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TEE DII FICULTIES OF STACING SHAKESPEARE

I TR
EIGH SCHOCL

William Shekes eareAstands Tforth one oi the susrencly great
forces in En_ lish Literature,-~-a dreomatist as yet unecualled in
the variety ani in tune imaginative power oi his achievement. For
over threc¢ hundred yeers, he has held the highest nosition in the
field of the drama, unchallenged. In.umerable copies of his plays
have becn edited, ana countless numbers may be found todey in
thie libraries, in the rnomes, snd in the classrooms. There is
no Shakes earcan resder who would not acxnowledge the dramatic
appeal of Shakespeare's nlays, bul oo what aveil world be nis
acinowledygeument? It ig not within the province of a2 reader to
gage the spirit of a true drama: he mey possess himself of =211 the
words, he moy idolize him, but he cannot estimate his full power
as & pleywright. . Only one who actually witnesses a Shakespearean
production, who secs the characters sustained by flesh end blood
periormers, and who hears the words sioken by a humen voice can
realize the fullness of Shalkespeore's genius. Tot 2 book, but the
stage is the vehicle of the drama; not the ﬁumbur of Shalkespearean
editions mrinted, but the number of plays presented give indication
of Shalikcspeare's dramatic appeal. Yet, if Shakespeare were to be

judged by the present popularity and freguency of his productions,

-

toe world would be Iorced Lo acknowledge eitner one of two deduc-
{==]

tions, (1) that Shoiespeare hos no dramatic apreal, or (2) that

-

the present generation is incepable of recos izing it, is incap-

able of apureciating the enduring truth of his characiers, the
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richness of his humor, ~nd the loftiness of his diction. -‘Since

he Tiret of these is cpoorently Telse, 1t follows thot the second
must contain the key to the »nresent Shokespeorean situation, 2
gituation which needs readjustment in order thrt In_lish-syesking

-

people mey get the full benerit of the intellectusl enlightenment
which Shokespeare's work offers to tac world. I say English-suneaking
ceople rightly, because it is o well-known fact in foreign lands,
especi 1lly in Germany, Shakespearean nroductions are guite common.
" Now, who are the present generation? IYone olher than the
High-school children of & dozen or more years ago, who studied a
Shakespearean play as 1f it were a novel, wrote comparisons and
sketches of charscters, and listened apathetically to lectures
of Elizabetien menners and customs. As a result of lhis study,
the majority of these children grew up with a hatred of Shakespeare,
thinking him 'high-brow' and heving no desire to see his plays
on the stage. Comparatively few even acquired a degire for fur-
ther reading in him. A consideration, therefore, of the attitude
of the wresent gencration which is but a continuation of the one
acguired in the Figh school would seem to indicate thrt the High
school plays an important part in sheping the tastes of its
students. So it does. It is a medium through which a future
generation may come to a fuller appreciation of Shakespeare, be-
cause "the child is father to the men," and if the Eigh school
can lead its children to open tneir minds and hearts to the beauty
in Shakespecre, those seme children as they grow older will went

to see Shakespenre's plays acted whenever possible.
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Of late years, the high-school authorities have come to
realize more andmore that the best way to instill in the child
2 love for Shakespeare is to let him act Shakespeare. Despite
this fact, they have not put their theories into practice even
where taey could do so, in their dramatic work. For the most
part they have confined this to the nerformence of vapid farces
and sentimentel comedies, leaving Shakespeare to the class room
and to an annpreciation by a2 few more fortunate children. Their
reason for Lhis condition, they attribute to the difficulties of
staging Shakespeare in the High school. They are right in this
supposition, but only in so far as there are difficulties in the
accomplishment of any worth-wnile task; they are wrong in their
belicf thet the difficulties in tais particular instance repre-
sent impossibilities. Their opiniuvn, however, has not besn
based on blind conc usions, but rather on a mistaken philosophy
concerning the real mission of Shekespeare on the stage which
they have copied Ifrom modern produccrs, who deem the appeal of
Shekespeare a visual one their argument being that any presen-
tation on thne modern stage that does not aim at spectacular
magnificence has no claim to popular favor. The High school
fails to recognize, however, that the view of modern revivalists
is a purely commercial view, one that has no sound basis. That
Shakespeare's plays would be tasteless and colorless commodities
unless reinforced by the independent arts of music, painting,

architecture, and sculpture has neither a financial nor a2 his-

torical foundation. It is a well-known fact that recent Shakespear-
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ean revivals, characterized by marvellously artistic settings
have not always met with eminent success. 1t is also equally
well-known that the first shakespearean productions, acted in
inn yards or on crude stages with few or no properties were
attended by meny and diverse people despite the lack of visual
appeal. What did attract these people? What made them willing
.to put up with all menner of conditions to witness a Shakespear-
ean performance? There must have been something more than a
mere lack of something better to do. In all probability, it
was perhaps the quality in Shakespeare which has made his

plays live through three hundred years, a quality which is still
present, a quality which mekes its appeal to the head and to

the heart of every true lover of Shakespeare. And, is it not
nossible for the High school to meke this appeal on its stage,
in order to create in its students a genuine love for this
greatest of all dramatists?

There are High schools which have tried to put on
Shakespearean plays but the results have been far from success-
ful. The many changes of scenes have made the performences un-
interesting; the attempts at display without the proper back-
ground have made them ridiculous; and the efforts to imitate the
facial expressions and intonations of popular actors have made
them mechanical and dull. The public failed to respond, and
Shakespeare was banished forever from high-school dramatics.

In order to bring Shakespeare back, the High school must

discover an adequate way of presenting him on its stage. This
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hes been the purpose of the following study. In order to arrive
et my conclusions, I have studied the stagesthrough Shakespeare's
day to learn the essentiel features of the typical Shekespearean
stage and the reasons for its success and popularity. With
this, I have contrasted the modern stage pointing out the com-
paratively few Shakespearean productions and the reasons
attributed to this condition. ZFinally I have endeavored to
show that Shekespearean productions have been most successful
and can only become frequent when they are characterized by
simplicity as they were on the typical Shakespearean stage;
moreover that simple presentations give opportunity for a
full play of the imagination and intellect and for the appeal
to the head end to the heart of man. Simplicity, therefore,
being the keynote of a worthy Shakespearean production presents
little difficulty for the High school. The Eigh-school stage
is simple, often crude, but it must recognize this fact: it
must acknowledge its primevel condition: it must strike out
boldly for itself: in short, it mqst go back to the days of
Shakespeare for its inspiration In this way it will soon realize
its true difficulties of staging Shakespeare on its stage and
become aware of its possibilities. If it can do this, Shakespearean
nroductions in High schools may become a usual thing, and the
generation to come may have a wider, a fuller, and a more genuine

aprreciation of William Shakespeare.
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In order to realize the full significance of the Shakes-
pearean stage, it is necessary, first, to understand the pre-
existing conditions which by the latter half of the 16th century
made the grest Shakespearean stage possible. Tarly dremas in
England, as in Rome, had for their stage'the Christian churches,
and for actors, the Christian priests. In the dim light of the
old cathedrals, the first dramatic audiences witnessed with keen
interest and enjoyment the dramatization of the birth of Christ,
his passion, and his death.

The whole performance was highly systematized, the stages
including the entire Church from choir to nave, and consisting
of three parts, the. nave, the choir, and the sanctuary. The fol=-
lowing is a typical drawing which I have taken irom Dr. Al-

bright's book, "The Shakespearean Stage;" The crucifix, as

[ 1 *
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usual, was over the altar. Down through tne church were domus,
loca, or sedes set at intervals against the pillars. These
domus were raised platforms, some with few properties, their
purpose being to lacallize scenes. Dr. Albright in his book
on the Shakespecrean stage has given a careful description of these
sedes: "For every localized scene, there was an appropriate
sedes on wnich to play it. The scenes of heaven had their
Ciel sedes; those of hell, their Hnfer sedes. Nicodemus had a
special domus, so had Pilate and Caiphas. There was a sedes
for ithe sepulcher, another for the jail, and so on: Hell, heaven,
the jeil, the sepulcher, etc. were not all incongruously crowded on
the same scaffold--that is, waen the hesven scune, for example,
wag ended, its scaf.old did not immediately become hell, and
in turn Galilee, the jail, the sepulcher, the home of Nicode-
mus, ~nd all the rest--but each scene that regquired localliza-
tion had its own stage." DBetween the sedes wes a s _ace whereby
the performers might journey from one sedes to another, called
the platae The sedes differed greatly in respect to properties
someé having none, others having a considerable quentity. Through-
out the performance, the audience crowded in the aisles of the
church watching the spectacle.

Gradually, however, the drame was transferred from Latin to
the vernacular, from clerical to lay actors, from church to mar-
ket place. As the priests had made the church the church for
their liturgic plays, so the laymen made the guild-halls and the

market places the stage for the presantation of the morality
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and the miracle plays. Their performances were oi two kinds,
(1) stationary plays, given on a number of fixed or movable
platforms, (%) processional plays, produced on a number of
pageant wagons moving in procession through the town.

In this connection, it is interesting to note how the
guilds carried from the church the stage plan of its peculiar
structure.

In the stationary plays, the stage plan was practically
the same as that of the Church. The stage was arranged in the
form of a circle about one fjundred feet in diameter, encircled
by & ditch or bar. In thue center of the circle stood the central
domus, and around it within a radius of seventy-five feet as
many more stations or sedes as were needed, so that the stage

represented a design similar to the following:

Pl

The different cheracters had their homes on one or other of the
sedes, and all the propertied scenes took place on or before
these stages while the unlocated ones, such as the traveling
scenes were acted on the 'plateae' between the sedes. In this
way, the action passed from one sedes to another without delay
of time, confusion of location, or incongruity of setting.
Accounts in various town records show that the stationary play

was of frequent occurrence throughout England during the mediaeval



period.

The nrocessional plays, too, borrowed from the early
Church dremas in their stage setting. Their nome immediste-
ly brings to our mind the gréat cycles of York, Chester, Town-
ley, Norwich, and Coventry, when the players went traveling through
the kingdom of England presenting an action from its beginning
to its end on consecutive days, such as "The Beginning of the
World," "The Passian of Our Lord Jesus Christ," and "The Ressur-
rection of Our Lord Jesus Christ." An idea of the method of
presenting a processional cycle may be obtained from "A
Breaudrge of the Cittie of Chester," collected by the Reverend:
mr. Robert Rogers" (1609):;\The manner of these playes were,
every company had nis pagiant, which pagiﬁht weare a high
gscafold with 2 towmes, a higher and a lower, upon 4 wheels.
In the lower part they apparelled themselves, and in the higher
rovme they played, being a2l1ll open on top, that all beholders
might hear and see them. The places where they played them was
in every street. They began first at the Abay getes, and when
the first pagiant was played, it was wheeled to the highe crosse
before the Mayor, and so to every street and so every strecete
had a pagiant playing before them at one time, till all the
nagiants for the day appointed weare played, and when one pagiant
was neere ended, worde was broughte from streete to strecete that
soe they might come in place thereof, exceecdinge orderly, and all
the streetes have their pagiant afore them all at one time play-

einge together; to see which player was great resorte, and also
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scafolds and stages made in the streets in those places
where they determined to play their pagisnts." These wagcns
took the lace of the old sedes, and werc stretched into a line
instead of in a circle as they were in the stationary plays.

As time went on, peoplc began to demand more freguent and
shorter nlays. There was consequently a lessening of the cycle
plays, and the introduction of interludes, short plays written
to adapt themselves lo a single scaffold which wes taken bodily
from the old staging. Dr. Albright has civided these plays into
four classes for the purpose of distinguishing the stage struc-
ture. "(1) Plays in which the action was entirely unlocated
and reqguired no properties, that is, the action took place on
neutral ground in the greet somewicre, and no pronerties, such
as tables, chairs, trees, etc., were needed., (£) Plays with lo-
cated and propertied action. The stage for this class was set
before the play opened with the properties necessary for the zc-
tion, and was not cleared and re-set during the performance.
(3) Plays in which the scenes were unlocated and required only
such pronerties as could stand wherever needed. (4) Plays in
which the secnes were located in or near some building but in
which no »roperties were mentioned and in the most cases not
needed." A careful view of these divisions reveals the fact
that the mein difference classifies itzelf under propertied and
unpropertied plays given on a stage no bigger than the original
domus, loca, or sedes of the Church dremas.. Thus by 1500, the

stage had started on its transitional era, the main movement
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being towards a simplification of the stage to meet the exi-
gencies of the shorter pleys.

So great beceme the demsnd for these short plays, that it
was o practice for itinerant troupes of actors to give their
performances in any place that chance provided--open street sg
squares, barns, town halls, moot cocurts, schoolhouses, and most
frequently, the yords of inns. In fact, in London the players
were forced to made use of inil yards entirely, strolling players
being forbidden to perform on land controlied by the City. A
yard generally consisted of a laric open court, surrcunded by

two oz nmore oll ries. At one cni, & tenporary platform ecould

e adjacent stables a dres:ing-room

-

be erected for & stege; in ¢t
could be provided for the actors; the rabble, always the more
cnthusiactiec part oif the sudience could be accorzuodeted with
stonding-room about the stoge; whilc lhe more rristoérgtic
memberg ol the audience could be comfortable seated in the gol-
leries overhead.

Just before the sdvent oi the theatrc, the medizeval stage
represented two kinds of scenes--those requiring properties,
vwhnich weie set out before the nley began, called localized

scenes, ond those with no properties or unlocalized scenes. In

the first, the sction wes generslly in keeping with the station-
ary pronerties. It was the mission of the theatre to provide

o~

e stege for both propertied snd unpropertied scenes with the
action congruous with the stege nroperties. This stage wasg to

be the vehicle of Shakespeare's pleys,
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In 1064 Williiam Shokespeare was born. Twelve yeors later,
1e Theatre wag built by Jemes Burbege, followed in thae next
year by the erection oi The Curtain. There ic 1ittlce rocord of
eitnur ol Lhese theatres, nor in foct is there nmuch first

hand informstion ebout any of lhe subsequent Elizobethen thectres,

~

ell but one of which weie¢ built in Bhrkespearets lifotime--the
Rose 1c9z, thnc Swan 1594, Blockiviars 1596, CGlobe 159¢, Tortune
1601, Red Bull 1608, Hope 1613, Cockpit 1616, and Sslisbury
Court 1629. The last three remained thro gh thne Comonwealth,
end were used et Lo, opening of lae Restoration, but Lhw others
entively disap .eared during the suppression of the theatres
by the Puritens, the only traces we have of lthem being o Tfew
paintings, and some princisles and special Teatures of ihe
Restorntion stage wnich seem to be survivals of IElizebethan
times Yel in one more place does the Sh-kespearcan stage
gtill live--in the plays of the great dramatist plays written
expressly for the stage of his own day and best presented on
that stege. Since this is so, it seems essential that we should
discover the essential characteristics of this stege as a means
of helping ourselves to a better production of Shakeépeare.
There are four pictures extant which have been regarded
as illustrations of the Shakespearean stage: the drawing by
Van Buchell of the Swan stage, the sketch of the Red Bull Play
house, and the two frontispieces to the edition of the trage-

dies of Roxana and Messallina. The Swan and Red Bull pictures,

however, have been challenged, but the Roxana and Messallina



may be accepted as authentic pictures. Accepting these pictures

to be true, we find the stage to be similar to the following

drawing:

//f*“””“““m
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As will be seen, this stage consists of an outer and an inner
stage, separated by a curtain, of two proscenium doors, two
balcony windows, a gallery, and a "heavens." Thus it will be
seen how the Elizabethan stage combined the main features of
the Church drama with those of the interludes and short
moralities; for the outer and inner stages combined repre-
sented the o0ld sedés,of which the propertied stege was o con-
tinuation, while the outer stage with curtains closed repre-
sented the plateae or the unpropertied scaffold.

On the inner stage were arranged the properties which
were changed for a new scene either during an act division,

or during a scene on the outer stage. Thus it wes possible to
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have continuous action throughout an act regardless of the
number of scenes, strangely different from the modern chopped-
up! menner of presentation. In citing instances in Shakes-
speare's plays proving that he wrote them for the Elizabethan
theatre, Dr. Albright hes shown how he allowed for the inter-
change of .propertied and unpropertied scenes. Taking one act
of the Merchant of Venice, we notice the following division:
"Act I Scene (1) A street. Outer scene. Scene (2) A room in
Portia's house. Imner scene. Curtaine drawn, action on both
stages. Scene (3) A street. Outer scene

It often happened that the curtains around the inner stage
were used for doors as a means of passing from one room to
another, or from outside to inside. The upper stage served as
walls of a city, fort, or prison, and the balcony windows were
used chiefly to provide a means of carrying out in a resligstic
manner the many secret courtship scenes, like the famous one
in "Romeo and Juliet." Sometimes if properties were wanted on
the outer stage, they werc put on and removed in full view of
the audience, banquets being onec of the things thet were
frequently brought in. As for costumes, there was no attempt
to dress the actors in any appropriate_or'characteristic way .
They wore the most gorgeous clothes regardless of time and
sense. TIFurthermore, there was no scenery; the walls werc draped
with tapestry or curtains, and the spectators were obliged to
supply the change of scene by their imegination assisted by

the words of the poet. To this fact is due many of the
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beautiful descriptions so common in Shakespeare. .

Under these simple concitions~-a bare stége, few properties,
no music. no lighting, and no shelter from the inclemencies of
the weather--Shakespeare's pleys delighted Elizabethen audien-
ces. To some of Sih:kespesre's popularity mesy be due the
fact that in the Elizabethan period, the theatre fillad the

place of ihe megazine and the newsnpaper, and the people went

‘there lor information ond news. Yet, probably the _reatest

part of the pley hed no currcnt neweg in it, snd stili the peo-
nle ceme from all renks and especially from the lowest classes.

J. Brender latthews has given us an intercsting victure of

3

2 tywmical Shosesperrean audience. "The main body of spectators
ned to strnd in the yards exposed to the inclemency of the
weather. They werc a turbulent lot, often apprentices end
seilors mixed with riff-raff and rabilc o th. sea-port They
came to the theatre aifter & solid British middey mesl; snd
, and even vaile
the glay wes going on, they talked freely; they craciked nuts and
drenic becer; they swmoked; the; often bandied words with gallonts
geated on the stoge. They hod their loftier likings as well as
their basger instinets. They wanted to scc on the stage in
more brilliant or rejpulsive colors, in more accentuated hues,
what they dimly observed within or around themselves; vhat they
felt b.t could not express.”

Shakegperrels populerity in his own deay is further evidenced

by his [iunencirl position, end by his estote Streatioird-on-Avon.
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Directly in contrast - . tie Ilizabethan stopge is our
modern Am-ricen thestre. At first sppeorsnce, there seems to
be no resemblonce to the old inner-outer stage of Shakesperre's

d

y; yet if we look closely at it, we can come to soue reali-
zation of what ﬁcs happened. After Shakesgerre's death, the
penerrl progress conbinued in the direction ol more localizaticn,
less incongruity, #nd more alternative. There was an increase

in the number of scenes clearly desi ned for toe use of txne inncer
stege snd there wns ~n inerecse in ke number of those Laot
indicrted locality sufficiently to suggest its use. As o result,
tn. outer stryuc become smeller ~nd sweller; there waes no need

for it. The inuner cxtended itself until it ceme to occuny the
entire stage, the little space before tihw curtain bein_ the only

trsce ¢i the 0ld ounter stage This type of stage acn:ted itseld

™

very well to the modern dromes with their few chicnges oi scenery,
but it could not prisent Shrkespecre with the continuity of the
old Shekespcareen stege .

Today, the theatre is not merely an afinir of snoken words

nd esccombpanying sestures; it nresents further & sericecsz of

Fet
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nictures with the besuty which only & peinter cen give then.

It has Dbrough to its use 21l the arts of peinting, dancing,

arcaitecture, 2nd sculpture, and has tried to meke every produc-

f_!
-

tion a8 realistic as possible. If a scene is to be in sn or-

chard, the setting revnresentes zn orchord by means oi the most
beoutiful scenic wmainting. If it is to be & castle, the scene

zoeg throush the hends of an architect, and the result is a

=
24
-~
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rare Furthermore, during recent

years, Shekespeare as o drematisl has, become more and more un-
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popular in England and in America.

In foreign countries, especially in Germany, there is an
entirely different attitude towards the presentation of Shakes-
peare. Ih Berlin the year before the war, there were sixty-six
companies playing Shakespeare, and eight theatres gave twenty-
five different Shakespearean productions. In his book, "Shakes-
peare and the lodern Stage," Mr. Lee has given an interesting
account of =z German presentation: "The currently accepted
method of presentation can be judged from the following personal
experience. A few years ago I was in the Burg -Theater in
Vienna on a Sunday night--the nizht on which the great working
population of Vienna chiefly take their recreation, as in this
cointry it is chiefly taken by the great working population on
Seturday night. The }BQrg-Thcnter in Vienna is one oi the
largest thestres in the world., It is of similar dimensions to
Drury Lene Theatre or Covent Garden Opera house. On the occasion
of my visit the play produced was Shakespeare's "Antony and
Cleopatra." Tihe house was crowded in every part. Thc scenic
arrangemcnts were simple and unobtrusive, but were well calcu-
lated to suggest the Oriental atmosphere of the plot. There
was no music before the performance, or durin, the intervals
between the acts, or as an accompaniment to great speeches in
tne progress of the play. There was no making love, nor any
dying to slow music, although the stage directions were followed
scrupulously; the song 'Come, thou Monarch of the Vine,' was

sung to music in the drinking scene on board Pompey's galley,
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and there were the appointed flourishes of trumpets and

drums. he acting was competent, thouph not ol the highest cal-
ibre, but & satisfactory level was evenly maintained throughout
the cast. There were no conspicuous déflaotions from the

adeq ate standard. The character of whom I have the most
distinet recollection was Pnobarbus, the level-headed and straight-.
hitting critic of the action--a comparatively subordinate part, |
which was filled by one of the most distinguished actors of

the Viennese stage. He Fitted his part with telling accura-
cy. The whole piece was listened to with breathless interest.
It was acted practically without éurtailment, and, although the
performanc: lasted nearly five hours, no sign of impatience
manifested itseli at any point. This was no cxceptional
xperience at the Burg-Theater. Pleys of Shakespeare are acted
there repeatedly--on an average twice a week--and, I am
credibly informed with identical results to those of which

I wags an eye-witness."

On the other hand, there is also in Germany a great

outlay of money for suitable presentation of Shakespeare.

The German theaters have invented elaborate mechanical de-
vices in order to change scencs easily and quickly. Chief
among these are the revolving stage, the wagon stage, and the
gliding stage. Professor Max Reinhardt of the "Deutsches
Theater™ in Berlin is in greatl measure responsible for the
success of many of these. To him is also due much of the

German Shakespearean production because Shoakespeare was his
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iration on the stage and his god. Yet, even Reinnardt's
settings mey be characterized as conservative. He believes
in utmost simulicity of Tormaand strong, severe lines, securing
exquisite effects of pure design and harmonious discrecet color.
Beifore taking up the high-school problem, I shall first
bring together the characteristics of the Elizabethan Theater
as opposed to the Modern Theater. "The threec main principles
of Elizabethan staging are the following: I. The properties
of & regular setting were located on the inner stage, and
changed for a new settin. either during an act-division or
during the pleying of a scene on th. outer stage. II. When
the curtains were closed, the space before them wes a2 stage
in itself; when the curtains were drawn, the outer #nd inner
steges became one, and the properties on the innergave the setting
for the whole. III. By means of the alternation of outer and
inner scenes, and the succession of outer as well as certain
inner scenes, the action in an act, regardless of the number of
scenes, wes practica.ly continuous from the beginning to the
end." The keynote of the whole presention wos SIMPLICITY.
The n»rinciples of modern staging are the following: I. There
is but one stege the old inner. II.Every time there is =

change of scene, there is a dronping of the curtain, and the

£

udience is obliged to wait until new scenery is brought on.
ITII.Every scene is made as near the actual thing as possible
so as to leave no illusions in the minds of the audience.

The keynote is MAGNINICENCE.
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In considering Sheakesnearean presentation in the High
school, it is first necessary to understand something of the
nature of Dreamatic work in this institution.

In almost every High school there is a dramatic society.
Its membership is open to any student who is not feiling in
his or her work, and each member pays no more than fifty cents
a year for the privilege of belonging to the society. They
have meetings which amount to very little, and which are
not at all well attended until there is a sign of a coming pro-
duction which happens at least once a year. The work of the
society is directed by a teacher generally in the Inglish
Deprrtment who has had little or no training in the art of
producing plays, but who has to depend on her own ingenuity
and inborn talent to aid her in the selection of plays and
in the coaching of them. Considering their lack of prepara-
tion for this work, some of them have succeeded marvellously
well in the direction of High-school plays. All the plays
are given on the High-school stage which is a small edition
of the modern theatrical stage with the exception that it
often has to do without the aid of scenery and has to content
itself with the properties it canm gather around the school
house or from neizhboring homes. The money charged for ad-
mission generally goes to the school as a gift from the drams-
tic society for thes purpose of zgetting more books Foxr the li-
brary or some new arparatus for the gymmasium. Gathering these

characteristics, the high-school stage is distinguished (1)
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by simplicity due to its lack of scenery (2) by 2 lack of
properties and costumes due to its financial condition (&)
by an inadequate directorw--all of which represent the diffi-
culties of staging Shakespeare in the High school. There

is no scenery--then, how is it possible to have as meny as
five different scenes in one act? There is no money--then
how is it possible to secure a throne or a queen's dress, or
a fool's costume? There is no trained coach--then how is it
possible to give to Shakespeare's blank verse the musical
quality it demands? These are the questions that I shall
attempt to answer, basing my answers on the foregoing study.

The modern idea that Shakespesre would have no drama-
tic a_.peal unless characterized by spectacular magnificence
must first.be refuted. In recent years Shakespearean popu-
larity on ithe stage has waned, this condition as far as I

ave been able to discover being attributed to two reasons
) the cost of producing Shakespecre in our day, and
2) the lack of good actors and actresses who can make
Shalkespeare's lines distinguishablé to the audience.

Talking tne first of these reasons, is it Hecessary to
expend so much money in order to produce Shakespeare in a
fitting manner? Let us consider the Shakespearean stage.

It was for a theatre with bare platforms cluttered =z2long its
side with seafed spectators, with no curtain 2nd no scenery,
with its two doors and its gallcry above, with its pendent

tapestry at Llhe back that Shakespeare composed his plays.
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lr. Lee says: "There was no scenery, altlough there were crude
endeavours to create scenic i lusion by :eans of 'properties!
like rocks, tombs, caves, treces, tables, ch irs, ~nd naste-
board dishes of fool There was at the outset no music, save
flourishes on trumpets at the opening of tlie »lay and between
the acts The scenes within each act were ployed continuously
without pause." Yet to this theatre flocked the Elizabethan
mobs to witness Shakespeare, which islyroof nositive of a sig-
nal imaginative faculty faculty in an exceptionally large pro-
portion of of them. In our day, when Shakespeare is presented
in all his splendour and magnificence, the people fail to
respond except in Germany They have no genuine appreciation
of Shekespeare as he really is; therefore, it is necessary that
a future generation should acquire a genuine love for him

I7 the High-school stege is simple, then the better can
it adapt itself to the conditions of the stage for which
Shakespeare, himself wrote. There are those who say that
Shekesunenre, himself lamented the lack of scenery in the

well-known chorus before the first act o

=

Henry V of which
the Tollowing is an excerpt:

0 for a muse of fire, that would ascend

The brightest heaven of invention,

A kingdom fr a stage, irinces to act,

And monarchs to behold the swelling scene!

Then should the warlice Harry, like himself,
Assume the port of lars; and at his heels,
Leashed in like hounds, should - -famine, sword end fire
Crouch for employment. But pardon, gentles all,
The flat unraised spirits that have dar'd

On this unworthy scafold to bring forth

So grest an object: can this cockpit hold
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The vasty fields of France? or mey we cram

Within this wooden O the very casques

That did affright thne 2ir at Agincourt?

0, pardon! since a crooked figure may

attest in little place 2 million;

And let us, ciphers to this gresat accompt,

On your imaeginary Iorces work.

Suppose within the girdle of these walls

Are now confined two mi hty monarchies

Whose high upreared end abutting fronts,

The perilo s narrow ocean paris asunder;

Piece out our im:erfections with your thoughts;
Into a thousand parts divide onc man,

And meke imaginary puissance:

Think, when we talk of horses, thrt you see them
Printing their proud hoofs i' the receivin. earth.
Tor 'tis your thoughts trat now must deck our kings,
Carry them here and there Jjumping o'er times,
Turning the accomplishment of many years

Into an hour glass.

I do not helieve this charge. The lines seem rather a
wonderful appeal to the audience to use the imagination since
such drecms as Shakespeare conjures up could never be fully
realized on any stage even the splendid modern one. They
reach their full meaning only as they become a part oi the
inward eye wnich needs to be awakened.

How is the high-school stage to adapt itseli to the
Shrkespearean stage with its inner-outer stage effect? It
cennot make of ilself a re.lica of tais effect, bit it can
utilize the idea by the use of curtains and drops. These
curt=sing may be of any material, but the cheepest is' the va-
riety of gunny-sacking known as hessian. It is very rouzh and
loose in texture, and may be bough for very little if bought in

o
v

2 guantity. The putting up of this curtain might easily be-

4 1 _Ic-

come the task of certain children ho would have no interest in

acting and 1little talent for it. It would be their work to
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study the stege, find the best means of getting the curtain
in workable order in which work they would naturally Dbe

rected by the teacher in charge. It sometimes hauspens, that
8, high school gtage can make use of the regular curtain for
tniz nurpose, there being a sufficient space in fron of the
curtain to allow for comsiderable action The difficulty of
this idea is that the curtain mey be of a brillisnt color, not
g.itable ds & background of all scenes, or that there may be

no access to this front stsze

g

The ventaege of such a curtein is thet it does oway with

i

the need o enery by substitutin, & conserveative backgroind
thrt mey serve for the outside of a house, a short inside
scene with no pronerties, or » street, at the same time allow-
or a continuity of action resembling that of the Shakes-
pe-rean stege. This also will move the children to exercise
their imaginctions, and to attend more closely to the words

of Shr kespeare. TFurthermore, participation in & Shrkespenrean

pley will involuntarily cause the child to get a better under-
stending and knowledge, to say nothing of a decp apsreciation
Tor thigz dromatist. TFrom my own experience and observation, I
fieve come to the conclusion that anyone who takes part in a
Shelespearean production, who mokes the lines of Shekespeare
his lines, who makes the character his character caunnot fail
to be imbued with the spirit of Bhakespeare and with a desire to
sce every Sheakespearean production that is presented

Grented, however, that simplicity is a desirable in A

Shaokesuncrrean production, and that the high-school stage can

&
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well adapt itself to this condition, it still remesins true thet
it cannot always secure adequate properties, nor buy s.itable
costumes. In regard to the properties, I have cited meny in-
stances of the lack of properties in Shekespeare's day. The
High school can do better than this. It does not need elaborate
properties. Many times with the use of a conservetive background
which the curtain affords, it can symbolize o scene by one or
two effective properties, a shrub, or = garden bush. However,
when specific properties are reguired, such as thrones, benches,
or settles, it may turn to its boys to produce the
proper effects. Almost every high school has o manual training de=-
partment which often turns out very little work. Considering
the modern trend of education with its cheracteristics of use

and interest, it secms feasible to s

o

ggest that the manual

training dep2rtm nt might confine a little of its work to the
useful and intcresting employment oi supplying the needs of the
dramatic society in its efforts to put Shakesnearc on the
high-school stage.

Costumes still remain a problem. Lr. Lee says:"Garrick
played lacbeth in an ordinary Court suit of his own era. The
hebiliiments proper to Celtic monarchs of the eleventh century
were left to be supplied by the imaginetion of the spectators
or not 2t all. No realistic "efiects" helped the play forward
in Garrick's time, yct the attention of the sudience was never
known to stray when he produced a great play by Shakespeare." The
hi h school, however, has no Gsrrick, nor would it be satisfac-

tory to attempt Shakespesnre without costuming his characters
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Again, however, the Figh school may have rccourte to its

domestic seience dernnartment as well =5 to the menmbers of the
Shelicgpe~rean caste. To be sure there is & lock of money, but
es is o freguently the case in art, and in »1l life for thot
matter, the very slendcrness of its rescurces moy urove its
mesns ol sslvetion. Then, too, one set of costunes will do

for -~ nuuber of Shelkespearean noriormrnces because it is

oW

not necessrry to cling strictly to historicel .sccurscy. It

is for more importent to ruslize the inncr soul of the at
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amlet, Othello, Katnarinc, or Ros=lind, then to zet o
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their outer o

stonderd costume should be simnle,

sek=1ilke

hose. TFor thc vomen, it shotld be a
one piece gown, cut princess style, with shaped penels falling

K
L

rom sunoivldéer to floor or with a 11 skirt gothered on =2 close-

=5

fitting bodice. It is possible to secure much information on
costuming and on making of costumes in an economical wey-~this
vould 2lso prove an interesting wry to study in an incidental
manner Elizabethen dress and manners.

Tow, it is very evident thst this work would be of no
avail unlesz carried on by a competent person, one with execu-
tive ability who wou.ld be in charge of the whole performance
exclusive of the coaching of the play. It would be necessery to
divide the work among the students, arranging them in groups,

each group having a manager or director over it. There would
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probably be a TFroperty Menager, e Stsge Manager, a Costume
Manager, and a Business Manager. In addition to this, there
would have to be & coach, one who knew how to teach children
to be netural and not conventional, one who appreciated the

melody and the music of Shakespeare's blenk verse, and one who

understood how to interpret Shalkesperre's chorscters. This

wo.ld be possible only to one who had o genuine apnreciation

halicoeare. Tonerefa g, it would seem necesgsary for

every English tescher and every other teacher inte
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drematic work to become thorou_hly feamilisr with Shoitespesre
nze end off the stage, and to learn how to nroduce
pleys in the best manner.

There mey still be some objection to th: length of Shaikes-
nearcts pleys, but this may eesily be remedied. The Elizabethons
themselveg did not cling rigidly to the text, often cutting

linegs. Tanis is & wise procedure, and meny times it i: necessary,

in orier to secure fcver chonges of geene for the fewer thc

scence £re in excess oi thic number of acts, the smoother and more

delijhtfel will be th: crformence. Foreover, many of the lines
Zound in Shekegrcsre are lacking in propriety and are better

out then in in a high-school nroduction

I

For the nurpose of showing how these conclusions ade ot

+ {ocs PR, | 9 4

thenselves to a Shrkespearesn play, I have tnken thie play of
"As You Like It" cutting scencs ond passoges, and arranging

b S e |

it for e high-schocl zroducticn.



Act I
Scene I. An orcherd The curtain drop.

Proncirtics-~ghrubs, 1:—u=¢1¢’.3, o;.' any toodland
decoration availcoble.

Omissicns--0liver's spneech, omit line 4.
"Ipray you, lenve me.” Instead
have Oliver exit, drowing the
Tronl curtain on Adsom's speech.

Omit remrinder of scene

Scence II. A Lawn before tlc Jukct'e Poplace:
Ileige curtain drop, hoving behind it
some scenic el ’ecl, renresenting
entrence or terreoce of l=wn.

Properties--Seme with the eddition of some

nigsions—-Lines 114, 115, 1lz&-134.,

Do not heve Ch-rles enter.

Omit hi: lines. Have Crlsndo

gxit at lince 208, the duke with
heir lines being spolken
Rosolind's ond
geeming to witnes
1z of & the side of

Scenc IIX A Room in thic Peloce.
hange to the some as Scene II
g Orlando goes out, Ros-lind comes

[
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Act II
Scene I The Forest of Arden,

Properties-~-If zossible some monuer of tre

r stic logs, stumps, and st ools.

Scene II Qmit.

Sccne ITITI. Before Oliver's house. Drop curteian,
It is also possible to have this scene
before Bcene I, ond is ~dvissble when
the Toregt etLlu_ wonim interfere
with this one.

Scene IV. The forest
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Scene
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Seme as Scene Iv. As R
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- T L
LOTGET,

it iz possible to let th. next
thic one, by ecson thet the

Cruit entrence of Corin ~nd T
Inter Togalind

Cuiit lines 10£-119, 1zi-15E8
lincs 177-1€x,194-198,L0E!
Any other lines sdvisable.

. Apnothecr Part of the
Continue Scene IT.
Omit all Jacqucs'!
Omit lines 37-.3
Touch. But.

maxriy thee,

Avdrey.The gods giv
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for here we have no temule but the

woode, ne assembly dbut horn-besn
But whot though? Courage.

sweet Audrey.
Oriit rezst of

with Sir
1_!'-' 63

Another nart of

the

scene.

forest.

Pl ]
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Come,
This does away

Oliver Mertext.
unt Audrey and Touchetone,

Same

gcene.

.
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COmit lines 7-=18,£21-20
Omit Corin, Jjoining Scene IV with V

Act IV.
Scene I Omit
Scene II Omit
Scene III The Forest
Act V.
Scene I. The same os Scene III
Omit lines referring to Sir Oliver Martext
Scene II, Continuation
Omit wheneveil necessary
Scene III Cmit
Sc Scene IV Omit, until line 26, having curtain go
up on the Duke Senior, Orlando, Silvius,
Pnebe, Oliver, and Foresters in the
forest.
Crait lineg 56 until the entrance of
Rosalind. It is not necessary to have
thc mas ue of Hymen.
Have the scene end with the Duke's
speech--Pley music! and you, brides and
bridegrooms aldi,
With measure hean'd In joy, to the messures fall,
PFave the play end with the dance.
It is not necessary to omit 211 the lines I have suggested.
On the other hend, there are many morc thel mey also be omitted.
suzzestion mey offord a way of meetin_ this exigency.
In conclusion I wish to say tuat there ig an infinite
noszibility for the High school to present Shrlkesnesare on its

stage. Wheat hes becn done with this nley to meke it shorter,

ané to secure a more continuous action may be done in many
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to Shrlicsuerre's other plays. Not all of them are
suiteble for hish-gchool production, but a sufificient number
will afford & variety to hi h-schnool zroduction. I believe
that simplicity gives opportunity for the exercise of the
imagination, and that when the peorle learn to apureciate
the beauty and vigor of Shakespeare, lhey will want to see
him often which is only vpossible under more economical conditions
then are present on the modern stage. It has been said, as I
pointed out in beginning thisz discussion thet one of the
reozons for ithe present Shakespesrean situation is the lack of
actors and actregses to render the blank verse of Shakespeore
in sn intelligible way. Does it not seem possible also that
frequent high-school productions mey inspire somec of our young

men and women to sup:ly this lack? At all events, it would be

a worthy experiment. The modern stage has failed to retain

1

the popularity of Shakespeare; it has depended on display for
its anveal: let the High school try SIMPLICITY, the only
method possible on its stage, and the only one possible on

the Shakesnearean stage for which Shakespeare himself wrote.
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