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~BXFRESSICNISM IN THE DRAMA-

"What are the nohlest ohjects of the stage?
To represent the manners of the age,
Hach passicne character and strength express,
And train the mind to shun its wild excess;
In act displayed, each virtuous trait proclaim,
And point the path that leads to generous fame,
The sad reeults of erimes and vices show,
And all the 1l1ls, that from injustice flow:
Fair honor's form with radiant light invest,
And plant integrity in every hreast!

---J.P, Tansur,

In this quotaticn is shown the essential something in drams which
the new critical term 'expressionism” tends to liberate throngh in-
tellectual form,- the medium of an idea. It implies an ideal con-
ception of the relation between audience and play, bty new methods
of widening the art of the stage out of the representative inte a
"presentative medium?

The foundetion of all drama wae religion. And the evolution
of art from the HZgyptians down to our own days indicates more or
less intellectualized changes from the religious to the more worldly
spirit. The Hgyptian elevated himself tc hies God, divinizing him-
gself efter death; the Greeks lowered their God to themselves, lend-
ing him their vices.

In the spiritualistic school of the =Zgyptiane was found the
source and reason for all art,- religion, whieh influenced all 7u-
rope with its dogmatiec inspiration.

As a result of the Rsnaissance, art'passed glowly from the
communal aspect to individualism and from its mystical spirit to
realism, The guarrel of the new movement is with realiem, te which
we will return after a brief discussion of several kindred currents,

whiech have served to muddy the stream of modern art inside and out-

gide the playhouse. These sare romanticism, mysticism, and symboliem,
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Romanticism takeg the spectator too fer away from life intc & world
of sentimental ald-venture, of glamour and hero-worship. Mysticism
has tired us with its mere dimness, hiding fhe heart of life. Yet,
we need it, if, as in the "Bat|] it pierces behind the veil that leads
ue inte the petty world as it "accidentally" is.

Nor will symboliam serve us when it delights in baiting the
spectators mind with a double meaning, or with placing on one con-
cept to suggest the other.

And realism, ag it is generally regarded, is too much cccupied
with commonplace things, with the outward, rather than with the deep-
er meaning and the emotional content. All of these ferces which have
spent thelr day, were on the material or realistie plane.

Delacroix is called the initiator of the impressionist school,
becanse he carried realiem to its farthest point, introdueing the
scientific analysis of its elements of revresentation.

Sheldon Cheney claims that one of the wasys out of our present
obsession with the ohvious and the imitative, lies in the development
of the drsma on varying planes of consciousness.

There is a plane of outward relationship, relieved by the more
obvious emotions, of what we, ordinarily, do and =ay, conventional-
ly.

There is a plane of what we think; of our mental habit; of per-
ception, with flashes of intuition, where the real self is revealed
despite inhititions c¢f training, environment and fear,

There is the plane of the gode we have created, and endowed with
a little better than human attributes.

And there is a plane of pure spirit of which we have many inti-

mations but no material knowledge, where God himself is unrevealed.
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One can only guess at how meny times such a series of planes
crose in the life of any one of us in a single day.

The realist practically limits himself to the first plane. But,
if a sudden flash of one of the other plames were intuitively thrown
in, it would be, probably, the most revealing and the mdst dramatie
moment in a realist play. Then we should wisely widen the range of
our drema to project freely any, or all of these plﬁnes so far as
they serve to intensify the emotion.

For, it is when the work of art corresponds in meening to the
feelings and emotions, which the ynblic is conscious of, that it finds
a resporse in the publiec.

There is a trace of a parallel in certain phases of modern paint-
ing, Cubism, Futurism; to imagined or remembered planes., And art is
adapting particular forms to particular conceptions,

The latest manifestation of art begins with C;zanne, who initiat-
ed the movement for analysis of form in the plastic organism,

His genius ie shown by his method of expression of the subject of
& picture as a whole and not as sc many objJects with their parts or
features separate one frem the other, such as they are ordinarily seen,
Bach and all hecame elements of an experience and felt ase one form,
through which, space is seen composed of light-tones and c2clor hues,

He transferred his impressions directly to the canvas, and sub-
stituted far the o0ld imitative effects, abstracts, pictorial elements.

"cézanne.olearly pronounced the principle, a means of realizing
more intensely the complexity and harmony of naturel! Hies redunetion
of form to simple geometrical varieties, his color to contrasts of
hues, and his light to gradations of tone, make hie pictures excite

intense pleasure or feeling which some compare with the_effect of
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"symphonic musie?

The first thing that strikes us in this new movement, is the
way in which G;zanne, Van, Gogh, Matisse, Degas, Nonet, Piccasc,
Kanet end several others, took the elements of expfession from the
forms and colors of nature and used them not to represent objedts,
but to produnce an organiesm, which contains in terms of art what a
given subject means to them in terms of sensation.

Closely coupled with the Cubists were the Futurists, who boldly
denounced the binding methodes of the o0ld technique of the drama, and
who tried to do away with the o0ld conventional forms of the back-
drops and winge or illusionist setting.

The followfﬁ% of this new movement were laughed at, called fresks,
anarchists of the brush and were misunderstood, in general, They re-
fused to be bound by the conventlional laws of imitation; they tried
to express concrete thoughts and emotions through the abstract sig-
nificance of form, and looked at 1life which they presented.

From the manifesto, "The Futurist Synthetic Theatre} issued in
1915, Isaac Goldburg, in an interpretation and a translation of the
theories and plays of the futurist movement, shows that there lies
hidden in it evidences of healthful rebellion against surface-reslism.

Marionetti emphasizes, in his short plays, "simultaneity™ and
"egompenetration" which give rise to "synthesis" in the Futurist Syn-
thetic Theatre. He presents two or three places simultaneously on
the stage with the nearness of people and actions, whose only rela-
tionship seems spiritual. '

In his playﬁﬁOn ﬁiﬂ Moonlit Night)| simultaneity of sction is
lacking, but the quality of "compenetration” is carried by the presence

of an unseen and symbolic gentleman during a live scene. Though too
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gshort to bhe effectively acted, we perceive a single and complete
impression.

This new movement, enlarged, and including revolt in every
variety was called by the Germans "Zxpressionismus?

One can better understand expressionism by contrasting it
with impressionism, In impressioniem the artist endeavors to re-
produce in color, on canvas the impression whicech nature preduces on
him, When we look at a field of golden-rods or clover as painted by
an impressionist, we are unable to discern individual flowers. We |
note a blurred and indistinet splash of paint, of an untrained ob-
gerver, and sre moved to laughter. But, the impressionist painter
insiste that this blurred and indistinet canvas corresponds exactly
te the impression which we receive from a real field of golden-reds
or clover,

Sxpreesioniem is the antithesis of impressionism, The ex-
pressionist causes the canvas or the setting to produce the feelings
or the mood of the artist, whos2 mental condition determines the
figures to be eipressed on the canvas or on the stage setting, let
the artist dapiet an intoxicated man, then the houses and the street
in the stage setting will seem double and each person he meets will
apyear as twe. If a man is a murderer and 1is haunted by his con-
science, the stage-setting may be made up of hideous empty masks,
The forms which these objects on the stage assume are rarely like
natural ones. We know that the doors and walls, as such, de not
have any sentiment. Yet, if the door is the entrance to the vie--
tim's room, the expressionist will contrive tc represent the door
in such a form that it will be readily seen as the entrance to a

chamber of horrors.

In impressionism an external object produces in the artist's
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mind an image, and he then seeks to reproduce that image on can-
vas or in the setting. 1In expressionism the artist starts with
his own emotion and he then projecte that emotion into the setting,
foreing the setting to express the emotions of the sctor or of the
artist,

Kenneth Macgowan says that in impressionism the artist paints
the impression that the object makes on him emotionally, rather than
the literal reality of the object. "In expressionism he may still
paint & natural object, though often the picture is merely an ar-
rangement of planes, masses of lines of color; but he tries te ex-
presse through the object of the abstract shapes, an emotion which
he feels in himself, He tries to exﬁreas his own emoticn, not an
cutsidereality, and this emotion may be aroused by the object he
pietures or by something altogether apart. The expressionist at-
tempts to express his emotion through pictorial means, independent
of the physical reality of the pietured? In other words, "expres-
sionism 18 the effort to make a natural ohject or an abstract shape
express a sensation which 18 not felt or suggested through the object
or shape, but is present in the artist's mind"

The first attempt to use expressionism on the stage was made
in Moscow, at the Kamerny theatre, in 1914, The scenery,- the drops,
the wings and the walls were painted in the form of distorted planes
and masses, and gradually expressionism applied to three dimensions
rather than twe.

The following yesr, the next experiment in the expressionistie
production came to America, in 1915, under the auspices of the Phila-
delphia 8tage Society, in the Little Theatre. The drama used w#s

"Three Women" by R. J. Beamish, with an expressionistic view show-
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ing 1life in the Spanish city, Seville. Two years later a eseccond at-

tempt was made in Philadglphia. The students of the Academy produc-
ed the annual artists' masque, with an expressionistic background,
designed by the late Lyman Sayen.

The principles of expregsion given us in the Ballets Russes,
have been pushed to the last degree of completion by Sergei Diagi-
leff., Perhaps the moet striking of their production has heen Ficas-
go's designs for the costumes and figures of "Parade! "Some of the
characters are represented by a strange towering agglcoemeration of
eylinders, pires and machine-like appendages,

Russian influence, in expression on the stage is very power-
fully felt in its forward trend. 1In the Boston Sundsy Post and
Sunday Herald of March 18, 1983, the present bill-board reads:-

"P. Ray Comstock and Morris Gest have the great honor
of announcing the first and only visit in Boston of
The Moscow Art Theatre. Stanislavsky and Dantchenko-
Directore; Najestic Theatre, beginning, week of May 7,
1923, Two weeks only. With entire first line of the

company of The World's Foremost Playhouse, direct from
Moscow, Berlin, Paris, and New York.

TSAR FYODOR IVANOVITCH-~- Spectaculor historical drama
by A. Count Tolstoy.

THE LOWER DEPTHS ---- Maxim Gorky's masterpiece,

THE CHERRY ORCHARD ---- Comedy of four acts by Anton
Tchekhoff.

THE THREE SISTERS  ---- by Anton Tchekhof?f,

Matinees Tuesday, Thursday, and Saturdays, 2 P, M,
Evenings, 8 P. M., sharp.

No admittance, only at the end of first intermission.
No applause until end of performance, Moscow custom.

Seats on sale April 25, 1923, Prices: 5,00, $3.50,
$3.00, $2.00, and $1.50. War Tax!

All of the above plays @dmit the test of resemblm ce, and

give a more or less literal piecture of people and happenings and to
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that extent belong to realism. Yes, they go beyond realism in a
gstudy of the unconscious mind, choosing quickly and fearlessly
the "inner truthl

A brief analysis of each will show that there is in evidence
two kinds of realism, the larger and the smaller,

The "Tsar Fyodor Ivanovitch" is human and pathetie., It was
translated from verse to prose. The task, of restoring to life
the pageantry of a picturesque and bygone age, has been still far-
ther perfected by the Moscow Theatre's mastery of make-up and Psy-
chological realism,

In "The Lower Deptha#! it is said more than in any other single
play throughout its history, the Moscow Art Theatre concentrates
its dramatic ideals and methods, and its aesthetic theory and prao
tice., And through the production of this play, it most emphatical-
ly justifies its artistiec faith in spiritual or psychological real
ism as a dramatic medium of expression.

The plays, "The Three Sisters” and "Cherry Orchard|] of Anton
Tchekhoff, serve the same end,- that of larger realism,

Macgowan shows, by his analysis of the "Cherry Orchard" that
he witnessed at the Moscow Theatre, that it is both sharp with
actuality and myetic with life's intensity, ss the Russian play-
ers act it.

"It is a genre study almost without plot; decayed aristocrats,
old gervants, newly rich peasants and the incident of the sale fdr
debt of an ancestral property. It is played with an almost utter
perfection of realistic detail, complete impersonation, and round-
ed ensemblel! He says that it carries us through life onto the

other side, and we are drenched with the mystic sense of existence.
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At the end of the play, he recounts how the rare and aneient ser-
vant, who had been in the household for two generations, is totter-
ing through a dim room, mumbhling as he tumbles on the sofa, and
dies., Then a distinet, ominons sound is heard, as if from heaven,
fading away in the gloomy distance,

He compares the realistie acting, in the produetion, to that
of Belasco's., And its naturalness, to that of Hopkin's, but, by
the greater ability on the part of the players and director, mel-
lowed by time, and secured by deliberate direction, there is a
general design, fused into something beyond realism through its
union with a play distinetly expressionistic in certain qualities.

The inelusion of what is virtually a soliloquy carries us also
far beyond the realm cf realism, into the new movahent,-exprcs-
sionism, A group of artists, known as "Der Sturm| brought expres-
ionism into evidence in Berlin, during the summer of 1920,

These artists were favored by having expresgicnistie plays
to which they might apply their new prineiples,

Twe of the writers of this new type of plays are Kokoschka
and Hasenclever, In ganeral, we may say that expressionist drams
rejects most of the technique of the realistic theater. While ap-
parently, in advance of the old technique, it, in reality, in many
waye, reverts to a technique that is today regarded as obsolete.
One or two examples of this reversion are the frank use of the
solilequy and the employment of musiec to heighten the effeet of
the dialogue. The limits of the past and the accepted are con-
stantly being set forward, and we see that the men who were thought
to break moet with tradition have only enriched ift.

A study of Hasenclever's play "The Son" shows a reversion hack
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to the o0ld five-act form of the XKlizabethan Age, an cecasional use
of rhymed verse, and an intentional use of the soliloquy. At the
beginning of the play when the son wishes to be left alone, his
instruetor asks, "What are you going te do now?" The sen answers,
"Probatly engage in a solilequy. I must have a talk with myself,"

At the end of act four there is another self-conscious soliloquy
in which the speaker tries to Justify hie employment of this device,
He says, "'Soliloguies before death are frequent!

You will find Hugene 0'Neill’s "The HEmperor Jones" employing
five of the eight scenes in a new strain of rhymned beauty in his
long soliloquies. The Emperor's strong and natufal speeches seem

the best way to unfold his subconscious racial fears, There is
genuine imagination both in the material and the structmre cof the
drama., Another feature of reversion, and of true untheatrical
power, is the denouement with its off-gtage death.

In his play "The Hairy Ape" is a realistic speech, developed
in idea, intensity and length of utterance, which reveale the "inner
truth" of "The Hairy Ape” and carries him directly away from the
humdrum figures in his daily occupation,

mxpressionism in the drama has shown itself, within the last
quarter of a century, in the advance in scenie art.

Kost managers scoff at the new setting. They still eling to
their old hills and wrinkled skies, and minute no¥-essentisls,
trying to reproduee, rather than to suggest, the facte of nature.

Some of the modern-type artists have different standards, but
they are agreed in expressing their disdain for the old, hald, super
ficial, dramatic shams.

One group attempts to give us "moods" in scenery. Another is
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content to give us beaunty.

We are told that we should not look on stage scenes as back-
ground only. They are to he complements of plays, and should never
distract the ear or eye from spoken words or from dramatic action.
They should suit the author's "mood" and "atmosphere!

The germ of this reform in stage setting is feund as far dback
as 1808, in August Wilhelm'Schlegel's lecture on drama, Schlegel
introduced many of the new things with which Adolphe. Appia, Gordon
Graig, George Fuchs and Max Reinhardt have reoenfly been credited,

In 1899, Appia pnblished "Die Musik und Die Inscenierung'! which
ieg an elaborate study of the art of the theater as related to Vag-
ner's operas,

He is the firet, not Craig, constructive theorist and practi-
tioner in the new art movement. He is more than a mere painter
like Bakst and other Russians, who thought of the stage in terms
of an easel, He was not inelined, with Craig, to banish everything
from the stage exagept the'actor, as marionettes.

He set forth in "Die Musik™, the theory which Craig advances:

"o not look first at nature; look in the play of the poet! His
work introduced the doctrine of Fuchs who c¢laims that the actor is
the all importamt factor in a produetion. Appia differs from Fuche
in thet he adopte the universally sccepted theory, that the stage
ie a three dimensional space, and that the plastic gmality of the
actors and the setting should be emphasized. By skillful lighting,
and simple ecenery, he proposed to create "atmosphere" for this
plastic quality. He not only affirms that the scenic illusion lies

in the living presence of the actor, but, also, that the soul of
the play is 1light.
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Where Apria was nct much hampered by the Wagner tradition
his theories have exerted influence, even though, to a far less
degree than those of Craig's.

Gordon Craig is cecalled the "ultra-modernist! He is impa-
tient with the attention whieh producers pay to the accidental
rather than to the essentigl; and he is positive in his objec-
ticens to false perspective. He will have nothing te de with the
great work that Baket and other Russiané have done in perspective,
declaring that he finds in it nothing of "noble artifieciality)

As Appie wonuld havé co-ordination by light; Craig would get
#t mainly by design, backed by color.

HEe would eliminate the actor, because emotion possesses him
and causes accldental rather than deliberate intenticn. He would
"set man on the stage and pull him by wires to make him dance teo
the tune of theatricality?! 1In other words, we may call this in-
animate figure, the ﬁﬁer-marionette, "a degenerate form of a god}
which no adult quite naively relishes. -

The popular impression, regarding Craig's settings, is that
they are made up almost entirely of curtaing and screens, Craig
sﬁent about three years devising a system of screens for the pro-
duetion of "Hamlet! in 1210, at the Hoscow Art Theater as pro-
'duceq by Stanislavsky. In Act I, scene IV, of "Hamlet" as pro-
duced at the Moscow Art Theater, the stage consisted merely of
low steps, with gigantic curtains in many folds falling back
towards the open sky which just can be discerned between the crack
left by the converging curtains. This simple design in vertiecal
lines sarried the eye upward into space. The steps formed hori-

zontal lines which contrasted with and aceentuated the vertiesl
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linee of the curtains. Craig says that he planned, by this set-
ting, to ereate the idea of "a lonely soul] in a dark placel Al-
though there was some adverse criticism his Moscow influence has
reached other places,

Craig stresses the effectiveness of suggestion in his set-
tinge., He says that by suggestion we may bdbring upon the stage
a sense of all things,- the sun, the wind, the rain, the hail,
the snow, the intense heat. _

Kacgowan says that Craig’s is a well rounded and complsate
emotional interpretation of a play in the terms of human actors
in stage atmosphere, in movements, lights, color, line, costume
and backgronnd.

Craig ie an idealist, but not a destructive one. In a beaunti-
ful passage embodying his dream of the coming drama, he says: "Them
ghall spring so great an art and one so universally beloved that I
prophesy that & new religion will be found contained in it, That
religion will preach no more, but it will reveal. It will not
show us the definite images whiech the sceculpture and the printer
gshow. It will unveil, though to our eyes silently,- by movements,
in visions?

Although some hum and haw at his perversities, Gordon Craig
gseeks the expression of great thinge by simple means,

Max Reinhardt is the msn of vision, who chiefly represents
the new German scenery in the eyes of the world. He differs from
Craig in that he represents the practical theater man rather-than
the theorist.

Moderwell says, "He did not so muneh bring art bodily to the

theater as make the theater develop itself into an art?
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In his remodeled circeus building, Reinhardt's productions
ranged from "Qedipus" of Greek tragedy to Shakespeare’'s "Ham-
let"; Goethe's "Goetz von Berlichingen} and down to Hauptmann,

In spite of the vastness of the building and the great number

of actore in his spectaculor performances, there is an extra-
ordinary degree of intimacy between actors and audience, The
fundamental law of this theater is the utmest simplieity of form
end strong, severe lines, idmphasis is laid upon the actor and

the actor's veiese., Lighting hecomes the real sonrce of decora-
tion. The great eternal elemental passions and problems of humani-
ty are expressed, and the simple and primitive emotions of the
gspectators become great and powerful, becanse of a spiritual
intimacy established by the new relation of actors and audience.

It is interesting to know how he has such wonderful smuecess,
in such widely divergent kind of plays. His Shakespeare per-
formances are not only models in Germany, but for the world. Un-
like Craig who ignores the modern comedy, Reinhardt produces with
equel success comedy, history, and tragedy. His production of
the pantomine "Sumurum" was notably fine,

Reinhardt gets an "inner and initisl conception of his task!
He gets, as it were, a vision of the play’s soul, its inner musiec,
and. the intensity of the play’s cwn interpretation of nature,

As a result of his brooding over "A Nidsummer Night's Dream?
it came to him that this piece was a forest poem.. He saw the
poem in ite changing moods; he saw the oreatures of the play blend
with or detach themselves from the trees amd glades, He heard the

forest musie, He saw and cereated a vision of the foresfn Shake-

speare’s and his own., The spectators were rersuaded to yield
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imaginatively to the vision.

Hies intention was never a realistic production, he scought the
symbolical detail that blended with and interpreted his real vision. .
In working with "Othello" he found that the rhythm of color which
his imaginative grasp of the Venice of 150C had awakened in him
wes almost the same as that used by Carpaceio. So the whole play

wase cast in a scale of tints.

A few other men are prominent in trying to reproduce "atmosphere"

and not "locality" in the new movement, to wit: Harald Andre of the
royal opera in Stockholm, Sweden, has haﬁ great success in expres-
gicnistic settings.

Jogeph Urban has, probably, a more distincetive and fixed
style than any other scenic designer of America, but his sensuous
art is not as spiritual as that of Robert K. Jones,

7ith far less straining after sensuous charm, the work of R,
E. Jones is more suggestive, and, as a part of drama, more legiti-
mate, In Jones we have the antithesis of Urban who seeks pictorisl
effects., Yet, both rank high as modern artists. "I know no artist
who can put more "moed' and character into & scene than Robert =,
Jones’] says one oritie,

Only two examples of the German expressioniest stage have found
their way to this country and both of these are in the form of mo-
tion pictures., One of these bears the name "The Cabinet of Dr,
Caligari? the other, a Mediseval Legend, is entitled "The Golem!

In "Caligari" expressionism is applied to painted flats; thes
houses in these flats seem about to topple into the street, The
gcenery reinfcrces the fantastic mystery of this story of a mad-

house,
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In "The Golem” expressionism is apprlied to objects of three
dimensions. Plastiec forms are bent and distorted so as to wring
from them strange emotions. The arbitrarily twisted forms of houses
convey a sense of strange decrepitude.

Mechanical means form a large share in reforms for producing
this or that effect in scenery. Under this head come the Revolv-
ing Stage, the Wagon Stage, the Sliding S5tage, the Sunken Stage,
Sereens and a number of other devices.

The Wagon Stage is the simplest, most important and the most
useful of all the modern German stage deviees. The extraordinary
effeactivensse of the plan and the great effects which can be pro;
duced by this invention make it favorable in aiding in the produc-
tion of "atmosphere! The changes of scene are made with almost
gtartling speed. It can be used in any play.

Shakespeare's "Julius Caesar" was brought omt in Germany with
but three of these wagons with extra curtains for the tent scene
and a few simple properties for the battle scene. On the whole,
the flexibility and general usefulness of the wagon stage make it
invaluable to the modern producer,

Gordon Craig makes a series of flexible folding screene which
can be used to suggest all the "atmosphere" demanded in the advenced
scenic art,

In order t¢ have expressionism in the drama come into its own,,
it must have a theater better suited to this method of produeticn
than are the theaters built for the old tyre of play. We need &
theater worthy to honse the drama that brings ues close to a sense
of the great mysteries of the human soul.

A brief insight into the "organism of the theater" will aid
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in clarifying our thought ebout how the plane of pure spirit way
be obtained.

For instance, in the anthor and producer, we have the "origi-
native element? The action of these two upon a "receptive and ex-
ecutive" group, the actors, gives rise, in the enacted play to =
number of picetures similar to a train of sonscicus thought in the
mind,

With a "theater-person; therefore, we may regard the stage
ac the head, the actore as the "braincells! and the enacted play
ag the functioning of the "consceious or objective faculties! More
over these "conecious faculties" ere a synthetiec produet, arising
from the action of an originative element upon a "receptive and
executive" element, just as they appear to be in the individu=al,

To complete our personality there is a "subjective material”
upon which the concepts coming from the "originative" mewber may
be recorded, The place of the subjective material is supplied by
the audience, that only responds in sccordance with some suggestion
conveyed to it. The response of the andience reacts upon the ac-
tors, just =s the response of the subjective being reacts upon the
"gonseiocus faculities" of the individusl and improves or depresses
their action.

It is the gquality of this emotional "give-andtake'" process,
that determines the 1life and duration of any particular personality,

Thus it is that a theater, large or small, elshorate or simple,
with a play in progress is a living organism, whose body has hun-
dreds of living cells, and whose life-processes consist of the
interaction taking place among its component parts,

The expressioniet has become the psychologist of the mass,
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whoge feeling heart is tc be touched, elevated and refined through
fixed or concentrated attention on striking incidents,

It is & faot, the aftist-proﬁucer says, that "an audience
will not think{! During a performance, an audience is in a slight
hypnectic condition, end all he can do is to receive anrd respond
to impressions. |
. The author and producer working with the astor should be
able to bring about in the "subjective member" of the "tleater-
person" all those phyeical readjustments and supernormal conditions
which the individual may provoke in himself by auto-suggestion, or
which mzy be induced in the subject, by the spoken word,

If there ie not sympathy hefween actor and spectator, the
author's true meaning camot be conveyed fc the audience,

The "theater -person" is suhlect to the same law of becoming,
For if a play convey destructive and depressing suggestion to its
"subject ive member'), the audience ie ill-at-ease. The play,- say
Ibsen's "The Doll's House'- is then =aid to lack popular appeal,
The particulsr "theater-person” built up sbout the play begines to
ghow signe of depression, and finally goes to pieces at the close
of the play. The sndience is unmoral, thBugh lack of reasoning,
so that, if at the start, its sympathy ie once drawn to & charsec-
ter ,- say, Nora; in™he Doll's House,)- there it is likely to stay.
In addition, the eundience is pertisan, and wants its favored charac-
ter to win, and demands a happy ending. The ending of "The Doll’s
House" is often changed. Nora returns for the sake of her children,

If, however, a play oconvey constructive saggestion to its
"gub jective member| the audience leaves the theater stimunlated

with a deep senee of Jjoy. The play,- say, "The Merchant of Venice"
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or "Hamlet",- is then said ftc have popular appeal, and the "theater-
pereon” built up about the play enters upon an indefinite periocd
of healthy existence at the withdrawal of the play.

The constructive oi.destructive suggestion lies in the "origi-
native member" of the "theater-personality" itself., Soc we nmust
not look to the technique of the play, its cleverness of line, ite
theme, or its dramatic values, but toc the point of view of the
author., For, if his point of view be positive, dealing'iith disas-
ters will have no effect on the basice concept of his play. If, how-
ever, his point of view be negative, all the ugliness and short-
comings of life will constitute the basic concept of his play. It
is the basiec concept impressed upon the "subjectiwe member!| which
determines the nature cof its becoming, causing either Joy or sorrow,

Now, if the nature cff%asic concept be borne in mind, expres-
sionism in the dramsa will meet the present-day demands in the theatri-
cal world.

It was Shakespeare who said that "The play is the thing!| but
that is not accepted in the new scheme, unless the play can be
expressive of the mocds of the authors. It is the basic conceprt
involved in the play that is the main thing. We have mentioned that
Bugene O'Neill and George Kaiser write purely expressionsitic plays,
yet, the supply has not kept pace with expressionistic stagecraft,
So, while other playwrights are writing and experimenting for the
purest effects in their plays, the artist-directors are using the
dremas of the psst,- ¢f Sophoecles, of Shakespeare, of Goethe, of
Moli¥re and others, and are making them the starting point for the
greagness and success of the present.

The attitude of the publie has apprecisbly broadened from
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its narrower aspect concerning earlier plays, for this seems to
be demonstrated in the thought of the couplet;

"The drama's laws the drama's patrons give,
And those that live to please must please tc live!l

Since we agreed that the mental "stimulation" or "deprecsion™
produced by & play lies primarily in the nature of the basic con- |
cept, then we ask for the type of play that will create in the
minds of the andience the maximum.amount of stimulation., TFrom our
study of personality, we have found that the greatest boéily "re-
ad nstment” and the highest mental powers appear¢ as the "positive
concept which gives rise to them, Then, the dramatic author should
take as the "basic concept" of his play the "immanence and sctuality
of the Universal, and view and present life as set ageainst a back-
ground of Beingl

In our "play-personality}] we try to penetrate more dseply into
human conscicusness, and show a kind of heauty more abstract and
more spiritual than the old dramas had. Stephen F. Auetin right.
ly asserts that evolution begins not in the organiec but in the in-
orgenic world, and this aids us in the clarity of our "play-person-
ality? For the "subjective relation" of the environment to the de-
veloping character, is of prime importance,

This means that the environment not only saccepts, but ac-
ecurately responds to any suggestion from the "originative" charac-
ter, and presents an exact correspondence with his "inner" mental
states,

The correspondence between the character's conscious thought
and his environment holds the same during the earlier porticns of

the "negative" scenes, when it is simply responding blindly to scme

"negative” ideas. The reverse is true, when the environment is
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playing the part of the "origin#tive element” in the "play-
personality"; and the character, the part of the "subjective PEy-
chic member!

The exact correspondence between the charactar's mental
gtates and his enviromment must be kept during the "positive" and
'negative" scenes, alike, with the exception that during the "posi-
tive" moments the "originative element} in the "play-personality"
is in the developing character, while during the "negative" momente
the character himself findes it in his own environment, And the
people by whom the character is surrounded will respond to "basie
concepts)) or "complexes" working in his own mind, while the rela-
tions to him and to each other, and the conditions to which they
give rise, will represent precisely his states of consciocusness,

For instance, the humor of an audience has an enormous effect
upon the performances of a player. An audience that is ecld and
unresponsive will lessen the enthusiasm of any performance, and
usually, a player who is not susceptible to this infinence may
be called & mere machine,

And further, upon the besis of a stricect correspondence between
the conscious thought of the central figure and his environment,
the environment may be made to reproduce externally, and to change
with the development that is taking place within the mental depths
of the cheracter himself, DMore than any other circumstance this
makes it poscible for real expressicnism in drama, for it admits
the most internal proceesses to be revealed or expressed, Here is
s substitution of character, and the spiritual nature of 1life, in
place of the merely human action of "dramatic incident] During the

progress of the play, we see that the positive concept dominates
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es those readjustments between positive and negative operating
in the character's mind find their counterpert in read justments
taking place betwesen the positive and the negative groups in his
environment,

Although individual artists will have to solve how the "posi-
tive coneept" shall prevail at the expense of the "negative con-
cept] Austin suggests one of three ways:- (a) You may change en-
virenmental conditione®, by adding a character to the "positive
gronp, and give a "positive concept" to the developing charsacter;
(b) Or you may substract a character from the "negative” group,
and venish the corresponding ccncept; (e¢) Or finally, the leading
character may change his attitude towsrds the idea for which he
stands, or towards another character, which will be equivalent
tc Poth the adding and subtracting of the concepts, while the
character passes from the positive to the negative group and is
presented in an entirely '"new light?

The emphasis is not so much upon the struggle between the
"poeitive and negative elements" as upon the fact of "read justment"
between them. The more freguent and clear-cut thess "read just-
ments’] the more powerful will be the‘suggastion of the play. The
author will find it necessary, perhaps to quicken these environmentsl
"read justments! and, also, the charecter's movements between states
of relative depressicn and stimulaticn.

Here the expressionist auther is justified in not being hamper-
ed in technique by laws of nineteenth century realism, He will
find it impossible, if he adhere to photographie metheds, to quick-
en the "read justments between positive and negative" in the en-

vironment as rapidly as they can bte quickened in the developing

character himself. The reason ig, that in the environment, he is
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dealing with physical objects, conditioned by "space and time";
in the mind of the developing character, he is dealing with men-
tal images, not so conditioned. Yet, the correspondence between
the inside and the outside should be maintained when actual re-
sults warrant it.

Where the primary conditions of time and spaee'do not ob-
tain, and where the figures of the environment can be handled
with the greatest amount of ease, there, in the "psychiec realm)
the expressionist insists on shifting the action of his play.
When such a shift of action is made, the aundience must know that
during the "positive" scenes when both the character and the en-
vironment are in states of relative stimulation, differences in
"time and space] are likely to occur. The moment that a state
of stimulation supervenes, the audience will expect new laws
to apply. When this condition is fixed, the author may, during
the scenes of stimulation make his characters conform to the
laws governing mental images, Thelr coming and going may be made
more nearly spontaneous, and readjustment more rapid. When the
"negative" concept becomee dominant in the mind of the leading
character, the author will return to such laws of realism as are
suitable to the relative negativity of the scene.

The typical scenes, for our expressionistic drama where
the elimination of "time and space" is to be brought about, are
now to be considered.

It is said that immediately after a character acquires a
pogitive concept at the close of any scene, it begins to grow,
and the charactere of his environment undergo a corresponding

"read justment” in their relations to him, and to one another,
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In the next sgcene, because of his structure of "nega-
tiveleonceptsf the character expresses a sertain fear, and,
immediately grants the "originative part] in the "play-per-
sonality] to his environment, and the charscter, correspond-
ing to the "negative concept) that has éiven rise to the fear,
conveys to him some "negative" suggestion. As thie becomes
dominant the character grows depressed, and the emphasis of
the play shifts to some member of the positive group, who
takes up the thread of the dramatiec action. Thie condition
centinues until the character begins te fight fer "readjust-
ment! and until the scene becemes "pesitive" in nature,

At last, a point is reached where the stinulation is of
the same degree that it was when the "negative concept” he-
gan te werk, amd where the cencept was destroyed. Then sud-
den growth begins and the envirenment undergces a correspond-
ing change, by the cutting off of the cerrespending charsc-
ter. Here & second "pesitive scene" begins, by a return ef
the play'e theme, perhaps, and threughout its course pre-
gressive degrees of stimulation occurs., Then "time and
space" hegin here te be eliminated.

The main thing about the new movsmwent ie that it in-
gists on suggestion, which may be turned by playwrights teo
constructive pnrpose, if they maintain a striet correspond-
ence between the character's conscicus thought and his im-
mediate environment, and link these changes in the relation
of effect and te cause.

Then as thereare repeated generalizations of "poéitive

concept) a growing persenality must be indicated in the back-
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ground, until the very "atmosphere"” of the theater becomes
alive with an unseen, but a definitely responsive, presence.

This 1s to show human 1ife on the stage, and not to
"soncoot" something by the name of "a well-made-playl

The expressionistic play will serve the dramatic in-
thetion inveolved, for the art of the theater is plastic and
infinitely expressive, it arises from a hunger, and addres-
ges itself to a need,of the soul of man.

The great movement which began with painting, has spread
to sculpture and to the drama. The so-called minor arts are
affected in every branch; and the days of the realists that

flow on under the "sleepy rule" of custom are doomed.
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