these fa501nat1ng_pa¢terns formed by the

1ntersectlon of sollds, darts of color'acrdss'a sombre back-

ground, lines, plancs, or SOlldS,Aan symbols of men and Y,
1

surrounding nature, alllempha3121ng the,mood of the music}“,

'Thomas Wilfre&, m&ohihiéfg*muéioian,'and'artist:,haé:
rerfeé ed in- hlS 1cborutory on Lonn Islani the "color orN“n":,
and by it Wllfred has achieved the conceptlon of Rosbe in an
art entlrely serarate from the artlflclal theatre, an art of
pure color and form | | 4

"Thls org gan way obv1ﬂusly be compare& in nqny respects
to the pipe or: an 80 fcr as s*ructure goes Instead of tne
wind cheot there are & numbe er of sourcea of whl*o 1ighﬁ. And
in this whlte ll‘ht all p0381b111tles of color ‘1lie, as all

sounds in the wind, - It'lsfthe harnessed force for all color.

;“”RQSSe} Herman: quoted in The'Theatre of Tomorrow, pps.-
' 181,183, by Kenneth lacGowan
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| This 1igh€'paeees'tﬂfeﬁéhTan’instfﬁmentf»a cembinefionvof
be mechanlcal eleotrleel end optloal, whleh is controlled
-by the xeyboard A sett1n~7of ﬁhe stops and a pressure of
7uhe keye release the neutrel Whlue 11 ht end put it %o
work as w1nd 15 “ui to work in an oruan lead 1t to definite -
sources of eelor and sound "l/- ‘ o |
A mev1nw groceesion of beautlful sbapes and eolors,
apparently. produoed By erlsme ‘and cryst@ls, are thus ereeted'
. by the organ on a flaster ecreen 5"”he~f1ﬁures.... SWeep
slowly‘andcmagestloally upward burn in upen themselves 1ikei
crystal velllnbs MOVv& by mysterlous end heavenly wlnds
Floating in three dlmenslonal seace they segm %o turn
inside-out into-arfourth,.r..The‘final;effeot is utterly |
apart frem‘thertheatie as we knew it 'it is mere of some
wystic phllosophy~of shapes and numbers, come to 71fe, e
- religion o; pure form srrung out of. the void, "2/"Thls art of
mobile oolor~may be - capable of'beeomlng the 1ast step
rtOVdr' the completlon of the use of 11 ht in art, as nusic
completes. sound.“é/ . 7
The "ﬁystie'qpelity“ offfhe,eoiei-ofgan wes present
in the only expreeSionistieally nresented pley,upon‘BrOa@vay;-
+the production by Arthur Hopkins of "‘acbeth mith settlnue

by Robert deond Jones, This Nhole "roduction mas 80 uniqpe,

even g day of unlque hazpenlngs in the the atre, and such»

[}—‘i!.:

Young, Stark Theatre Arts Wﬂgaalne, Jcnuary 1822, p.3E

NacGowan, Kenneth:.The Theatre'of Tomorrow p.lBS

Q@

Young, Stark The&tre Arts Ma5a21ne, January 1€ ", T3



an unusual departure for an Ameriown comnercmal theatre,

, Aenneth accowan's descrlptlon ig qnoted at length:

“Thxouchout Jones attemyted by significant
form to create an aostract ‘background exprecs1n“

the spiritual relationships of the rlay. Re saw &s

the dominant element of Macbeth the abnormal 1n—

- fluence of the powers symbolized by Shakespeare in
the witches, He tried-to visualize the superhumnan
nature of these mystic forces in gigantic masks

~appearing high in the air above the blasted heath,

‘Through the rest of the play he placed upon the
stage very simple and abstract foruws to carry the
mood induced by the supernatursl influences which
sieze and dominate: the characters constantly '

throughout Maobeth.  These bits of setting were, to

that

him, things projected by the masked fqrces upon the - y

actlon of the play,;...

"The maln portlons of the drama, . .. were aCbed

upon a deep stage surrounded by dimly seen black

hangings, For the first scene of the witches there

were only the three silver masks hanﬁlnn above and
three similarly masked figures in red standinw
motlonl,ss in a pool of 1light below, For most of

the scenes in Inverness, Jonées used one or two sets
of arches, curiously and disturbingly aslant. These

developed in dramatic force as the course of the

rlay altered. When Macbeth reached the highest }oint
of his success the two groups seewed to 1un ze forward

and away toward triumph., In the last scenes, when

heard of the coming of Birnam wood, only one set cof

he

arches remained and it seemed almost toppling to the
ground, ,...The throne of the banguet scene was backed
crazily by brooding and melignant shapes., All thess

elements were handled in the b@rest and simplest

crays, with an occasional dull red, like the backing
of the throne. These were 1it by sharp beams of 11‘ht
that came, =8 it were, from the spirits in the v01d
and made patterns of the air, The domln“tinb ghapes -

of the bits of setting created in a sensitive S§ectatof'

a sensation of terrlble, overpowering obsession, Thase

were shapes that suggested not realities but uncon-

scicus forces. The characteristic form employad 7e3

the distorted Gothic arch. . Repested in shislds,

conical helmets: and’ébears, it was like the dull point

of a murdercus dagger.  Twisted as it was, it naturally

~ilmpressed upon the mlnd the deadly and thwarted awmbi-

tion which the sisters gave to Macbeth, Here was

secenery atbemptlng to- suwoest &an emotlonal idea, in;

stead of a hy31ca1 realluy'".l

1/ macGowan,‘henneth lhe Thvatre of Tomorrow, pps 12 u—l
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The Yew T-"lay‘hcmse o

The ennr3581onstlo develonwemt and in fact ~thé
whole new 3tageoraft _1s tWarted at every turn by the |
_1imitationsodf;the>moae¢n conve ntlonal theatr tuilding, -
stage and uudltorlum Theatre archltects and ertists are
coninw more and more té ﬁhé orvictlon that ‘the convuntionr
ally cﬁnstructed theatre as 1t now exists musi go. Thus,
~as a phase of the new movenent 1n the theatre, thére is

taking blaceva'greaﬁ physical,refqrmatlon of the playhouse,
the'incepti§n of_ﬁhiéhfdame:in Gefmanjlas much as fifteen
- years ago. IR L  ;
The conventional stabe, set %1th1n an ornate Dllt
fraue and 1l]us1vely ll”hted is therherltawe bnqueathed
by the Itallan operas of tbe 17th Gentury, sgnd is in no -
Way a dapted to the use of 1Sth Century drama 7 In the work -
of such AmUrlcan architects as In"']ls and Blackall and

he Cerman mrchlteots'ﬂak thtmann aﬂd Osk@r Kaufnann, and
- in such theatres @s honry Mlller:s'andrhax1ne Flliott'!s in’
Hew York Clty, and in the He bbe] Theatre and the Volksbﬁhne'
in Berlin, uhere has been evolved a form sultable for the
i rurposes of modern drara ' The aim of the new the@tre
&rchltects is to comblve the Elastlc V1ta11ty of the
Tlizabethan stage With the dignity and beauty of the Greek

stage, and thus_?rdduce & theatre aprropriate for any tyye
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df‘fheatriééllnrédQCtion The old»fashloned r_.ar:oé)oenmm; 1é
:@oing ' Porestameg and yortals and ontranves in the~walls
‘of the auditorlum 1tS°1£ are belnp 1ntroduced Part of‘
iha orchestra will be “1ven over to- the nctors, and & vhole
new reletion w111 be ouabllbhed betWeen eudlenov and
players, one of 1nt1macy @nd unlty
The Daloroze D1 yhouse 1n ellerau near Dresden is
a olfnlflcant example of the nem type of playhouse D@lcroée
had as a851stants in hls eXAerlments the P"rea;b 11~ht1ng |
expert A, von Salzmann, & natlve Ru881an, Whom Maurice
Browne calls "the master of us all," and the 11dht1ng
ploneer, Appla ‘ | _ | ‘
The'hall desmgned by Holnrloh Tessenow, ocmblnes both
stage and auditorlum ina 81ngle oblon@ room At one end is
rlaced Whatever_serves as'stage and;settlng-andvat the othér
end are the'banked éeétstf the‘sﬁéétatois' ﬁérely a;spaoe;
“of floor leldes the audience from the stdbe - Through frané- _A
1uoent Walls of Sllk the @low of 10, OOO elecurlo bulbs i
111um1nates both'audlenoe and'stage 'The effeot»ls thaﬁ éf;'
”dlffused llght Tesembling dayllght W1thout visible sun. "l/
The stage and scene oon81st of 8 serles of movable platformsr
and steps, used with simple hangings and flats These’ caq
be used in an 1nf1n1te varlety of comblnatlons ‘ ’ ‘“
Mex Relnhardt in produclng "Oegpidus- Rei " "Orestes M
M"The leaole," "Festplel" and "Tveryman" in- 91rousus made

another radical experlmentftoward a new type of theatre,

1/ Freund, Frank E, Washburn: English Stage Ysarbook, 1€14
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These experiments resulted in the remodeling of one of

the circus buildings 1nto the Grosses Schauspielhaus in
Berlin, The European circus cbhsists ofra &ariety and
athletic show prodﬁoed in é_permanent building, Reinhardt
lighted the centerréfrthe circus and one end of the building
where exits and entrances were made., These productions Weré

tremendously successful, "Oedipus," given in 1210, was shown

to 317,000 people in 93 performances in 36 hities.

. Even here Reinhardt got his inépiration from Gordon
Craig. Craig dreamed of such a theatre: "I see a great
building to'seat many thousands of reople. & At one end

rises a platform of heroic size on which figures of a heroicr
mould shall moﬁe. The scene shall be such aé the world
shows us, not és ourvown particular little street shows us.
The MOvements of thess scenes shall be noble and greaf: all
shall be illuminated by a 1izht such as the_spheres give.us;
not such as the footlights give us, but such as ve dream

Of . ".1-_/

The underlying principles of the Theatre of the Five

- Thousand are given by Arthur RKahane in Henry Carter's,

"Theatre of Reinhardt:?

: "The first law of the new theatre is utmost
simplicity.....All accessorics are superfluous;

they cannot possibly be noticed, or, if they are,
they are a source of distraction....The claboration
of details, the emphasizing of nuances disappsar;
the acter and the asctor's voice ars truly essential,
while lighting becomes the rzal source of decora-
tlon, its single aim being to bring the important
into the light, and to leave the unimportant in
the shadow, - o '

7

Craig, Gordon: On the Art of the Theatre, .98



HacKaye in America is the closest parallel to Relnhardt

shat can be found anywhere, "In his 'Masgue of 9t. Touis!
some of the esgsentials of

an unfortunate reliance on the spoken word ,
verse
such & form of entertainment demands

tion he haa se

~ "Under the influence of these wmishty
spaces, these big, severe lines, &all that is -
suall and petty disappears, and it becowes a
matter of oourse to- apreal to the hearts of- -
great audisnces with ths" strongest and deepest
:1emgnts ..,.This theatre can. only express the
sreat eternal elemental passions and the wrobleus

?Aof humanity. In i%, sxectators cease to be mere

speectators; they become the people; theixr
‘emotions are simple and primitive; but. great and
powerful a8 becomeo the eternal hum@n race,

: iany thln@s that appear o moat beoile
to be 1nsep@rable frcm the theatre are being

~discarded. Yo curtain separates stage and

auditorium. On entering the theatrs the spec—
tator feels and is 1Mﬂresssd by the aossibllltles
of space, and the essential moed is created in-

~him %o -be preserved after the piece hag begun.

o small, strongly 01roumsorlbed lmpa ssable
frane segar%tvs the action of the play from the

outer world, amd the action flows fresly ubrou ‘h

the whole of the theatre,....The chorus ariss
and woves in the midst of the sudience; the

- characters meet each othér amid the spectators;

from all sides the hearer is being impressed, 50
that gradually he becomes part of the whole,
and is rapidly absorbed in the action, & wmewmber
of the chorus, so to speak, The close contact
is the chief feature of the néw form of the staze.
It makes the spectator & part of the action,

~ secures his entire interest, and~inténsifies the

cffect (on him i

The weasque form and oyen—air audltorluuxof Percy

wnd his 'Caliban,' MacKaye has gons far towards charting

nor his prose has had the simplicity and vigor that

the mass-theatre of the future,

But in his i’ma;a*iria-

en truWy bhb poss1b111uy of communlty drana,

In

these wind-blown and gigantic entertainments, he has reposed

‘and neither his



~of ngﬂlflceﬂﬁ ccmmunal spec actles ;ﬁSln? oolor and
v.grmoveulem, *"’tr nd huma,ni’cy“]/ v

Other artlscs and quhlbeCtb in Amurlca are @t abrk'
on the problym zbran Lloya»erght, gorman—Bﬂl ‘eadas andvi
Herman Rosse*arn e%perimenﬁinv ﬁith féims th&t w171 call
;or audltorlums aﬂd stamem dlf;¢rent from ¢nyth1n thatAhas
gver oe»n constructed l | |

Jacques Gopeau 1n his llttle Th gat re;du Vieux Colombier
‘4 has,had,ﬂreat»success in affeotlng sna@e raformS' There was
with him no Jrastlc revoluclon |rom the old type of stage ;_
In placeiof_the wings and frame'a“permanent5arohiteotural'\
sett 1n6 das 1nstalled in the bacL a baloony with cbeps,
»whlon w1th th use of han zings could ba oonve ted into almost

any Lype of b@ozﬂround The fore tage waS~connected w1th-ﬁne'

©

suditorium with three curved4stéps;: The whole stage in
design~and-ool§r carried:éu£-thé §ian,of,thé rest of %hé"
house. | . - | }7 },' : |

The wa r erUfht Copeau to 1ew York Clty and he re—
,modeled the Garrlck Theatre to. reoemble thu'”h’“t;e du Vleu
Golombier, The results have‘b en very gfatifylng _

7’ While:neiﬁhef the ambitious playhouse of Relnhardt"'
or’the'n tural and finished ex&erlmenn of Cop gu are éOhr:'
clu51ve, tney are vrophetlc of the OOMlng of an ay;rorrlate
“nd nwtural home for the new play '

; The Yew Play

Yot only has the new rovement in the theatre produced

1 i : ' a " e
‘f' liscGowan, Ksnneth: Gcntlnental Stagecraft, p.801
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& new stagecraft and a new playhouse;‘it is bringing a change in
the play itself, both as to fofm and content‘  Eﬁen with the
dlaseics to substitute for the drama of resalism, plus a swmall

body of imaginative draMa; the new stagecraft cannot complete
' the vork of revitaliéing the theatre, Playwrighﬁs must .catch
up with the new stagecraft, for the play is the ﬁeart of the theétra
It is reasonable to bellieve that this will happén. A new stage-
craft and & new playhoﬁée naturally cause the playwright to
write in a style thét will suit them. Brander Métthews in the
third chapter of his "Study of fhe Drama"‘shows;how the condi-
tions of the Greek theatre inevitably called for plays of the
typé written byrAeschylus; Sophocles, and Eu:ipides. Shapespeare's
- plays depended for ﬁheir formron the Elizabethan theatre, and so |
it was with Moliere and the rest of the playwrights down to cur

own‘day "ending with Fdisdn's incandescent bulb dictating to the
realists.™ The spirit bfrtﬁe new art of the_theétre has been
subtly influencing the whole art of the theatre and is slowly
rsaching the most remote element in the theatre world, the
dramatist, Signs of this are seen in the substitution for the
three- and four-sct form of older forms, many soénes, the
- soliloyuy, rhythmiovprOSe or verse, a general deserticn of the
01d technigue of realism, | | |

In speaking of realism a distinction mustfbe made bétween

the 19th Century type and the new reaiism seen in Ibsen's
"Rosmersholm" or O'Neill's "Beybnd the Hbrizon."f The former is
& slavish imitation of life, Whioh wes concernedfonly with an

exterior resemblance, The new realism gives us this exterior,
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but delves deep intb the undersurface and illﬁmines the soul
of 1life. Realism of this high type will be a part of the
theatre for a long time tc‘come, but, at fhe same time, the
wovemant will be further and fufther aﬁay froh realism of

any type. In regard to;realism the actor, George Arliss says:

"If we consider the limitations of a theatre,
and the restricted time allowed for the telling of
the story, it would seem plain that the autbor can—
not permit himself to be absolutely true to nature.
..... If realism mean truth to nature, then I am
bound to aduit that I have never met it throughout
any play or any performance in my experience as an
actor, Dealing for the moment with the playwright's
ghare in the theatrical production, let us see how
far Ibsen was able to be true to life....We will
take "Heddas Cabler," which is freguently spoken of
as his best play. It ccntains no end of tricks and
artificiality. - The repeated allusions to General
Gabler's pistols - almost dragged in by the hair -
are merely to lead up to the tragedy of Lovborg
and the final shooting of Hedda, which I firmly
believe Ibsen himself must have regarded as an
artificial device for bringing the play to an end,
Hedda Gabler in real life, with her fear of scandal,
would never have dared to commit sulcide at that
moment, and leave her character behind her, to the
mercy of Brack and the others,... ‘

‘ "I do not offer this as a criticism of
Ibsen's work. I am merely trying to point out that
it is next to impossible to maintain reality while
writing a good play. It is guite possible if you
are content to write a bad play. But I should say
that the art of the dramatist is to appear as
‘natural as possible while continuing to hold the
suspense of the drama, If you cannot get drama
and realism both at the same time, then there is
nothing to do but to discard the realism and ha,ilg‘ Lt
ORaIoyERCEEIE, (BUE IO, WIS R PNRDGI LR Y
the theatre."l/ :

Higtory of Realism

'The realistic movement of the 18th Centﬁry was & product

of the industrial bondage of this period, It had its beginning

1/ . | -
Arliss, Oeorge: Realism on the Stage; Atlantic Monthly,
’ 8 April 1025: pps 434 and 436 ,

. , BOSTON UNIVERSITY
COLLEGE OF LIBERAL ARTS
LIBRARY



52.

in the fiftieskin'the prbbiem plays:of Augier; Dumas fils,
and Bariié%e. .The'dé Gohoourts, Zola and Daudet intioduced
"naturalism" in the,sixtiesvand'sefenties, ﬁhich was & con-
sciocusly sordid piofuré‘of_low—life; tht uhtil Ibsen's
A Doil's Hoﬁse,",writtenrin 1879, did'realism reach»
dignity andrsinoérity. In the lateveightieé Strindberg
began his vitalistic writings with "The Father," "Comrades,"
and "Miss Julia." Realism Teached its highest point in the
"free theatreﬂ\movémentfof fhe(ninetiés,'With such play-
wrights as Porto-Riche, Erieﬁx, Beééué; Hervieu, Hauptmann,
Halbe and Sudéfmann;: 4 | B
Maetéfliﬁqkfahd Rostand; D?Aﬁnunzio and Bennelli;
the Bengian'Verhaeren; and von Hofmannsthahl from Germany
began the reaction against realism..'Gra&uaily the great
realists Strindberg and Hauptmann begén té WIite.plays in
& more exalted and imaginative vein, fWhilethekhov main-
tained the art form cf’the realiétic téchnique, he broke
‘away from thé oonvéntional plot strucéufe. ;Shaw and Wedekind
broke every 1&W of the old teohnique_ﬁhey might desire‘ For
all these réactions,‘howéVer, thelmodern st#ge remained
realistic until about 1910, .

What, then, will be the technique and form of the
new Grama? Two principles fundemental to all drama will |
remain:«dialogue,and fising,emotiqnal9intéf¢st.from the
beginning to the end. But_ﬁhe néW fofm will be far differ—
ent from the "Ibsen formila" for the ﬁhree—for'four-act ‘
play., An extexior form'foxcedAuPOn_d#ama deadens it. The

cause of the ultimate failure of Greék;dramd is undoubtedly
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traceable.to the restrictions impoSéd upon it by the "Greek
unities, " -

The New Form

One element of the-new form will be a decided increase
in the number of scenes, But few playé are fitted to the
three- or four—got,form. The action must be so condensed .
that it is distorted and often unnatural. The logiocal
actions and soﬁetimes even the charactér of the peoplé pre-
sented must be changéd. There must be@oonstant strategy to
even get the oharaoters in the room befbre ﬁhe audience,

With the play of scenes the playwright has gréater
freedom for expressicn and can carry aiong with himgelf the »
imagination of the audience. His original conception need
not be distorted and he can select from the lives of his
oharaéters just those incidents which ekpress his conception,
The 0ld form, however, will not be diséarded, If the play
demands an elaborate interplay of characters and character
develorment, with necesgity fof'emotioﬁal pfeparatiOn of an
intense sort, the old form is the best vehicle, “"Hamlet"
can berdivided inte twenty scenes, but 1t more naturally
falls intc the other form, |

Amcng the plays written in the new form of scenes
are: ﬁLiliom,"'éni eight-ecene drama by Molﬁar; "Niu," a
thirteen-scene play by Dymow; Tolstey'é "Thé Living Corpse,"
cut from thirteen scenes to ten; Schnitzler's "Anatol," a
series of one-act plays; the Benrimo—Hazelton "Yellow

Jacket;" "The Silver Box," "A Bit o Love," "Justice" and
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NThe Mob“‘by,GelSWOrthy in six soenee; "The AWakening'of
Spring" bvaedekind in elghteen scenes, mugene O'Nelll'
"The Fh@eror Jones".in eight eoenes |

The 1nf1uenoe of the motion ploture ig seen in the

'development of scene playe The screen bas developed

rapldlty of peroeptlon, and the result will be ¢uicker
drametlo aetlon on. the stage Dlalogue Wlll be condensed
and oome to the p01nt more repidly The sollloquy and
even the aeide may return, not as a lazy maheshift of the
author, but as a-medlum of intercourSe between ectors and

audience : There is promlee that elements other than

' dlalogue Wlll have an. 1ncrec81n place, and that color,

design, movement and music w111 be llnked w1th words,
Prose wlll undoubt edly contlnue to be the general
form of dlalogue, but veree Wlll also have its place, not

a set meaeure, but"changwno as the eMOtlon changes, «The

prowise of;thzs ig seen 1n "A Thousand Yeers Ago," and

"Saprpho and Phaon" by Peroy uaokeye, in the free verse of ﬂ;A

- MThe Magicei‘Cify“:by Zob Akins, in the varied use of
- dramatignpoetry‘in‘"Behlnd.a Wetteeu Ploture“ by Robcrt

Tymoens Rogers, and Sidney: Howard’s "Swords‘“ and in Alfred

Kreyuborg's unusual and dhmrmlng playe,.euph as "Lima Beane?

' The Hew cohé'ent

, The reaotlon xrom reallem 16 not corfined to dramatic

| ’form aIOne The oontent of drame is belno equal]y affeoted i

The nature of the oonxent of the neu drame 1s not as ea51ly
analyzed'as~1s 1te form Tbe attemPt will be to portray '

those de er and more eternal eepeots of tne soul which
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modern psychology has revealed in the study of the un-
conscious; to explore the unconscicus mind which is
telow the surface of man,

"8chool of Yevreynoff

lhree schools of playwrthts have developed which
are autemptlng, each 1n'its own way,;to‘put these prlnciples
into applicationf Therfirét is headéd.by fhe brilliant :
Yevreyﬂoff;rwhose théory is expreséed‘bythéword“mono;
drama.ﬁ -Ac¢or@ing to this théofy the play in its entirety
should berseén"by the spectatbré'thréugh'the eyes of the
'hero; theréfore;'every element in’thé_play;muSt assume the
color, wovemant and motive‘WEiéh he gélievés it to}possesé.
Thether or'notény.iasfing results will come from Yevreynoff's
theory'is hard tb frédiét; | - R —

Futurlst c-‘chool

A seccnd school headed by F "Maiinetti, Emilion
settimelll and Bruno Corre, is attemptlng to reveal thosé:
deeper as§eots of ‘the soul throu@h rather violent SOQCleS,'
'rof the luturist movement . | w -

Ths pl¢ys of Verlnette are vurlously written and
even more curlously produced, cst of them are eatremely

short. | One shows onlv the feet of tne actoxs, the rest of

'tneir'bodlee belng hidaan by blaek curtﬁlns reachlno almostf
'  to uhe floor In another, merely the hands showed above’
tho black ourtaln 1n symbollc aotlon |

Fxpr6831onlst School ;f" , ,
The cchool of Yevreynoff'and the Futurlst School gre

too ecoentrlc to rernlt of much 1nf1uence or 1on6 exlstnnce;
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The third échodi_is’the most‘sbund in'theéiy and is producing
plays of decided_meriﬁ. The name applied‘fo this school is |
"expressionist," As is the oasé With expisssionistic stage
settings, the desire is to subjeotrthe apﬁearance of the
natural world-to‘the inner reality of the:emotion presented,

The‘beginningS»of expressionism aré to be found in |
the first impulées fo reach beyond the ccnfines of realism
some twenty or thirty years ago in the viork of certain of
Ithe great Euréﬁéanirealists. "Both ibsen_and Strindberg
came out‘of quéntioiém into Realisgg and paSSOﬁ inﬁo a
Symbolism that is far 6n’the way towards EXpressionism."l/
Yor ibsen this tendency came to its higheét roint in "When
Ve Dead AW&ken”'(lSQQ) ahd for Strindberg in "The'Spook
Sonaﬁa," (1807}, a bizarre aﬁd‘unrealistic:piece.

Chekhov and Wedekind showed‘similarztendencies in
their later plays. The production of Ohekﬁo%'s "The Cherry
Orchard" by the lMoscow Art Theatre_révealed extraordinary
virtues, and these virtues belonged for thé most part to
the realu of expressionienm. ‘_

A coﬁparison of these expressionistically inclined_
plays of Ibsen, Strindberg, Chekhov and Vedekind and the
newer expressionist d.raﬁxas of Gerwmany and America reveals
their differences. While theAideas of the%earlier plays
are symbolic, fantastic and often deeply spiritual, the

language is always distinctly realistic, The new expressionist

YacGowan, Kenneth: Continental Stagecraft, p.38
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drame is as unrestricted in speech aS~it is in idea. 1In

some ceges this freedom goes 80 far that speech aspends cn

sound for its sense., Fugene O*Neill in “Ths halry Ape"

succesgfully develops a spesoh whlch is reallstlcaliy

idiomatic, yet which in 1@6&»15 far beyénd‘the characters

of the play.

"To follow the banﬁer of Expressionism in play— -
writing‘,._iequires all three Giaces}and a:stronw sﬁomach,
The bizarre morbidity, the naussatind SSXUdllty, the lack
of any trace of Joy or beauty, whloh characterlze the Work
of wany of these who label themselves expregsionists in
Germany during the last few years, matoh Strindberg at his
unhappiest.‘..-xpressionism 1n the nurrow sense in which
guch pléys define it, is & v1olent sﬁorm of emotion beating
up fiom’ths unconsoiousrmind. Expreésionism, as ws'have‘
so far known it, is a meeting c¢f the fringes of the con-
scious, and the unconscious, and theimeetipg is startling
indeed."l/ | ‘

Although even the most fawous of these newer ex-
pressionist plays have been unable to hold a place in the
German repertory, they have had a stﬁong iﬁflusnoe in turn-
ing playwrights toward a freer technique. The most sig-
nificant of the plays thus vrroduced is "Masse-Nensch, "
This play was directed by Jurcen Fehlln , who, it is
prophesied, will become the lsaler of the new movement in
the Continental theatre., "Masse-Mengch" ig a powerful

tragedy of the "Social revolution of the ZOth Century,"

g ~ e - ': B 1, ' :‘1.;: o] . . . .
MacGowan, Kenneth, Ccntinental Stagecraft, .33
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%rltten by Trnst Toller ~ Then writing the play Toller

a8 serv1ng o fenty—y ar scntence 1n a ”unlcb pPrison foi
hig gart in the rebelllon folloW1ng th° assaoslnatlcn of
F1sner by the IedGblOﬁ rles | Thl& faot has caused the
play to be very unﬂopular with many of the peopl The
play is entlrely '1thout reallstlo elements and the smttlng
is soarcely even'a'symbol‘  It,fal1sv1n seven scenes,

four of Which afe real and threé of ﬁhioh aié dream pictures.
The real sceneé{are.piaygd'befbré;black ouitains, and there
is no colqr ofhér than the blue'df tﬁe wdm&n's dress ané.a,
glimpse of yellow dome. . The drean scenes are somewhet
‘more elaboraiely staged One of the most vrihﬂinv scenes

is the dr earn ploture of the sixth scene, 1n whlch is plotured
uhe cell of w1sted soarlet bars in whicb the accused
woman knesls. All about are ghosts ¢nd shadow—shapes wnlch
‘m@rch across a misty vold
‘“hasse—Hensoh" is & poverful play, powerful;y
- produced, It is the natural out»rowth of the experience
%hrough which Germany has_passed..~ﬁihe Gepmans have besn
through capi%éliSm'With & vengeanoé,fthr¢ugh waterialism,
through war, and through a rev'dmt‘iorif"that blasted half the -
| people and did not satisfy the rebt fiHéféiis=the miséry of-
Ca§lt&llsm, the mlsery of bort1VD revolution, the mlsery
of deLeat and blach hunger Berlln is in purﬂatory : Ahd
, Dbrlln boes to see Masse Mensch.‘4..Tcller and Fenllng have' f

made p0381ble_therreallzationfofrthls ;ntbnse,situgtion
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A

'betﬁeen'play‘éﬁd aﬁ5iehde."
Two otner ea,reésioniSt ﬁlﬁyé; wrlﬁten by the Czpch
:a&r°l Capeh, are noteworﬁhy ihe flrst of Iase, "The
Inse ot Gompdy," iga 5¢t1r10a1 and faﬂtasth@l play, 91v1n~>¥
_wondefful opportunluy or che usm cf n 3] metho 8 of mroduc—l
tlon. cht—war condltions are symbolloally ex ssed
ﬁhrough“butberflles; who remresent thﬂ 1ndolent meh'and-’;
women of the umproduotlve strata of 5001ety and dho pay
no uttentlon +o the thr atenlnv dls@ster The Orubs ‘rf .
represent the‘ever—busyAproflteers:and mlsers of war da;é‘!
The ants symbolizéiihe>*etszﬁal 1ébo£ers;‘ who are ;1naliy
victdrious; » | ‘ o ;
| “R.U;Rfﬁvié airamhepréfuesbmggaﬁd sémeﬂhat philosophic
play.. Th@se.ietters.étand“fdr»;heaname of & firm‘which is N
~in the business of manufaoturlnrr“Roboters,,}W©fkmen vho
are wade and leen 11fa by a mwoblno“~ Fln&lly thay become’
gware of thelr pow=r and Llll all’ manklnd . ﬁcept one man.
They discover to ﬁhelr horror that they have lost the 7
Iormu1a~by which they were mmds, wnd thmrefore, can pr oduéé
rno more "Roboters. - After Lwenty years they sre worn: out
and the end is near, In every w&yrphey,are searchlng:;or
+the means to » tuatﬂ hemsélves;'r%he.oﬁe,man whoserlife"
had been sy@rod ;1nds the solution wh en he dlscovers &%
dim-spark of love gro*1nr ‘brighter and brlohter between a
'mc,lfa and female Roboter Thus mank ind w1ll gain be |
'restored; 

1/

AacGow@ﬁ, Kenne th Continpntal Sta&eordft p.154
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Tone cfiﬁhese plays at best have ét%éinedcthe full
possibilities Qf’expresSioﬁism.i Thereris mouch that is un-
certain énd'painfuily sordid about them, ﬁutvthey are’
bringing a wonderful,vitaiity to ﬁhe{theatie. Such a
play as Eugene O'Neillis "The Hairy Ape" can well give
hope for the future, | ' |

“Expressicnism in the theatre has tb'seek the way of
music, the way towardsvbeauty and ecstacy, The difficulty
of the playwright is thatvhé must alwaye feel the pull of
the actual life abdut him; he must make his drame. out}of
humen beings and not out of vision of pure emotional -
response., The world about him is éofrupt and corrupting
outwardly, aé well as beautifulrand ﬁonderful within, He
cannot, like.the musiciaha leap away;from its entanglements
by putting his hands to an imstrumenf 6f'abstract art, But
he can gain a certain rele&se by forswearing as much as
rossible the reproduction of the aotual.

Sunmary |

This, then, is the history of the new wovemsnt in the

theatre with its various elements and results, a movement

which is cbmparatively young in ags, yet whidh has brought

a total uphesaval of the whole art of the theatre within the
short span of its activity.' The newtmovemént hasg Pbrought

a new stagecraft, a nsw type of stagé and playhouse, and a
new drama, which, on fhe one hand, takes the form of an

ennobled realistic play that delves ﬁelow the surface and

1y

HacGowan, Kenneth: Continental Stagecraft, p.3S
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reveals,thé spul df man; this typé beiﬁg best exemplified
in the Englisﬁ achool of Siﬁqerity; and, on the other hand,
hzs in the expressionist p;ays.of-th? Cdnﬁihent revolﬁed
from the old realistié'ﬁype}altogether and is dealing with
life at the meeting place of'the oonsoiéué and Unconéoious
mind of man, In ohly one as@ect hes the new movement in
the theatre_reached anything like doﬁpletion, that being
the techniqﬁe of production known as the ﬁew stagecraft, -
There is much to be found in the new movement that gives
promise of being mere passing eocentricity, but in every
phase of activity tremendous strides are béing rade, and

the future is bfight-with promise for the theatre,

AMERICA AND THE NIV MOVEMFNT
America has been briefly eonsidered:in 8 general way

in connsction with these different elements of the new

wovement in the theatre. Lzt us now, hovever, definitely

- consider America, the effect of foreign-influenoe, her

failures and achievenents, and the outlook‘for the future.

Viewing the oommerciél fheatre as a whole, thercone
ditions are far.from encouraging,"The aesthetic drara,
which has become such & splendid thing in Europé, has been
given little or no attention by the American drametist and
comiercial producer.

The AMnsrican Plavwrigzht

Let us consider first the Amsrican playwright. The
greatést _progress nmade by the American playwright has been

in the field of the new intensive drama of thouzght, "To
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perfect the old drama of emotion ¢nd to add & new sig-

nifibanée to it - aéithe»English_dramatists are doing-

rather than to‘strike'into the untried field of dscorative

or aesthetic dramé, cleaily'is'the ain ofrthe younger (and

the-only'important)‘generation of American playwrights_“l/
The newzﬁnglish dramatists are havihgva profound

influence in Ameridas There are many indibations that the

‘American dramatist is trying to picture sincerely, beautifully

and emotionally the real life of the times; But'as compared

with the great Fnglish dramatists, such asiGalsworthy, Berrie

and Shawi he se=ms to have failed in the attempt. | |
It is not that the material for great,,sincere drama

is lacking in American life, or that there is no demand for

it. Never has the time been more ripge for & deep revealing

of 1life. Producers have insisted that the AMmerican public

has no interest in the dramas of =incerity and that it would

not support a seribus Arierican drama. Five or ten years

ago this might have been trus, Eut in the present day mcét

of the people, moved by the great and dread experience of

the world in ths past few yeafs, are thinking wore deeply

and sinoerely" hmerica, with its great cities, its mountains.

and its prairies, its vast polyglot numberé; is latent with

immense possibilities for profound drana, iThe dramatist,

howsver, who can picture the great activity and 1ife of
Mmerica and yet show the beauty running'th?ou;h it a1l in

a strong convincing way is yet to be found,

N

Chenesy, Sheldon: The ew Movement in the Theutre, p‘98
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The plays of Barrie have met with great success in‘»
thig country and the.yublic is maﬁifesting an ever-increasing
interest in well-scted productions of dranas by‘GalsWoithy,
Masefiéld, Synge,‘Beﬁnett and Shaw. Some,bf Ibsen's drames,
interpreted by such actresses as Mrs, Fiske, Mary Shaw, and |
ﬁ&zimova,'have met with striking response,i Vinthrop Aes
in & series of adVaﬁoed rlays has been‘remarkably sucoessful
in the matfer of support by the public, The majority of the
offerings of‘the repertoirerahd eﬁ;erimental theutres in
Amerioa'aﬁe cf the serious, advanced type,.and such theatres
afe steadily increasing in pOpularrfavor and patronage.:

It would seem, then, that the sad lack of good
Micsrican plays is to be traced not to any inherent "difference”
in the Mncrican theatre public, nor to a dearth of zood |
dramatic materiél in Awerican 2ife, but rather to the fact
that no dfamétist hés sudcessfully”piotuxéd that life,

Vhen American life and people have formed the thewme, merely
the outward espects have bzen przsented, mére or less
melodramnsatically. Broadway has been demanding the "play
with & punch," and thié phrase reveals one:of the. great
Weaknesses of American drama, strengﬁh without subtlety or
depth, It deals with the surface aspects of life, with the
violent, brute moments. ) |

Another great lack in,Amerioa is the absence of the
~elzment of beauty and poefry‘. VWith all great dramatists
theré is the artisetic touch, such as is seén in the dramas

of Barrie and Galswdrthy, and. it is this posetic and artistic
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- insight that has always distinguiShed»realiy great and

lasting drama, Some American playwrights have WIitten Pplays
of beautiful poetic qﬁality, as, for example, Percy Mackaye
in "Sappho and'?haon" and*Josgﬁhiné ?restén Peabody in

"The Piper," but many of these:arernot effeotively |

actable, - and must be considered as literature rather than

~as drama,

Foreign critics have brought forth the charge that
Amerioan,playwrights, as a whole, cater to: the pépular
taste and sacrifiee their independence and idealsrto give
the}public What.ﬁhe play managers have inslsted itvdémands.

Drama, of course, exists for the audience, yet it need not

be brought to the low level of the uneducated, inartistic

part of the public, With the presentation of really fine
things the taste of éven these might be greatly raised, Then
there is a great body of cultured men and women forming a

goodly per cent of the theatre public that would welcome

- with enthusiasm a drama of depth and sincerity. Drama that

is true art will draw great audiences without any additions
of comic relief, sensations'&nd iﬁsincere ﬁnd forced
endings. |

These, then, are the Wéys in which the Amsrican play-
wright has failed; a portrayal of brute strength without
subtlety or depth; a lagk of the sensz of~beauty; and a
randering to the ﬁnedpcated tastes of the least cultured of
the American audience.

That has been the cause of these fa@lures? The first

of thew, strength without subtlety, is in some weasure due
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to the nQWnessvaﬁd &ouhgnéss of everything Auerican. Ve
are still finding cursslves. In addition, many of cur
modern playWrights are, or have beengrnewspapei writeré,
amohg vhowm may be menticﬁed Eugene~walter; Augustus Thomés,
and George'Ade.' Thesermen have a fins drdmatic sense, bﬁt
~they have been:aocuétomed to making the'mﬁst of surface
sensational*aspeots of life without giving much thought to
- underlying causes and motives, Their plajs, while full of
vitality'and force, have yet a certain sense of hurry and
lack of depth;

Maﬁy of the older Ameriban‘playwrights th have besn

trained in the o0ld theatre school suppose that what 1s only

"
i

heatrical is really drama, They have become so ussd to

Q

ertain stock charadters and situations that they ars in-
separable ih their minds frow real draua. jDavid' Bslasco,
for examplé, whose training came in the eizhties and
nineties, clings to much that is insincere and inartistic,
An even stronger factor in the féilhre of the’American
playwrizht has been s comrercializing of his talent, EHe
has followed the standard of the dollaxr father than the
standard of‘art.r Again end again monetary considerstions
have caused man of real promise to lower their ideals and
produce mélodram&tic plays, others that were gaccharine with
sentiment, and even wmusical comedy 1ibrettos. "Have we no
rlaywrights who oreate’sometimes'from innei inpulse, for
love of their draft, and not solely from motives of sordid

zain® Until we have such playwrights we shall never have a
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truly vit&iiaﬁd‘ﬁqrtﬁ&'Ameficah’ﬁrémé;'We:Shall indecd,
: have'no;piéyw£igﬁﬁs deservin the hl”h tlblv of ;rtlsts

Pé Iaps tba most ¢undumental 0ausa OL the L&llUf°- 7
of the A:a ican playmrlght has beep tbn considergtlon of thv
play as of seconardy imp ortanoe £0 the actlnm and setting{'
The £.,lmyw:elﬂh‘o nas been subgvcted %0 the demmn?s of manav T,
produc=r and actor Tnls ccndltlon 1s chanvlng, however, and
ths American theatrs is 1ncrea51n51y reallzlng that "the-
play is the thin

Gompafvd ith soue. of Lha 5reac dramatlcta of furope,
the Am rlo@n ylawaléhts seen, uherefore; to he e falled 1n
“their task.' Eut~cqmpared with- the playo of flftuun or
twehty yﬁ&rslagqg thefo has been tremendous advaﬁcement
There afeiﬁréaﬁ.forc°s at work in tbe Amerioan theatre wnlch‘
sive ‘ronlsb of a fine f10\ rlab of Amerlcan drame, wluhln
‘the years tq cqme, Th°r= are certain Ao ican drametists
who WOuld~seem to give hoge;;or‘xuturerAme%ioan slaywrights,

Lot us consider some of the best of the individual Aumerican

dramatists.
Percy u@c aye hds shomn iné rked poetic abijiﬁy, but .
he is soumewhat laoking in,strength Some of his layo, such

as "Sapyno‘&hd Phaon” and "“he .carecrow" are to be

regarded as literature rauher tl&n sotable Qrdua, out.more;

re ently Ma kaye has turned tO‘comtemporary Amerioan>1ife*
for his'themes, ©In "Mater" and "Anti-Metrimony," scoiaml -

and political iife'is treateﬁ ihrratherrsubtle comedy.

Taton, Velter Pricherd: &t the ¥Yew Theatre, p.33
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"Tomo¢fOW" is a Véntura in tbp sooial 5rob1em play. Whilé

e

*hese"nr“c com01ﬂe outic lﬂbl ht h’con roery vhews,

Q.

vhey have nou mat Nlbh vary reat sug 3581iﬂ the sheetré;
Tuer= is 1n,-uck;y s 91@YS £33 ne=d of mcce comyaot form, a
 suronge ymﬁtlcﬂdl awweal mnd reater stfsn gth. Therevisf;
hope thet mackaye*will yet erduOv bonethlnm'reallv.“iewt;~
With addedAsfrmﬁ@th mere dramatlc foroe and & betﬁer
echnlque, Mackay@ oids ;air'uo become one of the ;oremost
Amerlcan Olaywrlghts o£ the aay Hls conﬁrlbutions to the

"fleld of oommunlty drama mnd pa@eantry have been esp901a11y

great; in iact, he is probgblv the forymost figure in'ﬁhis

[

&
£is1d in Awerican. Among hls L:geants are “The St, Louis

r
i
Ya

aague, '"Galﬁban“rand “Th° Ty r*fe@a Tree

[

The plays of Josapnlnc Prasuon Ps ubcay (tnu 1&1
Mrs, h"rxs),'of which "?he Plperﬁils bess 4nown, are dramatlc
poetry rathér‘thdn'ﬁoetic dramg; and sha aiways was the.poetl;
r&tﬁer?thah_ﬁhesdramatist, Her piays*will;live, not beCauséf
of theirAvalue 58 diama;.but becaﬁée'bf-fheirrlitarary
beaﬁty -

“u'nne W@ltbr is one ox the wost forceful of - meriéah

_pl&ywrlvhts If he could COmblne ‘the 70"*10 COnCuﬁtlQn of

.-

Hfackaye with. his own streng ﬁh Taltﬁr mould be Capmble of
5fe&t,sn1ngs; He.fe chas hls b 8% 1n "Tha T, let Vay" and'
"Flﬂu Feathe ors, " but his e bt gxhibits]no-greap art, His
plays are'stark reailsm wzthout aﬁy element‘ofvennoblingr
OFauty or spiritual 1n515ht

In his 1duals Augubtus Thom .8 18 perhaps olosvst
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the arama of slncerity of any Amcrloan wlwy»rigﬁt {u flrat"
OuCam3'hn0Wﬂ ihroogh 83 ries of mcloux auas and fnrce—
eomedies,iﬁopuldr but unlmiortant. VPvln”llﬂOIeoalnﬁlY éWaré i'
of thé»dignlmy f his art kowmver he was not saiisfisd
ultﬂ his suocess and turned more and moru to nlavs hwv1n“ |
th°m°s of. smnoerluy and.worth In his 1at@r ,rltlngs,-lndeed,
Thomes is incllned to go to che oth er extreme and has Mt |
times been guilty of grewobln& at hlS audlenc ' H1~ flnest
glayris‘“As_ an Thinks " Th m@s is not only 8 playw rizhﬁ;
recognizing the dl gnity of his calllnb, but he 1s. a master
of dramatic uuchnique and. dlalocue, and 1s a craftsm el mudh-»
in sympathy w1th thu ida&ls of the new sbauucraft |
"he work of Ghaflee nlein is signlfioant because of

his dlscovery of tne;value~oxrAmerlcan 1lie‘as dramatlc
material . He has~?ained yre&t,ﬁbpulaii%y iﬁ his glaYS'

"The DlSurlot Attorney o "Megzie Pepper," "Ths Lion and'the

House" and “The Third Deérve,  but in them there is much

&

of insinoerity»and theatrlgality,out of kespin - with his
serious themes, | vk | ;  |
»Garﬁain of the ybuhger Aﬁerican-playWrights are

deserving OL sexr 1dus cénsidera‘uionT ’Among;fhese, Tdward
Sheldon gives special ﬁromlbu V‘His'firétAplay'"Salﬁatién
Fell," »alﬁhougnusllghtly shallow in se ntlment had gr at
romantic éharm."The same,mi?htfbe sald ofvuTh ngh Roadn
and "Romaﬁoe Tney ulSO hold the 1ncerest 'but it 1s

”15 ar !

douctLul 1f they have any 81Jn1£10¢nt leue In "The
Sheldon has incorporated a larger and more ‘serious outlook,4

This play austiflﬁs the »prgdlcatlon_of the OSSlOl’lty of a.
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large future for Sheldon.

Cherles Renyon is aﬁothér'of the gromisihg yeungsw
Amsrican playwrights, His "Findling" has a depth of truth
and sincerity that is a new and hopeful note in Awsrican
draana, >_ |

Charles Rann Kennedy‘in 1;'l‘he Servant in the Touse" andr
"The Tarrible eek," produoed plays of real greatnsss, |
ienneay is veryrclosevto the highasﬁ‘type of intensive,
sincere drama, but he éan’hardly bé claimed as one of the
Auwerican playwrights, since he is & product of the Fnglish
rather than the American stage. | |

‘Fleanor Gates, in "The Poor Little Rich CGirl," has
brouzht to thewAmerioan stage that glement of fénfasy and
postry which it so lacks. The real and the inaginative are
mingled'invafway that savors of Bairie, and this play is &
distinct contribution to American drema,.

The last thrss or four years have witnessed the rise
of an American playwright 8o in hérmony with the prineciples

of the new theatre movement and with such & depth of insight

w

into 1life that he gives sxtracrdinary promise. Mogen:
Q1Meill, winning twice in succession the Eulitzer rrize,

is now contributing regularly to the best ﬁlays of ecach
ssason, 0'Neill is essentially a realist, whose work goes
bensath the,surfaée and holds up the piotﬁre‘of the real
goul. Among nis realistic plays are "The Straw," "Beyond
the Horizon," "The Dreamy Xid," "The First Man" and "Anns
Christie.” In "The Tuperor Jon=s," a remarkable portrayal,

in eight scenes, of racial svolution and the strength of
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the éubcénscicus;‘nndiih "Tbé $airy ﬁpé" O'Feill goes.
: beyond reallsm into e%pressmonlsm "The Hairy Ape" is
the story;0¢ g ﬁlgantlo jand awful'stoker;on an coean
lin@r,;rgTh‘ scheme of he 51ay ié'td5$how’us an abysmal
b;ute SUronc 1n thu sunse of his- own pgwér; & power that
drives throu'h alJ 11f just as the steemer he Tires drives
through the wat‘r, and thﬂn o shake his confidence and to
drlve hlm to destruotlon by brln 1né,u@ against him sharply
and suddenly and terrlbly the reality of the life above
hlm,¢-Down 1nto the otokehold'whare he.is asweating and
curéiné :comes & deoadmnt d@u-nt r of riches. She soes
Vﬁhlo hvman horror Tﬁ khu T8 d ?1fbt of the furnaces, Eries'

"h the »lay

o
iy

€8

@
H

fYouvfllthy beastﬁt and ialnts ﬂFoi o

L}

Yanlk, uhe sto:n*; SdeOk into thou*ht of hinsel and the
"orld'whloh has d@gr d and 1nsu1t°d him, seéké vengeance.,

‘Yo ends G demd m@ﬂ in tha ca*e c; ~or111a with mhom in

K‘ .

& last &@spera A,madnuss he wants toiSw 26T blood—orothbrhcoi "
uummlng up the present 31tuation of the Apérlcan ‘

plajwrlght 1L may be sald bhmt 115 le or no contrlbution;,
hasg been made to the awsch t dram@,‘&nd’that Tuzene.
,W'Weill al'ne has venturod irﬁo the lluld of expo r3581on1°m
Whac.prog ssrhab.ocbn mede 'in,thernew mqvement,nas bevn,'f'”
larrely in ths reotion of chs?diaméléf'ia@a snd sincerity.
Yulle GQMUwIed wlth uhe g‘c at Vn 11sh d;amatists th°  L
',rAmerlcaﬂ,aramatlstsase Bin a fallu;b, uhcre ;rﬂ hOyeful siz gns
of'prodréss:' “Brood1n¢ over 411 thp si"ns, one nmed not
~ ”}st£°tGh thu 1ua»1n tlon too far terse,' zvrgln? out of thu 1 :

#Macﬁcﬁﬁn, exrebh Thcatre Arts a@awélﬂe,—July 1885,
. s trOdeay &t ths S:flnb, P 107-138
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future the man of wide vigion, the poet who yet is the
perfset technician, who will weave the material of the

time into & gripping story, at the s?me time revealing
' . ' 1

the beauty of his own imagination.®

The American Producer :
Let us now turn to the American producer of the

conmercial theatre. There'is little to0 be seen here
that is even rsmotely $uggeétive of the ideas of Craig
or other Turopean artists, }The,average American dramatioc
production, 00nfinihg our attention now solely to the
commarciél.the@tre, contimies to be & slevish realistic
'presentation'with»phétographic accuracy and naturalistic
detail, Beauty and unity'have'been driven from the
Ansrican theaﬁre by,the‘pﬁfsuit'of naturalism and meaning-
less realiswm, ‘In the first place, nearly every American
drame, has beeh produced iﬁ~settings that take the atten—
tion from the actiOh, and, in’the'sechd,place,'the
author's dramatié plan andr continuity of action have
been destroyed>by an introduction of various types of
exiraneous "gtunts, " comic relief, etc., calculated to
arouse interest. | |

David Belasco, staunch advocaté of naturalism, is
perhaps the leader amceng American produoeré. This is un-
fortunate, for his influence ié zreat, and "Belascoisu"
is a great hindrance to the new wovemsnt in Americsa. -

Belasco sets forth his creed in the sentence, "I

believe in the 1ittle things." In a Eelasco production

1/ |
Cheney, Sheldon: The Wew Movement in the Theatre, p.95
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e#ery,detail is represented, ndthing is left to the
Iimagiﬁation‘of the spectator. Fven in "Thé Return of
L ' Pzter Grimm," in whioh”Belaéoo caiie the neérest to creaﬁ-
ing atmoéphere of any of his productions, the setting was
one of peinful and diétraéting acouracy.
The same faults will be found in nine-tenths of
the settings of the Aﬁérioan commercial producers, only
these - Klaw and Trlanger or the Shuberts, — do not attain
the naﬁuralistic @érfection~of Felasco, The sxterior
settings,are evén more painful; real trees and painted trecs
mixed together, buildings of swaying canvas with real doors
and windows, signs, lamp-posts, an& once thers was produced
& real field of lattuce that aroused the utmost cutiosity
vof the spectators{ AFew}indeedvhave been the restful,
suggestive sebtings that are so sssential to art.
Let us turn to thoserexﬁraneous_incidenté introduced
-in the play, with the intéhtion of increasing interesﬁ.
Eelasco himself tells of a cat that was trained to walk
across the staze and to stretch himself at a given point
in & production of "Hearts of Oak," and of a baby who
lauzhed at jﬁst the right place. "That cet," he says, "was
always greeted With laughter and applause, and every night
brought down the house‘,;.The animated baby won the house
‘ib - every night, and both the caf and baby drew hundreds to
| the theatre." To be sure, but one wonders what happened
to the mood and interest of the drawa itseif in the interim!

In one of the most intense scenes of "The Vowan,"
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another Belasco produotién; the squeak offan ascending

pneumatic elevator was so Vonderfully imitated that the
entire atuentlon of the audlence passed from the play to
it, and the aramatlc 1nt°rest had to be entirely rebullt

Notw1tn3uand1nb Belasco‘s dmclstlo llmltatlons,
however, he has made real contrlbutlon t¢ the American
stage along certain lines, Hs has the conception of the
8l 1-commanding direcﬁor~through whose hands should pass |
every blbmeﬂt of tne production, His careful and deliberate
preparation of eaoh produotion is a fine example for allt
rroducers. As a mechanician Belasco hes made several |
valuable contributions, and in the mattef of lighting he
has advanced very far,

Amonv &11 the American commerCial producers but two
or three are folldWing the new ideals of stage production,
Arthur Lon’ ins has dop the most for the progress of the
new st“@ecraft in the GombefCIQI Amurlcdn theatre, just as
‘aurice Erowne has done the most for its progress in the
field of the little theatre. With»the aid of the scenic
artist, RbbertvEdmond Jones, whose designs are an smbodiment
of the hizhest in the new stagecraft, Hopkins has shown
the possibilities of the new art for the professional drana,
of teday and together uhey huve remade reallstic production.

Edwin Bjérkman aptly sunmarizes the conditions of
the theatre’in America as follows: "The American theatre
was oraanlded as a vast gambling businOSS' and the profes-

sional gambler,is the last wan in the Jorld to take a risk
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‘So the Broadway producer, afraid above all else %o

play the game in a new ﬁay,-gnd oliggingAténaciously‘to
his traditional superstifionS'and conventions,.repeats
himself year in and year out; and New YOrk spills to the
fou: corners of the country an unending stieam~of musical
comedizs, and rgvue,-and crodk‘plays, and society farces.
It is only’the very rare exéeption that 1is new, that is
differenf' that is original. Thus the professional thedtre
has set up a false ideal of OOMm°IOid1 success and imitation -
and real progress dozs not come that way."l/ 

To find the strongest'influences toward progress in
the neW'ideals of the theatre in Ameriéa, one uust look not
to the commerdial theatre, but to the foreign plays incor-
porating these‘idéalé which have been imported to this
bountry,‘and to}the*amateur and'semieprofeésional experimenﬁal
and little theatres whloh have sprung up in the last ten or

fifteen years‘

" Progzress through Foreign Influence

The Turopean influence on the American theatre, coming
into direct contact with the'American stage through importedr
nlays, has been very great. Let us consider the individual
contributions of the dlfferent countries

As has been stated, the dramatists §f the anlishr
School of Sincerity have had a strong influence on the
American playwright in his progresé toward a drama of sincer—
ity and idea. The plays of Barrié'have mat with great success
in this country, and Galsworthy, lasefield, Synge and Shaw

are increasingly in demand, Mres. Fiske and MNazimova a few

7 | | .
Bjsrkman, Fdwin: guoted by Cheney on page 178 of The New
Movement in the Theatre

e ..-An,‘v;.,iszaig‘;«;g -
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years ago uet a'fine reseonse in & series of Ibsen plays.

- These Tng 11sh pleys have had a large influence in maxlng a

rlace for the dLama of 31ncer1ty in the nearts of the
theatre kUbllC _

‘There has been’aﬁ;inereasing intersst in the repertory
of the Irish Playefs-end in Irish plays in general. The
Irish Players have beenrseen»in this country onee or twice,
"The White Headed Boy," produced_in Vew York during the

season of 1981, is a oclever, pungent Irish comedy, in which

" production were seen some of the original Irish Players,

The Vlennese influence has entered Americea largely

throuzh the plays of Arthur Schnltzler In 1913-13 his "Anatol,

a series of one-act plays, was one of the most noteworthy

of Broad&ay p#oductiene, and both "Aﬁatol".and "The Green
Gookaﬁoo".have been pfeeented by several of the experimental
theatres. The heav1ness of the Germen is 1aok1n5 in the
Mugtrian plays and Sohnltzler is dlstlnotly Austrian, He.
has a delicate aristocracy and refinement of touch in his
rlays. Sohnitzlerie power is the creation:of an atmosphere -
"a dim twilight atmosphere as of autﬁmn eveninge crowded
with reminiscence‘ It is indescribably charming and com-

pletely aimless, a dream world as megical as that of any

- symbolist, yet unsymbollc w

"Liliom," an eight scene play by Franz Molnar, comes
from Budapest and its produotion by the Vew York Theatre

Guild, with settings by Lee Simonson, has met with distinct

Dukes, Askley: "Anatol and Other Plays." IHis introduction,

(1]
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success,

One of the chief influences from France was the
sdjourn of Jacqueé Gopeau in ﬁew York City during the CGreat
Var. He:was'a'véritabie ambassadbr of French culture. 'His
influence was in the:direction ofra more besautiful and plastic
formal stage. France has been rather ﬁntéuched, however,
by the mbdern currents apparent elsevhere, The plays of
Rostand, Maeterlinck and Molié%evare frequently produced in
Amerioca. The plays of Maeterlihck; notably "Sister Beatriée," 
have furﬁished good opportunities foi a rractical aprlica-
$ion of the new prinéiples of design,A The plays of Brieux
have given an impétus.toward the new realism, Two new French
plays produoed very recently in Amerioa aré "Don Juan, " an
adaptation of Henri Bataille's "L'Homme & la Rose," and "The
v 8.8,Tenacity," a character coﬁedy in three acts from the
French of Charleé,Vidiao, The essence of modern French
drame is to make the appeal in the‘moét direct way possible.
There is no hesitation in using gross matefial grossly,.

There is'muoh that is seemingly immoral in the plays of
Bataille; for example, because he deals with the most
elemsntal and netural forces in peréonified form,

Germany has givén the strongest inpetus toward ex-
pressionism.r But few German ple;uys have been produced in
this country, chief among,thém being the expressionist play.
by Georg Kaiser "From Morn to Midnight‘" This is the
story of a bank clerk who, under the speli of a woman,
steals a fortune. When the woman repudiates him, he

resortes to various types of dissipation, and ends as a
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suicide in aVSaIVatioh Army ﬁall,  This is a rather
amazing play with a marked étaboéto movemént. ‘The greatest
contribution of:Germany t0 Ameiiéa, hbwevef, has been in
the impeﬁus givenvﬁo the néwlétagecrait, Some of the work
of Reinhardt has beeﬁ seen in "Sumurﬁn;" and some of the |
younger séenio arfists'hafefmade a firsthand study of
Germany's high achievements along the 1ine§ of design,
"Greditois" by Strlndberg was admlrably produoed by
Maurice Browne in the season of 1922,

The Russian influence in America haé been large,
The unbearable conditions in their natlve land have brought
the- greatest artlsts of the Russian theatre to America.
The Russian Ballet is here, and the Mosoow Art Theatre

Company, under the direction of Stanislovsky, has trans-

‘ported itself bodily to this country. Among the Moscow

Art Theatre‘companyfs offerings in America is "The Cherry
Orchard," a play by:chekhov that met with marked success
sbroad. In this Chekhov's definite movement toward ex—
pressionism ié_seen. |

In addition, there have been many Russian plays
produced here, largely by the experimental theatres.
Ben—-Ani is being seen in Russian Yiddish répertory, anong
which is "The Idle 1Inn," by Peretz Hirechbein, Andreyeff's
"He Who Geté'Slapped," a Theatre Guild ﬁroduétion,—suffered
much’chahge iﬁ its joﬁrney-from Moscow to Mew York., This
is a bitter, mad. tragedy of the realistic type, the
atmosphere of which was considerably sweetened and softened

in the production by the Theatre Guild, Lee Simonson's
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settings Wéie'probablyHﬁhe best ever designed'for'a
realistic.plaﬁ ianmerioa. "The Life of lMan," a rather
gloomy, heavy play by Andreyeff, waé reoentiy>produoed
by the Harvard‘Diamatio Ciub in Boston, the settings of
Which~wéie expressionist,

 Balieff's "ChauvéfSouris"'has'alsorsuffered ohange’
»vin the trahspbrtation to American soilgrbut not so great
& one as did "He." V“Ghauve—Souris“'is a brilliant and -
consistent "super-cabaret. " | |

Through_the‘imPOrtation of these foreign plays,

all of wﬁioh are products of the new novewent in the theatre,
Ahuerica is seeing at first,handvthe praofioal application
of some of the highest ideals of the new fheatre, 'Hany of
- these plays fuinish excellent material;for working cut
the new prinoipleé'of désign and setting on the part of
American stage artists,rand for experiment by the little
theatres. Some of them are being attewpted by the more
advanced of the commercial theatres, although it is the
1ittle and exrerimental theatres that are offering the nmost
of these foreign plays to the public. Other examples of
imnported plays will be given in éonneotiOn with the
following discussion of the experimental theatre. |

Fxperimental and Little Theatres

The second and most powerful agency of progress in
dramatic art in Amsrica is coming in the amateur and semi-
professional theatres and dramatic societlies which have

sprung up in the past ten or fifteen years as & protest
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against the oommerclallsm of the prof3531o“ al theatre and
to saxlsfy longlnG on the part of many for the best

things in theatre art, which the commercmal theatre overlooks.
Their ideals are in the dlrectlon of art rather than com-
meroial,succéss and their'métﬁods are experimental rather than
traditional and fixedj henoé, they havé advanoed far’beyond
the commercial theatre, Theyvhave not so far developed a
great American drama or corrected the inartistic fdults of
the professional theatre, but their influence is counting
largely éven in the commercial theatre, and they deserve
the credit for practically all the advance in dramatic art
that has beenvmade in Ameriéa,

The experimental theatre, for purposes of discussion,
may be divided into two classes: (1) the "art" theatres, such
as ﬁas the Chicago Little Theatie, whiéh gxlst for the
production of plays not commonly seen on thé commercial
stags and to do experimental work; and (8) the university
and college theatres and dramatic activity. It is in these
two that the wide-spread spirit of change and the freedow
for experimentation exist.

The Chicago Little Theatre, founded by Maurice
Browne,:although no longer in existence, furnishee one of
the most typical and interesting examples of fhis.type.

MauricevErownerhas done fhé:most for the progress of the
new sfageoraft in the world of the little theatie of
probably-any producer, Beginning with amateur material

Browne, with his chara¢ﬁeristio’energy, produced an organiza~
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tion which dufing its existence was one of the most Vitai
expreséions of_thé new dramatic spirit in America. Thé
first scason saw the,préduction of Furipides' "The Trojan
Women, " Strindberg's'"The'Stronger,"'Yeatsi "On Baile's
Strand" and Schnitzler's "Anatol." This list is indiocativs
of the breadth woi viéw and courage of this organizétion,
The Chicago Little Theatre showed a preferance for literary
and postic dréma and produoed certain literary plays rarely
gesen on the ét&ge alsewhere,'amoﬁg_them some of the léss
known of Yeats' work and Wilfred Wilson Gibson's "Womenkind"
and "The Ferry." The newest ideals of simplicity and sug-
gestion were incorporated in the settithQI The Chicago
Little Theatre exerted o iarge influence all over the country,
and thus it is deserving of consideration even though it is
ﬁot now in existence, |

The Boston Theatre, which gave to Livingston Platt
the opportunity to work out his théories of gymbolic and
uggestive setting, exemplified the experimehtal idesl and
produced little known plays, both Awerican and foreign.v
The Boston Toy Theatre has.been‘suoceeded by the Henry
Jewitt Players, a repertory company bringing to the public
some of the best European plays, chiefly_ﬁhose of the
Fnglish School of Sincerity. Livingston Platt later has
found opportunity to epply his principles of staging to
productions of the more advanced commercial theatres,

The Chicago Theatre Society did not have production
as its aim, but by givihg financial sﬁppbrt it has enabled

the Chicago Fine Arts Theatre to present semi-professional



81.

companiesksuch as_the,Irish'Players of the Abbey Theatre,

Dublin; Yiss Hornimah’s excellent conrany from her repertory
theatre in Maﬁohéster; the Coburn ?1ayers; and Winfhrop

Amesg! prdduction of "Anatol." Among the productions were

sone of the bést of the new Enwlish.dramas, as many as
wenty-two plays by Irish dramatists,‘ahd certain contemporary

vlays seldom Staged,'sudh'as Charles Rann Kenredy's "The

Terrible Meekﬁ_and "The Nzcessary Tvil, "

The Few York Littie Theatre, now known as the Tew

Theatre, under the direction of Winthrop Awes, does not

experiment in:unknown fieldsvso much as it appliss those
thingse the expérimental theatres have found valuable and
workable, Itsrgreatest value lies in its education of an
gver wideniﬁg aﬁdienoe in an appreciation of the true

art of the theatre. The Yew Theatre is the first Droadway
playhouse to be directed by & man whe is & product of théf
new wovement, Winthrop Ames is a graduate of Farvard and
with his training in the Harvard Torkshop hs is esgentially
¢. product of the experimental theatre,

The New York Theatre Guild has done splerdid things
in the pxoduction cf unusual plays, especially those in-
ported from Eurése, éuch a8 Verhaeren's«"Tha Cloigter,”
lasefiecld's HThe Faithful" and "Liliom" by Molnexr, These
plays furnished opportunity for exoellent‘designs by Vield
and Simonson, -

Other New,Ybrk'experimental theatres carrying on
much the same‘work are the Bandbox, the Vashington Square

Players, who during several seasons in New York gave a
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emarksble inoestus to the writing of one-act plays in

M

ierica, and Ehe To ghborhood Ulayhouse Villiam Archer
refers torthe T=izhborhood Playhouse as "perhaps the nost
delightful of the Wew York sideshows." Thosc who know it
more inﬁimafely give it a far higher ﬁlace than that, Con-
cerning this theatre Oliver 11, Sayler says: "I like to

think of the'?eivhborhood Playhouse cf the Henry Street

Settlement as a la Lormtory bullt se7urely on the gfound floor
1

of &n ultimate national theatre,” ‘and ¥rs., Fiske says of

it: "One of the nost stimulating playhouses I know. Rare

good taste prevails sverywhere - good taste, gzood sense."g/
‘This theatre was founded in 1915'to_meet the community's

need for aesthetic self—expreséion. :There were established

& workshop for a1¢ the artes of the theatre and classes in

acting and dancing. Fine glays and noteworthy artists and

rlayers were at the firet brought from the cutside for no

cther purpose than exeuple, The demends of the audienoe;

over incressing in size, have grown beyond the playeré of

the How e itself, so now it is necessary to ewmploy a profes-

sional compeny with a regular subscription season of

performences, The'ﬁpighborhoody Playhouse is one of the
plonccrs in the new field and has brought to the Aizerican
dtage numcrous gix nlfloant ;lbys which otherwise - would not
have reached it. _

The Provincetown Playsrs, whosse first productions
were made orn Cape Ccd, later opened a srall playhouse in
¥zw York and it wasAthese Players who gave the public an

opportunity to know ths dranas of Tuzene C'Neill,
7 - -
1/ Sayler, Olivsr i, : Theatre Arts Magazine, Jan. 1855, p.15
3/ Fiske, Yrs .o n n n Wl
=Y, , Hrs, :

e Bt g s st e RN R e
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The art theatre movément'is g:oWing so fast it
almost defies acourate record, r?hiladelphia'and Los
Angeles both hévertheir Little Theatres. There are the
Lake Forest ?iayeré, the-Férésﬁ Theatre Group at Carwmel,
the Detroit Theatre of Arte end Crafts under the dirsction
of Sem Hume, an&rmany'amateur stage societies sll doing
pioneer work in the production of "advenced" drame and of
the less familiar plays both foreigzn and native, and are
putting into practical application the principles of the

new stagecraft, |

University Theatres and Dramatic Activities

Let us turn now to the dramafic activities of somz of
the Auerican universities as another'sign ¢f progress in the
Urited States. Harverd University stands first in the
direction of original student composition, Under the able
leadership of Professor George Pierée Pakef a two-year
course in drametic composition is offered,‘ﬁhe‘personnel
of the class being détermined on the basis of original glay
mamuscripts. The "Forty-Seven Vorkshop" (taking its name
from the number of the coufse) has developed as & dramatic
laboratory in which thé students' plays aie staged. The
productions of the VWorkshop have covered a very wide
range, from pure pantomime to intensely psychologic plays.
Those plays which have demonstrated highest worth are later
presented in a woré pﬁblic way by the Harvard'Dramatio
Club, and many of them are available in printed form and

are being produced all over the country.
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Similar movements-aré'taking place &t Yale,
Dartumouth, Vassar and Vellszsley. rphe crowth of dramstic
aotivitl es at the Unlver81ty of v'J,xsco]nesiﬁ is an excesdingly
signifi oant dave lopment Und=r the lbadershlp of Professo
Pickinson thers has been establishsd the Wisconsin Dramatic
Society, whish is dding fire work in original productionss
Its aim is the créatioﬁ of & diéfinotive,body of 'iddle
Vestern dmerican draia |

The dra&aﬁic abtivities at the University of
California havé béen chiefly in reﬁivals ahd productions of
poetic draine, T e "Cre X Theatre" has offerzd an incompar-
able setting for plays of this by@e The works of the fawous
Greelk dramatists have besn pre smntcd in flPL way in this
theatre.. Among theveieek prcductions have;been "The Birds”
of AIlStOyhaﬂ“S, the "Ajax" of Sophocles, and Aeschylus'
"Tumenides." Other produotlons include such widely diversified
Plays &8s "The Tittle Clay Cert" from the Sanskrit, Schilléi‘s
Weria Stuart," and Ibsen's "Vikings at Helgeland." A number
of the early Tnglish mystery and miracle plays have been
ziven, many of Shakespcare's plays, also plays of Jonson,
Phillips, and Shaw, The CGreek Theatre has attracted
professiona,l oozr-panies\ a.nd plays have be::‘;n. given which found
an adeguate and extremely effsctive sett ng in the Greek
Theatre, Among these professional offerings were "Antigone"
énd "Flectra" produced by Margaret Anglin: Racine's "Phedrs"
by Sarah Bernhardt; Maude Adams in ROStéﬂd' "L'Aiglon; the

E:n Greet Players in Shakespeare ylays. I+ cannot be doubted



{1h %h Be ouc—dnpr‘sheatres:are tnos~ of brOad rwtngr n n

&5,

that such & dramatlo eduoatlop eivén 1o the studsnts of.

& great.un iver91ty is huloinm *o build the foundation for

a coming ureat Amerloan drana.,

?hat 1s belng done at the Univ~r31ty of Cglllornla
is beiﬁg anried out in equally v;talrexperiments at ten.
or &'dczep ﬁnivnrsitiés throuehoﬁtfthé counﬁry.

Anotnor helyful and broadwnlno uzlvarsity influsnce -
nws basn the courscs in dlaMdtlc literature, The instruction
of sucn JHE n'aé ofessor Filllam Lyon Phalps of Yals
Pro;esoor Dlohlnson of th Unlvar81ty of WlSCOQSI", Professor
Dzlker of darvard and Pro;sssor Rlchard Burton of the
Un1v~r51ty of ﬂlnpesota is d01n@ muoh to slve to thz

1°:Ls:ug enaraslon che vigion of a finer dra&a than nas

'yat been dr*amed of in th ﬁm@rlc@n theaure

Opop—Alr ihdatres

‘ A Sl nlxicant Jhose of oho exbarlmertal HOVE siment is
the dovelopm@nt o¢ the oler alr bhaaLre Within the last
l°” y>ars & largevnumber of outdoor t atr s bave been
built in Au rlca, and uh@ cipn—glr tnwfcru hes bscois a;'
large fmctcr 1ﬂ wh01@30mc dramath yrogress | .

| m’a 1atvnoive SOClw* dr@ma, uhe *ursly LNOﬁlOﬂ A

rlay, V@nd hs y;u of flay uhat dcp pdo upon an 1pt1m¢tu,'

: intsrior gt@osyhere,-do not lﬁnd td@hSGleQ to eresentationf

in the out-door hewtre, but b1m01 and deccraﬁive7sorts of

3

arana can bc ”1vmn ouu~of~doors ﬂi‘h xfr zre ter cffa

'_uh@n wlﬁhln Pluys uhat dre bpvclal?y SHlted to roduction

43

suotleAspirituai ié lflOalOV, andsplays]that d-fe‘d 1argély;
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ugson deqoraﬁiVé*movemenﬁ, *rooession, pfmeuntry and danc

Here the. lax arge mass, and chaﬁﬂlng 1ines and colors count

Cértaiﬁ”iimit&tiohs havé‘héen found in the cut-door
theatre and cer1a1n 1escons th@ been 1earned through‘ex%
3erience. \ot onTv do:zga the open-alr thaa e definitely
limit ﬁhL yye of ar LI0G aroduced.'but~pﬁays demending certain
mzchanical cqnlamsnt cannot be successfully given., In the

cond “1 09; nbe_keynote»of~theAoutfdoor stage must be
simplicity, aﬁd the~backgrdund"canno£Abe dscorated, Car tain

stage mﬂn&wers'iﬁ bringing their plays from the regular
3] & =3 © ,J: - )

thoatre to the Creun Theatre of the Upiirersitj,r of Califcrnia

have gttum tcd to ra*roduce thelf T3y 1Lr>settings in this .

(U\

tra, w1th ruaulblﬂu f@llufﬁ rFh natural setting must

..\

be ace eﬂtcd or %;y wnole;efxeotils;ruined;; In the third -

place,‘ichaS»beEQ diécbvered,that461imatic corditions are

& stron@—infiuenc 1n de taru1n1rb thf succ¢ss of the out-

dgor tAg@Vrv‘ The G ;h’ThthfQ 1s 1ooatwd in a part of

the country. xhcre ;1vc and \er haps even eL;ht or niné‘months
of fine w§a$herfmay;be relied upon- For unlversitiés and
ekpérimentallﬁrcduciﬁg ccmyanlms 1? c¢1mmt S‘Wnefe thév

wea her is uncertaln thg hlm shou;d~% to ;1rst build a

bood 1Ntcr10r “theatr T, E ﬂd add tne out— doof eatTe *bcn :

olblv Thc ‘rlt@3 noms fromrvulurl@nce tha onxlﬁty

with whioh,th sk ms ara B arched for romisss of £

[os

4"the rbn,t 'fiﬂ&l nluht“ of. an 0ut door 9°f¢orm@nc° in

the Middls T *st wnd how rarely tha perxecm_ﬁishﬁ er after—

noon:is‘forthoominwlg“
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The-developmenf of the cpen—airvthéatre verhaps has
had nore social than d;amatic‘sigﬂific nce, Outdoor drams
is an 3xceedinﬁ1y~democratic thinW‘ Yot only do=g the
oommunity a8 & whole frcquuntly und@rtake unltcd drau&+1c
2fforts. to b= prbs;nted ouf~of—doors, but th seats ars
ungraded, amd,rlch and‘poor mlngle together in democratic
brothefhocd' | ; ‘; |

Tuw O§3ﬂ—mlr tl btre is a mbst promising influence
in the lrw%utlc wcrld It is haviﬁg & wholeéome and
v10g1141n 1nfluance cn theicomﬁerciai thestres and has :
proved'a'most'eff@étive‘sédiéliZing &Zency. |

The work ¥ hich’ the. CXPerlMuntml theatres are d01p¢
will not be fullvv,¢f;ecb1ve n ii it is linked up with the
Proféssional ﬁhéatfes.‘-T VAmmrlcan sudlencc as a whole
cannot be re mohed Vac =t thrcu{h the GOhquOlal theatre.

The experimental”theaures must not lower their idezls, but

the‘COmﬁbrcial ﬁhéaﬁres‘must_aOCQﬂt the 1d s of the ez
'Eeriu Ttal uh° 9. While the ocmmercial.theatre'as a

vhole sscus far b ghind mll th= new gr@at~ﬁovement in the

'bhreatre,‘ h ‘ﬁto bp gaen’ thm sure igrs of progress and
advancemeat : prOddwaY is morﬂ and norp r=SYOﬂd1PC 'the
-,1mpuls“s'uo rbform b°l car Lled cﬂ by uhe ea:erimentdl

‘_%huatrss‘” It is ”Gu‘uoc o“tlmistlo to O*llPV“ thmt the $ine

»isicoming'yhan ma y GL thg re cmiOﬂ@ry 1aad@rs cf the A: srican

theatre w11l yiold to tha n S omu,zzt and thet the United

@t&ies ‘111 uahu r place in dhe,Lleld Qf the finest and -

oﬁst in the “rt o; th uhp@tre§f§§ 



,SUMMARY’OF THESIS

The new movement is oomparatlvely youncr 1n age, but it
has brought a total upheaval of the whole art of the theatre
within the Short4span‘of its aot1v1ty. .The new movement has
~brought a new sta“eoraft a new type of stage and playhouse,
and a new drama, Whloh, on the one hand, t&Lea the form of an
ennobled realistic play that delves below the surface and
reveals the soul of man, this typse being'best exemplified in
the English Sohoolrdf'Sinéerity;.and; én the other hand, has
in the expressidnist plays'dfjthe'cbntinént revolted from the
Void realistic type alfogether and is dealingbwifh 1ife at
the meeting place of_the conscious and subconscious mind of
man, In only one ds@eqt has the new movement in the theatre
reached &nything like completion, that being the tecﬁnique
of production known aS'the'neW stagecraft, But in every
phase tremendous strides are being madef 

Compared with thé great piogressfthét has been made in
FEurope, Americé seems to haﬁe failed in préctidallybevery
aspect of the new movement ' On the part of the playwrlght
little or no oontrlbutiOﬂ has been made to the aesthetic
~drama or the field of-expreBSLinsm. What progrsss has been
‘made has been largely in the direction of the drama of idea
and sincerity. The case of fhe‘Amsrioan prodﬁcer is even
‘leés»hopefui When‘oonsidered'frdmfthe Viéw of tbe commercial

| theatre. 0ld standards of r=d11stlc ‘and naturalistlo produo—

,,tlon are still the oeneral ruﬂe



For elements of progress in America one must turn to
the production here of foreign plays embodying the new
'prinoiples and to fhe‘ex§efimentai and little theatres.

The situation in America séems'rather deplorable,
but the failure of the American playwright and producer is
only a comparative one, 'There are signg of'prdgrees and
advancement . Broadway is»mbre,and morévresponding to the
impulses toward reform being carried on by the eiperimental
theatres, It is not too optimistio to believe tﬁat the time
is approaching when.many of the reactionary leaders of the
American theatre will yield to the new movement, and that
the United States will také é piaCe in fhé field of artistic

and sincere drama.
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