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PREFACE

This book is intended for the serious student of the theatre, and at
the same time it is the intention of editor and publisher that no lover of
the theatre escape. Theatre is several parts glamor, drama is several
parts literature and the make up of the handbook must establish a nice
balance between the two. A book filled with the fascinating apocrypha
of the theatre would undoubtedly be attractive, at the same time that
the more austere book of facts might be considered an unlikely candidate
for the best seller list. It is our hope that we have combined the two to
make this volume a book to keep on your desk against that emergency
question we all know will come. At the same time Bernard Sobel and I
trust that it is a volume that those lovers of the theatre in our country
can read, quietly with pleasure and profit.

Despite the alphabetical arrangement of the text, a table of contents
has been provided to indicate the most important articles for the seeker
after information; many of the theatre experts of the country have
assembled their knowledge in readable form for those who may have
temporary need of it. '

We have included a few topics that are unusual and are proud to
point out that no more extensive grouping of plays by subject exists. We
make haste to assure you that the list is incomplete, experimental, taken
from a working list in an existing library and is not intended to be in
any way exhaustive. If the list becomes useful, ways and means of ex-
tending it and amplifying the classifications will be found.

A special effort has been made to cover the Oriental Theatre because
no easily accessible book deals briefly, yet authoritatively, with the sub-
ject. Certain volumes have been included in the bibliography and the
compiler wishes to acknowledge his indebtedness for that section to the
gracious and able Rosamond Gilder, who showed the way in 4 Theatre
Library. '

The cinema has been for the most part ignored (despite the fact
that the film is a part of theatre in its broadest sense) because it is felt

that many directories of motion pictures exist. Radio is not included
xi



xii PREFACE

except for the drama which has been ably covered by Mr. Arch Oboler,
and a play is always part of the theatre. Television terms have been
included because many people feel that television will be an important
factor in the future; in fact there are those who say it will be ke
Theatre of the future. We are not so lugubrious as that. We believe that
so long as there are people in the world who can enjoy the emotional and
intellectual contact with the voice of their poets and dramatists through
the medium of fine actors in a building set aside for that purpose, that
no mechanical medium can take the place of the stage.

GEORGE FREEDLEY



CURTAIN! CURTAIN!

Welcome to the Theatre Handbook, brightly expectant guest. You
have arrived in good time. The show will start soon. The orchestra is
already tuning up in the pit. The ushers are shouting ““Curtain.”

As you walk to your seat in the first row, center, First Nighters
greet you on all sides. Beautiful ladies flash jewels and decolletage.
Orchids intensify ermine white. The air crackles with opening-night
excitement. Everyone, self-conscious yet curious, is busy seeing and being
seen. Then suddenly in the midst of sibilant conversation, laughter and
commotion, the curtain rises and the show is on.

The chorus surges forth in rainbow colors. The dancers make a trek
across the boards, pass woodland back-drop and verdant wings, only to
give way eventually for the laughing entrance of the comedian. He—
the gay favorite—is all agog, with his large white goggles, toy baby cart
and meandering geese. But he spots you speedily across the footlights
and throws you a friendly smile of recognition so that all the audience
feels that you're important.

And this impression is confirmed when, just before the final curtain,
an usher hurries down the aisle and hands you a note. Eagerly, you open
it to discover that the prima donna invites you to visit her in her dress-
ing room. The usher points out the way; and you follow him, behind the
parquet box seats to a concealed door which leads to the forbidden land
—backstage.

To the right is the star’s dressing-room and there you take in, at a
glance, autographed pictures on the walls, pictures of Jane Cowl,
Chester Morris, Cedric Hardwicke, Guthrie McClintic, Rosalind Rus-
sell. Congratulatory telegrams line the tall mirror. Cut flowers, per-
‘fumes and cosmetics decorate the dressmg table.

The prima donna is now wearing a wondrous, fhmsy negligée. She is
in repose now and happy. As she talks with you, she rémoves her entire
stage make-up; then paints and powders all over again, for the street.
Meanwhile, the maid brings you a highball, and the author steps in long
enough to tell you how he happened to write the big scene. Five minutes

X111



xiv CURTAIN! CURTAIN!

later the newspapermen and photographers arrive for interviews.
Friends crowd the room and corridor. It is time now to go. Reluctantly
you leave by the stage door, pass the crowd of autograph hunters wait-
ing in the rain, grab a taxicab, stop a moment at “o1” and Just as
morning breaks, reach home.

Then, if you're like me, you'll drop off blissfully to sleep, dreammg
of footlights, grease paint and the free masonry of backstage life. For
the theatre to me has always been a land of enchantment. The more I
see of it, the more I want to see. In my effort to learn the mystery of
writing plays, producing, acting and direction, I talk to stars, ushers,
doormen, managers, hangers-on and chorus girls. The stage is a great
leveller. Everyone and everything has a contributory force from the
director who governs the performance to the black cat which slinks
across the stage and revives a superstition. 7

Above all, the audience exerts a reciprocal influence. It helps create
the illusion, builds up or destroys. The dandies who sat on the Eliza-
bethan stage sometimes spoiled a performance. The fanatics who caused
the Astor Place riot of 1849, would have murdered the star had he not
managed to escape, with the help of his friends. Soviet audiences, in con-
trast, were orderly participants in the action of post-war propaganda
plays. Today, however, in picture houses, the jitterbugs who form the
early morning audiences at New York stage shows, insure their dis-
organized part in the performance by dancing in the aisles. These exam-
ples are exceptional, but they are indicative of audience potentialities.

But the human element is only one of innumerable factors which go
into the making of a play. Abstract theories have their direct effect,
theories about architecture, history, stage history, criticism, mechanics,
histrionics, dramaturgy, lighting, direction, temperament, production,
advertising and costs.

Furthermore, from the first moment that the play is announced until
the final first-night curtain, Chance becomes the co-producer. No matter
who the star or the author, no matter how perfect the production, no
prediction can be certain. The uncxpected always happens An unknown
player makes a hit. A veteran goes up in his lines. A piece of scenery
falls. The conductor forgets his cue. A new dancer stops the show. A
critic gets the wrong seats. Heat stifles the audience.

And it must have been like this from the first days of the theatre.
‘The weather must have played the dickens with outdoor performances
of Euripides. Drunken carpenters’ apprentices must have ruined many
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a morality show. The mistress of an “angel” or a king has regularly
given the drama a serious setback. Examples pyramid.

When Victor Herbert, after a quarrel with Emma Trentini, refused
to write the score for Naughty Marietta, Arthur Hammerstein, pro-
ducer, started search for another composer, and after listening to dozens
of compositions, found him in a book of piano lessons for beginners,
Rudolf Friml, then the obscure accompanist for Kubelik.

When Will Rogers came before the curtain to make his début in the
second act of a musical at the George M. Cohan Theatre, he confronted
an empty house, because the audience had discovered during the inter-
mission that the Titanic had been sunk. More recently, Sidney Kings-
ley’s highly realistic play, Dead End, almost died at the premiere
because the villain broke the illusion by jumping up from his death scene
just a second before the curtain fell.

The play, nevertheless, must go on, and has gone on thus, through
the ages, a combination of genius, physical endowment and circum-
stance.

And this Handbook, I hope, opens a vicarious experience in the
theatre, whereby the stage may exert its continuous influence. All mat-
ters great and small I have striven to touch upon, because they are one
and inseparable; the historicity of Seneca; the mystery of Shakespeare’s
genius: was he great because he willed it, or because he couldn’t help
being so? The right make-up technique for an ingenue. The popularity
of the pratt fall. The efficacy of the baby spotlight. The structure of the
Center Theatre. The disappearance of the stage door Johnny.

In a minute the curtain will be going up and within me will be stir-
ring all the apprehensions, doubts, fears, griefs, and hopes of a first
night, the subjects neglected, the achievements forgotter, the names also
of the people I left out: Jessie Royce Landis, Sir Louis Sterling, Sam
Levene, Dorothy Hall, Richard Watts, Jr., Leonard Bergman, Natalie
Schaefter, Dr. A. S. W. Rosenbach, many others.

One time-old thought, above all things, I hope, to reaffirm: the
theatre is the meeting place of the human heart, the heart which beats
through the ages, through suspense, pain, joy. and understanding,
through progress and disintegration, through World War and threaten-
ing war. It is Humanity’s escape from bitter experience. It is the land of
appeased realization through recognition, and the perpetual domain of
wish fulfillment. Here, surely, the arts unite for the enjoyment of the

soul. BERNARD SOBEL



KEY TO THE BOOK

The arrangement is alphabetical
with a few exceptions, as: acting,
drama, staging, theatre are subdi-
vided nationally or by a well-defined
section, before the organizations be-
ginning with these words are listed.
For example the.magazine, Theatre
Aris, is listed after Theaire; Yugo-
Slav rather than after Theatre, archi-
tecture.

Plays for the university or little
theatre arranged by subject matter
appear under Drama, Subjects, as:
plays concerned with agriculture and
farmers are listed under Drama,
Subjects, Farm Life.

Play synopses are intended merely
to suggest the subject matter of the
plays. Modern plays are given more
fully than the classics.

Biographies are included for many
people in the theatre; for a list of
more than a thousand of those others
whose contributions to the American
Theatre have been important see
“Famous People In The American
Theatre,” page 9oI.

If the information sought is not
under the name of the person, or title
of the play, consult the relating sub-
ject headings of Drama, Staging,
etc. The table of contents includes
many of the outstanding and lengthy
articles. :

xvi
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AND DIGEST OF PLAYS

Abarbanell, Lina (1880- ). German musical comedy star. Born in Berlin.
She played many engagements abroad, and made her American debut in 1905 at the
Irving Place Theatre. Her best known roles were those of Gretel in Humperdinck’s
opera, Hansel and Gretel, Yvonne in Madame Sherry, Sonia in The Merry Widow.
Today she is a member of the directorial staff of Dwight Deere Wiman, the
producer.

Abe Lincoln in Illinois. Robert E. Sherwood (American). Drama. 2 acts.
1938.

T'welve episodes in Lincoln’s life, from the time he studied Blackstone in a
New Salem log cabin, to his farewell speech at Springfield when he entrained for
Woashington as President of the United States. He is seen as an Illinois postmaster,
agreeing to run for the State Senate, at a time when his prowess as a wrestler was
winning him the admiration of the townsfolk. His romance with Ann Rutledge
and his disheartenment at her death are followed by Mary Todd’s pursuit and cap-
ture of him, after Lincoln has once run out on their wedding. His famous anti-slavery
debate with Douglas is dramatically represented.

Throughout, the play gains eloquence and authenticity by using Lincoln’s own
words whenever feasible. Moving, and filled with a high patriotism, it was awarded
the Pulitzer Prize in 1939.

Abbey Theatre. A famous organization founded in ‘Dublin in 1904 by Miss
E. F. Horniman of the Irish National Theatre Society, called by Fay and Carswell
in their book The Fays of the Abbey Theatre “first and foremost a theatrical, not
a literary movement.” It was the discoverer of Synge, performing his Riders to the
Sea, The Playboy of the Western World and others. Plays were chosen to suit the
theatre so that an individual mode of its own was established. Famous dramatists
associated with the theatre were W. B. Yeats, AE, Lady Gregory, Lennox Robin-
son, Sean O’Casey and Paul Vincent Carroll. Among the famous actors who have
appeared here are Dudley Digges, Sara ‘Allgood, Maire O’Neill and Arthur Sin-
clair. Players of this theatre have had several American tours, in the seasons
1911-12, 1932-33, 1934-35, 1937-38. :

21



22 ABBOTT—ABRAHAM LINCOLN

Abbott, George (1887- ). American playwright. A modern Moliére, George
Abbott is perhaps equally well known as actor, director, playwright and play
doctor. Swift-paced farce is his forte, and to the enlightened theatre-goer “a George
Abbott production,” meaning a rapid-fire, craftily staged comedy in which each
laugh is made to count, is self-descriptive.

He was born in Forestville, New York, and received his A.B. from the Uni-
versity of Rochester. After that he studied under Harvard’s famous Professor
Baker. His first Broadway appearance as an actor was at the Fulton Theatre in
1913 in 4 Misleading Lady. Other plays in which he has had roles have been
Dulcy, Hell-Bent fer Heaven and Processional. His productions include Chicago,
1926 ; Twentieth Century, 1932; Boy Meets Girl, 1935; Room Service, 1936 ; and
See My Lawyer, 1939. Among the plays which he has written, wholly or in part,
are The Fall Guy (with James Gleason), 1925; Broadway (with Philip Dunning),
1926 ; Love em and Leave em (with John V. A. Weaver), 1926; Coquette (with
Ann Bridgers), 1927; Ladies’ Money, 1934; and Three. Men on a Horse (with
John Cecil Holm), 1935.

Abie’s Irish Rose. Anne Nichols (American). Comedy. 3 acts. 1922.

Abie marries an Irish girl, Rosemary Murphy, and starts a family feud. The
bride and groom are married three times, first by a Methodist minister, then by a
Rabbi, and finally by a Catholic priest.

The two families are appeased, however, when Rosemary has twins, Rebecca
and Patrick Joseph. The play ends on a Christmas Eve celebration with Abraham
Levy and Patrick Murphy admiring their grandchildren.

This play is notable largely for its long run (2,327 performances).

Abington, Frances Barton (1737-1815). English actress. Flower-seller,
street singer and reciter in taverns, and servant to a French milliner in London.
She made her stage debut at the Haymarket as Miranda in Mrs. Centlivre’s
comedy, The Busybody, 1755, and in 1759 married her music master Abington.
After five years in Dublin, she was invited by David Garrick to Drury Lane, where
she remained for eighteen years, playing the great ladies of comedy, Shakespearean
heroines, romps and even chambermaids, and creating the part of Lady Teazle in
the original production of The School for Scandal, 1777. Acclaimed the greatest
comedy actress of her time, she went to Covent Garden in 1782. She made her last
stage appearance as Lady Racket in Three Weeks after Marriage, April 12, 1799,

Abraham and Isaac. See Mystery of Abrakam and Isaac.

- Abraham Lincoln. John Drinkwater (English). Poetic chronicle ' play.
6 ;scenes. 1919.

The play covers Lincoln’s life during the War years. In successive scenes he
accepts the presidential nomination in Springfield; ten months later, orders the
relief of Fort Sumter; two years afterward, heart-sick at the prolonged war, still
sees no way of stopping it without being disloyal to the cause’ of Justice; at the
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close of the struggle, reads the Emancipation Proclamation and tenders his resig-
nation; witnesses Lee’s surrender to Grant at Appomattox and warns the one
against reprisals as he pleads with the other to be merciful; is assassinated by
Booth in Ford’s Theatre in Washington.

Lord Charnwood’s biography of Lincoln is Drinkwater’s chief source book.
Lincoln’s British chronicler makes no attempt to stress his hero’s Americanism
which he is little qualified to judge, but emphasizes the universal quality of his
humanity.

Abuelo, El (The Grandfather). Benito Perez Galdos (Spanish). Drama.
3 acts. 1904.

A drama 1 which a ruined nobleman, who adores his two granddaughters, at
last finds perfect love in the offspring of the infidelity of a daughter-in-law, instead
of in the affection of the legitimate grandchild.

Academy, The French (L’Académie francaise). Established by order of the
Ying in 1635. Its object was the “purification of the French language.” The number
of members was fixed at forty. On the death of a member, his successor was to be
elected by the members themselves.

It ceased during the Revolution, then was re-established and now consists of
S classes of which the language and literature class is foremost. It is non-political
and non-profit making. It awards prizes and though influential, the extent of its
influence is debatable. Many of the foremost men of letters were never elected—
Alphonse Daudet, the de Goncourts, etc. The members are known as ‘“The
Immortals.”

Academy of Actors. German organization founded by Konrad Ekhof in 1753
within the Schoeneman acting company; the members of the academy discussed
parts, read plays, talked and debated about dramatic art. Helped to raise the
standard of German acting and the status of German actors.

Accent on Youth. Samson Raphaelson (American). Comedy. 3 acts. 1935.

Stephen Gaye, a middle-aged playwright, and his young secretary, Linda Brown,
work together harmoniously. Gaye has written a play “Old Love” which concerns
itself with an older man who leaves his wife for a girl and does not return. The
actors who are to play it rebel but Linda stands up for Stephen’s idea. Stephen
decides to go abroad. This brings out his realization of Linda’s love. Dickie Wells,
young actor, is also in love with her. Stephen throws them together but Linda’s love
survives and she returns to work for and to marry Stephen.

Acharnians, The. Aristophanes (Greek). Comedy. 425 B.C.

A satire on war and peace, characterized by alternate passages of rapier-like wit
and Rabelaisian gusto. The author produced it in the name of Callistratus at the
age of nineteen.

The protagonist, Dicaeopholis, a good-natured countryman, has been driven from
his home and forced to take shelter in the city by the Peloponnesian invasion. His
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wish for a speedy peace is thwarted by the Assembly, who refuse the offer of a demi-
god from Heaven to serve as mediator. Instead waste time listening to the
ridiculous tales of two envoys sent to Persia. In disgust Dicaeopholis sends his own
envoy to conclude a separate peace for himself and his family. The messenger re-
turns from Sparta with samples of truces, which consist of the wines in which the
ratification of each is drunk. The countryman samples them all and then hastens
back to his native village to observe the feast of Bacchus.

Acorn-Planter, The. Jack London (American). A play with music in pro-
logue, epilogue and 2 acts. 1916.

A dramatization in idealistic terms of a plea for better understanding between
Indians and White Men. Not a drama of importance but it shows the novelist’s rela-
tion to the theatre.

Acoubar; ou La Loyaute trahie. By Jacques du Hamel, who died about 1611.
Republished with introduction by Margaret Adams White, New York, 1931.

The earliest French play about America. It deals with the Aboriginal Indians of
North America.

Acoustics. The proper handling of the sound and hearing elements is one of
the prime essentials in the performed drama. Clear and proper enunciation by the
performers is, of course, vital. This need for clarity applies to all other sound pro-
duction. But the sound must reach the audience and all the audience correctly. In
order to achieve this ideal, the nature and behavior of sound must be understood.

Sound travels rapidly in spherical waves. When it reaches a surface, it is ab-
sorbed or reflected in greater or less degree, in accordance with the nature of the
surface. When a sound is made it will travel in all directions and be reflected from
-every surface in every direction so that it will be completely spread throughout the
room. But since so much depends upon the reflection from the walls, floors; curtains,
ceilings, etc., unevennesses and faults in the transmission of sound are bound to occur.

The chief faults are inaudibility, super-audibility (loudness, outside sounds,
noises), distortion, echoes, reverberation. Stated positively, in an auditorium the
performance must be heard by all (but not too loudly), accurately as to intonation
and. pitch and without the interference of other sounds echoes or reverberations.'
-To achieve this the following points must be borne in mind.

Audibility. Audience should have uninterrupted view of performers. Therefore,
stage'should be raised and rows of seats should slope gradually upward from the
stage. e

Low ceilings and closer walls will increase sound. Curtains, drapes, and carpets
will reduce sound by absorbing it. Thus, undesired sounds may be kept out by cur-
tains. But, on the other hand, a fabric drape instead of a solid surface will deaden
sound instead of reflecting it and thus reduce the desired audibility.

- A solid surface behind the stage will project sound forward, and sound may be
directed by the inclination of reflectors (solid surfaces). In any problem of audi-
‘bility the chief surfaces that are reflecting the sound must be considered and changed,
eliminated or enhanced as may be necessary. C wr e
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Echoes and Distortion, Vibration, Reverberation. These faults are chiefly due to
sound that is reflected instead of absorbed. In the case of alcoves, boxes, high ceilings,
etc., the sound waves may bound back and forth, thus producing echoes or reverbera-
tion. This condition may be eliminated by reducing the area of the enclosure by lower-
ing the ceiling, by false walls, glass or fabric curtains, etc., or by placing absorbent
surfacés on the too solid surfaces. Such absorbent surfaces should be porous. There
are various fibrous boards, asbestos jute and felt tiles available.

Finally, whatever the acoustic fault or need, knowledge of the nature of reflec-
tion of sound and of the sound-reflecting materials will provide the key to the
solution. Materials will absorb or reflect sound in accordance with their porosity.
The more porous, the more absorbent.

A standard book on the subject is Acoustics and Architecture by Paul E. Sabine.

Act. A natural division of a play, consisting of one or more scenes. It was
effected originally by the chorus in Greek dramas, and then came to be a definite
division with a unity and climax of its own. Among the ‘Greeks, five acts was the
standard length, and this standard continued through the Elizabethan and Restora-
tion periods. Gradually, with the elaboration of stage settings, the impatience of
audiences with overlong productions, and the growth of the feeling for simplified
form and continuity, there was a reduction. Now the 3-act form is rather definitely
established.

The first act is devoted to laying the groundwork, preparing the situation and
arousing interest. The second act is the meat of the play wherein the conflict is
definitely fought. The third act is the resolution, the result of the drama. Of course,
plays may vary from this form.

ACTING
BY RAYMOND MASSEY

I look on the actor as an interpreter, not as a creator. In the modern theatre,
which has outgrown the old idea of the vehicle play, the creative force is supplied by
the author.

‘This is not to minimize the actor. He is an all-important factor in the theatre,
for after all people want to see plays, not read them. But it may help to explain why
there is no basis, in my opinion, on which to compare actors and acting. Every job—
every part—is a new problem. The minute one generalizes, one finds every rule
promptly refuted. In the theatre everything, from playwriting to set-design, has to be
tackled free of convention or precedent.

As to whether an actor “feels the part” or merely simulates feeling, it seems to
me that every actor has his own method. I can speak only of mine. In the period of
gestation of a performance, the actor must immerse himself, not in the “feelings” of
the character he is portraying, but in an understanding of the character. In this
process he does actually lose some of his emotional identity—but only temporarily.
It must be clear that in the course of the run of a play, it is quite impossible for any
actor ‘so to lose his identity; if he allows his emotion to dominate the performance,
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he will lose all unity, all power of reproducing the character. And it must be remem-
bered that performances are given under any and all circumstances.

Personally, I have not “felt the part” before an audience in twenty years. Acting,
to me, is always a case of “outside looking in.” Without that detachment it is im-
possible for me to maintain the control necessary to keep the performance at proper
pitch.

Naturally an actor, like anyone else, is much moved by a play. He reads it, reacts
to it, works into it—gets fond of it—feels that he understands it. But once that
reaction to a piece of writing has “jelled’” and become part of his experience, it is
the actor’s job to get that understanding over to an audience according to the
author’s intention. It is quite possible for an actor to be impressed and moved, or
depressed and disturbed, by his own performance. But unless he detaches himself
from these personal feelings, he can never acquire the discipline which gives tempo,
rhythm and balance to the production as a whole.

In the case of a long part—as that of Lincoln in “Abe Lincoln in Illinois”—it
is necessary for an actor, as the run progresses, to obtain an almost mechanical grasp
of the character, precisely in order not to seem mechanical from out front. By a
“mechanical grasp” I mean having the character so thoroughly in hand that it can
be played with the actor’s mind at rest, detached, and therefore able to avoid
“mechanical acting.” The part of Lincoln being very long, I have found it necessary
to let it run in its stride, for stretches; then, every few performances, to take it apart
and put it together again—in order to avoid stagnation.

“This method is particularly applicable to emotional or romantic parts. In
comedy, it is more a question of timing and so-called technique. The actor must be
even more flexible, because audiences and their reactions to comedy are more vari-
able. But in all acting, the actor’s one aim must be to convey the illusion of complete
spontaneity—except in certain poetic or declamatory parts where a certain studied
quality may be of value.

Again and again I am asked the question: how much research should an actor
do in preparing his part? While getting ready for Robert Sherwood’s “Abe Lincoln
in Illinois,” which I have played on both stage and screen, I deliberately avoided
more than a cursory research. The deep study of Lincoln which Mr. Sherwood had
made supplied me with a wealth of relevant material which an author of his genius
and theatrical knowledge considered sufficient—and not more than sufficient—for
developing the character. Over-embellishment—a satiety of detail—might have
seriously jeopardized in performance a figure which the author had conceived in
superb economy and sincerity. I think an actor should always assume that the author
has purposely cut off the ragged edges of a character.

©Of the person of Lincoln in “Abe Lincoln in Illinois,” the movement, control
of hands, body and expression are mine, not the author’s. And my face is my own
except for a little nose putty. As to the voice—here is'an example of the dangers of
research: :

In the months preceding and during rehearsals of “Abe Lincoln in Illinois,” I
talked to several people who had known Mr. Lincoln, and I read in the Herndon
letters and other sources about Mr. Lincoln’s mannerisms and physical charac-
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teristics not covered by the author’s specific stage directions. I found that his voice
was shrill, raucous, high-pitched. I also found that his voice was deep and resonant.
I found that he spoke with a slow drawl—and also with a staccato nervousness.
That he moved with the panther grace of an Indian—and also with quick steps.
All of which information I eventually threw aside in favor of a physical delineation
which I considered most theatrically effective to project Mr. Sherwood’s Lincoln
across the footlights.

To sum up, it seems to me essential in the theatre—where projection and en-
largement are the core of acting, and where everything must be slightly larger than
life to survive the trip across the footlights—that technical control and detachment
govern the performance completely. At least, that is the only way I have found to
accomplish anything. I am convinced that abandonment of this control to the va-
garies of the artist’s own emotions may blur and distort the author’s intention
which, after all, is what we are trying to deliver, clear-cut, to the audience.

I should like to be able to close with an analysis of “types of acting,” giving
examples from the work of many fine people of the stage; but I cannot do it. After
twenty-one years of experience in the theatre I do not believe there is such a thing as
a type of acting. I am still unable to analyze someone else’s performance. I do not
know what problems presented themselves during preparation or how they were
overcome. I still believe that every actor is an individual who does not belong to a
“school” or subscribe to a “system” or conform to a “type.”

Good actors, like good plays, are made of flesh and blood, not bundles of tricks.

Acting area. The space on stage on which the action of the play takes place.

Acting, Chinese. Acting is symbolical and highly conventional in the Chinese
theatre. A tasseled wand serves as a riding whip; when held in the left hand it
represents the actor dismounting from a horse or mule; if the whip is in the right
hand, he is mounting, and a walk around the stage is a journey. The distance be-
tween characters is recognized by their actions; and doors, windows and walls exist
only because the actors designate their presence—and the audience sees them vividly!
The actor is scenery, singer, dancer, acrobat and mime as well as Thespian in the
Western sense. Every gesture of the head, hand or foot has some special meaning
and each actor must guard against forgetting to lift his foot when stepping over the
imaginary threshold of a door or face the displeasure of his discriminating audience.
A fan held up along the side of the face represents the player as walking bareheaded
in the sun; the fan may be exchanged for an umbrella to signify a rainstorm; walk-
ing with arms extended and feeling to the right and left represents the actor to be
walking in the dark; pieces of white paper shaken out of red umbrella indicate a
snowstorm. A player standing stiffly up against a pillar shows he is hiding Bringing
the hands together at arms length closes an invisible door. A boat is represented by
an old man with a pole and a girl with an oar standing or walking at a fixed dis-
tance from each other, the girl sculling in the stern. Passing one long sleeve in front
of tearless eyes indicates that the character is weeping.

Painting the face in establishing a type is common. Each player paints his own
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face in his own characteristic and grotesque manner. Through these false faces,
which are a survival of the ancient masks, the actors escape themselves and become
imaginary individuals. During the time of the Three Kingdoms (A.D. 221-280),
Lan Lin-wang, famous actor, is said to have introduced the custom of wearing face
masks in Military plays. Later the masks were worn as well by actors representing
various deities. The Chinese stage masks resemble very closely the ceremonial masks
and painted faces of totem-pole figures found among the Indians of Alaska and
British Columbia.

In painting the face, several colors are often used in a single makeup. The colors
have a meaning: red for sacred, courageous, loyal or virtuous; black to denote
the fierce, the coarse or the uncouth; and blue to denote cruelty. Purple indi-
cates loyalty to a lesser degree than red. Devils have green faces; gods and god-
desses have gold or yellow faces. A white face represents a treacherous, cunning,
but dignified person. Women characters appear without painted faces except for
simple cosmetics. :

An actor with black splashes on his face is an enemy officer; a dab of color at
the corner of the eyes means a sick person or a villain. A ghost or dead person is
represented by an actor wearing a black hood, or a slip of white paper stuck on the
cheek, or a streamer of white paper suspended from the head and falling down over
the breast.

When a person is killed, there are fireworks. Fireworks are also used whenever
a demon appears. A death is also indicated by a red cloth thrown over the face.
A dead man—recently slain—gravely gets up and walks away, often doing so with
a characteristic stoop which serves to indicate that he is being carried off by four men.

A barbarian wears a piece of fur around his neck; a beggar wears a silk coat
with a design of large gaudy-colored patches. An emperor wears a yellow robe em-
broidered with coiled dragons. High officials have yellow robes with flying dragons
looking downward.

The art of juggling and tumbling in the Chinese military plays is carried to
such superlative virtuosity that it would bring blushes to the cheeks of the most
talented Western vaudeville acrobats. Another interesting feature of the Chinese
theatre is the” property man who moves about the stage deliciously indifferent to
whatever is taking place among the actors and the audience. The property man slips
stools under actors, arranges pillows under a swooning official, and hands out the
riding whips and swords.

A play is not limited by time and space. In one play there are 830,000 soldiers
on stage, and they are all represented by only thirty men. The Chinese believe that
drama is nothing but pretence, so why have characters on stage act realistically?
Nature is not imitated but observed and contemplated. The Chinese esthetic is
essentially that the elements and some of the combinations found in nature are
legitimate raw material for the artist, but the way in which the artist reorganizes
them may depart from natural patterns in any degree that his purpose may dictate.
The result is a higher standard of finish than anything thus far seen in the Western
theatre.

Most actors are members of traveling troupes who set up outdoor theatres of
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bamboo platforms and poles or even plain bamboo mats. A number of troupes stage
their performances on canal boats like the American steamboat performers of Show
Boat fame. Still another type of actor, the most despised of the profession, is the
wandering story-teller who recites, sings and acts out history and adventure on'the
streets of every village and city. There is one great story-teller in China today named
Liu Pao-chuan, aged seventy-one, who performs before vast audiences in the greatest
theatres. His diction is taken as standard for Mandarin dialect; he has a remarkable
singing voice, and tickets for his performances are priced as high as ten dollars.
The Geisha or Sing-song Girl is also of the theatre; for despite her low social posi-
tion the Geisha is successful in her profession insofar as she has charm, beauty, a
talent for music and dancing, and some knowledge of the classics.

An elaborate system of precedence is current among the actors based upon the
importance of the parts they play. The system refers to the choice of seats in the
make-up or greenroom, sleeping quarters and the group or society in which the actors
are allowed to move. Actors who impersonate emperors are the favored ones.
Impersonating a living emperor or member of the royal family has always been pro-
hibited by law, but in most cases, Chinese custom looked the other way and the actor
kept playing the emperor, notwithstanding.

An actor’s standing in society may be very low, but sometimes he is able to sur-
mount this obstacle and gain the respect and admiration of vast audiences and his
fame may become considerable if he is fortunate enough to belong to one of the
permanent theatres in a large city. Mei Lan-fang is an example. He is regarded as
the greatest living actor and has won his coveted position because of his outstanding
impersonations of women and for his remarkable proficiency in the dance, song, dic-
tiorf and pantomime of the traditional drama. Other great actors are: Cheng Yen-
chiii, Shang Hsiao-yiin, Ma Lien-liang. Mei Lan-fang’s every gesture and pose is
beautiful. His company only recently completed a very successful tour of the United
States.

See also Drama, Chinese; Staging, Chinese.

Acting families. Among famous acting families are the Barrymores, Booths,
Boucicaults, Cohans, Coopers, Davenports, Drews, Foys, Irvings, Kembles, Rooneys,
Trees and Wallacks. For a more complete list sce /#7ho’s W ho in the T heatre, edited
by John Parker.

Acting, Japanese. In N6 Dramas the actors use masks, not make-up. These are
of great variety and classified as follows: (1) old man; (2) old woman; (3) middle-
aged man; (4) middle-aged woman; (5) young man; (6) young woman; (7) child;
(8) blind man; (9) gentle god; (10) powerful god; (11) formidable god; (12)
fairy; (13) supernatural being; (14) monster; (15) wild animal.

In NG dramas, after the entrance of the musicians and chorus the Second Actor
or Deuteragonist (# aki) usually enters first . . . but sometimes the First Actor or
Protagonist (Shite) enters first; both are accompanied by one or more companions
(T'sure) or the clown (Kyégen).

After the musicians have made their entrance, the Chorus enters through the
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Hurry-door and sits on the verandah. The men in the front row, after having re-
peated the opening song of the actor who comes first, sit quiet till the chorus singing
begins when those in the back row join them. In the middle of the back row sits the
chorus leader (Ji-gashira). The chorus intones either alone or with performers.

The entrance of the actors is accompanied by music. The Second Actor enters
and his music is called Shidai. To this he recites his opening song. He never wears
a mask for he represents the audience; declares his name and reason for his appear-
ance, called the Declaration or Nanori. When he is supposed to be travelling he re-
cites the Travelling song (Mich-yuki) and reaches his destination at the end of the
song. .

The entrance of the First Actor is represented by the Traditional music called
Issei, which indicates the subject of the play in the middle of which he enters on the
Bridge behind the First Pine Tree, and recites his opening song accompanied by a
musical instrument. The Skhite tells his story as he performs, or he merely dances
without any intonation. .

In Né dramas the Actor indicates the end of his performance by tapping the
floor with his foot; sometimes he disappears into the curtain still dancing and the
Second Actor then draws near the First Actor’s Pillar and taps the floor with his
foot. The First Actor exits first followed by the Second Actor and the companions;
the chorus exits through the Hurry-door, musicians exit last through the Bridge in
the same order of their entrance.

Elocution is distinct but artificial ; the voice never strikes a natural note but is
pitched very high or low to avoid the continual background music of the samisen;
the traditional stage-gait was copied from puppets by which many 17th century plays
were performed; the Japanese actor however has dignity of pose and great 3acial

- control, never fidgets but goes from one studied pose to another with artistic and
effective design.

During some dances the outer gown is slipped off and a handsomer one revealed
underneath. The movements appear graceful in these flowing garments and the actor
makes good use of the long sleeves, which sometimes hang nearly to the floor; but
without this drapery the dancing would appear stiff and unnatural.

In the Kabuki plays, the climax of a piece of acting is accentuated by an impres-
sive pose in which the actor becomes statue-like with his eyes wide open; Mie is the
name for this pose which heightens esthetic appeal. A Mie is emphasized by the strik-
ing of wooden clappers against a thick board by an assistant stage manager; this
clapping is called tuke and serves to call attention to the posing of the actor.

The musicians consist ordinarily of a player each on the transverse flute, the
tsuzumi (small drum struck with the fingertips over the shoulder), the okawa (a
slightly larger drum struck on the knee also with the fingertips), and the drum
beaten with two sticks.

A fan is much in evidence in the dance, the studied use of which is very effective
with the manipulation of big sleeves. The costumes used are marvels of textile fabric
and design, refined taste is evident in the bold patterns and colors. Above all, the
mask to be worn by the principal character (S#ite) and the assistant (Shite-tsure)
is a very important part of the N performance. There have been great masters among
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the carvers of Né masks whose works still remain in a large number. N6 masks were
carved out of wood and were, with portrait sculpture, the only kinds of sculpture
which made any progress in the Muromachi period (1334-1573). The masks are still
preserved by the head of each school as family treasures. Wigs worn by male actors to
impersonate females are called Katsura.

The most gorgeous textile fabrics worn by the NG actors, were produced mostly
in Yedo and Kya#6. There were four different kinds: Kara-ori, a kind of rich bro-
cade; Atsu-ita, a kind of silk fabric; Nuy-haku, a fabric having a design in embroid-
ery as well as in gold leaf; and Suri-haku, a fabric with a pattern of gold leaf only.
“The taste for richly costumed drama had been introduced by the great military states-
man and patron of all the arts, Toyotomi Hideyoshi in the Momoyama period (1574-
1614).

Hideyoshi’s taste for the gorgeous and flowery was also carried on in the Yedo
period. The particularly interesting feature of the Né costume is the variety of warm
hues, such as gold, red, and yellow, which appear in the slow dance rhythm, punc-
tuated by symbolic gestures of the N actors.

Since N¢ plays do not aim at realism but at a special world of beauty, the cos-
tumes are adapted to promote this conception.

‘Women do not appear on the stage. Their parts are taken by men trained for that
purpose. Action in Né dramas is symbolical ; a tap on the knee with one hand indicates
excitement ; a few steps forward indicates the end of a journey.

The property-men are dressed in black and busy themselves with handing out
props and bearing away those discarded by the actors. But they are perfect little ar-
tists in their own right—and the audience doesn’t notice them.

The characters in a N6 play are always few in number and usually include a
ghost or two who often relate a story of love that never reached its earthly close.

In the puppet theatre (4 yatsuri), the puppets are finely carved and richly clothed
dolls three or more feet in height. They are not controlled from above by wires as
are the marionettes familiar to Westerners, but are carried on stage each by four pup-
peteers, one of whom holds the puppet while the others manipulate the head, arms
and feet. The play is read and enacted on the side by a reader who uses several voices
in the performance. The puppeteers are never noticed by the audience; they are clad
from head to toe in black, and even their hands are camouflaged in black gloves.

See also Drama, Japanese; Kabuki drama; NG drama; Staging, Japanese.

Action. (1) The physical course of plot in a play; (2) the physical motions of
actors on stage or screen; (3) a single specific movement.

Actor. The actor originated when the Greek religious dances evolved into the
Greek drama. At first all the people took part in these dramatic dances but later the
most capable were chosen to play the outstanding roles—to be chosen one of the best
actors was a great distinction and acting became therefore a distinguished and highly
respected profession.

But in Roman times actors were in disrepute and disgrace. In fact, most were
slaves. Kings and churches have employed them and cast them out. They have been
alternately honored and condemned.
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During the Elizabethan period, strolling players were little higher in the social
scale than public beggars. The English Statute Law on Vagabonds and Players stated
“all persons calling themselves Schollers going abroad begging . . .; all Fencers,
Bearwards, common players of Interludes and Minstrels wandering abroad (other
than players of Interludes belonging to any Baron of this realm, or any honourable
personage of greater degree to be auctorised to play under the hand and seale of
Arms. . . .); all Juglers, Tinkers, Pedlars, and Petty Chapmen wandering abroad

. shall be taken, adjudged, and deemed Rogues, Vagabonds, and Sturdy Beggars,
and shall sustain such payne and punishment. . . .” (See Obiter Dicta, New York,
Charles Scribner’s Sons, 1886.) In Moliére’s time actors were said to rank with
“sword-swallowers, peddlers and rat-catchers.”

“That situation,” says Brooks Atkinson in Enter the Actor (The New York
Times, Sept. 10, 1939), “no longer prevails. The prestige of Henry Irving changed
the conception of the actor. . . . It would be misleading to imply that the theatre is
even yet as respectable as the library. . . . All we can say is that actors now are cul-
turally acceptable, although, like artists in general, they are still somewhat suspect by
middle class moralists. . . .”

John Anderson, in the New York Journal-American says: “The Truth is that
every time the theatre strays away from the Drama Page, it hurts itself. . . . Every
time the glamour girls and boys begin calling names, shouting into the radio, and
mussing their hair and mascara, the amusement industry takes a setback. It takes a
dozen or so nicely retouched studio portraits to make up for one snarling off-guard
picture in a news photo. It doesn’t do a boxoffice beauty much good to get caught on
a picture page with the fangs showing. One look and the public can’t be coaxed into a
dreamy mood again by a dozen press agents. It isn’t that the public lacks sympathy,
but the amusement business is based on illusion.”

Actor, protean. Variety actor of the Nineties who made quick changes from one
costume and make-up to another almost before the eyes of the audience, changing the
song or monologue with each change. This was a development of the protean drama
of the early 19th century. Albert Chevalier is one of the foremost players of this type.

Actors’ Equity Association. An affiliate of the American Federation of Labor ;
theatrical union, founded December 22nd, 1912. By-laws and constitution were
adopted May 26th, 1913. Original members of the committee were Albert Bruning,
Charles D. Coburn, Frank Gillmore, William Harcourt, Milton Sills and Grant
Stewart.

It is the bargaining agency of the theatre. Almost without exception no one
may appear in a professional production of a play, without membership in this organ-
1zation. }

" English eq}ﬁvalent: British Actors’ Equity Association, patterned after the Amer-.
ican organization.

Actors, medieval. In England, the guilds dominated the drama and the actors
were guild members. In France, there were confréries pieuses, troupes expressly
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organized for the performances of mystery plays; also the confreries des fous, deriving
from the notorious Feast of Fools, who played interlude and scandalous farce, making
fun of the absent to the present. These “fools,” belonging really to the mime tradi-
tion, had tremendous effect on later drama and theatre, their influence being manifest
in much of Shakespeare. In England the performers were all men; in France there
were some women.

Actors, types. (1) Amateurs—performers for love, not for financial gain or
prestige; (2) professional—those who perform as a vocation, to make a living and
also, if possible, a reputation; (3) boy actors—originally the performers of all
women’s parts in the Elizabethan era when there were no women on the stage; today
they act their age with other child actors; (4) child actors—in many cities children
under a certain age are forbidden on the stage ; in New York City the ruling is liberal
(see also children as actors) ; (5) women—first began to come on the stage in the
16th century on the Continent, the 17th in England. See also character actors, extra,
heavy, juvenile, lead, star, super, walkon.

Actress. There were no female performers in the earliest dramas. The profes-
sion of actress really did not exist until the 16th century on the continent, the 17th
century in England.

Among the earliest actresses identifiable by name are: the 10th century German
nun, Hrotsvitha ; Isabella Andreini who played with the Italian company, the Gelos:;
the two 17th century French actresses in Moliére’s plays, Madeleine and Armande
Béjart; the English Mrs. Charles Coleman, Margaret Hughes, Mary Saunderson
(Mrs. Thomas Betterton), Nell Gwynn and the two Marshall sisters, Anne and
Rebecca ; the German pioneer actress-manager, Carolina Neuber ; and La Montansier,
18th century French actress. In Rosamond Gilder’s Enter the Actress, 1931, these
actresses and others are considered in detail.

THE STAGE AS A CAREER
BY TALLULAH BANKHEAD

Almost every day that passes I receive letters from people asking me for advice
about going on the stage. To reply helpfully is difficult, for everyone at the outset has
a different problem—matters which he must solve for himself. But aside from this, I
would say that one of the first things one must have for a stage career is confidence in
oneself. I don’t mean conceit ; the greatest people are the most modest. But you must
believe in yourself, or you have no business trying for a stage career. Self-confidence
should be a kind of cbsession.

Next in importance is the matter of hea.lth. You've got to have a great deal of re-
serve. After all, you're in someone else’s investment, and for this alone you should
keep yourself well. People say to me, “Tallulah, you must take care of yourself.” But
I am not built in the same way as most people. It is abnormal for me to lead a normal
life. I sleep like a child. I go to bed late, so I feel I am entitled to go out when my
work is done. After all, a business man doesn’t go to sleep the moment he gets home
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from work. He goes out for several hours afterwards, plays bridge, attends club meet-
ings, sees a show. And it’s that way with me. I go out after my work is done, about
11:30 or 12:00, and get home quite late. But then, again, I don’t have to get up early.
I can sleep until three or four the next day. My working hours aren’t really demand-
ing ; it's the attendant fuss, rather, that makes them long: going to the photographers,
hairdresser, fittings, interviews, keeping appointments of all kinds—accumulation of
all these things.

The next thing that most people must consider-in taking up a stage career is the
financial question, the obligations they have, the people who are dependent on them.

Once resolved to go on the stage, my advice is usually to go out and find a profes-
sional job for yourself and act. I don’t mean in a dramatic school but in a real honest-
to-goodness professional job where you actually do something, whether it is a “bit”
part, work in the chorus or understudy. The important thing is that it’s a job. And
when you have to prove you are worth what you are doing, you are on the road to ac-
complishment.

Don’t think because you have personal beauty that your success is certain. I think
beauty without personality is just as dull and dead as it can be. I have seen people with
homely features who had more individuality and attraction than others supposedly
beautiful. Take Nazimova and Elizabeth Bergner—you can’t call them beautiful.
On the other hand, you can be beautiful, and your beauty will not project on the stage;
whereas, you can have the proper bone structure which will make you look beautiful.
After all, the most important thing in any acting career is originality; then personal-
ity,—originality first. Talent—I’m taking for granted. People may call it mannerism,
but it’s these mannerisms peculiar to the person having them which makes him stand
out to the public. You may not even know that you have these mannerisms. You never
even know what your voice sounds like until you hear it on a “playback,” and even
then you don’t get it altogether, because it is mechanical.

1 used to have a habit of throwing back my head because my hair was shingled and
so very thick and heavy. When I had to bend over, I immediately shook back my
head without realizing I was doing it. T'o do it occasionally was all right, but to do it
often was not so good, so I had to guard against the habit.

When I was in England, certain critics remarked about my slouch walk, the way
I held my shoulders, the toss of my head. But even though I antagonized them, they
gave me good advice. “Hold up your shoulders,” one of them told me, “and breathe
deeply.”

Mannerisms mean something, though. I remember what Ethel Barrymore told
me. She was playing in Boston many years ago in a play whose name I don’t remem-
ber. Sir Henry Irving was playing in “Richard III” at the time, and after her own
performance was over, Ethel would go to Sir Henry’s theatre and stand in the wings
and watch the last scene. There she would stand alone and remain for a few minutes
after the curtain was down. One day, Sir Henry saw Ethel standing there, looking
very sad, so he went over to her and asked her what was the matter. “I am depressed,”
she answered. “No matter what role I do, people say I am still Ethel Barrymore.”
“Well,” said Sir Henry, “see that they say nothing else.” And without knowing of
this circumstance, I had the same experienice in London, while playing in “The
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Dancers,” with Gerald DuMaurier. I complained similarly and Gerald made the
same Tresponse.

The trouble with some actors I believe, is that they read lines without any reality.
You don’t get the impression that they say these lines for the first time but that they
are reading them out of a bock. Personally, I believe you must be natural even when
playing the classics. I don’t mean that you should neglect the thythm and the beauty
and certain technical points that are peculiar to them; but when you read the lines
you should give the impression of believing what you say. Again, when you play in a
modern piece, you must be yourself. What else can you pattern yourself on? Even
though you play a character part, you are still Tallulah Bankhead. You can be old, or
put on glasses, or do anything else. But you can’t disassociate yourself from your per-
sonality. When people say, “Do you feel your part?”, I think they are so stupid that
I could slap them.

If you get lost in a play, you won’t remember what city you are in. I remember a
story about one of those stock companies that changes its play two or three times a
week. In the midst of a performance, the leading woman cried, “My God! What’s
the line?” Whereupon the other actor cried, “What’s the play?”

Direction is all important. A very fine actor can get bad direction. I think direc-
tion is the most valuable thing in the theatre, apart from good play or type casting.
The more talent you have, the more discipline you need.

An actor is the servant of the public. He has certain duties and responsibilities to
fill, including good manners, particularly on and off the stage. Never offend an audi-
ence. Good manners are inexpensive. You must put yourself out a lot for other people.
I don’t mean, of course, that you should be a damn fool and let people take advantage
of you. Autograph hunters, for instance, I loathe; the professional ones who don’t
even go to the theatre but just hold up the performance so that you can oblige them.
I do say, however, that it is a discourtesy not to sign a programme or card when some-
one has seen your play and has waited patiently outside for your signature. That is a
real compliment.

Adam. Author unknown. (Norman-French, probably written in England.)
Miracle play. 5 acts. 12th century.

‘This is probably the first dramatic work in medieval French. A miracle or mystery
play, it deals with Adam and Eve, Cain and Abel, the fall of man, and the promise of
salvation. It seems to have been considerably popular in its time. It is also known as
Representatio Adae and Le Mystére d’Adam. It was performed on a platform in
front of a church with the audience in the public square.

Adam the Creator. Karel and Josef Capek (Czechoslovak). Revue. 7 scenes.
Translated by Dora Round. 1927.

Adam destroys the world in order to rebuild it according to his dreams, only to
find his own shortcomings are very apparent in his creation.

Adams, Maude (1872- ). American actress. Born in Salt Lake City where
her mother was a leading woman in a stock company. Her father, James Adams, was
also an actor. She made her first stage appearance when but a baby and later appeared
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in child parts at the same time she attended school. Made a big success as Little
Schneider in Fritz in 1877. At the age of 16 she joined E. H. Sothern’s company in
New York, playing an ingenue role in 4 Midnight Bell. She became a member of
Charles Frohman'’s company and supported John Drew. Her most famous roles in-
clude Lady Babbie in The Little Minister, Juliet, the title role in Peter Pan, Maggie
Wrlie in # hat Every W oman Knows, and the principal parts in Men and Women,
Quality Street, and 4 Kiss for Cinderella. After an absence of thirteen years from the
stage (1918-1931) she emerged from retirement to play the part of Portia in T'ke
Merchant of Venice, in which she toured during the season of 1931-32. She toured the
summer theatres as Maria in Twelfth Night in 1937.

Adaptation. The rearrangement of a story, poem, novel or play implying
changes in form, language, locale or period. A translation is merely the conversion
from one language to another. But an adaptation implies reshaping and rewording the
original while retaining its essence.

Adaptations. A list of plays adapted for the radio and motion pictures may be
found in annual volumes of Film Daily Yearbook, under “Original Titles,” and
Variety Radio Directory.

Adding Machine, The. Elmer Rice (American). Expressionistic fantasy-
tragedy. 7 scenes. 1923.

A satire on the modern mechanized world. After working for twenty-five years as
bookkeeper without either raise or promotion, Mr. Zero is fired, being replaced by
adding machines. Mr. Zero, enraged at this injustice, stabs his boss, for which he is
tried for murder and executed. After travels through graveyards and the Elysian
Fields, he reaches Heaven where he is employed on a gigantic adding machine. The
keeper of the place, however, finds that Mr. Zero’s soul needs further seasoning and
sends him, still a failure, back to earth.

Addxson, Joseph (1672-1719). English author. Famed for his wit, style, and
writings in T'he Spectator.

The eldest son of an English clergyman. While at the Charterhouse as a private
pupil, his friendship with Richard Steele began. He went to Oxford, and in 1698 be-
came a fellow of Magdalen College, where he was a scholar of note. He was dis-
suaded by Charles Montague (Lord Halifax) from taking orders and, supplied with
a state pension, he traveled much on the Continent in order to qualify for political
service. Upon his return to England, he was in straitened circumstances, but through
Halifax, he was commissioned to write a poem in celebration of the victory of Blen-
heim. This po'em The Campaiyn 1704, secured for him the succession to John Locke
as a commissioner of excise and an under-secretaryship of state. In 1709 he was
elected for Malmesbury, a seat he held for the rest of his life.

His literary fame mainly depends on his essays, and especially his portrait of Sir
Roger de Coverley. His Cato: a Tragedy, proved for political reasons to be a great
success in 1713. It is not a great play, but with it Addison closed a particular cycle of
"drama in blank verse—writing it in heroic couplets without the rhymes. At a time of
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Tory triumph, he cleverly managed to avoid giving offense to either the Tories or his
own party. Pope, a well-known Tory, wrote the prologue, the zealous Steele suitably
packed the house, and the performance was received with rapture on the first night by
Whig and Tory alike. His contribution to dramatic theory is best found in five or six
of his Spectator essays.

Ade, George (1866- ). American author. Well-known humorist, noted for
his modern fables. He popularized the term “College Widow.”

Born at Kentland, Indiana. From 1890 to 1900 he was engaged in newspaper
work and in 1917 he was a member of the Indiana Council of State Defence. He
wrote plays of contemporary life and the American scene. Among his plays are: The
College Widow; Father and the Boys; The County Chairman; Just Out of College;
Marse Covington; The Mayor and the Manicure; Nettie; Speaking to Father.

Adelphi. Terrence (Roman). Comedy. 160 B.C.

‘The play is probably derived from the Greek of Diphilus and Menander.

Aeschimus, the son of Demea, lives with Micio, his uncle, in the city. He has be-
trayed an Athenian girl and promised to marry her. When his brother, Ctesipho,
brought up on the farm by Demea, comes to the city, he falls in love with a music
girl, whom Aeschinus carries off to Micio’s house. Demea, arriving from the country,
upbraids Aeschinus for his betrayal, and ultimately he is permitted to marry. Ctesipho
is allowed by his father, who has had a change of heart, to take the music girl out to
the farm, and Micio marries the mother of Aeschinus’ wife.

Adler Family, The. Perhaps the largest family group represented in the con-
temporary American theatre is that of the Adlers, founded at the turn of the century
by the distinguished Jewish tragedian Jacob P. Adler, 1855-1926, who immigrated
to this country from Russia. There were reputedly seventeen members of the family
contributing to the theatre in 1939, the year of the fiftieth anniversary of Mrs. Sarah
Adler’s debut on the New York stage, among these the children of Jacob and Sarah:
Julia, Florence (Flo), Francis, Stella, Luther, Jay, Abe and Charles; and the
daughter of an earlier marriage, Celia Feinman Adler. Francine Larrimore is a niece
of “the Jewish Henry Irving”; Lulla David (Lulla Schoengold) and her sister,
Katherine Allen (Pearl Schoengold) are his granddaughters. The rosters of the
Group Theatre and the New York Jewish language theatre are studded with the
Adler name. Stella and Luther Adler are the best known members of the family today
and Luther bids fair to eclipse the fame of his distinguished father.

Ad 1ib. To extemporize in a performance, or interpolate impromptu remarks be-
tween the set, prepared speeches of a play, generally because of a lapse of memory; or
to capitalize on local or timely interest of an audience.

Adminis’ération See Management Business.

Admu'able Crichton, The. Sir James Matthew Barrie (English). Comedy.
4 acts. 1902.
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A comedy about equality and leadership. An aristocratic English family goes on a
cruise with a staff of servants including Crichton the butler. He believes firmly in the
superiority of his masters and the doctrine that there must be someone to command.
They are shipwrecked. Crichton takes over the leadership and becomes the master
of the company. They are rescued and he reverts to his inferior role.

Admiral’s Company, The. Chief rivals of Shakespeare’s company in the theatri-
cal life of Elizabethan London. The company was reorganized in 1594 under the
management of Philip Henslowe with Edward Alleyn as its leading actor. Its prin-
cipal theatres were the Rose and the Fortune. Christopher Marlowe was the most
prominent dramatist who wrote for the company.

Adrienne Lecouvreur. Scribe and Legouvé (French). Drama. 1849.

The scene is the Paris of 1730. Maurice, Count de Saxe, a former suitor of the
Princess de Bouillon, has fallen under the spell of Adrienne Lecouvreur, beautiful
actress of the Comédie-Francaise. She returns his affection, but does not know his true
identity, believing him a poor soldier of fortune. Hence many amusing complications,
which do not, however, detract from the play’s essential unity. -

Sarah Bernhardt is one of the actresses who has played the title role.

Aeschylus (525-456 B.C.). Greek dramatist. This dramatist has been called the
father of Greek tragedy. He was born at Eleusis of aristocratic parents, spent several
years in military service and traveled considerably. He won a prize competition in
playwriting in 467 B.C. only to lose another to Sophocles in 458 B.C. Many critics
agree his greatest play is 4gamemnon. He introduced the second and third characters
into drama, thus bringing about a change from the old tradition of choral odes, or of
narratives addressed to the chorus, or of conversations between chorus and actor which
were epic and lyric, not dramatic, to a new tradition of vivid, lively dialogue between
two actors. In spite of this, he did not do away with the chorus in his own works.

Besides increasing dramatic action by a greater number of characters, Aeschylus
improved the machinery of stage presentations. He is s#id to have written ninety
plays. Only seven of these are extant: The Suppliant Women, about 490 B.C.; The
Persians, about 470; The Seven Against Thebes, about 467; Prometheus Bozmd
about 465; and the Oresteia trilogy, which included 4 gamemnon, Choephori and
Eumenides, about 460.

Aeschylus saw service in the Persian wars, having been present at the battles of
Marathon and Salamis. After his death Athens awarded him the extraordinary honor
of decreeing that his dramas might be exhibited at the great Dionysiac festival.

See also Drama, Greek, ancient.

Agamemnon. Aeschylus (Greek). Tragedy. The first in the trilogy of Orestes.
‘c. 458 B.C.

Agamemnon, king of Argos and commander of the Greek host that went to Troy
to recover Helen, wife of his brother Menelaus, is victorious and returns home with
the Trojan King’s daughter, Cassandra, his captive and concubine. Cassandra
prophesies that Clytemnestra, Agamemnon’s wife, will kill them both. Clytemnestra
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does so with the aid of her lover, Aegisthus, and tries to justify her deed by recalling
Agamemnon’s sacrifice of her daughter, Iphigenia, ten years before. The people of
Argos look to Orestes, Agamemnon’s son, to avenge his father.

Agatharchus (About 5th century B.C.). Greek scenic artist. The first scenic
artist to conventionalize the three dimensional backgrounds.

Agents. Much of the business of the theatre is transacted through agents. Most
playwrights, both professional and amateur and almost all professional actors and
actresses have agents who arrange contracts, bookings and terms of employment. The
standard commission is 10%. Good agents are constantly in touch with the needs of
theatrical companies and on the other hand, producers ask the assistance of agents
when casting, or seeking plays.

A few representative New York play agents are: Brandt & Brandt, 101 Park
Ave.; Richard J. Madden, 33 W. 42nd St.; Leland Hayward, 654 Madison Ave.;
Century Play Co., 522 Fifth Ave.; Samuel French, Ltd., 25 W. 45th St.

Agitstuecke. Plays performed by the “Agit-truppe,” or theatrical “shock
troupes,” of the German Communist Party in pre-Nazi Germany (first about 1930)
for the purpose of spreading the Marxian gospel.

Agit-truppe (German). Theatrical troupes in pre-Nazi Germany which were
formed about 1930 as branches of the German Communist Party. It was their pur-
pose to spread, by means of their plays, or 4 gitstuecke, the Marxian gospel.

Agon. A division in the traditional form of the ancient Greek drama, especially
as expounded by Aeschylus; a dramatization debate between the principal characters
of a comedy.

Ah, Wilderness. Eugene O’Neill (American). Comedy. 3 acts. 1933.

A play about a normal adolescent, reminiscent of the writer's own boyhood.
Reveals a homely humor not found in his other work.

It reconstructs a typical American family and home during 1906. The family’s
chief concern is the youthful fervor of the boy, Richard, who is a high school senior
and a rebel. He is passionately in love with a neighbor’s daughter and means to marry
her, but the girl’s father, feeling that Richard is too wild, breaks off their relation-
ship. In adolescent desperation the boy gets involved with a chorus girl in a saloon
and becomes riotously drunk. Satisfied that no damage has been done, Richard’s father
forgives the boy and helps him to straighten out his affairs normally and amiably.

Ahlers, Anny (1906-1933). German actress. Born at Hamburg, she made
her first appearance on the stage as a child dancer in 1913, and -continued as
a danseuse until 1922. After studying operatic singing, she appeared in 1924
as Venus in Orpheus in the Underworld at Hamburg. Turning to operetta work,
she achieved rapid success both in Germany and Austria, her principal plays
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being Madame Pompadour, Casanova and The Song of Love, in which she co-
starred with Tauber. In April, 1932, she first appeared in London at His Majesty’s
Theatre in the title role in The Dubarry, and won immediate popularity; but a year
later after a sudden illness, she died tragically in a London nursing home.

Aicard, Jean Francois Victor (1848-1921). French poet. Born at Toulon,
he was educated in Paris for the law, and while there met Victor Hugo who
admired his poetry. Having won the Vitet prize, Aicard received recognition as
a poet of charm and simplicity. He also wrote a number of plays and novels.
Not one of his plays was available in English translation up to 1939, however.
Aicard was one of the dramatists who was given an opportunity to present his ex-
perimental plays by Antoine in his Théitre Libre at Paris.

L’Aiglon. Edmond Rostand (French). Drama. 6 acts. 1900.

The play treats of L’4iglon ("The Eaglet), Napoleon’s son. He dreams of regain-
ing his father’s empire. But the idea remains a dream for although he is the true
heir of the Corsican, yearning for conquest, he is physically weak and consumptive.
After an abortive attempt to follow in his father’s footsteps he is beaten and captured
at the Battle of Wagram, and eventually dies, the expiation of glory bought with
human lives.

Aijken, George L. (1830-1876). American dramatist and actor. Born in
Boston, Massachusetts, his first appearance as an actor was in Providence, Rhode
Island, in Six Degrees of Crime, 1848. He was a cousin of George C. Howard,
who in 1852 was manager of the T'roy Museum, Boston, and whose daughter, Cor-
delia, was winning reputation as an infant prodigy. The part of Little Eva in Uncle
Tom’s Cabin was thought good for Cordelia, and Aiken began his playwriting career
by dramatizing Mrs. Stowe’s novel. He finished it in less than a week. It enjoyed a
run, then unprecedented in theatre annals, of over three hundred nights. Aiken was
especially skilful in adapting short stories and novels for theatre production. He also
turned his hand to the creation of many ten-cent novelettes.

Air Raid. Archibald MacLeish (American). 1938.

A verse play written for radio. It depicts, both through descriptions of a radio an-
nouncer and the speeches of the people themselves, the life in a small European town
early in the morning of the day when the next war breaks out. The talk of the towns-
folk before the coming of the air-raiders symbolizes the confused psychology of mod-
ern warfare.

First performed in 1938 over Station WABC.

Ajax. Sophocles (Greek) Tragedy. c. 450 B.C.

Ajax, Greek warrxor, loses his reason when the Greek leaders ‘bestow Achilles’
arms on Ulysses, as the warrior most worthy to bear them.

After a night of madness, in which he becomes the laughing stock of the army,
Ajax takes his own life.
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Akins, Zoé (1886- ). American playwright. Born in Humansville, Missouri,
in 1886 and lived most of her early life in St. Louis. She has written for newspapers
and the cinema as well as for the stage. T'wenty-five years ago her sophistication
shocked the bourgeois, but today she is known merely as an urbane playwright with a
fine flair for dramatic situations.

Her outstanding successes have been Déclassée in which Ethel Barrymore starred
in 1919; The Greeks Had a Word For it (1930) ; and The Old Maid, 1936 Pulit-

zer Prize winner.

Alarcén, Juan Ruiz de (1581-1639). Spanish dramatist. Born in Mexico
of noble Spanish stock; studied for a legal career, but his fame rests on his comedias.
Woas less prolific than the other great dramatists of the Spanish Golden Age (his
plays barely exceed twenty). The distinguishing feature of his plays is the production
of character, an intentional aim in his works, whereas it was accidental in those of
Lope.

His best-known character plays are: La wverdad saspechosa (The Suspecting
Truth); Las paredes oyen (Walls Have Ears); La prueba de las pomesas (The
Proof of the Promises).

Alarums. “. . . and excursions,” signify the sounds of alarms and general
movement in Shakespearean battle scenes.

Alcestis. Euripides (Greek). Tragedy. 4 acts. 438 B.C.

Admetus, sentenced to death, can be spared if he finds someone to die in his stead.
He begs his aged parents to take his place, but they refuse. Finally his wife, Alcestis,
offers herself, and Admetus accepts the sacrifice. Admetus’ father taunts him for his
cowardice.

Alchemist, The. Ben Jonson (English). Drama. 5 acts. 1612,

Considered by many the best of his plays and among the best comedies in the Eng-
lish language. Lovewit, during an epidemic of the plague, leaves his house in London
in charge of his servant, Face. Face, with Subtle, the Alchemist, and Dol Common,
his consort, use the house as a place for cheating people by holding out to them the
promise of the philosopher’s stone. All the men in the play are rascally or avaricious,
the women vain and libertine. There is a coarseness of style that is robust and brutal.
According to Millet and Bentley’s The Art of the Drama, this play “depends mostly
upon the intellectual appeal and makes very little use of sympathy or hatred, or a
strong interest in the outcome of the action.” According to Coleridge, “. . . one of
the three most perfect plots in literature.”

Aleotti, Giambattista (1546-1636). Italian architect. Designed the Teatro
Farnese, the first real proscenium arch theatre, in 1618; devised methods of grooves
in the floor to facilitate scene shifting.

Alexander, Campaspe and Diogenes. John Lyly (English). Prose comedy.
Prologue, epilogue and 5 acts. 1584.
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Alexander the Great, enamoured of his Theban captive, Campaspe, gives her
freedom and engages Apelles to paint her portrait. Apelles and Campaspe fall in love.
When the portrait is finished, Apelles destroys it to have occasion for further sittings.
Alexander, discovering the truth, surrenders Campaspe and returns to his wars.

Alexander, Sir George (George Samson) (1858-1918). English actor and
theatrical producer.

He was in business in London before becoming a professional actor. In 1880 he
joined Irving’s Lyceum Company, and during the greater part of the next eight years,
he played under that great actor. In 1889 he took a theatre of his own, and two years
later removed from the Avenue to the St. James’s where he remained for the rest of
his life, producing plays by Wilde, Pinero, etc. In 1911 he was knighted.

His most successful role was the dual one of the king and Rudolph Rassendyll in
The Prisoner of Zenda. Among his most successful productions were: Paolo and
Francesca; If I Were King; The Second Mrs. Tanqueray; His House in Order;
Lady Windemere's Fan; The Importance of Being Earnest; Guy Domuille; Old
Heidelberg; The Thunderbolt.

Alfieri, Count Vittorio (1749-1803). Italian poet, novelist and dramatist.
Born at Asti, Piedmont; at the age of fourteen, Alfieri became practically his own
master with ample means. As a youth he showed little inclination for serious study.
Entering the army, he for some years led a life of dissipation and intrigue, varied with
travel in France, Spain, Holland and England. At the age of twenty-six he wrote a
play on the subject of Cleopatra. The reception of this at Turin fired him with am-
bition to write poetry, and he applied himself with zeal to the study of the Tuscan
dialect and to supplying in other ways the deficiencies of his education. He wrote six
comedies, twenty-one tragedies, an opera, an epic, some lyrical poems and an auto-
biography. The success of his work was mainly due to his style, which was something
entirely new to the Italians, who had been accustomed to an artificial form of drama.

Algonquin Hotel. A famous rendezvous in New York City for writers, artists,
actors, etc. Scene of the Round Table where Alexander Woollcott, George S. Kauf-
man, Marc Connelly, John Peter Toohey, Murdock Pemberton, Heywood Broun,
Robert Benchley and many others used to meet regularly. Frank Case, proprietor
of the Algonquin, tells its story in Tales of a W ayward Inn.

9A.lias Jimmy Valentine. Paul Armstrong (American). Melodrama. 4 acts.
1909.

Based on an O. Henry short story, 4 Retrieved Reformation.

Lee Randall, a gentleman safe-breaker, released from Sing Sing through the influ-
ence of the lieutenant-governor’s daughter, Rose Lane, goes straight and gets a job
despite the temptations of his crook friends. His employer’s little daughter accident-
ally gets locked in a safe. Randall has the skill to open it but must face disclosure of
his past and probable disgrace. Nevertheless he opens it and all is well. ‘

Alice in Wonderland. Eva LeGallienne and Florida Freibus; adapted from
the story by Lewis Carroll (American). 1932.
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Successful adaptation of the children’s classic. It combines both Alice in W onder-
land and Through the Looking Glass.

Alice Sit-by-the-Fire. Sir James M. Barrie (English). Comedy. 1905.

‘Whimsical and charming, a typical Barrie fantasy. Amy Grey is very young, just
seventeen, and has learned what life means by having gone to the theatre five times in
a week. But she will never be so young as her mother, Alice, who has returned with
Col. Grey from India. Seeing Alice kiss Stephen Rollo, Amy suspects the worst
and goes to his apartment to prevent an assignation. Her fears are not justified, and
the escapade ends with her own betrothal to the young man and her mother’s resolve
henceforth to sit tranquilly by the fire.

Alien Corn. Sidney Howard (American). Drama. 1933.

Katharine Cornell starred in this both in New York and on the road in 1933-'34.
In it she played Else Brandt, piano teacher in a mid-Western college town who stifles
her dream of a concert career long enough for a sentimental interlude with the head
of the college.

Alison’s House. Susan Glaspell (American). Drama. 3 acts. 1930.

The poetess mentioned in this play is thought to refer to Emily Dickinson.

The story concerns the family of Alison Stanhope, a famous American poet who
had died eighteen years previous, and whose home is about to be sold. Agatha, her
sister and symbol of the old life, refuses to leave the house and dies just as the century
turns. She bequeaths to her family poems of Alison which she had tried to destroy.
They reveal the poet’s great love for a married man to whom she denied herself.
These verses hold a message for all humanity so the family determines to preserve
them for posterity.

Allen, Kelcey (1875- ). American dramatic critic. At the age of eighteen he
joined the editorial staff of the New York Clipper where he remained for twenty
years. At the same time he wrote items for the New York Recorder.

In 1914 he was appointed dramatic critic for #omen’s Wear Daily and the
Daily News Record, two posts which he still holds.

Allen, Viola (1869- ). American actress. Made her debut in 1882 at the
Madison Square Theatre in New York; became a great stage favorite for many
years; acted with Salvini in 1886; in 1893 she was a member of the Empire Stock
Company under Charles Frohman ; starred in The Christian, The Eternal City, The
Daughter of Heaven, and other plays.

Alleyn, Edward (1566-1626). English actor-manager. One of the foremost
actors on the Elizabethan stage and the chief rival of the great Shakespearean
actor, Richard Burbage. Alleyn was the son-in-law and business associate of
Philip Henslowe, manager of the Admiral’s Men and the Rose Theatre. Here
Alleyn appeared in the leading role in such plays as Marlowe’s Tamburlaine,
Dr, Faustus and The Jew of Malta, and in Greene’s Orlando Furioso. In 1600 Al-
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leyn built the Fortune Theatre and headed the Admiral’s company there until his

retirement soon after 1603. With the wealth which he had earned he founded the

College of God’s Gift, at Dulwich, in 1619. The college has since been reorganized

as Dulwich College and is the depository for Henslowe’s diaries. Graduates are proud

to call themselves “old Alleynians.” Alleyn was buried in the Dulwich College chapel.
See also Alleyn and Henslowe.

Alleyn (Edward) and Henslowe (Philip). Elizabethan actor-managers who
built theatres purely as a business proposition. They were the owners of The Curtain
Theatre; The Fortune Theatre; The Rose Theatre; The Hope Theatre.

See also Alleyn, Edward; Henslowe, Philip.

All for Love; or, The World Well Lost. John Dryden (English). Histori-
cal tragedy. Prologue, epilogue and 5 acts. 1678.

Judged his finest play. In it Dryden abandoned the rhymed couplct and adopted
blank verse. It deals with the story of Antony and Cleopatra, but, unlike Shakes-
peare’s treatment of this theme, Dryden confines the play to Antony’s besiegement at
Alexandria, and to the struggle between Ventidius, Dolabella, and Octavia against
Cleopatra for his soul.

All for the Best (Tutto per bene). Luigi Pirandello (Italian). Drama. 3 acts.
1920.

An example of a play in which the author treats situations and characters accord-
ing to mental rather than emotional considerations.

Martino Lori, after twenty years of idealization of his dead wife, discovers that
she had betrayed him and that everyone knew it. After pondering many plans of
revenge he realizes he must go on playing the comedy of past cuckoldry.

All God’s Chillun Got Wings. Eugene O’Neill (American). Drama. 1923.

A tragic story of miscenegation. Ella, the white girl, and Jim, the colored boy,
have played together as children. He idealizes her, but she scorns him and takes up
with the ward bully. Only when the latter discards her and their illegitimate child
dies will Ella accept Jim’s protection and marry him. The union ends in tragedy and
frustration because of Ella’s increasing race prejudice, which leads to insanity. Her
attempt to kill her husband fails, but she so torments him that he does not pass the
bar examinations for which he has been studying. Ella, now completely mad, turns
once more to Jim as she had as a child, and he accepts the simple, senseless devotion
which is all she has to give him.

All’'s Lost By Lust. William Rowley (English). Tragedy. 5 acts. 1633.

To avenge the honor of his daughter, Jacinta, Julianus, noted general, joins forces
with Mulymumen, ruler of the Moors, in a revolt against the King of Spain.

When Mulymumen takes the Spanish throne, he blinds Julianus, tries to marry
Jacinta, and when she refuses him, cuts out her tongue. Jacmta is finally killed by her
blind father,
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All’'s Well That Ends Well. William Shakespeare (English). Comedy. 5
acts. c. 1604? s

‘The plot derives from a tale in Painter’s Palace of Pleasure (1566), which was
in turn taken from Boccaccio’s Decameron.

Bertram is forced by the King of France to marry Helena, whom he does not love
but who has been encouraged in her suit by Bertram’s mother, the Countess of Rousil-
lon. Bertram leaves Helena at once, refusing to see her again until she can obtain the
ancestral ring which he always wears and then bear him a child. With the help of
Diana, a widow’s daughter to whom Bertram is making advances, Helena secures the
ring. Then, unrecognized, she takes Diana’s place with Bertram on the night of an
appointed rendezvous. Subsequently Helena is able to present both the ring and the
child, and remind Bertram of his promise. He repents and promises to love her faith-
fully.

All Trade Union Theatre. See VZSPS.
Alto del teatro. The rear portion of the stage in Spanish corrales.

Alvarez-Quintero, Joaquin (1873- ) and Serafin (1871- ). Spanish
dramatists. The Quintero brothers, genial and delightful writers of comedy, were born
at Utrera between Seville and Cadiz, and spent their boyhood in the capital of Anda-
lusia, where, in their teens, they saw performed their first farce Fencing and Love.
Encouraged by its success, the young men went to Madrid, worked in and for the
theatre and, after various experiments, won popular approval by another farce, with
incidental music, The Good Spirits. Thereafter, they produced plays which exhibit
life as they observed it, with piquant local color and fine good humor. Their plays
bear some resemblance to those of the Englishman, Barrie.

Their plays include: Fortunato; The Lady from Alfaqueque; A Hundred Years
Old; The Mad Muse; The Happy Nature; The Apple of His Eye; 4 Sunny Morn-
ing; The Flower of Life; The Happiness of Others; The Women’s Town.

Ama (The Fisher Girl). Seami Motokiyu (1363-1444). Japanese NG drama.

A young man discovers that in infancy he had been taken from his mother, a fisher
girl, and raised at the Capitol. He looks for her at Shido. On the shore he meets a
fisher girl who tells him she is the ghost of his mother, and at once vanishes. The man
prays for his mother’s soul who appears before him reborn as a Blessed Dragon Lady
of Paradise.

This N& drama, whenever produced on the Kongd stage (one of the four main
schools of N4 drama), undergoes a slight change in that the Dragon Lady is dressed
as a man, for women have no place in Paradise.

Amateur. Anyone whose work in or for the theatre is without expectation of
financial gain. The term is frequently used in a deprecatory sense by professionals as
a stigma of imperfection.

Though most publicity and glamour attaches to the professional stage, the amateur
theatre in the U. S. is of vast proportions. There are countless community theatres,
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college, school, church and camp “theatre groups.” The number of participants in
these amateur activities vastly exceeds the professionals.

Amateur stage, Canada. See Dominion Dramatic Festival of Canada.

Amazing Dr. Clitterhouse, The. Barré Lyndon (English). Comedy. 3 acts.
1936.

Dr. Clitterhouse, a famous London physician, joins a band of thieves in order to
study crime at first hand. He is blackmailed and to save himself, commits murder.
His lawyer, however, believes the jury will judge him insane.

Amber. Term for the soft yellow light used to simulate sunlight; the most fre-
quently used of all stage lights.

American Academy of Arts and Letters, New York. In 1898 the American
Social Science Association felt the need of an organization devoted wholly to the in-
terests of arts and letters, and thereupon formed the National Institute of Arts and
Letters with a membership of 250. In 1904 the members of the Institute decided there
should be a still smaller body made up of the most distinguished of its membership,
and the American Academy of Arts and Letters, with a membership now limited to
fifty, was formed. Work undertaken by the Academy includes the administration of
the Evangeline Wilbour Blackfield Foundation, established “to assist the Academy
in an effort to determine its duty regarding both the preservation of the English lan-
guage in its beauty and integrity and its cautious enrichment by such terms as grow
out of modern conditions” ; the Academy also offers concerts and exhibitions and is-
sues publications.

Among its members, both living and dead, are: William Dean Howells; Booth
Tarkington; George Pierce Baker; Eugene O’Neill; Deems Taylor; and Sidney
Howard. Nicholas Murray Butler, president; William Lyon Phelps, secretary.

American Comedy, The. There are plays about the contemporary American
scene, perhaps of no great literary merit or dramatic distinction which achieve great
popular success. These are written and played for entertainment and there is no con-
scious striving for dramatic excellence. Their popularity and success indicate that
they are “of the people,” they reflect the people, habits, customs and ideas of the
times. Such plays, lightly regarded by serious critics and scholars of their time, have
a real importance, perhaps if not as dramas as documents, revelations of the nature

* of the people and the times—their innocence, their provincialism, their ideals, their
lustiness, their puritanism, etc.

The plays of Charles Hoyt, Clyde Fitch, George Ade—are instances of this type
of plays which are sometimes grouped as The American Comedy. But Comedy here
is used in its broadest sense, embracing the entire Drama.

American Federation of Actors. See dmerican Guild of Variety Artists.

American Folk Drama, The. See American Comedy, The.
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American Guild of Variety Artists. An affiliate of the four A’s. All actors
:mployed in vaudeville, circus, night clubs and allied fields belong to this union since
September, 1939. This organization supersedes the American Federation of Actors,
‘he internal affairs of which almost provoked a national theatre strike in September,

1939.

American Laboratory Theatre, New York. An experimental group theatre,
with an allied School of Dramatic Art, headed by Richard Boleslavsky and Maria
Ouspenskaya. The group worked on plays as a unit, harmonizing all the aspects of
production as a form of “collective education.” With the author, Amélie Rives
Troubetzkoy, they created the production of The Sea-# oman’s Cloak. Among the
plays produced were: Shakespeare’s Twelfth Night; Miriam Stockton’s dramatiza-
tion of The Scarlet Letter; Thornton Wilder's The Trumpet Shall Sound; Granite
by Clemence Dane; Big Lake by Lynn Riggs, Knut Hamsun’s 4t the Gate of the
Kingdom; Schnitzler’s The Bridal Veil; and Dr. Knock, by Jules Romains.

American Society of Composers, Authors and Publishers, The. A body
organized in 1914 by Victor Herbert, Jay Witmark, Gustave Kerker, Silvio Hein
and others to protect and license performing rights of musical compositions—strictly
non-dramatic rights only. It calls itself a “voluntary, unincorporated and non-profit
association.” Other functions are “to perform reforms in the law respecting literary
property; to procure uniformity in such laws in all countries; to arbitrate differ-
ences” . . . ; to act as a benefit society. Membership is about 1,500 authors and
composers, 130 publishing firms, plus 50,000 members of 20 foreign affiliates. Gene
Buck has been president since 1924. It has established the complex arrangement for
collecting royalties from radio broadcasts, and is diligent in prosecuting infringe-
ments. See also Verses and Choruses.

American Theatre Council. Composed of actors, producers, stage hands,
scenic artists and playwrights. Founded in 1937 by the National Convention of the
Legitimate Theatre to increase playgoing by reducing theatre prices through support
of the theatre ticket code; to encourage youth in writing, acting and directing by
means of the Apprentice Theatre (for admission to which Antoinette Perry has con-
ducted thousands of auditions) and by means of playwrights’ fellowships; to extend
to the country at large the professional theatre chiefly centered in New York, through
revival of road shows. The Council issues two bulletins for out-of-towners: one of
information for visitors to Broadway; the other about attractions on tour.

American Tragedy, An. Patrick Kearney (American). Tragedy, 1926. A
dramatization of Theodore Dreiser’s novel of the same name.

The plot is based on an actual murder case. A poor young man, after an affair
with a factory worker who is in love with him, abandons her to court a rich and
socially prominent young lady. When his former sweetheart tells him she is about to
have a child by him, he takes her out in a canoe and drowns her so as not to have to
marry her. His guilt is eventually discovered and he is brought to trial. The sociologi-
cal implications of the story are stressed.
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American Way, The. George S. Kaufman and Moss Hart (American). Pag-
eant play. 1939.

A pageant obviously indebted to Noel Coward’s Cavalcade.

It traces the history of a German imimigrant from his landing at Ellis Island to
his establishment in everyday American life.

Martin and Trina Gunther, German immigrants, settle in an Ohio town, make
money, lose their son in the First World War, endure the depression, and live to see
their grandson about to join a Nazi bund organization. Old Martin rebels, tries to
persuade his grandson not to join the bund and is killed.

Ames, Winthrop (1871-1937). American theatrical manager. Born at North
Easton, Massachusetts, he was the son of Ozakes Angier Ames, the American railroad
capitalist. Was educated at Harvard University, did post-graduate work there, but
later became interested in editorial and publishing work in connection with art and
architecture. In 1904 he took over the management of the Castle Square Opera
House, Boston, and in 1908 was appointed managing director of the New Theatre
and Booth Theatre, New York. He retired in 1932.

Among his successful productions mention may be made of ‘dntony and Cleo-
patra; Twelfth Night; The Merry Wives of Windsor; Prunella; Justice; Will
Shakespeare; Loyalties; W hite Wings. He also presented revivals of Iolanthe; The
Pirates of Penzance; The Mikado.

L’Amoureuse. See Impassioned Wife, The.

Amphitheatre. An edifice of elliptical shape, constructed about a central open
space or arena, encircled by tiers of seats rising behind and above one another ; ancient
Greek and Roman as well as modern open-air theatres.

Amphitryon, or The Two Sosias. John Dryden (English). Comedy. 5 acts.
1690.

Alcmena promises to marry Amphitryon, a Theban prince, on condition that he
avenge the death of her brothers. He sends his slave, Sosia, to announce his return to
Alcmena. Jupiter, ordering Mercury to assume the form of Sosia, himself assumes the
form of Amphitryon. The comedy, of a somewhat licentious character, consists of the
complications arising from the arrival at the palace of two Amphitryons and two
Sosias, and the final confrontation of the two Amphitryons. A modern treatment of
this plot was to be seen in S. N, Behrman’s 4 mphitryon 38, 1937, adapted from the
play of the same name by Jean Giraudoux.

Anathema. Leonid Andreyev (Russian). Tragedy. 7 scenes. 1909.

Anathema, the Devil, begs for a brief glimpse of heaven, to light his path. Because
his request is refused the Devil returns to earth to torture a poor Jewish shopkeeper
who is finally stoned to death. Anathema again approaches the gates of heaven, and
;s t(;cld that the shopkeeper has gained immortality, but that he must return to eternal

4arKness,
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Anatol. Arthur Schnitzler (Austrian). Comedy. Series of 7 one-act plays. 1893.

A charming comedy of gay Vienna.

Aided and abetted by his friend Max, Anatol deals variously with six lovely ladies
of Vienna who are enamoured of him. He is winding up his affairs because he has
determined to marry a seventh lady. His experiences with his old loves puzzle and
worry him.

And cakes. Actor’s board paid by the manager.

Anderson, John (1896- ). American dramatic critic. Joined staff of the New
York Evening Post in 1918, became dramatic critic in 1924. Since 1928 dramatic
critic of the New York Journal (now the New York Journal-American). Gives
course in dramatic criticism at New York University. Author of Box Office; The
Book of the White Mountains; The American T heatre, etc.

Anderson, Judith (1898- ). Australian-American actress. Born in Adelaide,
- Australia; educated at Rose Park, Norwood, South Australia; first appearance on
the stage as Stephanie in 4 Royal Divorce at the Theatre Royal, Sydney, 1915 ; made
her New York debut in stock, 1918. Her other plays include: Dear Brutus, 1920;
On the Stairs and Crooked Square, 1922; Peter Weston, 1923; Cobra, 1924; The
Douve, 1925 ; Behold the Bridegroom, 1927 ; Anna, 1928 ; Strange Interlude, 1928-29;
Mourning Becomes Electra, 1931 ; Firebird, 1932; Conguest, 1933 ; The Mask and
the Face and Come of Age, 1934; The Old Maid, 1935 ; Family Portrait, 1939.

Anderson, Mary (1859- ). American actress. A popular tragedienne from
1875, the date of her Louisville, Kentucky, debut, until 1890, when she married
Antonio de Navarro and retired from the stage to live in Worcestershire, England.
She was highly photogenic, and her pictures decorated newspapers and magazines,
and advertised soap and hour-glass corsets. It was claimed that her career was unique,
in that she sprang full-grown as an actress at sixteen, and retired at the height of her
achievement and acclaim at thirty-one. Born in Sacramento, California; studied for
the-stage under the younger Vandenhoff; made her New York debut in Lady of
Lyons at the Fifth Avenue Theatre in 1877; her first London appearance at the
Lyceum in 1883. Among her outstanding roles were Juliet and Galatea in W. S.
Gilbert’s Pygmalion and Galatea. In Shakespeare’s 4 Winter’s Tale, she was the
first to double in the roles of Hermione and Perdita.

Anderson, Maxwell (1887- ). American dramatist. Considered by some
the foremost present day American dramatist. He was born in Atlantic, Pennsylvania,
the son of a Baptist minister. After he was graduated from college, he began to teach
school, then turned to journalism, and finally to playwriting. His first great success
as a playwright was shared with Laurence Stallings when their play W hat Price
Glory? was produced in 1924. Other plays of Anderson’s are Saturday’s Children;
Elizabeth the Queen; Mary of Scotland; Both Your Houses, which won the Pulitzer
prize in 1933 ; Winterset which won the Drama Critics’ Award in 1936 and High

1208747
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Tor which won the same award in 1937 ; Knickerbocker Holiday (libretto by Ander-
son, music by Kurt Weill), 1938. /¥ interset, considered by many his best play, at-
tempts to establish a new convention by presenting contemporary affairs in terms of
tragic poetry. Mr. Anderson is a co-founder of The Playwrights Company.

Anderson, Sherwood (1876- ). American novelist and dramatist. He was
born in Camden, Ohio, and grew up with but little educational background. After
serving in Cuba in the Spanish-American war he became manager of an Elyria, Ohio,
paint factory, which position he abruptly and unceremoniously quit in protest against
the mechanistic, and in favor of the freer, life. His writing is characterized by a
preoccupation with sexual and social problems. With Dreiser, he was one of the first
apostles in America of the new realism stemming from Zola. He lived in various
places, including New Orleans, New York and Paris. Later he settled down to the
editorship of two weekly newspapers in Marion, Virginia.

Among his best known works are: Windy McPherson’s Son (1916) ; Winesburyg,
Okhio, 1919; Poor W hite, 1920; Triumph of the Egg, 1921 ; Dark Laughter, 1923;
Tar, 1926; 4 Story Teller’s Story, 1924; Hello Towns! 1929; Beyond Desire,
1932; and Kit Brandon, 1936. In 1937 Scribner’s published-his own dramatization
of his Winesburg, Ohio and Triumph of the Egg.

And Now Goodbye. Philip Howard (American). Drama. 3 acts. 1937.

Based on the novel by James Hilton.

The Reverend Howat Freemantle falls in love with one of his parishioners,
Elizabeth Garland. On the train, returning from London, they plan their elopement.
There is a wreck. Elizabeth is killed, while Freemantle, injured doing rescue work,
is acclaimed a hero. .

Andre, Major John (1751-1780). English. America’s first pageant creator.
He painted scenery, designed curtains and costumes, and to him helongs the glory for
the performance of the Meschianza given on May 18, 1778. Written by General
John Burgoyne, the Meschianza had a grand regatta, galleys of beautiful Tory
women of Philadelphia, music, ballrooms panelled with mirrors and a supper room
with 300 tapers lighting the table, and 430 covers laid.

Andrea del Sarto. Alfred de Musset (French). Tragedy. 1836.

A romantic story about del Sarto, “the faultless painter,” his faithlessness to his
patron, Francis I; his neglect of his parents; and his weak devotion to his wife,
Lucrezia.

Andreine, Francesco (Francesco del Galle) (1548-1624). He and his wife,
Isabella, The Zealous Players (I Gelosi), headed the most famous of the commedia
dell’arte companies.

While touring France in 1577, they were kidnapped and held for ransom by the
Huguenots, the French King Henry III having to pay to redeem them for a
scheduled performance at the Blois State Hall.
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Andreyev, Leonid Nikolaievitch (1870-1919). Russian novelist and drama-
tist. Born at Orel and educated there and at Moscow and St. Petersburg Universities.
Suffering from melancholia in his youth, he is said to have attempted suicide three
times. He started life as a law reporter, but when his short stories began to appear,
rapidly attained popularity as a writer. From 1901 forward, he grew increasingly
popular, adding dramas to fiction and becoming one of the best known of the Russian
writers. His plays sold largely in published form, being in many cases better suited
for reading than for performance. Noted for the imaginative philosophy of his plays,
Andreyev has been said to be a mystic striving to grasp ultimate but external reality.

His plays include: To the Stars, 1905; Saava, 1906; The Life of Man, 1906;
King Hunger, 1907 ; The Black Maskers, 1908 ; Days of Our Life, 1908; Love of
One’s Neighbor, 1908 ; The Bat, 1908 ; Anathema, 1909; Anfisa, 1909 ; Gaudeamus,
1910; The Ocean, 1911; The Sabine Women, 1912; Professor Storitsyn, 1912;
Honor, 1912; Yekaterina Ivanovna, 1912; Thou Shalt Not Kill, 1913; Thought,
1914; An Incident, 1914; The Parrot, 1914; King, Law, Liberty, 1914; Youth,
1914; War's Burden, 1915; He Who Gets Slapped, 1915; Dear Phantoms, 1916;
Reguiem, 1917 ; The Waltz of the Dogs, 1922; Samson in Chains, 1923.

Androboros. Governor Robert Hunter of New York (American). Political
satire or biographical farce. 3 acts. 1714.

This was the first play written and printed in America. “Androboros” means.
“man eater.” The work is a satire on Hunter’s political enemies, among whom were
included officials of Trinity Church who opposed him on the grounds of his refusal
to grant land to the parish.

Androcles and the Lion. George Bernard Shaw (English). Comedy. Prologue
and 2 acts. 1916.

Androcles, an early Christian, pulls a thorn from the paw of a crippled lion. A
few weeks later, when Androcles and other martyrs are being thrown to wild beasts,
he finds the same lion who saves him. Androcles with the lion wins the respect of
Caesar, who pardons all the martyrs.

Andromagque. Jean Racine (French). Tragedy. 5 acts. 1667.

The subject was taken from Euripides.

Pyrrhus, in love with his captive, Andromaque, neglects Hermione, his affianced
bride. Hermione, who loves him, hopes he will turn to her until he promises Andro-
magque that he will kill her son if she does not marry him. Andromaque agrees,
planning to kill herself after the ceremony. Hermione tells Orestes, who loves her,
that she will marry him if he kills the faithless Pyrrhus. Pyrrhus is murdered, but
instead of marrying Orestes, Hermione kills herself on Pyrrhus’ dead body while
Orestes loses his sanity.

Angel. Term used to describe the financial backer of a theatrical production.

Angely, Louis (1787-1835). German dramatist. Best known as a writer of
comedies. Born in Leipzig, he became an actor and then turned to writing plays.
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Four of the more important of his plays are: School Pranks; Seven Girls in
Uniform; The Feast of the Artisan; and Travel at the Common Clost.

Anglin, Margaret (1876- ). American actress. Born in Ottawa, Canada,
she was educated in Toronto and Montreal. She made her first appearance in the play
Shenandoah in 1894. Her first big success was as Roxane in Cyrano de Bergerac in
1898.

Among the plays she appeared in are: The Great Divide, 1906; and The Awak-
ening of Helena Richie, 1909. In 1910 she turned her attention to classical drama,
appearing in Antigone and Electra. In 1916, she produced As You Like It in St.
Louis, Missouri; and in 1927, she revived the Electra of Euripides.

Animal Kingdom, The. Philip Barry (American). Comedy. 3 acts. 1932.

The story of a man and two marriages, one without benefit of clergy. The thesis
of the play is that a mistress is sometimes more a wife than a wife herself. Tom
Collier is the hero and after trying in vain to quench his love for his mistress who
behaved as a wife, while his wife acted like a kept woman, he leaves the latter for
the former. The play centers around a sophisticated group in Connecticut, and the
seriousness of the theme is frequently submerged by the gay humor of the piece.

Anna Christie. Eugene O’Neill (American). Drama. 4 acts. 1920.

Anna Christie, an old Swedish sea-captain’s prostitute daughter, reared apart
from her kin amid poverty-stricken and profligate surroundings in midwestern Amer-
ica, has learned bitterness against her father and the world. Coming to New York,
she is united with old Chris, her father, for the first time since early childhood, and
goes with him aboard his coal-barge to sea, where she meets an Irish sailor named
Matt, with whom she falls in love. The resulting quarrel between Chris and Matt
for possession of her leads Anna, in a fit of vindictive bitterness against both her
father for his neglect and Matt for his domineering, to reveal the sordid details of
her past. After a scene which drives Chris to remorse and Matt to drink the three
are reunited by Anna’s promise to reform. The men sign on a freighter and Anna is

left to keep a home going for them until their return. This play won the Pulitzer
Prize in 1921-1922.

Anne Pedersdotter. Hans Wiers-Jenssen (Norwegian). Tragedy. 4 acts. 1910.

A tragedy of witchcraft laid in the sixteenth century. The youthful Anne,
married to an elderly palace chaplain, falls in love with her stepson, and seeks to
draw him to her by the occult powers which she believes she has inherited. When she
boasts to her husband of her triumph and wills his death, he forthwith succumbs.
But after the funeral her husband’s mother accuses her; the bishop demands that she
touch the corpse to prove her innocence. Attempting to do this, she loses her reason,
and in frenzy admits having bewitched both father and son.

John Masefield did a version of this play under the title, The Witch.

Annie Oakley. A free pass to a public entertainment (theatre, circus, sport).
So-called because the famous woman rifle shot made a point of generously, but
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judiciously, distributing passes—handsomely printed with her own portrait—where
the most publicity would accrue. A more current and certainly more picturesque
explanation of this synonym for “punched paper” is that passes are called Annie
Oakleys because they sometimes look as if the markswoman had used them for a
target. Ban Johnson is supposed to have originated the expression, on seeing a
thoroughly riddled baseball pass.

In carnival cant, a cardboard meal ticket, punched as it is used.

See also Oakley, Annie.

D’Annunzio, Gabriele (1863-1938). Italian poet, novelist and dramatist.
The sensuous, emotional and the poetic elements in his plays set their author apart
among modern Italian playwrights.

He was of Dalmatian extraction, his surname being Rapagnetta, and was born at
Pescara. When he was about fifteen, he published his first volume of poems, Primo
Vere. His first novel Pleasure developed his ruling idea that the end of human exist-
ence is joy. In 1919, after an adventurous career as an airman in the World War,
dissatisfied with the delay of the Peace Conference in deciding the future of Fiume,
he led a raid on the port and occupied it. He administered its affairs until 1920, when
he surrendered his self-assumed authority.

“D’Annunzio,” notes Burton Rascoe, “is a romantic; his conception of love, of
art, of life is romantic. It is a concept in which the heart rules rather than the
intellect, in which the serenity of the golden mean is not known. But it is dazzling
and effective no less. 1t is perhaps not wise, but it is more human, truer to common
experience. As an artist he achieves a serenity, for his prose even as it is glimpsed
through the refractions of a translation is limpid, liquid, happy in imagery, precise
in delineation.”

Among his best known plays are: The Parable of the Foolish Virgins and the
Wise Virgins, 1897 ; The Dream of a Spring Morning, 1897 ; The Parable of the
Rich Man and Poor Lazarus, 1898 ; The Parable of the Prodigal Son, 1898 ; The
Dream of an Autumn Sunset, 1898 ; The Dead City, 1898; La Gioconda, 1898;
La Gloria, 1899; Francesca da Rimini, 1902; The Daughter of Jorio, 1904; The
Light Under the Bushel, 1905; More Than Love, 1907; The Ship, 1908; Fedra,
1909; The Martyrdom of Saint Sebastian, 1910; The Pisan Woman, 1911; The
Honeysuckle, 1913; Parisina, 1913; Cabiria (motion picture), 1913; Amaranta,
1914; La Piave, 1918. °

Anschutz, Heinrich Eduard (1785-1865). German actor. One of the best
German players, who became a pillar of the Vienna Burgtheater.

Ansky, S. A. Yiddish playwright (1863-1920). Pseudonym of Solomon Rappa-
port. Author of The Dybbuk, which was translated into English by Henry G. Alsberg
and Winifred Katzin, 1926, and had a long New York run with Mary Ellis playing
the heroine.

Antagonist. Adversary of the protagonist, or hero, as well as of the main idea
of a play.
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Anti-climax. A scene or event that is notably or absurdly less important than
the preceding climax.

Antigone. Sophocles (Greek). Tragedy. c. 440 B.C.

Creon, King of Thebes, denies funeral rights to Antigone’s brother, Polynices,
who was slain in battle. Antigone breaks the law and sprinkles dust on her dead
brother’s eyes, that his ghost may find peace. As punishment, Creon orders Antigone
buried alive.

Antigone. Walter Hasenclever (German). Drama. 3 acts. 1917.
" A modern version, unchanged in plot, of the Greek tragedy, by Sophocles, of the
same name.

Anti-masque. A comic counterpart of the masque proper in Elizabethan times,
the hearty, jovial humor of the former relieving the excess lavishness and sweetness of
the latter. Both were generally presented on the same occasion, the masque by mem-
bers of the aristocracy, the anti-masque by actors hired from the public theatres.

Antoine, André (1858- ). French actor, producer and theatrical manager.
Founded the Théétre Libre, in Paris, in 1887, for the purpose of producing plays
interpreting the realities of contemporaneous life. Afterwards he became director of
the Odéon and in 1897 opened a new theatre called the Théatre Antoine. In 1906 he
returned as director to the Odéon, and retired in 1916.

With the support of noted writers, among them Zola, he produced plays by
Brieux, Curel, etc. In Berlin the Freie Buehne and in London the Independent
Theatre were established on Antoine’s model.

Antony and Cleopatra. William Shakespeare (English). Tragedy. 5 acts. 1606.

The play is based on Plutarch’s Lives, although Shakespeare has completely re-
molded the materials to his own ends. Antony, infatuated with Cleopatra, returns
to Rome upon receiving news of the death of his wife, Fulvia, and of an attack on
Rome by Pompey. There he marries Octavia, sister of Octavius Caesar, but soon
returns to Cleopatra. Caesar, using this desertion as an excuse to break Antony’s
political power, sends a fleet which defeats him. Antony blames the seductions of
Cleopatra for his subsequent defeats on land, but on hearing the false report that she
is dead, falls grief stricken on his own sword. He dies from his wounds after a last
meeting with Cleopatra. The Egyptian queen, about to be taken by Caesar to Rome
as a captive, kills herself with the sting of an asp.

Anzengruber, Ludwig (1839-1889). Austrian actor and dramatist. Acted
from 1859-1869 and learned the misery connected with being a strolling player.
In 1870 wrote Der Pfarrer von Kirchfeld, which discussed the great problems of
humanity, writing only of the lower class or peasant-folk; author of Die Kreuzel-
schreiber, 1872; Der Meineidbauer, 1871 ; Doppelsmord, 1873; Der ledige Hof,
1876; Viertes Gebot, 1877. Was considered the only important dramatist produced
by the German speaking stage in his period.
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Apart, the. See 4side, the.

Apologie for Poesie, An (or, The Defence of Poesie). An essay by
Sir Philip Sidney, probably written about 1580, thought to have been a reply
to Gasson’s The School of Abuse, a Puritan attack on plays and poetry. It re-
mained in manuscript until nine years after Sir Philip’s death; in 1615 two editions
were printed, one for Henry Olney with title as above, the other for William Pon-
sonby, entitled The Defence of Poesie. It is a glorification of art, and its influence on
the mind and conduct of human beings. Although Sidney touches various forms of
literature, his remarks on the drama reveal an extensive knowledge of the classics,
and of the Italian commentators on Aristotle. It was through the 4pologie that
Aristotle first became an influence in English literature.

Appia, Adolphe (1862-1928). Swiss scenic designer. A disciple of Wagner and
a theorist on theatrical staging, setting and acting. His ideas were connected mainly
with the German theatre. Dickinson, in his T'he Theatre in a Changing Europe, says:
“He applied to the setting a space law as absolute as the time law of music; he went
beyond this and indicated the manner by which the space law of the setting could be
co-ordinated with the time law of the music through the medium of the living and
moving actor.”

His two great works are: La Mise-en-scéne du drame Wagnerien and Die
Musik und die Inscenierung.

Appius and Virginia. John Webster (English). Tragedy. 5 acts. Printed 1654,

Though attributed to Webster, there is evidence that it was partly written by
John Heywood.

Based on an Italian nowvelle, the plot is taken from a classical legend which forms
one of the stories in Painter’s Palace of Pleasure.

The story of Virginia, daughter of the centurion, Lucius Virginius, and Appius
Claudius, the tyrannous decemvir. The decemvir is enamoured of her and seeks to
possess her. Therefore, she is claimed by one of his favorites as the daughter of a
slave, and Appius, in the capacity of a judge, gives sentence in his favor and delivers
her into the hands of his friends. Virginius kills his daughter and rouses the soldiers.
They march to Rome and seize Appius. He is imprisoned and kills himself. The inci-
dent led to the abolition of the decemviral power.

Apple Cart, The. George Bernard Shaw (English). Political extravaganza.
3 acts. 1930.

Magnus, King of England, finds himself in conflict with his progressive cabinet,
led by the prime minister. The cabinet demands that Magnus relinquish the right of
veto. Magnus is superior in debate to his ministers. Though he defeats them in argu-
ment, he gives in to them. His Majesty agrees to abdicate the throne, but he will also
as a private citizen, continue to fight the ministers of the cabinet.. He threatens to
stand for Parliament from Windsor. Rather than face this embarrassing situation, -
the ministers withdraw their demands.
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Apron. That part of the stage projecting in front of the curtain; probably deriv-
ing from the ancient Greek orkestra; done away with first by the Haymarket Theatre
in 1843; later transformed into the orchestra.

Arbor. Part of counterweight system ; frame for supporting weights.
See Scenery.

Archer, William (1856-1924). British author and critic. He was born in
Perth in 1856, and educated at the University of Edinburgh. His career as a jour-
nalist began in Australia, then shifted to London in 1879. He was successively dra-
matic critic on Figaro, The World, The Tribune, The Nation and The Star.

Archer is noted for his espousal of realism and naturalism in the theatre. He was
an early and ardent defender of Ibsen, whose complete works he edited.

He wrote a successful melodrama, The Green Goddess, 1921, in which George
Arliss starred. His published works include 4 National Theatre (with Granville
Barker), 1907 and The Qld Drama and the New, 1923.

Architecture. See Theatres, architecture.

Arden. The family name of Shakespeare’s mother, Mary. Robert Arden, the
poet’s grandfather, was a wealthy “gentleman of worship” living at Wilmecote, three
miles from Stratford. John Shakespeare, the poet’s father, was one of his tenant
farmers. Mary was the youngest of eight children. She married John Shakespeare
about 1577. On the basis of his Arden connections William Shakespeare applied for
and received a coat of arms in 1596.

Arden of Feversham, The Tragedy of Mr. Author unknown. Tragedy.
Attributed to Shakespeare by Edward Jacob in 1770, a theory now generally rejected.
1592.

The ‘plot is based on a contemporary crime committed in February, 1550, and
recorded by Holinshed. A play on the same subject was written by George Lillo. It is
the first extant middle-class tragedy in English drama.

It deals with the persistent attempts, finally successful, of Mistress Arden and
her paramour, Mosbie, to murder Arden, for which purpose they hire two killers,
Blackwill and Shakebag. The crime is discovered and Mosbxe and Mistress Arden
are executed.

Arena Goldoni. A famous open-air theatre in Florence, Italy, built in 1818 by
the architect Corazzi. From its founding it stood for the best in democratic theatre.
In 1908 it was taken over by Gordon Craig and performances of a varied repertory
were given under his direction for many years.

Aretino, Pietro (1492-1556). Italian poet. Born at Arezzo, Tuscany, he
achieved notoriety as the author of the licentious Sonetti Lussuriosi, in which he
satirically and savagely attacked many of the leading characters of the day. He is also
memorable for his letters, five comedies, and a tragedy Orazia. He spent his last
years at Venice under the patronage of those who feared his sarcasm.
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Argentine. Material used in scenery for imitating glass for windows.

Arion of Methyma (7th-6th century B.C.). Greek. The most celebrated harp
player of the ancient Greeks, a native of Lesbos. He lived the greater part of his life
at the court of Periander, the tyrant of Corinth. His changes in the dithyramb ren-
dered to Dionysos are credited with having led the way to the Greek drama. It was he
who fixed the number of dancers in the dithyramb at fifty. He is said to have intro-
duced “spoken verses” into the choral odes. These consisted of short conversations
in verse between the leader and his fellow performers.

Ariosto, Ludovico (1474-1533). Italian poet. Born at Reggio of an old
and noble Bolognese family, he devoted five years to the study of jurisprudence,
which he abandoned on discovering his vocation for poetry. In 1503 he became
one of the gentlemen attendants on the cardinal Ippolito d’Este, and while so
employed began his poem Orlando Furioso, which was first published in 1516.
After serving the cardinal faithfully for fourteen years, Ariosto was dismissed, and
joined the household of the cardinal’s brother Alfonso, duke of Ferrara. In 1522
he successfully quelled a rebellion in the Garfagnana province, of which he was later
governor. He is generally recognized as a sincere and splendid artist. He wrote a
number of comedies, among which are: Il Suppositi (The Pretenders) ; Il Negro-
mante (The Necromancer) ; Orlando Furioso.

Aristophanes (c.448-c.388 B.C.). Ancient Greek dramatist. Known as the
chief representative, the genius, of old comedy. He was born in Athens to a
certain Philippus who held property in Aegina. In 427 B.C. his The Bangueters
appeared, followed in the next year by a biting satire called The Babylonians.
His" The Acharnians came in 425 B.C. He is said to have written fifty-four
comedies in all, but only eleven are now extant. His best known work is probably
The Frogs, in which he satirized other dramatists and writers of his time. He was
conservative in his ideas and his mind reverted with admiration to the days of
Aeschylus, while he held up to ridicule the more modern Euripides. The eleven plays
still extant are: Plutus (c.388 B. C.) ; The Knights; The Clouds; The Wasps; The
Frogs; The Birds; The Acharnians; Peace; Lysistrata; Priestesses of Demeter; and
Women of Parliament.

See also, Drama, Greek, ancient.

Aristotle (384-322 B.C.). Greek. The ancient Greek philosopher and poetic-
dramatic analyst and theorist. At eighteen he went to Athens where he was appren-
ticed to the philosopher, Plato, with whom he remained for twenty years. After the
death of Plato he tutored Alexander the Great for eight years. Later he kept a school

“in the Lyceum for twelve years. He died at the age of sixty-three. He is most famous,
as dramatic theorist, for his Poetics.
- S..R. Littlewood, in his “Dramatic Criticism” (Pitman Publishing Co., New
York, 1939) says: “It is one of the paradoxes of history that Aristotle’s Poetics . . .
an assortment of lecture notes, badly put together, atrociously corrupt and amounting
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altogether to not much more than a modern magazine article . . . should have domi-
nated and gone far to stifle so much dramatic effort after a score of centuries.”

Brooks Atkinson, in the New York Times (October 1, 1939) says: “There is an
air of getting something off the chest in that statement. Probably Mr. Littlewood
feels better now. Certainly I do. Although Aristotle was a tremendous fellow in
science, logic and knowledge, he was no artist and no prophet in the drama. He was
an intellectual devising rules for an emotional subject. If the Poetics were not con-
stantly turning up even today, as the holy book of the drama, his system of platitudes
and blunders would not matter. But it bullies all of us every day.”

See also, Drama, Greek, ancient; Poetics.

Arizona. Augustus Thomas (American). Drama. 4 Acts. 1899.

An example par excellence of well constructed melodrama of the type popular at
the turn of the century.

The dashing exterior of Capt. Hodgman of the 11th U. S. Cavalry is but a cloak
for his inherent villainy. He is the father of a baby born to Lena, a waitress in the
outpost, and as the play opens is trying to seduce Estrella Bonham, young wife of his
middle-aged Colonel. Young Lieut. Denham learns that Estrella plans to elope with
Hodgman and forbids it. He also takes back from the Captain the lady’s jewels
which she had given him. Her husband, discovering Denham in his wife’s room with
the jewels, suspects him of betrayal and theft. Denham quits the service, but stays
nearby so as to be with Estrella’s sister, Bonita Canby, whom he loves. Hodgman is
shot on a visit to the Canby’s, and Denham suspected. But matters are cleared up
when Lena’s fiance confesses he shot his beloved’s betrayer. In the meantime Denham
has been made a Captain of the First Arizona Volunteers, and Estrella Bonham has
decided she loves her husband after all.

Arthur Byron was the rascally Hodgman in the play’s Chicago premiére, and the
minor role of a young officer was played by Lionel Barrymore.

Ar 1é chin. The supposed source of the name Harlequin, maintained by the
Harlequin himself: a cry en langue asiatique by his father to his ass.
See also Harlequin.

Arles. The town in France supposed by some to be the native place of Harlequin
who was believed to be a certain wicked serving-man who later fled to Bergamo.
See also Hayrlequin.

Arliss, George (1868- ). English actor. Notable as a character actor. Born
in London, the son of William Arliss-Andrews, he adopted Arliss as his stage
name. He first appeared on the stage at the Elephant and Castle Theatre, Sep-
tember 18, 1886, and moved to the West End in 1890. He appeared on the screen in
the days of the silent films and later in sound films. Among the plays in which he ap-
peared successfully in both England and the United States are: The Second Mrs.
Tangueray; The New York Idea; The Green Goddess; Disraeli; Old English. His
flms include: Disraeli; Alexander Hamilton; The Working Man and Voltaire.
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Armin, Robert (fl. 1590-1610). English actor. A comedian with the Lord
Chamberlain’s Men, Shakespeare’s company of actors. He apparently received his
early training from the greatest of Elizabethan clowns, Richard Tarlton. After an
early career as a writer, he joined Shakespeare’s company in 1599 and remained with
it until his retirement in 1610. Nothing is known of the specific roles he may have
played.

. Armored Train, The. Vsevolod Ivanov (Russian). Drama. 3 acts. 1927.
Depicts the destruction of Admiral Kolchak’s ## hite soldiers by Siberian peasants.

Arms and the Man. George Bernard Shaw (English). Comedy. 3 acts. 1904.

Amusing satire on war.

Raina Petchoff saves Captain Bluntschi from the Bulgarians one night by hiding
him in her boudoir. When the war is over Bluntschi returns to see Major Petchoff
and wins Raina from her fiance, Sergius. Sergius finds consolation by marrying
Raina’s maid.

Much is made of the fact that the soldiers get rations of chocolate. The operetta
The Chocolate Soldier was based on this play.

Arnold, Matthew (1822-1888). English poet and critic. Arnold is best known
as a poet, although his valuable reports on the educational systems of France, Ger-
many and Holland, 1861-65, his essays in criticism, On the Study of Celtic Litera-
ture, 1867, Culture and Anarchy, 1869, S8t. Paul and Protestantism, 1870, Literature
and Dogma, 1873, assured him a high position as a critic.

Born at Laleham-on-Thames, he was the eldest son of Thomas Arnold, and edu-
cated at Winchester, Rugby, and Balliol College, Oxford. He won the Newdigate
prize for a poem in 1843, became Fellow of Oriel in 1845, and 1847-51 was private
secretary to Lord Lansdowne, president of the council, by whom in 1851 Arnold was
appointed an inspector of schools. He held this post for over thirty years, retiring in
1883.

He wrote one play Merope which was done after the Greek manner.

Arnould, Sophie (1740?-1802). French actress. The woman whom Garrick
called the greatest actress on the French stage, was actually more noted for her love
affairs than for her acting. The Comte de Lauragais, her chief protector, wrote for
Mille. Arnould a play on Clytemnestra. She sang in the operas of Gluck, the height
of her fame being reached in 1774, when she took the lead in Iphigenia in Aulis.
A famous portrait of her is that by Jean-Baptiste Greuze.

Arraignment of Paris, The. George Peele (English). Masque. 1584.

Written for and played before Queen Elizabeth.

Paris is tending his flocks on Mount Ida with Oenone his wife, when he is called
upon to decide to which of the three goddesses the golden apple shall be awarded. He
decides in favor of Venus, who carries Paris away, leaving Oenone disconsolate. Juno
and Pallas arraign Paris before the gods, accusing him of partiality in his judgment.
The case is referred to Diana. She evades the question by awarding the apple to the
nymph Eliza.
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Art for art’s sake. An esthetic doctrine originally conceived in irritation by the
French novelist, Gautier (with his 'art pour I'art) which defends “pure” beauty of
craft and style to the general exclusion of realistic ideas or utility. Maeterlinck was a
dramatic exponent of this theory, as was Oscar Wilde.

“‘Art for art’s sake’ was a phrase conceived in irritation and adopted as a slogan
by men more anxious to startle than to explain. It was directed at the philistine (Vic-
torian model ), and it was not ill-suited to the moment which gave it currency. Taken
out of its context the phrase is, however, dangerously near to nonsense and it is a pity-
that so flip a formula should have become fixed as the accepted designation of an
esthetic doctrine persistent and more meaningful than the formula suggests.” (The
Nation, Joseph Wood Krutch, December 19, 1936.)

Burton Rascoe, in his introduction to Mademoiselle de Maupin, says that Gau-
tier’s preface “was a challenge to the critics and so thorough was its disposal of the
irrelevant ideas of criticism that it became the handbook and the bible of the theories
of art for art’s sake of which Gautier was the father.

L’Art poétique (Art of Poetry). A treatise on dramatic poetry by the French
writer and avocat, Thomas Sebillet, published in 1548. This work, says Barrett
Clark in his European Theories of the Drama, was a “distinct departure from the
Rhetorics and Poetics which preceded it.”” Besides showing the effects of Italian ideas
on French letters, this work contains probably the first trace of the influence of Aris-
totle’s Poetics in France. It was chiefly interesting because of the parallel it draws
between the old French morality plays and the tragedies of antiquity. Sebillet fore-
shadows, in spirit at least, some of the reforms advocated by the spokesman of the
Pléiade. '

Artist’s paper stump. Rolled and pointed tools for drawing lines and shadows
in grease colors; used as a substitute for rounded toothpicks or make-up pencils.

Artzybashev, Mikhail Petrovitch (1878-1927). Russian author. Revolution-
ary writer.

A Tartar by descent, he began his career as a caricaturist, but gave up drawing
for the writing of realistic short stories. His first novel Sanine 1907, shows his hatred
of the then existing social order, and the same revolutionary strain is evident in his
other works. After the Russian Revolution he fled to Poland.

His plays include: Jealousy, 1913; Enemies, 1913; The Law of the Savage,
1913; War, 1914.

As Before, And Better (Come prima, meglio di prima). Luigi Pirandello
(Italian). Drama. 3 acts. 1920. -

A man, still sensually in love with his wife, who had eloped with a lover, takes
her back on condition that she pretend to be a second wife, even to the child. The
child, worshipping her mother, hates the pretending second mother. The woman can
not bear this, and telling the truth to the little girl, escapes with her.

Asbestos. See Curtains, asbestos.



A.S.C.A.P—ASIDE 61
A.S.C.A.P. See American Society of Composers, Authors and Publishers.

Ascent of F 6, The. W. H. Auden and Christopher Isherwood (English).
Drama. 2 acts. 1936.

The British government has to cope with a native rebellion instigated by a rival
nation, Ostnia. The mountain peak, “F 6", is considered sacred by the natives; and
should it be scaled, the glory of the achievement would assure their control.

When the British hear that the Ostneans are attempting the climb, they send
idealistic Michael Ransom and a party of four men to beat the enemy to the summit.
The climb is strenuous, however, and one by one, the four men die; only Ransom
reaches the top.

Asch, Sholem (1880- ). Yiddish writer. Well-known for his stories and plays,
written in Yiddish, of Jewish life in Poland and Russia.

Born in Warsaw, and lived for many years in Russia. Just before the Revolution,
he came to the United States, where he has since resided.

Among his works are: The God of Vengeance; Uncle Moses, 1922; Sabbati
Zovi, 1930; The Nazarene, 1939.

Asche, Oscar (1872-1936). English actor, playwright and producer. Born at
Geelong, Australia, of Norwegian descent, he studied acting at Christiania and made
his first appearance in London in 1893 at the Opera Comique in Man and W oman.
He was in management at the Adelphi Theatre with Otho Stuart in 1904, at His
Majesty’s Theatre in 1907, and later at the Globe Theatre. He married the actress
Lily Brayton.

His productions include: Chu Chin Chow, in which he played the title-role,
1916-1921; The Maid of the Mountains, 1917 ; Julius Caesar, in which he played
the role of Casca, 1932; and The Merry Wives of Windsor, 1929.

Plays include: Count Hannibal, 1910; The Spanish Main, 1915; Eastward Ho,
1919 ; Mecca, 1920.

As Husbands Go. Rachel Crothers (American). Comedy. 3 acts. 1931.

Lucille, thirty-five and beautiful, married to a dullish good American business
man, and Emmie, forty-five and prettily plump, tied down by a proper daughter, are
in Europe. There they have met Ronald, twenty-nine, an English novelist, and
Hippolitus, sixty and French. Over-persuaded, the women return to America bring-
ing their would-be lovers. A series of amusing contretemps occur, but in the end,
Lucille is left to her husband, Charles. Emmie marries Hippolitus and Ronald goes
away.

Aside, the. An early, now obsolete, dramatic device in which a character in a play
speaks directly to, with information exclusively for, the audience, while supposedly
unheard by the other characters in the play. Its best-known use is to be found in The
School for Scandal by Sheridan. The device was put to a modern psychological use
in O’Neill’s Strange Interlude, enabling the characters to express their inmost and
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fugitive thoughts and bearing some resemblance to the “stream-of-consciousness”
technique found in novels and used, for instance, by James Joyce in his Ulysses.

Aspendos. The Roman theatre at Aspendos which has a roof covering the stage.

Associated Actors and Artistes of America, Inc. Parent union of the Actors’
Equity Association, Screen Actors’ Guild, American Federation of Radio Artists,
American Guild of Music Artists, and the newly organized American Guild of Va-
riety Artists. It traces from the White Rats, organized in 1900, and the Actors
International Union. These were amalgamated in 1910 as the White Rats Actors’
Union of America. In 1919 the differences between their organization and Actors’
Equity Association were composed, and the Associated Actors and Artistes of America
came into existence. Frank Gillmore is international president.

Association of German People’s Theatres. An organization formed to take
the place of the Berlin ¥ olksbuhne, which collapsed in 1918. This association com-
prised, in representation, about twenty different organizations. It is now dissolved.

As the Leaves. Giuseppe Giacosa (Italian). Comedy. 4 acts. 1908.

A good example of the modern social comedy, in which Giacosa links together in
a very interesting way the old and the new manners in Italian drama.

The story of a family struggle in which the reversal of their fortunes serves to
bring out the essential characteristics of each of the persons involved.

Assumption of Hannele, The. See Hannele.

Astley’s Amphitheatre. One of the most beautiful and largest 19th century
theatres in London; it is an egg-shaped arena; largest stage in London, 146 feet
wide, used for grand spectacles, scenes of warfare and equestrian shows. It was de-
signed in 1804 by Philip Astley, built of wood, and opened with a horse spectacle,
burned down twice and rebuilt. Torn down 1895.

Aston, Anthony (Tony Aston). The first professional actor in America, of
whom any record is known. He came from England, had a reckless and spectacular
career as a soldier of fortune and acted in Charleston and in New York, 1703-4.

Astor Place Riot (May 10, 1849). A theatre disturbance caused by the hostility
between Edwin Forrest and William Macready. Theatregoers split into factions over
these two actors and the riot occurred inside and outside of the Astor Place Opera
House, New York. The militia was called out. Stoned by hoodlums in the street, they
fired on the crowd, killing and wounding many. An evidence of anti-British feeling of
the time.

As You Desire Me. Luigi Pirandello (Italian). Drama. 3 acts. Adapted by
Dimitri Ostrow. 1931.
After a ten year search, Bruno Pieri believes he has found his wife, Lucia, who is
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suffering from amnesia as the result of abuse suffered in the First World War. Lucia,
or the Unknown One as she is called, is able to remember the past as Bruno and his
family begin to accept her and to believe in her. However, when the family discover
another woman they think may be Bruno’s lost wife, Lucia loses her newly found
identity and security and leaves the house an unknown woman.

As You Like It, William Shakespeare (English). Comedy. 5 acts. 1599.

The play is based on the euphuistic prose romance, Rosalinde, by Thomas Lodge.

Frederick has usurped the dominions of the Duke, his brother, who lives with his
followers in the forest of Arden. Celia, Frederick’s daughter, and Rosalind, the
Duke’s daughter, meet Orlando at Frederick’s court. Orlando and Rosalind fall in
love, but Frederick, angry with Orlando, banishes Rosalind. Accompanied by Celia,
Rosalind, in countryman’s disguise, meets Orlando in the forest and pretends to be a
youth named Ganymede. Orlando’s cruel brother, Oliver, comes to the forest to kill
him but becomes remorseful. He falls in love with the disguised Celia, and Rosalind
tells Orlando that she will produce Rosalind at the wedding. At this ceremony Celia
and Rosalind abandon their disguises. News arrives that Frederick has made restitu-
tion of the dukedom. ‘

Athalie. Jean Racine (French). Tragedy. 5 acts. Based on a biblical story. 1691.

Athaliah dreams she will be killed by a child whom she later identifies as the boy
Joash. She tries to get him out of the way or to kill him and the drama centers around
the conflicts and emotions thus aroused.

Atheist’s Tragedy, The. Cyril Tourneur (English). Tragedy. 1611.

D’Amville, the atheist, wants to marry his son, Rousard, to Castabella who is
wealthy. She, however, is betrothed to D’Amville’s nephew, Charlemont. D’Amville
arranges that Charlemont go abroad on military service. During his absence, Casta-
bella is married to the sickly Rousard. D’Amville kills his brother, the father of
Charlemont, after a will has been made in his favor. Rousard dies. When Charle-
mont returns, D’Amville plans to kill him, but dashes out his own brains, by accident.
Charlemont is united with Castabella.

Athens, Theatre of. First theatre in Greece. The collapse of its wooden seats in
499 B.C. led to the erection of a stone auditorium in which the original orchestra
stood fifty feet to the south of the present orchestra and had a diameter of seventy-
eight feet. This theatre had a round orchestra (paradoi), a rectangular skene and a
projecting paraskinia, with a low platform stage.

Atkinson, Brooks (1894- ). American dramatic critic. Born in Melrose,
Massachusetts ; educated at Harvard. Assistant to dramatic critic, Boston Transcript,
1918; literary editor of the New York Times, 1922; dramatic critic, the New York
Times, since 1926 ; writes for London Daily Telegraph on American Theatre. Author
of Skyline Promenades, 1925; Henry Thoreau, 1927; East of the Hudson, 1931;
The Cingalese Prince, 1934.
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At leisure. Term for being unemployed in the theatre.

Atmosphere. (1) The imaginative mood established in the writing .of a play by
its author; (2) the realization of that mood, by process of staging, lighting and per-
forming in the production of the play.

Attic Bee, The. A title applied to the Greek dramatist Sophocles because of the
sweetness (honey) inherent in his works.

At the Bottom. See Lower Depths, The.

D’Aubignac, Abbé Francois Hedelin (1604-1676). French dramatist, critic.
His Pratique du Thédtre, 1657, a good source for the history of the 17th century
drama, outlines his principles, based on reason, most dogmatically. He condemns even
the greatest classics if they do not conform to his ideas, which he lays down as laws.
He wrote four unsuccessful tragedies to illustrate his theories: Cyminde, 1642; La

Pucelle d’Orleans, 1647 ; Le Mariage de Sainte-Catherine, 1650 ; and Zénobie, 1647.

Aubry de Montdidier’s Dog, or, The Dog of Montargis (Le Chien de
Montargis) ; or, The Forest of Bondy. Guilbert de Pixérécourt (French). Melo-
drama. 1816.

A popular melodrama, the production of which, at the Weimar Court Theatre
in 1817 caused Goethe’s resignation as director. Goethe believed it beneath his artis-
tic dignity to have anything to do with a play in which a dog was the hero.

Aubry de Montdidier is murdered by his comrade Macaire, after a quarrel over
Lucille. The concealed body is discovered by Aubry’s dog and later the murderer is
revealed when the dog assaults Macaire. Final proof comes when Macaire’s missing
belt is discovered in the woods, stained with blood. Macaire escapes, but kills him-
self when surrounded by peasants and soldiers.

Auden, W. H. (1907- ). English poet and dramatist. He is associated in the
general mind with the poets, Stephen Spender and C. Day Lewis, with whom he
attended Oxford University. He is the author of The Dance of Death and collab-
orator with ‘Christopher Isherwood on The Dog Beneath the Skin, The dscent of
F 6 and On the Frontier,

Audio (television). A term used in reference to the sound signal associated with
the electrical impulses representing the television image; also to apparatus for sound
transmission.

Audition. A hearing; a term used now for any tryout performance before
judges, whether of singing, dancing, acting or playing an instrument, for the purpose
of prospective employment.
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Auditorium, horseshoe. A 17th-18th century derivation in Italy from the early
semi-circle.
See also Teatro alla Scala; Teatro San Carlo; Teatro Vecchio.

Auditorium, ovoid. See T heatres: auditorium, ovoid.
Auditorium, straight-sided. See T heatres: auditorium, straight-sided.

Augier, Guillaume Victor Emile (1820-1889). French dramatist. Regarded
as one of the founders of the modern comedy of manners.

He was born at Valence. In 1858 he became a member of the Academy. Accept-
ing the model of Scribe, who perfected the “well-made play,” Augier employed it to
different ends, striving to advise and improve his audiences. He was a bourgeois real-
ist, governed by reason; a commonsense moralist, recommending marriage for love
instead of money ; domestic fidelity and industrial and political honesty.

He wrote La Cigue, 1844; Le Gendre de M. Poirier (in collaboration with
Sandeau), 1854; Les Effrontés, 1861; Maitre Guerin, 1864 ; Les Fourchambault,
1878.

Augustan tragedy. The term given to a form of 18th century English tragedy.
It was a mixture of diverse pseudo-classic forces and heroics. Plays of this type were
amorphic, chaotic and undistinguished in character portrayal. A definite interest in
Asiatic themes predominated.

&
Aula regia. Buildings in the foreground of the stage in Italian Renaissance
theatres.

Auleum. The curtain introduced into the Roman theatre ; unlike modern theatre
curtains, it was dropped into a hollow recess placed toward the front of the stage.
See also Curtains.

Aulularia. Plautus (Latin). Comedy. About 200 B. C.

The title is derived from the Latin word for “pot,” and the plot concerns an old
miser, Euclion, whose household god enables him to dig up a pot of gold buried be-
neath the hearth by his grandfather. But once he has the pot in his hand he becomes so
fearful lest he be robbed that he re-buries it deeper than before. Moliére’s L’ Avare
and numerous other plays have used Plautus’ plot.

Aunt Urikke. Gunnar Heiberg (Norwegian). Comedy. 3 acts. 1884.

Heiberg’s earliest play. He thrusts good-humoredly at the new woman, selecting
as his heroine a kind-hearted eccentric. She moves among amusing folk who include
an idealistic girl devoted to the concept of progress, a professor scheming to become
a cabinet minister, and a radical politician uttering platitudes to catch the people.
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Ausschreier, der. The name given that player in early German Shrovetide
drama who announced the end of the play.

Author’s League of America. Organized in 1911 in New York by Arthur
Train, Gelett Burgess, Joseph Vance and Lloyd Osborne. Purpose, to establish
authors’ rights in manuscripts and safeguard them. Subdivided into guilds with sepa-
rate officers: the duthors’ Guild, Dramatists’ Guild, Radio Writers' Guild and the
Authors’ League Fund (which functions as a benefit society). The League has pub-
lished a bulletin for its members during most of the period of its existence.

Auto de los reyes magos, el (The Play of the Three Wise Men). (Spanish.)
Liturgical drama. 1 act. Middle Ages.

The three Wise Men enter, expressing astonishment at the sight of the new star
in the East. Their paths converge, they exchange greetings. One bears myrrh, the sym-
bol of human nature; another brings frankincense, the symbol of divine nature; the
third bears gold, the symbol of kingly dignity. The magi then wonder which gift the
_ Christ-child will prefer. Here the scene changes to Herod’s palace, where the magi
inform Herod that the Christ-child has been born.

Auto sacramentale. A kind of masque in the early Spanish theatre which was a
combination of prologue, farce and religious allegory written to be performed on the
pageant-cars during the Corpus Christi processionals and probably dealing with the
Eucharist. Lope de Vega wrote many of these.

Autumn Fires. See The Reckoning.

L’Avare. J. B. P. de Moliére (French). Comedy. 5 acts. 1668.

Harpagon, an old miser, and his son, Cleante, are rivals for the hand of Mari-
anne. Cleante gets possession of the miser’s treasure, and gives him the choice between
Marianne and the treasure. The old man chooses the treasure.

Awake and Sing. Clifford Odets (American). Drama. 3 acts. 1935.

A Group Theatre presentation, this folk-drama of Jewish-American life in the
Bronx is propagandist in its protest against social injustices.

It is the saga of the Bergers, a lower middle-class family. The son Ralph is ambi-
tious and aspiring, but he loses the girl he loves because they are both too poor to defy
their families’ disapproval. His sister Hennie, about to have an illegitimate child,
marries a childhood sweetheart whom she will never love; then leaves him to go off
with Moe Axelrod, an embittered war veteran with one leg who can offer her some
measure of prosperity. Other characters are Bessie Berger, drudging mother of Ralph
and Hennie; Myron, their hard-working father; and Jacob, the philosophizing old
grandfather who commits suicide by jumping off the roof.

. Awakening of Spring, The. Franz Wedekind (German). Tragedy. 3 acts.
1891. ~

A thesis play presenting an analysis of puberty, it is a naturalistic study of three
children, Melchior, Moritz and Wendla, and of the vividness and promise of the life
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awakening in them. It shows the cruelty and tragedy of its extinguishment, for which
the adult world must take full blame. This play, according to Anita Block, in her
The Changing World in Plays and T heatre, supplies “the great link between Ghosts,
that first effort directed toward the lifting of sexual taboos, and those more numerous
contemporary plays which brought into the theatre of our own time sexual subjects
" that even in this age of unparalleled sex enlightenment and liberalism, still are at-
tacked as taboo.”

Ayala, Adelardo Lopez de (1828-1879). Spanish dramatist. Born in Guadal-
canal, province of Seville. Dramatist who insisted on the moral thesis. Principal work:
El tanto por ciento (So Much Per Cent), 1861, has a theme of love versus money.

Ayatsuri. See 4cting, Japanese.

Ayrer, Jakob (? -1605). German dramatist. One of the most important and
quite the most prolific German dramatist of his day.

He lived during the 16th century and passed almost his whole life in Nuremberg,
where he became imperial notary. His fame, however, rests entirely on his dramatic
works. In style he was the successor of Hans Sachs, but he was influenced by a travel-
ling troupe of English actors who visited the continent at the close of the century.
His plays are not now considered of very great merit.

His dramatic works number nearly seventy and were published posthumously in
Niiremberg in 1618, under the title Opus T heatricum.

Baby spot. A small spotlight.

Bacchae, The. Euripides (Greek). Tragedy. 406 B.C.

A symbolical tragedy in the formal classic tradition, using a Chorus to comment
on the action.

The god Dionysus comes with his Bacchanals to his homeland of Thebes and is
rejected by his kinsmen. So he infects them all with his own Bacchanalian madness.
King Pentheus imprisons the god and the holy women, then repents and agrees to go
to witness the secret religious rites on Mt. Cithaera. He does so, disguised as a
Maenad, is discovered and torn to bits. His mother finds his head, thinks it is a lion’s,
and goes wildly off, holding it and dancing as she goes. The Chorus of Maenads, hor-
rified at the sight, turn from Dionysus. He threatens those who oppose him, then
ascends to Heaven, while the mortals proceed to their doom. The significance of the
story is much disputed by scholars, but it is generally conceded to be an allegory op-
posing the forces of instinct and those of reason and wisdom.

Bachelor Born. (The Housemaster) Ian Hay (English). Comedy. 3 acts. 1938.
Charles Donkin, middle-aged housemaster at Marbledown School in England, is
faced with the problem of putting up the three daughters of the woman he had loved
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in his youth, and wanted to marry. Button, Rosemary and Chris Faringdon, with
their Aunt Barbara Fane settle down at Marbledown, or try to, and immediately stir
up excitement. Hating the headmaster, the Rev. Ovingdon, who is unjust to Donkin,
the young people organize meetings of protest, but before they are through they indi-
rectly manage to have Ovingdon removed and Donkin promoted.

Back cloth. See Back drop.

Back drop. Screen or curtain lowered in back of a scene, usually for vista or
panorama effects. In the early theatre, a back drop was used for change of setting and
to limit the confines of the stage.

Backing. (1) Unit of scenery two- or three-fold used to mask openings in the
set, such as doorways; (2) the financing of a production.

Backstage. That part of the theatre which lies behind the stage and which in-
cludes dressing rooms and stage wings.-

Back Stage Club (Nashville). See Nashville Community Playhouse.

Back to Methuselah. George Bernard Shaw (English). Philosophic fantasy.
5 parts. 1921.

A philosophical comedy regarding the need of human beings to perfect themselves
to avoid being destroyed. Shaw contends that only a life measured in centuries rather
than in decades can make men mature enough to order their society rationally, and
that unless a life span of at least three hundred years is achieved the genus homo will
be discarded in favor of a more competent species. The work, while presented as a
unit, consists of five plays: ’

In the Beginning. Adam and Eve in Eden learn of birth and death—how Lilith
was alone until she learned to procreate; how death does not matter if birth brings
other Adams. Adam chooses to live a thousand years. Centuries later, he has become
an agriculturist and is scorned by his warrior son Cain. Eve reproaches her boastful
son for his belligerence, but he retorts that he merely serves as the agent of Death and
thus fulfils a mission.

The Gaspel of the Brothers Barnabas. A satire on contemporary politics. Lubin
and Burge, caricatures of Asquith and Lloyd George, visit the biology professor
Barnabas, who tells them of his new book on longevity. They think he has invented
some new medicine and are ready to pass a law limiting its use to the best people
.when they find he is discussing merely a biological thesis. Disappointed, Burge still
sees a possible election slogan in the idea.

The Thing Happens. The parlor of the President of the British Isles in 2170.
Barnabas of the day, a great authority on human life, is intrigued by a book by an
American explaining a system of breathing which will prevent deaths by drowning.
Moving pictures of prominent men who have drowned reveal that the Archbishop,
supposedly thus killed, has really lived three centuries. He pretended to drown, then
began a new career as his own descendant.
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Tragedy of an Elderly Gentleman. The long-livers are now quite numerous.
They have so congested the British Isles that the capital of the Empire has been
moved to Bagdad. An elderly gentleman has been driven almost mad by the strain of
talking to several young long-livers. His son-in-law, the Prime Minister, consults the
long-livers’ oracle, and is shortly told “to go home, poor fool.” The elderly gentle-
man, impressed, asks to remain on the island with the oracle and is killed by the latter
with a compassionate glance.

As Far as Thought Can Reach. 31920 A. D. Men and women are born from
eggs at seventeen, spend four years singing and dancing and mating, then become
ancients and engage in abstruse study and meditation. They are almost entirely pure
intellect; their bodies are so far conquered that they need neither food nor sleep.

In an epilogue the characters of the first play judge the future state. Eve is pleased
that cleverness prevails; Cain is sad that war is outlawed ; Adam as stupid and puz-
zled as ever; Lilith hopeful for the day when man shall overcome matter entirely.

Bacon, Francis, Viscount St. Albans (1561-1626). English essayist and dram-
atist. Considered one of the greatest prose writers in English literature.

Born at York House, London, the son of Nicholas Bacon, lord-keeper of the
Great Seal, he was educated at Trinity College, Cambridge. In 1576 he accompanied
Sir Amyas Paulet, ambassador to France, to Paris, where he remained until the death
of his father in 1579. In 1582 he was called to the Bar at Gray’s Inn, of which he
became a bencher and later entered Parliament as member for Melcombe Regis in
Dorset, becoming in the years that followed the confidential adviser of the Earl of
Essex, favorite of Queen Elizabeth. In 1593 Bacon incurred the anger of the Queen
by opposing in Parliament the levying of a double subsidy and was excluded from
the court. He was, however, befriended by Essex. He regained royal favor by taking
part in the accusation at Essex’s first trial for treason, and he appeared at the second
trial as one of Her Majesty’s counsel, speaking against his benefactor, whose execu-
tion followed the trial.

On the accession of James I, 1603, Bacon was knighted. He became one of the
commission appointed to settle the terms of the union of England and Scotland.
Bacon advised the King to forego the most unpopular of the patents which he had
created, but the advice was rejected and in 1621, Bacon was accused of bribery and
corruption in Chancery. He was sentenced to imprisonment in the Tower of London
and fined, then later pardoned, but his public career was ruined. He died a few years
later of bronchitis.

Bacon is regarded by modern men of science as the real originator of the modern
school of experimental research. His method of discovery consisted in the gradual
building up of small pieces of knowledge.

The view that Bacon is the real author of Shakespeare’s plays first arose in 1852,
and was based upon the alleged illiteracy of Shakespeare, the similarity between the -
writings of the two men and the non-existence of an authoritative Shakespearean text.

Bacon’s main works include: Essays, 1597 ; Instauratio Magna, of which only
two parts were completed, (1) De Dignitate et Augmentis Scientarum, 1623, and
(2) Novum Organum, 1620; New Atlantis, 1627.
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Bacon, Frank (1864-1922). American actor and playwright. For many years
before coming to Broadway Frank Bacon played stock with his wife. He is best
remembered as the originator of the character of Bill Jones in Lightnin’, a play which
he wrote with Winchell Smith, and in which he acted from 1918 until his death.
After a run of several years in New York he took the comedy to Chicago, where he
gave his last performance of it only a week before he died. Will Rogers later took
Bacon’s role in a movie version.

Baconian Theory. The theory that Francis Bacon wrote the plays generally
attributed to Shakespeare. Proponents of the theory argue that a man of Shakespeare’s
apparently limited formal education and provincial background could not have
written with such learning and insight. They argue further that Bacon, a man suit-
ably qualified, revealed his authorship in complicated anagrams in the texts of the
plays. The theory, set forth as early as 1852, has been considerably discredited by the
recent discovery of the manuscript play, Sir Thomas More, parts of which are in
handwriting identical to that of the signature on Shakespeare’s will.

Baer, Arthur (Bugs). “Was born as usual and at the proper age. Became
older without effort in spite of popular opinion. Was educated at home by a
private tutor in the language of flowers and developed my legs riding a bicycle
from city to city while voting Republican for the Literary Digest. Have talked
continuously because a careless doctor vaccinated me with a phonograph needle.
Was born absolutely nuts and had a relapse. Mother explains it all by saying
she met father in a revolving door. Anyway, my nurse put me on a Ierry-go-
round at the age of five and forgot to take me off. That’s why I had to have
my hats made in a kite factory. Am known as the most reliable writer in the
nation because I never carry a bundle by the string. If I ever say anything right my
wife is sure to correct me. I owe it all to the little woman at six per cent. These few
paragraphs ain’t exactly a “Gone with the Wind.” But we will bring that up with
bicarb of soda. You have now read the story of the silent valleys, and the wooded
hills, of the vast frozen spages, of a maid’s love for a man, she rushed up the rain-
washed canyon but horse and rider seemed to have vanished in thin air. Told as only
Zane Grey can tell it at all newsstands for two dollars a copy. If anything else hap-
pens, wire.”

Bahr, Hermann (1863-1934). Austrian critic, editor, novelist and dramatist.
Born at Linz, he studied at the University of Vienna and elsewhere, and travelled
much in Europe. In 1890 he settled in Vienna as a journalist, specializing in social
and literary criticism. He was afterwards assistant editor then editor of several pa-
pers, and in 1906 became manager of the Deutsches T heater of Berlin.

As a dramatist, Bahr is considered a lesser Schnitzler, softening the sharp edges
f realism by his scrupulous art. His works include more than eighty titles, among
which is to be found the earliest discriminating treatise upon expressionism.

His plays include: The New Men, 1887; The Great Sin, 1889; The Mother,
1891; The Domestic Woman, 1893 ; Dora, 1893; From the Suburbs, 1893; The
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Water Sprite, 1896; Juana, 1896; The Booby, 1897 ; Josephine, 1898 ; The Star,
1898 ; The Athlete, 1899 ; Viennese Women, 1900 ; Der Franzl, 1900; The dpostle,
1901 ; Der Krampus, 1901 ; The Master, 1903 ; Sanna, 1904; The Poor Fool, 1905;
The Deliverers’ Club, 1905 ; The Other, 1905 ; The Faun, 1906 ; Grotesques, 1907 ;
The Yellow Nightingale, 1907 ; Ring Around, 1907 ; The Concert, 1909; The
Children, 1910; The Little Dance, 1911; The Principle, 1912; The Phantom,
1913; The Complainer, 1914 ; The Jolly Soap Refiner, 1914; The Voice, 1916; The
Moment, 1917 ; The Brute, 1919; Indian Summer, 1924 ; The Aunt, 1926 ; Heaven
on Earth, 1928.

Baker, Elizabeth (1879-. ). English dramatist. Born in London. It was not
until 1909 that she gained public notice for her work, with her play, Chains. She has
contributed to many periodicals.

Her other plays include: Tke Price of Thomas Scott, 1913 ; Partnership, 1917;
Miss Robinson, 1918 ; Penelope Forgives, 1930.

Baker, George Pierce (1866-1935). American educator, author. Perhaps the
best biography of the famous founder of the 47 Workshop, school of the drama at
Harvard, where Baker taught English and playwriting from 1905-1924, would be
a roster of those of his pupils who achieved distinction in the theatre. Yet even that
would be too long to be feasible, including a fair share of the men who are the modern
American theatre: Philip Barry, Sidney Howard, S. N. Behrman, George Abbott,
Eugene O’Neill, Edward Sheldon, John V. A. Weaver and many, many others. Born
in Providence, Baket received his A.B. from Harvard in 1887. Later, as a professor
in the university, he sponsored the Harvard Dramatic Club when it was started in
1908. It was largely due to his influence that Harvard was the first university in the
country to accept a course on the practical aspect and technique of the drama as a
part of its regular academic curriculum. The Workshop proper was founded as a sort
of try-out theatre and critical laboratory in which the budding playwrights could test
their own works before an audience. In 1925 Baker left Harvard for Yale, where he
was professor of the technique and history of the drama until his retirement in 1933.
During the same period (1925-33) he was also chairman of the Department of
Drama, School of Fine Arts; and director of the University Theatre. When he re-
tired in 1933 many of his former pupils, grown illustrious, assembled in New Haven
from all over the world to do him homage. His published works include The Prin-
ciples of Argumentation, 1895; The Development of Shakespeare as a Dramatist,
1907 ; Some Unpublished Correspondence of David Garrick, 1907 ; Dramatic Tech-
nique, 1919; etc.

Bakst, Leon (1866-1924). Russian artist. Educated in St. Petersburg, he soon
made a reputation as a painter and was employed by the court as a teacher. About
1900 he began to paint scenery for plays produced in the Russian capital and his re-
markable work for Greek tragedies attracted a good deal of attention. After 1908 he
increased his fame by painting scenery and designing costumes for the Russian ballet
of Serge Diaghileff. His décors, which created a vogue in Paris, were richly oriental
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in style, the best-known being the setting for Scheherazade. From 1909 until his
death, he lived in Paris. Examples of his paintings are in the Victoria and Albert
Mouseum, London, and in the Metropolitan Museum, New York. Many of his
sketches are in the possession of his theatrical disciple, Simon Lissim, in Paris.

Balcony, The. Gunnar Heiberg (Norwegian). Drama. 3 acts. 1894.

The passionate heroine deceives her middle-aged husband and rejoices when he
dies in an accident that prevents his discovering her duplicity. Then, having married
her lover, and deceived him in turn, she is deserted by him.

Balcony, Elizabethan. In the Elizabethan theatre the gallery extending over
the stage was used either for spectators or for actors in an expansion of set. A part of
this same upper gallery, to one side of the stage, was frequently used as a musique
room where musical interludes and accompaniments to the play were performed.

Balcony, modern. The present-day gallery is used exclusively for audience-seat-
ing, with the sole exception of “plants” to which the orchestra, as well, is sometimes

subject.

Balderston, John Lloyd (1889- ). American dramatist and newspaper
correspondent. Born in Philadelphia, Pa., and educated at Columbia University.
During the First World War he went to Europe as a free-lance war correspondent,
and later became a representative of the McClure Newspaper Syndicate, gathering
information from England and Ireland for the United States. He became editor of
The Outlook in London, remaining in that capacity from 1920 to 1923. After that
he was employed by the now defunct New York W orld as London correspondent.

Playsinclude: 4 Morality Play for the Leisure Class; Berkeley S quare; Dracula;
Red Planet. ’

Bald-headed row. The name given the first row of a theatre usually occupied
by elderly men and playboys.

Ballad opera. Form of 18th century comedy which came into popularity with
the triumph of Gay’s The Beggar's Opera, 1728. Its greatest period of success was
between 1729 and 1738 when it ousted regular tragedies and comedies from the
stage. Written in one, two or three acts, these ballad operas were composed of airs,
accompanied by prose, blank verse or rime; utilized nearly all the types of comedy
invention from farce to sentimentalism. Satirical and burlesque in tone.

Ballerina. Originally a dancer in the commedia dell’ arte; generally also the
cantarina; does not really play a part in the scenario; introduced purely to present
intermedii of a musical kind. This type is traced, practically unchanged, from the
dancing girl as found in a Herculaneum frieze of early Roman days through the
Francischina of Callot in the 17th century to the Camilla Veronese of the 18th
century. Today the ballerina is the star female performer of ballet.
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Ballet. Term for an artistic or dramatic dance to music by a group and used for
occasional interludes in opera or as a divertissement. Qutside of this merely con-
tributory connotation the term is also used for that series of story-plots, interpreted
through dance and pantomime, which makes up a complete theatre program. Arnold
Haskell, in his Ballet, says: “Ballet, in the form that we recognise, had its beginning
with the founding of L’4cadémie National de la Danse by Louis XIV in 1661. We
are able to trace its development in an unbroken line of dancers and teachers from
then until the present day.” As to its source, Mr. Haskell says: “The germ that was
to develop into ballet was brought into France from Italy by Catherine de Medici,
who was eager to divert her sons while she busied herself in ruling. The spectacle was
a combination of dancing, singing and recitation. Its aim was social. It constituted an
elegant pastime for the monarch and his court, an opportunity for bawdy humour,
for lavish expenditure, and for the fulsome flattery of court to King. The subjects
chosen were largely mythological ; the King played at godship, the court worshipped.
Astute minds, bent on politics rather than pleasure, used the fashionable craze for
purposes of national propaganda, among other things, to point out to foreign am-
bassadors the might of France. . . . The finest artistic minds of the day contributed
to the music, the decoration, and the poetry of the spectacle. The people paid. The
first dramatic ballet of importance from which the history of the art may be said to
begin was Le Ballet Comique de la Reine in 1581.”

Ballet Russe de Monte Carlo. Modeled on the Diaghilev Ballet Russe, the
traveling company organized by Col. W. de Basil, former Cossack officer, and
called “de Basil’s Russian Ballet of Monte Carlo,” is made up chiefly of young
dancers. Their work has been in the main revivals of ballets by Fokine and other
master choreographers, latterly ballets are being composed especially for the group.
Until 1937, when a managerial rift split the company, Massine was the director.
Then Fokine took over. In 1938, however, both de Basil’s and Fokine’s names dis-
appeared from the program, which showed the company (minus certain dancers) as
the “Ballet Russe de Monte Carlo,” under Massine, and as owned by Universal Art,
Inc., a predominantly American association, with Julius Fleischman of Cincinnati
its head.

Balletomane. Term meaning “ballet enthusiast.” As originally used in Russia,
it meant the conservative and partisan theatre-goer who never missed a single ballet
performance and always sat in the front row seats, which were next to impossible to
obtain because of the family custom of permanent chairs.

Balloon. To go up in one’s lines; to blow.

Ballroom theatre, 16th century French. See Hatel de Bourgogne, Hotel de
Rambouillet.

Ballyhoo. As used in the theatre, a slang term for an exaggerated form of
announcement, publicity, advertisement or stunt to create interest and increase busi-
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ness; outside the theatre the word has a derogatory sense, often used to refer to
false claims.

Bancroft, Marie Effie Wilton, Lady (1839-1921). English actress. Daugh-
ter of Robert Wilton, a provincial actor, she was born at Doncaster, and first appeared
on the stage at Norwich in 1845. She made her début in London at the Lyceum,
1856, as Henri in Belphegor, and later achieved a great success in burlesque at the
Strand. In 1865 she became joint manager with H. J. Byron of the old Prince of
Wales' Theatre, where she produced Caste and Society, in which she made her
reputation as a comedian. Other productions were The School for Scandal, The
Merchant of Venice, Masks and Faces, and London Assurance. In 1867 she married
a member of her company, Squire Bancroft, and on January 31, 1880, the pair began
their management of the Haymarket Theatre with a revival of Money, followed by
two Sardou plays, Odette and Fedora, Pinero’s Lords and Commons, and revivals of
The Rivals and Diplomacy. Retiring from management in 1885, she appeared at the
Garrick in revivals of Diplomacy, 1893, and Money in 1894. She died at Folkestone,
May 22, 1921.

Bands. The name given troupes of actors who roamed throughout Germany up
to and during the 17th century. Germany was overrun by English, French, Dutch
and Italian acting companies. From these, independent German bands were formed,
made up of vagabonds, roamers, jugglers, quacks, musicians and acrobats.

Bankhead, Tallulah (1902- ). American actress. Born in Huntsville, Ala-
bama. She appeared first in Squab Farm, March 15, 1918. Next came Foot-loose,
1919; 39 East and Nice People, 1921 ; then she went to London where she scored a
hit in The Dancers, 1923, with Sir Gerald DuMaurier. Among her successes were:
Fallen Angels, 1925; The Green Hat, 1925; They Knew What They Wanted,
1926; The Gold Diggers, 1927 ; Her Cardboard Lover, 1927 ; Let Us Be Gay, 1930.
Next she appeared in several films, returning to New York in Forsaking All Others,
1933. Dark Victory, 1934, and a revival of Rain, 1935, served as a prelude to the
really fine role in The Little Foxes, 1939, in which she has scored her greatest tri-
umph. She is married to John Emery.

Bankside. The principal theatrical district in Tudor London, across the Thames
from the City proper and a little to the west of London Bridge. The locality had
long been given over to houses of ill fame and rings for the baiting of bears and bulls.
Active opposition by London authorities to theatrical activities caused many playhouse
managers to move to Bankside, which was beyond the jurisdiction of the city. The
Rose, Swan and Globe theatres were situated in this district.

Barber of Seville, The. Pierre Augustin Caron de Beaumarchais (French).
Comedy, 5 acts. 1775.

Bartolo wishes to marry his ward and pupil Rosine, but she prefers Count
Almaviva, whom she knows as Lindoro. Figaro the barber interests himself in the
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lovers and helps them thwart the elderly guardian. The Count’s attempts to outwit
Bartolo form the main plot. First he enters the old man’s house disguised as a
soldier, asks to be billeted and gives Rosine a note telling of Almaviva’s love. When
Bartolo discovers the soldier making love to the girl the gallant is forced to flee.
Later he returns in the guise of a music master, and the young people plan to elope.
Bartolo is tricked into signing what he believes to be a marriage contract for him and
Rosine, but what is really a contract for her marriage to Almaviva, and his rage is
allayed by the generous Count’s offer of Rosine’s dowry.

In the mouth of Figaro, genial man of the people, indignantly protesting against
the abuses suffered by the populace under the rule of the nobility, the author expressed
his own revolutionary ideas. The play fell with the impact of a bombshell on a society
which was to follow Figaro’s advice and revolt against its masters fourteen years
later.

Rossini’s opera of the same name is based on it. Beaumarchais wrote a sequel :
The Marriage of Figaro. ‘

Barchester Towers. Thomas Job (American). Comedy. 3 acts. 1937.

The play is based on the novel by Anthony T'rollope.

Madeline Neroni, recently returned to the English cathedral town of Barchester
after eleven years in Italy where she has had a serious quarrel with her Italian hus-
band, enters merrily into a social crisis arising over the selection of a new dean for
the Barchester diocese. Madeline favors a young liberal, Arabin, whose chief opposi-
tion is a certain M. Slope. To embarrass Mr. Slope before the archbishop Madeline
puts champagne in his ginger beer mug. Madeline also forces young Arabin to propose
to her when she knows he is in love with Eleanor Bold, and before she is positive her
husband has died. When she hears that her husband, obviously alive, has been seen
playing cards at Monte Carlo, she is quite satisfied to turn Arabin back to Eleanor
and return to Italy.

Bard of Avon. The nickname of William Shakespeare.

Bardolatry. The cult of Shakespeare exploitation, applicable to any people or
organizations who have profited by the use of the name of the Bard of Avon, among
these Stratford itself with its eight major hotels, numerous boarding-houses,
shops, etc., the countless commentators, teachers, lecturers, theatrical producers,
actors, publishers, booksellers and associations such as the British Shakespeare
Society, which alone has 10,000 members. Calling it “The Shakespeare Industry” in
the book of that name, Ivor Brown admits bewilderment only at the greatness of its
extent, remarking that English-speaking peoples are not especially .fond of poetic
drama.

Bare stage. The stage proper, free of any scenery or properties.

Barker. A shouter or clamorer ; one who through high-pressure talk and exaggera-
tion induces and drums up business for his attraction. Barkers are usually used in
side-shows and amusement areas.
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Barker, The. Kenyon Nicholson (American). Drama. 3 acts. 1927.

Nifty Miller, barker for the Colonel Gowdy Shows, wants his son, Chris, to
study law. Chris, however, falls in love with Lou, the snake charmer, and marries her.

Nifty, sick at heart, plans to leave the carnival, but changes his mind when he
hears business is bad, that he is needed and that Chris has a job in a law office.

Barn Players Club, The. See Community Players, The, San Diego, California.

Barnabee, Henry Clay (1833-1917). American singer, actor. Born November
14, 1833, in Portsmouth, New Hampshire. He sang in church choirs, finally making
his debut as a professional at the Music Hall in Boston, assisted by Annie Louise
Cary. He became associated with the Boston Ideal Opera Company in 1879. He
later organized the famous Bostonians, a first-rate company. His best-known role was
that of the Sheriff of Nottingham in Robin Hood.

Barnstorm. A theatrical term meaning to give performances from town to town,
originally in barns.

Barn Theatres. See Theatres, 20th Century American.

Barnum, Phineas T. (1810-1891). A great American showman whose origi-
nality brought him world fame ; made his first bid for attention in 1835 on the stage
of Niblo’s Garden with an old negress, Joice Heith, whom he introduced as Wash-
ington’s nurse; navigated the Mississippi with a showboat; sold Bibles; opened
Barnum’s Museum in New York in 1841; introduced Tom Thumb in 1842 and
toured Europe in 1844 with his famous midget; managed Jenny Lind’s American
tour, 1850; organized a famous menagerie and circus in 1871; in 1881 merged with
J. A. Bailey to form Barnum and Bailey’s circus.

Barre. A rod along the walls of a dance studio, or backstage, for the convenience
of dancers who use it to steady themselves when stretching or limbering up.

Barrés, Maurice (1862-1923). French novelist. Born at Charmes-sur-Moselle,
Vosges. He was educated at Nancy, and began to write while still very young. Hé
published Huit jours chex M. Renan in 1888 and Culte de mer in 1891. In 1889 he
became deputy for Nancy, and retained the seat until 1893. In the following year, he
published his three-act comedy, Une Journée Parlementaire. During the first World
‘War, Barrés, who had long been an intense nationalist, gained a tremendous reputa-
tion with his pqwerful daily articles in the Echo de Paris.

His most popular stories include Un dmateur d’ames, 1899; Le ]ardm de
Bérénice, 1891; L’Ennemi des Lois, 1893 ; and the trilogy, Le Roman de Ienergie
nationale, 1897—1902.

Barrett, Lawrence (1838-1891). American actor. He first appeared in New
York in 1857; played in the South, California and England; in 1887 he joined forces
with Booth and toured with him; was best known as Cassius in Julius Caesar;
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played in Pendragon; made his greatest hit as Lanciotto in Francesca da Rimini.
His granddaughter, Edith Barrett, is a popular actress today.

Barretts of Wimpole Street, The. Rudolf Besier (English). Historical
drama. 4 acts. 1930.

The scene of the play is the Moulton-Barrett residence at 50 Wimpole St.,
London ; the time 1845-46. Elizabeth Barrett, invalided by a fall from a horse, leads
a secluded existence, virtually a prisoner, a prey to the terrible and tyrannical adora-
tion of her father, whose affection amounts almost to incestuous love. Her life is
brightened by the liveliness of her sisters and brothers and by the poetry in which she
finds solace. Her interest in literature leads to a correspondence with Robert Brown-
ing, who comes to visit her and is charmed by her intelligence and sympathy. He
courts her against the express desires of her father until she agrees to marry him.
They are forced to elope because of her parent’s selfish and unbalanced attitude. She
flees with Robert to Italy, accompanied by her faithful maid Wilson and her cocker
spaniel Flush.

Among other sources, Besier consulted the writings of both Elizabeth and Robert
Browning; as a result his play has historical as well as dramatic authority. It had its
premiére at the Malvern Festival, after which it ran for nearly a year and a half in
London, with a cast headed by Cedric Hardwicke as Barrett. It opened in New York
in 1931, with Katharine Cornell as Elizabeth, and ran for a year there, then had a
successful road tour.

Barrie, Sir James Matthew (1860-1937). English author. Barrie, one of the
most important and prolific writers of the modern English theatre, is equally famous
for his plays and his novels. He was born at Kirriemuir, Forfarshire, where he re-
ceived his earliest education, going later to Dumfries Academy and Edinburgh
University. In 1885 he settled in London and became a contributor to a number of
papers and journals. In 1894 he married an actress, Mary Ansell; their union was
dissolved in 1910. His plays are: Becky Sharp, 1891; Ibsen’s Ghosts, 1891 ; Richard
Savage, 1891; Walker, London, 1892; Jane Annie, 1893; The Professor’s Love
Story, 1894 ; The Little Minister, 1897 ; The W edding Guest, 1900 ; Quality Street,
1902; The Admirable Crichton, 1902; Little Mary, 1903 ; Peter Pan, 1904; A4lice
Sit-by-the-Fire, 1905 ; Pantaloon, 1905 ; Josephine, 1906 ; Punch, 1906 ; /¥ hat Every
Woman Knows, 1908 ; Old Friends, 1910; The Twelve-Pound Look, 1910; 4 Slice
of Life, 1910; Rosalind, 1912; The Will, 1913 ; The Adored One, 1913; Half-an-
Hour, 1913; The Dramatists Get What They Want (sketch), 1913; Der Tag,
1914; The New Word, 1915; Rosy Rapture (revue), 1915; 4 Kiss for Cinderella,
1916 ; Dear Brutus, 1917 ; A Well-Remembered Voice, 1918; The Old Lady Shows
Her Medals, 1917 ; Mary Rose, 1920; The Truth about the Russian Dancers, 1920;
Shall We Join the Ladies? 1921 ; Barbara’s Wedding, 1927; Young David. The
last play, written shortly before his death as a vehicle for Elizabeth Bergner, was
unsuccessful, But most of them have become so well known and so often revived,
in particular Peter Pan, that the titles alone are descriptive to most people. Barrie is
noted for his whimsy and sentiment.
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A Kiss for Cinderella, in which Maude Adams starred, has been compared to the
writings of Hans Christian Andersen. There is a quaint humor in even his most
subtle character analyses, such as # hat Every Woman Knows; in spirit Barrie is
almost the direct antithesis to the cutting rationalizing of George Bernard Shaw,
one of his most eminent contemporaries. The topical problems of the day failed to
interest him as dramatic material ; even his plays about the war are somehow removed
from grim reality by their fantasy. Yet his other-worldliness is not abstruse and
forbidding, but homely and familiar, as his descriptions of homely and familiar things
are lifted above the realm of the commonplace by his imaginative treatment of them.

Barron, Mark (1905- ). American dramatic critic. Educated at Baylor Uni-
versity. Formerly associated with the press department of the Theatre Guild. For
some years connected with the Associated Press as dramatic editor. Contributor to
newspapers and magazines on theatre subjects.

Barry, Elizabeth (1658-1713). English actress. Supposed to be the daughter of
Edward Barry, a supporter of Charles I in the Civil War, she made the acquaintance
of the Earl of Rochester and through him became an actress. According to one ac-
count, he himself helped to train her. She first appeared on the stage about 1673. Her
reputation was made in tragedy, and as the creator of Cordelia in Tate’s version of
King Lear, Isabella in Southerne’s The Fatal Marriage, and Belvidera in Otway’s
Venice Preserved, she achieved immense success. Those qualified to judge, spoke of
her as “mistress of all the passions of the mind.” She ranks as one of the greatest of
English actresses. About 1710, she retired to Acton, where she died.

Barry, Philip (1896- ). American dramatist. Born in Rochester, New York,
he was graduated from Yale in 1919, and studied playwriting at George Pierce
Baker’s 47 Workshop at Harvard from 1919-22. His play, You and I, 1923, won the
Harvard Prize, was successfully produced on Broadway and established him as one
of the white hopes of the modern American theatre. His other dramatic works are
A4 Punch for Judy, 1921; The Youngest, 1924; In a Garden, 1925; W hite Wings,
1926; John, 1927; Paris Bound, 1927; Cock Robin (with Elmer Rice), 1928;
Holiday, 1928; Hotel Universe, 1930; Tomorrow and Tomorrow, 1931; The
Animal Kingdom, 1932 ; The Joyous Season, 1934 ; Bright Star, 1935 ; Spring Dance
(adapted from the play by Eleanor Golden and Eloise Barrangon), 1936; Here
Come the Clowns, 1938; The Philadelphia Story, 1939.

His is the familiar case of the clown longing to play Hamlet and doomed to meet
with real success only when he clings to the comedy which is his forte. For Barry’s
plays fall into two distinct categories, which bear striking resemblances, it is true:
his gay drawing-room comedies and his more serious, inspirational, even symbolical
dramas, which seek to see life’s purpose and fathom its mysteries. His comedies, from
You and I to The Philadelphia Story, have been strikingly successful commercially;
his “significant” works, from In a Garden to Here Come the Clowns, have generally
failed to be in the “hit” class. Yet the comedies might have failed without some of
the qualities which characterize the dramas: the pathos, the tear beneath the
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laugh, the inherent integrity of the men and women whom he presents as heroes and
heroines. Certainly they would have been less popular had the author not been a
gifted dramatic craftsman and had they been less soundly constructed.

Barry, Spranger (1719-1777). Irish actor. Born in Dublin, where he made his
first appearance in 1744. He went to London in 1746, playing Othello at Drury
Lane. At the same theatre, later, he alternated the parts of Hamlet and Macbeth
with Garrick, whose jealousy he so aroused that Barry moved in 1750 to Covent
Garden, where he continued to challenge comparison with Garrick in leading
Shakespearean roles. From 1758 to 1767 he retired to Dublin and Cork, but, having
ruined himself in a theatrical venture, returned to London, where he appeared at the
Haymarket Theatre, and later, again under Garrick’s management, at the Drury
Lane. In 1774 he returned to Covent Garden.

He was called “as handsome as a god; a silversmith turned romantic actor.”
Considered a great lover, Othello was thought his greatest role. His second wife, Ann
Street Barry (1734-1801), whom he married in 1768, was distinguished between
1774 and 1798 as a tragic actress at Covent Garden, and as Desdemona was held to
be superior to Mrs. Siddons.

Barrymore, Ethel (1879- ). American actress. Daughter of Maurice and
Georgiana Drew Barrymore and sister of Lionel and John Barrymore. Born in Phila-
delphia, her acting debut was with her grandmother, Mrs. John Drew. She made
her first appearance as Julia in The Rivals in Montreal in 1894, and an engagement
at the Empire, New York, followed. Appearing in England in 1897, when she was
engaged by Henry Irving and played in The Bells and Peter the Great. She returned
to America in 1898 and established herself as an outstanding actress. In 1900 she
starred under Charles Frohman’s management, in Clyde Fitch’s Captain Jinks of the
Horse Marines, scoring an instant success. Among the many plays in which she ap-
peared were: Adlice Sit by the Fire; The Second Mrs. Tanqueray; Hamlet; The
Lady of the Camelias; The Twelve Pound Look; Declassée; The Constant Wife;
W hiteoaks. In 1928 she opened the Ethel Barrymore Theatre, New York, where
she appeared in The Kingdom of God, and as Lady Teazle in The School for Scandal.

Barrymore, Georgiana Drew (1856-1893). American actress. Wife of
Maurice and mother of Lionel, Ethel and John Barrymore; and daughter of John
and Louisa Drew. She was trained for the stage by her mother and appeared with
her husband and other outstanding actors of the day including Edwin Booth and
Lawrence Barrett.

Barrymore, John (1882- ). American actor and screen star. Younger son
of Maurice Barrymore and Georgiana Drew Barrymore; born in Philadelphia, and
made his first stage appearance in 1903 in Magda at the Cleveland Theatre in Chi-
cago. He shortly built up as great a reputation as an actor as his sister had achieved
as an actress. The plays in which he appeared include: The Fortune Hunter; Uncle
Sam; The Yellow Ticket; Justice; Peter Ibbetson. He is best remembered in London



80 BARRYMORE—BATAILLE

for his performance as Hamlet at the Haymarket Theatre in 1925, where he dupli-
cated his New York success. His film career began in 1912, and since 1925, he has
acted almost exclusively in motion pictures. Among the plays in which he appeared
on the screen are Sherlock Holmes; Arsene Lupin; Moby Dick; Rasputin; Reunion
in Vienna; Grand Hotel; Dinner at Eight; Twentieth Century. He returned to the
stage in the late Spring of 1939 in My Dear Children.

Barrymore, Lionel (1878- ). American actor. Born in London, the son of
Maurice and Georgiana Drew Barrymore. Made his first appearance on the stage in
Philadelphia under the sponsorship of his grandmother, Louisa Lane Drew, in 1893.
He continued to play bits in companies headed by his uncle, John Drew, and made
his first hit in The Mummsy and the Hummingbird. Then in 1905 he played the
title role in Pantaloon, Colonel Ibbetson in Peter Ibbetson and later played Macbeth
and many other outstanding roles. After one appearance on the screen in 1909, he
returned to the stage to take his place among the leading actors of his time. Later he
went back to Hollywood and has been playing continuously in moving pictures.

Barrymore, Maurice (Herbert Blythe) (1848-1905). English-American
actor. Father of Lionel, Ethel and John Barrymore. He was educated at Cambridge
and began his stage career in 1875 with a provincial company in a production of
London Assurance. The same year he played in the United States in Daly’s Under
the Gaslight. After his marriage to Georgianna Drew in 1876, he became a leading
figure on the American and English stage and played opposite such actresses as
Modjeska, Olga Nethersole, Lily Langtry and Mrs. Fiske.

Bartholomew Fair. Ben Jonson (English). Satiric comedy. 5 acts. 1614.

A robust satire on villainy and hypocrisy in London. To the Fair, among others,
2o Winwife, Quarlous, Justice Overdo, Dame Purecraft, Grace Welborn, the Jus-
tice’s ward, and her fiancé, Cokes. After many adventures, at the end of the day,
Quarlous wins a rich wife, Dame Purecraft ; Grace and Winwife are betrothed ; and
the Justice learns that the masked bawd he was about to sentence is his own wife.

Bartés, Jan. See Drama, Czecho-Slovak, since the First World War.

Bat, The. Mary Roberts Rinchart and Avery Hopwood (American). Melo-
drama, 3 acts. 1920.

Somewhere in Miss Van Gorder’s home is hidden the loot of a bank cashier who
has escaped to the West. The search for this treasure brings nightly visitors to the
house and leads to a murder. At last the treasure is found in a secret room, where a
few of Miss Van Gorder’s staunch friends wait for the murderer to return for his
prize. He is finally captured, and the mystery solved.

Bataille, Henri (1872-1922). French dramatist and poet. Born at Nimes. He
won recognition as a poet with his La Chambre Blanche (1895) and Le Beau Voyage
(1904). His long series of stage successes began with Maman Colibri, produced in
1904. His plays which are characterized by a preoccupation with erotic abnormalities
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include: The Fair Leper, 1897; Thy Blood, 1897; The Enchantment, 1900; The
Masque, 1902; The Declaration, 1903 ; The Wedding March, 1905; Resurrection
(from Tolstoy), 1902; Poliche, 1906; W oman Unadorned, 1908; The Scandal,
1909; The Dream of an Evening of Love, 1910; The Foolish Virgin, 1910; The
Child of Love, 1911; The Torches, 1912; The Night Moth, 1913; The Amazon,
1916; Our Image, 1918 ; Love Sisters, 1919; The Animator, 1920; The Man With
a Rose, 1921 ; Tenderness, 1921 ; Possession, 1922 ; Human Flesk, 1922.

Bateman, Mrs. Sidney F. (1823-1881). American dramatist. Born in New
York, she was before her marriage Sidney Frances Cowell, daughter of the English
low comedian who was so closely associated with the early history of the American
theatre, and whose Reminiscences are filled with a wealth of anecdote. Sidney made
her professional debut at about fourteen in New Orleans. In 1839 she married
Hezekiah Linthicum Bateman in St. Louis, and from that time their careers are
linked, for they both were actors and they both ended their days as managers of
theatres in London. She began to write in 1857 and Self was produced in St. Louis
at the People’s Theatre in April of that year.

Among her other plays are Geraldine, or The Master Passion, 1859; The
Golden Calf, 1857 ; The Dead Secret (adaptation of Wilkie Collins’ story), 1877.

Bates, Blanche (1873- ). American actress. Born in Portland, Oregon. She
married George Creel, editor and publicist, in 1912. Her stage debut was made in
San Francisco in 1894 in The Picture; her New York début under Augustin Daly’s
management in 1897 as Bianca in The Taming of the Shrew. Among the many plays
in which she has had leading roles have been The Musketeers, 1899; The Children
of the Ghetto, 1899; Mme. Butterfly, 1900; Under Two Flags (as Cigarette),
1901; The Darling of the Gods, 1902; The Girl of the Golden West, 1905; East
Lynne, 1917 ; The Famous Mrs. Fair, 1919; The Lake, 1933.

Batten. Piece of 1 by 3 inch lumber; used for (1) stiffener—an edge to stiffen a
flat; (2) to join two or more flats together; (3) folding batten—hinged parallel to
stile to enable three-fold to close together; (4) used double on top and bottom of
drop to stretch canvas and give it sufficient weight to hang well; (5) a round metal
bar hung in from the flies on which spot or floodlights are attached.

See Scenery; Lighting.

Batten clamp. Metal clamp used for joining fly line to batten.
See Scenery. .

Battle of Alcazar, The. Attributed to George Peele (English). Tragedy in
verse. 5 acts. 1594.

The King of Barbary, dethroned by his uncle, persuades Sebastian, King of
Portugal, to aid in recovering his throne. They are joined by Stukeley, Marquis of
Ireland, and set sail for Morocco. In the battle of Alcazar, Sebastian and the two
Moorish kings are killed, and Stukeley dies later of his wounds,
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Baum, Vicki (1888- ). German novelist and dramatist. Notable for her
dramatic stories which have gained wide international popularity on the stage and
the screen.

Born in Vienna, she studied music in that city. She began to write and made a
reputation with her novel, Grand Hotel, which was afterwards dramatized and
translated into English. As a result of this success, she became associated with motion
pictures and went to Hollywood, where she established herself as a screen writer.

Her plays include: The Divine Drudge; Grand Hotel ; Summer Night.

Bax, Clifford (1886- ). British playwright. He was born in London, and
was one of the founders of the Phoenix Society (1919-26). The plays which he has
written include, among others, The Marriage of the Soul, 1913; Polly (adapted from
Gay), 1922; Midsummer Madness, 1924; Up-Stream, 1925; The Immortal Lady,
1930; 4 pril in August, 1934.

Beam. (1) Hollow beam in ceiling for concealing lighting instruments for front
lighting; (2) horizontal support of a platform.
See Lighting.

Beare and Ye Cub, Ye. Philip Alexander Bruce. Comedy. 1665.
Acted by non-professionals in Virginia in 1665. Earliest known record of a play
in English being performed in the American colonies. ’

Bear pit theatres. See Theatres, England, Elizabethan.

Beat of the Wing, The. Francois de Curel (French). Drama. 3 acts. 1906.

An explorer who has conquered fresh territory for French colonization, after
being hailed at home as a hero, has returned to the tropics fortified in pride, believing
himself authorized to deal despotically with an inferior race.

Beau. Word used during the Reformation for the fop, or dandy, who frequented
the contemporary playhouses in elegant apparel calculated to appeal to the ladies and
make them amenable to flirting and trifling.

Beau Brummell. Clyde Fitch (American). Drama. 4 acts. 1890.

The play deals with the rise and fall of Beau Brummell, famous Regency dandy,
who loves Marianne, a commoner’s daughter, loses favor at court, and finally dies in
poverty.

.

Beaumarchais, Pierre Augustin Caron de (1732-1799). French dramatist.
Wiriter of satirical comedies, and known chiefly in England and America for the
operatic adaptations of his The Barber of Seville and The Marriage of Figaro by
Rossini and Mozart respectively.

Born in Paris, he was the son of a watchmaker, whose calling he at first followed.
His gifts for invention led to his introduction to the court of Louis XV, and he
became watchmaker to the king. He traveled extensively in Spain, and his first play
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of importance was based on those travels. As agent of the French government, Beau-
marchais secured considerable supplies for the American colonies in the War of Inde-
pendence. He was imprisoned in 1792, but was released, and after living in Holland
and England, returned to Paris where he died. His best contribution to dramatic
theory is to be found in his Essai sur la genre dramatique sérieux. Best known of his
plays are: Eugenie, 1767 (which provided the material for Goethe’s Clavigo) ; The
Two Friends, 1770; The Barber of Seville, 1775; The Marriage of Figaro, 1784.

Beaumont, Francis (1584-1616). Elizabethan dramatist. Educated at Oxford
and published his first verse in 1602. With John Fletcher he formed the famous
writing combination of Beaumont and Fletcher, and is considered to have done the
most important part of the work on the joint plays. He was buried in Westminster
Abbey.

His own plays include: The W oman Hater; The Knight of the Burning Pestle.
Those he wrote with Fletcher: Philaster, or Love Lies a-Bleeding; A Maid’s
Tragedy; The Coxcomb.

Beaumont and Fletcher. English dramatists. Elizabethan dramatic collabora-
tors, associates of Ben Jonson and his cronies of the Mermaid Tavern group. They
wrote together Four Plays in One; Cupid’s Revenge; The Captain; The Scornful
Lady; The Beggar’s Bush.

See also Beaumont, Francis.

See also Fletcher, John.

Beautiful Despot, The. Nikolai Yevreinov (Russian). Comedy. 3 acts. 1906.

A gentleman of the old school feels co-existent within him the Liberal and the
Despot. Reading the diary of his great-grandfather makes him yearn to escape to that
period. Accordingly, in his country estate, he acts as if he were living in 1808. A
friend, who calls to ask for an article commending the present for its economic gains,
learns that the Beautiful Despot has triumphed over the Liberal in the Soul of the
Master.

Beaver Coat, The. Gerhart Hauptmann (German). Satiric comedy. 4 acts.
1893.

A comedy dealing with the social rivalry between town and country housewives,
shopkeepers and grocers.

The Beaux’ Stratagem. George Farquhar (English) Comedy. 1707.

One of the last of the comedy of manners, written in the spirit which made Con-
greve famous. It is marked by spontaneity and rollicking good humor. The author .
wrote it in six weeks while in the throes of an illness which proved fatal. The plot
concerns Archer and Aimwell, two down-on-their-luck gentlemen who disguise them-
selves as master and servant ; the innkeeper Boniface; Scrub, servant to a brutal squire
and confidant to young ladies; Lady Bountiful, the squire’s mother and benefactress
of the countryside, whose name has passed into the language and is used to describe a
generous lady.
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Beck, Martin (1868- ). German-born American theatre manager, owner, im-
presario. From a poor immigrant boy, stranded in the United States when an acting
company disbanded, to manager and head of all the Radio-Keith-Orpheum circuit
of vaudeville houses is Martin Beck’s record. It was he who, in 1899, planned and
later perfected the efficient booking system of the Circuit. Built not only the New
York theatre which bears his name, but the Palace and the State Lake Theatres
in Chicago, and an Orpheum in Berlin. It was he who brought the D’Oyly Carte
Opera Company to this country for their first engagement in 1934. He is now head
of the Martin Beck Theatre Corporation. He built the Martin Beck Theatre, which
is famous as being the only theatre on Broadway on which there is no mortgage.

Becket. Alfred Lord Tennyson (English). Tragedy. 4 acts. Printed 1893.

Thomas 3 Becket enrages Henry II of England, first, because he does not con-
sider himself worthy of being appointed Archbishop of Canterbury; and, second,
once appointed, he serves the church with complete devotion, refusing any compromise
with the State. Becket is finally murdered by the King’s men.

Becky Sharp. Langdon Mitchell (American). Comedy. 4 acts. Based on
William Makepeace Thackeray’s “Vanity Fair.”

- Becky Sharp is introduced as Miss Crawley’s companion in London and Rawdon
Crawley’s charmer. She is next seen at the Duchess of Richmond’s ball in Brussels
on the eve of Waterloo. Back in London, she flirts with Lord Steyne and is discovered
by the jealous Rawdon. Lastly, she is in lodging in Pumpernickel, bringing Amelia
and Dobbin together and managing the affair with Lord Sedley.

Becque, Henri Frangois (1837-1899). French dramatist. An exponent of the
naturalistic drama in France.

Born in Paris, he began his career as a dramatist with a production of L’Enfant
Prodigue at the Vaudeville, Paris, 1868. His works include: Sardanapalus, an opera,
1867 ; The Prodigal Child, 1868 ; Michel Pauper, 1870; The 4bduction, 1871; The
Merry-Go-Round, 1878 ; Virtuous Women, 1880; The Vultures (Les Corbeaux),
1881; The Parisian Woman, 1885; Madeleine, 1896 ; Widowed, 1897; 4 Four-
Handed Game, 1897 ; The Departure, 1897 ; An Execution, 1897; The Harlequins
(finished by Henri de Nousanne), 1910.

Beddoes, Thomas Lovell (1803-1849). British poet and dramatist. A son
of Thomas Beddoes, the physician, he was born at Clifton, England, and was edu-
cated at the Charterhouse and at Pembroke College, Oxford, where he published -
his first play, The Improvisatore, in 1820. He lived much abroad, studied and prac-
ticed medicine in Germany and Switzerland and identified himself with the demo-
cratic mo;cment. His other plays include: The Bride’s Tragedy, 1822; Death’s Jest
Book, 1850..

Beebe, Lucius (1902- ). American journalist, author, critic. Since 1929 on
the staff of the New York Herald Tribune, and writer of the syndicate column T his
New York. In 1939 he became drama commentator on radio station WOR. He is
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the author of poems, of books on Villon and Edwin Arlington Robinson; of People
on Parade (with Jerome Zerbe, J1.), 1934 ; Boston and the Boston Legend, 1935;
High Iron, 1938.

Beerbohm, Max (1872- ). British critic, essayist and caricaturist. Beer-
bohm, half-brother to Sir Herbert Tree, was born in London and educated at
the Charterhouse and Merton College, Oxford. For many years he was dramatic critic
of the Saturday Review. A number of volumes of his caricatures and critical essays
have been published. Zuleika Dobson, 1911, is probably his best known work.

Beggar on Horseback. George S. Kaufman and Marc Connelly (American).
Fantastic comedy. 1924. Incidental music by Deems Taylor.

Neil McRae, exhausted by overwork and discouraged-by lack of funds, is con-
sidering marrying rich Gladys Cady. Neil’s doctor has advised him to do it so that he
can take a rest and study music. Cynthia Mason, the girl Neil loves, agrees with
Dr. Rice. Neil falls asleep and sees in a dream his marriage to Gladys. The bride’s
wedding bouquet is made of banknotes; her father wears golf knickers. At the recep-
tion Neil tries to play for the guests, but the music turns to jazz as his fingers strike
the keys. Neil is initiated into the mysteries of Cady’s “widget” factory and paid
millions of dollars for doing practically nothing. His friend the doctor, who turns up
as head waiter in a restaurant, tells him to murder all his new family. One by one
he kills them with his paper cutter and is brought to trial. He defends his act as
justifiable because the victims interfered with his music. Cynthia appears, and together
boy and girl dance a love ballet. Neil is condemned to work in the Cady Consolidated
Art Factory, where masterpieces are made to order behind bars. He chooses to die
instead, but before he has a chance he wakes up—and Cynthia informs him she has
changed her mind and will marry him.

Beggars’ Bush, The. John Fletcher and perhaps Massenger (English). Drama.
5 acts. 1622.

Florez, heir to an earldom but ignorant of his rights, is in love with Bertha, an
heiress who is equally ignorant of her rights. Through the intervention of a group of
beggars, Gerrard, the father of Florez and a victim of a usurper together with Hubert,
a nobleman, are able to adjust all matters so that the identity of Florez and Bertha is
revealed and they obtain their birthrights.

Beggar’s Opera, The. John Gay (English). Lyrical drama. 1728.

A musical satire, frequently bawdy, on “polite society.” Dean Swift suggested-
that it be written, and it shows the influence of the author of “Gulliver.” Its thrusts
against the thieving politicians of the day won the favor of the public, and its humor
and lively tunes still draw audiences, as attested by numerous recent revivals.

Thieves and bandits are its principal characters. The hero, Macheath, is the
leader of a band of highwaymen, a handsome ruffian, attracted by and attractive to
the ladies. His secret wife, Polly Peachum, really loves him and is constant in spite
of her mother’s recommendations to be less steadfast. Macheath proposes once too
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often to 2 lady, is arrested, escapes, is recaptured, brought to trial, condemned to
death, reprieved. Whereupon he feels it time to acknowledge openly at last that Polly

is his wife.

Beginners, please! British call-boy’s request for the actors to take their places
on stage for the opening scene of a play.

Behn, Aphra (1640-1689). English poet, dramatist and novelist. The first pro-
fessional woman dramatist in history.

Born at Wye, Kent, she was taken when a child to Surinam, in Dutch Guiana.
There she met the romantic chieftain Oroonoko, the hero of her best novel, and
gathered material for this romantic tale. After her return to England in 1658, she
married 2 Dutch merchant, Behn, after whose death she went to Holland for a short
time as a diplomatic agent. She produced poems, novels and plays as coarsely exu-
berant, as full of wit and of amorous intrigue as she was herself. Her work was highly
praised by Dryden and Otway. She was buried in Westminster Abbey.

Among her many works are The Forc’'d Marriage, 1671; The Amorous Prince,

1671 ; The Town Fop, 1671.

Behrman, Samuel Nathaniel (1893- ). American dramatist. Behrman, who
was born in Worcester, Massachusetts, was attracted to the stage at an early age.
While still in his teens he wrote a vaudeville skit in which he acted himself, and
in which he got as near Broadway as Fourteenth St., New York City. In 1916 he
received an A.B. degree from Harvard, and in 1918 an ML.A. from Columbia. For
2 time after that he worked on the New York Times Book Review and contributed
to a number of magazines. By 1926 he was back in the theatre, as a press agent for
George Abbott’s production of Broadway. The following year, 1927, the Theatre
Guild produced Behrman’s The Second Man, and his reputation was made. Then
came (with Kenyon Nicholson) Love is Like That, 1927 ; Serena Blandish, 1929 ;
Meteor, 1929; Brief Moment, 1931; Biography, 1932; Rain from Heaven, 1934;
End of Summer, 1936 ; Amphitryon 38 (adapted from comedy by Jean Giraudoux),
1937; Wine of Choice, 1938; No Time for Comedy, 1939. He has also done con-
siderable writing for the motion pictures.

His protagonists, though intelligent, feeling members of society, are content to
be tolerant observers of life rather than battlers in the fray; they prefer a compromise
to a fight ; are intellectual rather than emotional. Their very dispassionateness renders
them somewhat unheroic: they choose the easiest way (thus the hero of No T'ime for
‘Comedy chooses to write light comedy instead of propagandist drama) ; they may
even laugh at injustice because unable to cope with it (thus Marian Froude in
Biography). Because they usually find no real solution to life’s problems, Behrman’s
plays are apt to be inconclusive, to leave the spectator up in the air. But this fault,
if it be a fault, is redeemed by the scintillating brilliance of his dialogue and the fact
that his heroes, in the last analysis, are the finest flower of civilization, and that for
that reason alone their existence is justified. Their tolerance comes from seeing every
side of a question; though they may be indifferent, they are never undiscriminating.
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Belasco, David (1859-1931). American dramatist, producer, actor. Born in
San Francisco. Early theatrical experience, from call-boy to play-adapter. First
stage appearance, 1871, in the California Theatre in San Francisco, followed by
a barnstorming tour of California and Nevada. He met Boucicault, from whom he
learned much of playwriting. He acted with Booth and McCullough in 1874. His
first play to attract attention was Hearts of QOak, first produced in Chicago in 1879.
In 1880 he went to New York, where he became stage manager of the Madison
Square Theatre, and later, 1886, an associate of Daniel Frohman at the Lyceum
Theatre. Thereafter he grew to be one of the most powerful producers and play-
wrights in the history of the American stage. He was a realist in staging. His results
were reached, not by suggestion, but by putting the actual thing on the stage. In Alice
Bradley’s The Governor’s Lady, 1912, he put an exact duplicate of a Childs res-
taurant on the stage. When producing The Easiest W ay, by Eugene Walter, 1909,
with a scene laid in an Eighth Avenue theatrical boarding house, he actually bought
one and used it intact—a perfect satisfaction of his passion for the literal. The best
known of his numerous plays are: with H. C. De Mille, Lord Chumley, 1888, and
Men and Women, 1890; The Heart of Maryland, 1895; DuBarry, 1901; The
Darling of the Gods, 1902, with Luther Long; The Girl of the Golden W est, 1905;
Temperamental Journey, 1913 ; Salvage, 1925; and The Return of Peter Grimm,
1921. He opened the first Belasco (now Republic) in 1902; and the Stuyvesant
which he built (now the Belasco) in 1907. Belasco’s collection of pressbooks, photo-
graphs, prompt books and theatrical designs are in the New York Public Library.

Bell, Dame Florence Evelyn Eleanore (1851-1930). British author. The
daughter of Sir Joseph Olliffe, physician, she was born in Paris, and in 1876 married
Sir Hugh Bell, Bart., the ironmaster. She wrote essays, novels and plays and was
created D.B.E. in 1918 for her services during the World War.

Among her plays are L’Indécis (in which Coquelin appeared) ; Time is Money;
The Show Room; and Angela.

Bellamy, Mrs. George Ann (1731?-1788). English actress. Played Juliet to
Garrick’s Romeo at Drury Lane in 1750. She rivaled Mrs. Cibber who was playing
at Covent Garden with Barry. Their respective merits were the subject of lively
confroversy.

Belle of New York. Hugh Morton (American). Musical comedy. 2 acts and
6 scenes. 1897.

Morton is a pseudonym for C. M. S. McClellan. Gustave Kerker did the music
for this extravaganza about a young spendthrift who falls in love with a Salvation
Army lassie, Violet Gray. Violet persuades the young wastrel to see the error of his
ways. The boy is denounced by his father, a hypocritical reformer, but in the end is
restored to his fortune.

The producer was George W. Lederer, the Ziegfeld of his day, who had an
enormous commercial success with it and added a shining new star to the theatrical
firmament by selecting an unknown chorus girl, seventeen-year-old Edna May, to
play the Salvation Army lassie.
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Belle’s Stratagem, The. Mrs. Hannah Cowley (English). Comedy. 5 acts.
1780.

Doricourt returns from his travels to marry Letitia Hardy, whom he has not seen
since his childhood. He is not particularly pleased with her. She determines to win
him by first disgusting him by playing a country hoyden, and then by conquering him
with her sprightliness at a masquerade. She is successful.

Bells, The. Emile Erckmann and Alex Chatrian (French). Drama. 3 acts. 1878.
The story of a burgomaster haunted by the consciousness of an undiscovered
murder that he has committed. It provided Sir Henry Irving, in the role of Mathias,

with one of his most successful parts.

Ben-Ami, Jacob (1890- ). Jewish actor. Born in Minsk, Russia, Ben-Ami
made a great impression on New Yorkers when he appeared in that city with the
Viddish Art Theatre in 1918-19. Arthur Hopkins engaged him and had him learn
English; his first English-speaking role was as Peter Krumback in Samson and
Delilah in 1920. His career on the English-speaking stage includes roles in The Idle
Inn, 1922; The Failures, 1923 ; Man and the Masses, 1924; John, 1927; Diplomacy,
1928. In 1926 he staged The Goat Song for the Theatre Guild. From 1929-31 he
was with the Civic Repertory Theatre under the aegis of Eva Le Gallienne, and acted
in The Sea Gull, The Cherry Orchard, Camille, etc. After that he appeared in
Payment Deferred, Evensong, 1934 and other plays.

Benavente y Martinez, Jacinto (1866- ). Spanish dramatist. Born at
Madrid. His first play was EI Nido Ajeno, 1894. He became the most popular Spanish
dramatist, specializing in light comedies. He won the Nobel Prize for Literature,
1922. His plays include Saturday Night, 1903; Vested Interests, 1907; La Mal-
querida, 1913 ; Fabricated Truth, 1933 ; Bread Eaten From the Hand, 1934.

See Drama, Spanish 20th Century, before the First World War.

Benchley, Robert Charles (1889- ). American dramatic critic, humorist,
actor. Born in Worcester, Massachusetts; A. B., Harvard, 1912. Editor of New
York Tribune Sunday Magazine, 1916 ; New York Tribune Graphic, 1917 ; manag-
ing editor of Vanity Fair 1919-20; contributed to New York World, 1920-29. He
was dramatic editor of Life magazine, 1920-29; and of The New Yorker magazine
since 1929. He has appeared as an actor in the Music Box Revue, 1923-24, and in
numerous movietone shorts for Fox Film Company and Metro-Goldwyn-Mayer
Pictures, as well as in some longer films. He is the author of a number of humorous

books.

Benefit performance. The custom of giving a starring actor the receipts or
“benefit” of one evening during his season with a company originated in the English
theatre of the 17th century. If bad weather or other unpredictable obstacles kept
away the crowds, another benefit performance was sometimes allowed. The authors
always got the proceeds of the third night of a run. -
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Today benefit performances in New York are held chiefly by the Actors’ Fund
and other organizations, and only in rare instances (as for Don Marquis) is the
benefit for one person.

Ben Hur. William Young (American). Drama. 1899.

A dramatization of General Lew Wallace’s novel of the same name. Edgar Still-
man Kelley did the incidental music, and Klaw and Erlanger produced it at the
Broadway Theatre, New York, the first time it was given on any stage. William Hart
played Messala.

This tale of the Christ is laid in the East at the beginning of the Christian era.
Ben Hur, the young head of a rich and noble family, lives in Jerusalem with his
widowed mother and little sister. When the new Roman governor arrives in state,
the family goes up to the roof to see the procession, and Judah accidentally dislodges
a tile which fells the governor. He is accused of murder. His erstwhile friend, the
Roman noble Messala, turns against him. He is condemned, his property confiscated,
and sent to the galleys for life. Ben Hur is converted to Christianity through the
miracles of Jesus. A chariot race and other exciting incidents punctuate the plot. The
play was sumptuously staged, with a chorus of eighty voices and one hundred and
eighty-one extras.

Bennett (Enoch), Arnold (1867-1931). English writer. Notable for his
creation of a vivid picture of life in the Staffordshire Potteries district with his novels
of the Five Towns.

Born near Hanley, in the Five Towns, or Potteries, and educated at the middle
school, Newecastle-under-Lyme, he studied law with his father and afterwards with
a London solicitor, but, after winning a prize in T'it-Bits and getting a story accepted
by The Yellow Book, turned to journalism. He was an editor from 1893 to 1900,
when he retired to his cottage at Fontainebleau and devoted his life to writing. Only
twice was Bennett particularly successful as a playwright. Milestones, written in
collaboration with Edward Knoblock and produced in 1912, ran for 607 perform-
ances, and The Great Adventure based on his novel Buried Alive (1913) achieved a
run of over eighteen months.

) Benois, Alexander Nikolayevich (1870- ). Russian scene designer and
painter. Designed scenery and wrote scenarios for several ballets of which the out-
standing one is Stravinsky’s Petruchka.

Berenice. Jean Racine (French). Historical tragedy. 5 acts. 1670.

Berenice, daughter of Agrippa I (grandson of Herod the Great), and wife of
her uncle Herod, king of Chalcis, meets Titus, who falls in love with her. After a
long struggle with his conscience, he gives up love for duty.

The heroine is the Bernice of the Bible, Acts XXV. It is interesting to note that
Corneille and Racine both wrote plays about her at the same time at the suggestion of
Henriette d'Orléans.
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Bergner, Elisabeth (1900- ). Austrian actress. She studied for the stage at
the Vienna Conservatory, 1915-19; made her first appearance on the stage at the
City Theatre, Zurich, under the direction of Dr. Alfred Reucker, in the autumn of
1919; and after playing a number of small parts made an immediate success as
Ophelia in Hamler with Alexander Moissi. She appeared in Vienna, Munich and
Berlin, including several Shakespearean productions at the Deutscher-Volkstheater
under Max Reinhardt. Her international reputation was won by her remarkable
success as Joan in Saint Joan, 1924. Further successes included her playing of Mrs.
Cheyney in The Last of Mrs. Cheyney under Barnovsky at the Koeniggraetzer
Theater, Berlin, 1926; Tessa in The Constant Nymph at the same theatre, 1927;
and Portia in The Merchant of Venice, 1927. In 1928 she made a playing tour
through Holland, Denmark, Sweden, Germany and Austria. Leading parts in Strange
Interlude, Romeo and Tuliet and Amphitryon 38 followed. After 1931 she spent two
years in Paris in cinema. Her first appearance in England was at the Opera House,
Manchester, November 21, 1933, as Gemma Jones in Escape Me Never; the part
was repeated in London December 8, 1933, with tremendous success. She played the
same part in New York at the Shubert Theatre, January 21, 1935, duplicating her
London success. In 1937 she played the lead in The Boy David in London. Her first
cinema part was in Der Evangelimann, 1923 ; this was followed by: Nju; The
Violinist of Florence; Fraulein Elsa; Dreaming Lips; Ariane; Catherine the Great;

Escape Me Never; As You Like It.

Bergstrom, Hjalmar (1868-1914). Danish dramatist. Born in Copenhagen,
the only child of parents in moderate circumstances. His first attempt at playwriting
(when he was 13) was some verse added to one of the tragedies of Oehlenschlager,
the Danish dramatist. In 1893 he obtained his degree of Ph. D., and from that year
until 1905 he taught in the Commercial High School at Copenhagen. At the same
time he did a great deal of writing of novels, short stories, and essays. But it was not
until the appearance of his first play, Ida’s W edding, in 1902 that he received general
recognition as a writer of exceptional talent. Other plays followed in quick succession.
Bergstrom was considered one of the most promising of the group of young play-
wrights in Denmark.

He wrote the following plays: Ida’s Wedding, 1902; Mint Street, 39, 1903;
Lynggard & Co., 1905; Karen Borneman, 1907; The Golden Fleece, 1908 ; The
Birthday Party, 1910; In the Swim, 1910; The Way to God, 1912; The Day of
Trial, 1915; W hat People Talk Of, 1915.

Berkeley (California) Greek Theatre. Founded by the Berkeley Play-
makers at the University of California in 1923; it has a national and international
reputation as a short play experimental theatre and is also famous for its play contests.

Berkeley Square. John Balderston (American). Play. 3 acts. 1928.

The spirit of Peter Standish,’a 1928 American is projected back into the year
1784 when his namesake ‘and most distinguished ancestor, also an American, first
visited the ancestral home of the Standish-Pettigrew family in Berkeley Square,
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London. Peter, knowing the future, is constantly madking faux pas. He falls in love
with the daughter of the household in 1784 and she dies. When he returns to 1928, he
still loves her and plans to live with her memory.

Berlin Court Theatre. A pre-war German theatre devoted to performances for
the entertainment of the nobility. It was inferior in most respects. Later it became the
Berlin State Theatre.

Berlin State Theatre (German). Until the First World War known as the
Berlin Court Theatre, a playhouse redeemed from consistent mediocrity and almost
total obsoleteness to a living organization by the director-producer, Jessner. Jessner
was succeeded as manager by Fehling.

Bernard, Jean-Jacques (1888- ). French dramatist. Known chiefly as the
writer of subtle dramas which avoid both action and rhetoric and reduce plot and
dialogue to their lowest terms. His doctrine was, “The theatre is above all the art of
the unexpressed.” He was born at Enghien, the son of Tristan Bernard.

His plays include: The Journey @ Deux, 1909; The Joy of Sacrifice, 1912; The
House That Was Spared, 1919; The Fire Slow to Rekindle, 1921 ; Martine, 1922;
The Invitation to Travel, 1924; The Springtime of Others, 1924; Denis Marette,
1925; The Soul of Distress, 1926; The Secret of Arvers, 1926; The King of Ma-
lousie, 1928.

Bernard, Tristan (1866- ). French dramatist. A writer of farces and comedies
after the manner of Plautus, using disguises, concealments, mistaken identities and
all sorts of impossible situations that upset any assumption of dignity.

His plays include: The Only Bandit of the Village, 1898; English As It Is
Spoken, 1899 ; The Touring Club Bride, 1899 ; The Mathieu Case, 1901 ; The Gang
at Leén, 1902; Triplepatte (with A. Godfernaux), 1905; The Twins of Brighton,
1908 ; The Ambulant Flirt, 1908 ; The Ardent Artilleryman, 1910 ; The Little Café,
1911; The Nocturnal Visitors, 1912; The Soubigou Beacons, 1912; Jeanne Doré,
1913 ; Prince Charming, 1914; The Force of Lying, 1914; The Cheap Cravat, 1919;
The Idea of M. Dumorel, 1920; The Blue Ribbon, 1920 ; Embrace Me, 1923 ; She
Also, 1924.

Bernardoniades. A type of comedy in 18th century Viennese drama in which
the chief character was a Hanswurst type called Bernardon. Joseph Von Kurz was
the famous low comedian who created the Bernardon and was author of many such
burlesques. :

Bernhardt, Sarah (1845-1923). French actress. She was born in Paris, of
French and Dutch parentage and of Jewish descent. At the age of thirteen, she began
the most serious training for the stage then available in Europe, and was entered as
a pupil at the Paris Conservatoire. In 1862 she made her debut at the Comédie Fran-
caise in a small part in Racine’s Iphigenie. For this performance she received only the
slight notice which the part merited, and she passed on to try her fortune in burlesque.
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As she was unable to sing in tune, she could make no hit in this, and her first real
success was in Le Passant, by Francois Coppée, at the Odéon in 1869. After the run
of this play, France was at war with Prussia. Sarah, throughout the bombardment
of Paris, worked long hours in an ambulance. ‘When the Odéon reopened in 1872,
she played Cordelia in a French version of King Lear, and the queen in Victor Hugo’s
Ruy Blas. She was already complete mistress of the arts of the stage. In 1874 she rose
to greater heights as an artist. As Phedre in Racine’s play, she scored a triumph.
In 1877 as Dona Sol in Victor Hugo’s Hernani she was acclaimed a genius. During
this period she established herself as the best known of French actresses and about
this time began to circulate the Bernhardt legends which were coon to become reality
through her triumphant appearances in the capitals of Europe, in both the Americas,
in Australia and Egypt. She made her American debut in 1880. Among her greatest
triumphs were in Fédora; Theodora, 1884; La Tosca, 1887; Cléopatre, 1890;
L’diglon; Frou-Frou (written by herself) ; La Dame aux Camelias; Hamlet. In
1912 Bernhardt made a film Queen Elizabeth in which she played the title role.

At the age of fifty-five, “the divine Sarah” was impersonating young men with
astounding success. In 1915 she had suffered the amputation of a leg, but she travelled
to the front to give performances to the troops, made a further tour of America and,
in 1922, of Italy. She was already starting to conquer fresh fields and was engaged
in a film production when she was taken ill on March 21, 1923. On March 26, she
died at her home in Paris.

Bernstein, Aline (1882- ). American designer. Began her career by designing
dresses at the Neighborhood Playhouse, New York, for The Little Clay Cart, 1924.
Has since designed settings for the Theatre Guild including Caprice and Reunion in
Vienna; for Gilbert Miller, Tomorrow and Tomorrow and The Animal Kingdom;
for the Civic Repertory Theatre, The Cherry Orchard; The Sea-Gull; Camille;
Peter Pan; Romeo and Juliet; Liliom. For Herman Shumlin she has designed settings
for Grand Hotel; Clear All Wires. Late Christopher Bean; Firebird; A Good
Woman; For the People; Thunder on the Left; Mackerel Skies; Judgment Day;
The Children’s Hour; Night in the House. Her costumes for The Little Foxes, 1939,
have been highly praised.

See also Museum of Costume Art, Neighborhood Playhouse.

Bernstein, Henry Leon Gustave Charles (1875- ). French dramatist. One
of the Naturalist School of French dramatists, he is noted as a master of stagecraft.
Born in Paris of Jewish parents; began writing for the stage in 1900.

He wrote Le Marché, 1900; La Détour, Joujou, 1902; Brother Jacques
(with Pierre Veber), 1903 ; The Fold, 1904; The Tempest, 1905 ; The Talon, 1906 ;
The Thief, 1906 ; Samson, 1907 ; Israel, 1908 ; After Me, 1911 ; The Assault, 1912;
The Secret, 1919; To the Heights, 1917; Judith, 1922; The Gallery of Mirrors,
1926; Felix, 1926 ; The Poison, 1927 ; Melo, 1929, etc.

Bertoldo. Legendary Italian clown whose exploits led to the phrase “im-
perturbable Bertoldo,” meaning, not to be thrown off one’s guard by unexpected
circumstance.



BESIER—BETTY 93

Besier, Rudolf (1878- ). British dramatist. Born in Java, of Dutch extrac-
tion, educated at Elizabeth College, Guernsey, and Heidelberg; for some years a
journalist, about 1908 he took to writing for the stage. He is noted chiefly for his
play The Barretts of Wimpole Street which provided Katharine Cornell with a
resounding success.

His plays include: The Virgin Goddess, 1906 ; Olive Latimer’s Husband, 1909;
Lady Patricia, 1911; Kings and Queens, 1915; Kultur at Home, 1916; 4 Run for
His Money, 1916; Secrets (with May Edginton), 1922; The Barretts of Wimpole
Street, 1930. .

Betrothal, The. Maurice Maeterlinck (Belgian). Fairy play. 1918.

Sequel to The Bluebird, Maeterlinck’s most popular play, and featuring many of
the same characters, this really points the same moral: that happiness, though sought
afar, often lies very near home.

Tyltyl is seventeen and, with the help of the fairy Bérylune, is seeking the girl he
shall love. Six village maidens sent by the fairy to woo him charm the youth but leave
him more perplexed than ever. So he sets forth to consult his ancestors, guided by
Light and Destiny. The ancestors, a motley crew, are interested not in the six maidens,
but in a silent white-veiled figure who follows in their train. But since Tyltyl is unable
to remember her, he cannot see her clearly. Next he visits his unborn children, the
littlest of whom again chooses the lady in white. Tyltyl awakes from his dream in
his mother’s cottage to greet some visiting neighbors, accompanied by their daughter
Joy. In her the lad recognizes the fair unknown of his dreams and the girl to whom
he gave his bird long ago.

Betterton, Thomas (1635-1710). English actor. The foremost actor of the
English stage during the Restoration and also a prominent manager. In 1661 he was
engaged as a leading player at the theatre in Lincoln’s Inn Fields under Sir William
D’Avenant. His interpretation of Hamlet was said to have stemmed from that of
Joseph Taylor, who is presumed to have been instructed in the role by Shakespeare
himself. (It was the recollection of Taylor’s performance as Hamlet that enabled Sir
William D’Avenant to impart to Betterton the examples and tradition established by
the author and which provided a model that has endured to the present day.) After
D‘Avenant’s death Betterton assumed the managership of his company, which was,
however, doomed to failure. Thereafter he acted in the Haymarket Theatre, which
was built especially for him and his company. He contributed much to the improve-
ment of stage settings as a result of a trip to France at the command of Charles II
and his study there of theatrical styles and the plays of Moliére.

His principal performances were in King Lear; Macbeth; Othello; King Henry
VIII; Love For Love; The Provoked Wife; and The Way of the World. His last
appearance was on April 25, 1710, in The Maid’s Tragedy.

Betty, William Henry West (The Young Roscius) (1791-1874). British
actor. Born at Shrewsbury, of educated parents, he was taken to Ireland and appeared
on the stage in Belfast with conspicuous success as Osman in Aaron Hill's Zara, a
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version of Voltaire’s Zaire, 1803. He appeared subsequently in Dublin, Waterford,
Cork, and Glasgow, augmenting his repertoire to include Hamlet. By the time he
reached Edinburgh, his success was so great that a critic who denied his abilities had
to leave town. His great success both in Ireland and Scotland earned for him the
name of the Young Roscius. In 1804, he made his first appearance at Covent Garden,
the crowd being so great that people were injured striving to gain admission. On
one occasion the Commons adjourned to see him play Hamlet. His extraordinary
career as a boy actor ended in 1808 ; after three years spent at Christ’s College, Cam-
bridge, he returned to the stage in 1811, but his success was only moderate.

An account of his life was published, and at the request of the king, he was pre-
sented to the Prince of Wales.

Beyerlein, Franz Adam (1871- - ). German writer. Born at Meissen, Saxony,
he made his reputation in 1903 as the author of a novel and a play, both of which
dealt in a startling manner with conditions in the German army. Of these the novel
Jena or Sedan? was translated into English, 1904. His other works include a life of
Frederick the Great in three volumes, 1922-1924, and two plays, Taps, 1903; The
Winter Camp, 1906.

Beyond Human Power, I and II. Bjornstjerne Bjornson (Norwegian).
Realistic drama. 2 acts in each part. 1883.

The first part deals with the problems of religion; and the second part with the
struggle between labor and capital.

Pastor Sang is praying for his paralyzed wife, Clara, when an avalanche descends
upon the community, and, strangely enough turns away from the church. The entire
country-side believes a miracle has occurred and they come to pray at the church.

The Pastor continues to pray that his wife may walk again. Finally as the church
bells ring, and before a crowd, Clara Sang rises from her bed and walks to her hus-
band, but the strain is too great for them both. The wife dies and in a moment, her
husband drops dead beside her.

Beyond the Horizon. Eugene O’Neill (American). Realistic tragedy. 3 acts.
1920. This tragedy of frustration was O’Neill’s first important full length play and
won the Pulitzer Prize.

Andrew Mayo is a son of the soil; his brother Robert an intellectual, a dreamer,
filled with wanderlust and a love of the sea and of far places. As he is about to leave
for a sea voyage with an uncle, Robert decides he loves Ruth, a neighbor, and stays
on the farm to marry her. Andrew, who hoped to wed the girl himself, angrily goes
off to sea in his brother’s place. Three years pass. Robert is miserable on the farm
and unhappy with his wife, who has come to the conclusion it was Andrew she loved.
Then Andrew’s return brings disillusionment to both of them: to Ruth because he
has forgotten her; to Robert because he is still dull and commonplace, untouched by
his experiences. Five more years-go by. This time Andrew has been to the Argentine,
where he has made a pile of money and then lost it speculating. Roberthastuberculosis
the child who was his one consolation is dead and the farm bankrupt. Robert chides
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his brother with having been untrue to himself: having made money his ideal, he has
thrown even that away. Then the thwarted adventurer dies, happy at last and free
to take the trip ‘“beyond the horizon” he has always longed for.

Billboard, The. Periodical published weekly by The Billboard Publishing Com-
pany, 25 Opera Place, Cincinnati, Ohio. The oldest and most widely circulated
amusement tradepaper in the world. Founded in 1893 by the late W. H. Donaldson,
it specializes in the fields of radio, music, bands, night clubs, vaudeville, the legitimate
theater, circus carnivals, etc. It also provides many service features for performers,
including a mail service for the forwarding of letters that is used constantly by
thousands of showpeople who have ““The Billboard” as their only permanent address.
Its editors are Elias E. Sugarman and A. C. Hartman.

Billboard Index. The Billboard Index of the New York legitimate stage since
1920 includes comparative figures of seasons in various cities; an alphabetical list of
plays and casts; theatres with plays represented ; theatre seating capacities; managers
with plays represented; dramatists and musical players; stage directors, designers
and scenic executors; composers; lyric writers; librettists; dance directors; sketch
writers; length of runs; theatre awards and prizes; address lists of everyone repre-
sented in the theatre, motion pictures and radio; theatrical costume firms and theatri-
cal transfer firms; drama critics and theatrical editors of the United States; The New
York appearance of leading players; New York productions of leading managers.

Billing. An announcement or advertisement to indicate the cast, title, authorship,
composer and all other persons involved in a theatrical or any amusement production,
and arranged in the order of each person’s importance.

Binyon, Robert Laurence (1869- ). British poet. Born at Lancaster, Au-
gust 10, he was educated in St. Paul’s School, London, and Trinity College, Oxford.
He entered the British Museum in 1893, and became assistant keeper in the depart-
ment of Oriental prints and drawings, 1909, retiring as keeper of the department in
1933. At Oxford Binyon won the Newdigate prize and his first volume of poetry was
published in 1894. Several additional volumes appeared subsequently, including T ke
Death of Adam and other Poems, 1904; The Four Years, 1919, and Sophro the
Wise, 1927, as well as a number of works on the history of art, including scenic
design, on which he was an acknowledged authority. His best known work, however,
is probably T'o the Fallen, written for Armistice Day, Nov. 11, 1918, and set to music
by Elgar. Binyon is also an authority on the work of William Blake.

Biography. S. N. Behrman (American). Comedy. 1932.

Ina Claire starred in this comedy when it was first presented by the Theatre
Guild. She played Marian Froude, a portrait painter of mediocre talent but great
personal radiance, who views life and the many men who have loved her with amused
tolerance. Her masculine visitors in Act I include Richard Kurt, a bitterly intense,
almost fanatic young editor ; Melchior Feydak, Austrian composer whom she has met
in Europe, on his way to Hollywood, where he has been given a contract by a producer
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who erroneously believes him to be his dead brother, composer of a popular waltz
tune; and Leander Nolan, a pompous but somehow appealing candidate for the
Senate. The latter was once Marian’s boyhood sweetheart in Tennessee. He is shocked
at the Bohemian life Marian has led since she left him; she looks at the dignified
figure he has become and insists on painting him. Kurt has come to ask her to write
her autobiography for his magazine. She finds herself attracted to the bumptious
voung man. Nolan objects violently to the biography, afraid lest his past be revealed.
He offers Kurt a position in Washington if he will withdraw his offer ; Kurt, opposed
to Nolan on principle, refuses. Nolan gets in touch with Kurt’s employer, makes dire
threats, and stirs up such a tempest that Marian is willing to let the matter drop to
avoid any fuss. Kurt reproaches her for being superficial, irresponsible, and treating
life “as if it were a bedroom farce.” Nevertheless he loves her, and she him. Kurt
quits his job rather than kill the story and is going to publish it himself; Nolan’s
prospective father-in-law threatens to sue him for libel. Marian settles the problem by
burning the manuscript, then tells Kurt she will not marry him, nor, for the time
being, anyone. Without Kurt’s capacity for being aroused by the things she hates,
she realizes they are temperamentally unsuited.

Bird in Hand. John Drinkwater (English). Comedy. 3 acts. Printed 1927.

Joan, the daughter of Thomas Greenleaf, the proprietor of the Bird in Hand Inn,
falls in love with the squire’s son, Gerald. Thomas thinks that Gerald is only intend-
ing to seduce his daughter, and Joan, a modern girl, considers her father’s fears
ridiculous. One night her father drags Joan home and arouses the Inn. Three of the
guests sit in on the family conference and straighten matters out. The squire asks
Joan to marry Gerald.

Birds, The. Aristophanes (Greek). Comedy. 414 B.C.

An early work of Aristophanes, an exuberant burlesque on the national mythology.
A couple of old Athenians, weary of the corruption of the capital, determine to leave
the country, and to this end seek the advice of Tereus, the king of the birds. He speaks
at such length of his kingdom that they grow interested. A council of the birds is
held, and the Athenians are given permission to biild Cloud-Cuckoo-Land, a walled
city which is to be anti-god and pro-bird. This is done. Envoys from Athens are
speedily dismissed by the heroes, but a peace offer from the gods is finally accepted
on condition that the birds be restored to their former rights and privileges. The
marriage of the daughter of Zeus with one of the Athenians ends the fantasy.

Many topical allusions stud the play, but the main theme is timeless.

Birmingham Little Theatre (Alabama). Birmingham has its own flourishing
playhouse. It meets the needs of a city with two large colleges, and a near-by state
university. This theatre has been Birmingham’s chief source of entertainment for
fifteen years. It can do pioneer work since it works on a non-profit basis. All the work
except that of director and janitor is voluntary.

Birth of God, The. Verner von Heidenstam (Swedish). Religious drama.
3 acts. 1920.
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At Karnak in Egypt a Swedish merchant, who has surrendered his occupation at
home to seek the true deity, encounters an ancient priest of Apollo, awaiting for
centuries the moment when he might die after announcing the birth of a new god.
Together the pair of questers after truth climb to a hilltop, where the merchant immo-
lates himself upon the altar fire they have built, and the priest dies content, declaring
that a fresh and universal faith is about to be born.

Birth of Merlin, The. A play printed 1662 as work of William Shakespeare
and William Rowley. Shakespeare’s authorship is now discredited because of the
disjointed plot and inferior poetry, while Rowley’s authorship is generally accepted.

The play is a medley of farce and romance. Merlin out-tricks his father, the Devil,
and solaces his mother in her old age. Uter Pendragon (King Arthur) wanders
through the main action from time to time.

Birthday Party, The; or, The Ladies’ Tea. Hjalmar Bergstrom (Danish).
Drama. 3 acts. 1922.

Presents the talk of seven old maids assembled to celebrate the fortieth birthday
of one of them. Though they boast of their freedom, these bachelor women—artists,
singers, secretaries and trained nurses—would all have forfeited their careers had
marriage been possible. Some hint at the men they might have had. One sadly admits
that no man has ever looked upon her with passion in his eyes; and one confesses
proudly that the child she has adopted is really her own.

Bit part. A small role in a production, rarely with more than two or three lines.

Bjornson, Bjornstjerne (1832-1910). Norwegian dramatist. Distinguished
contemporary of Ibsen; but best remembered for his Norwegian tales, comparable
with the old sagas in vigor and beauty, and his pleas for the single standard of
morality. ‘

Son of a Lutheran clergyman, he was born at Kvikne, Osterdalen, Norway, and
educated at Molde and at the University of Christiania (Oslo). He first attracted
attention by his stories of peasant life. He wrote his first play, Between the Battles,
in 1857, and two years later became the director of the theatre at Bergen. From 1861
he was director of the National Theatre in Oslo. In 1903 he was awarded the Nobel
prize for literature. As a politician, he played a prominent part in the movement
which led to the separation of Norway from Sweden in 1905. He died in Paris.

The best known of his plays are: Between the Battles, 1857 ; Lame Hulda, 1858;
King Sverre, 1861 ; Sigurd Slembe, 1862 ; Mary Stuart in Scotland, 1864 ; The Newly
Married, 1868; Sigurd Jorsalfar, 1872; The Editor, 1874; 4 Bankruptcy, 1875;
The King, 1877; Leonarda, 1879; The New System, 1879; 4 Gauntlet, 1883;
Beyond Our Power I, 1883; Geography and Love, 1885; Beyond Our Power II,
1895 ; Paul Lange and Tora Parsberg, 1898 ; Laboremus, 1901 ; 4¢ Storhove, 1902;
Dayland, 1904 ; W hen the New Wine Blooms, 1909.

Black Crook, The. Charles M. Barres (American). Play with music. 1866.
Described by its author as an “original magical and spectacular drama,” this was



98 BLACKFACE—BLANCHETTE

the first successful American revue. Its premiére at Niblo’s Garden, New York City,
brought startled gasps from an audience unaccustomed to the tights and ballet cos-
tumes worn by the dancers. Spectacularly staged, and with a generous bevy of
feminine pulchritude, it held the spectators entranced for five hours running and
eventually made almost a million dollars for the producer.

Blackface. A stage make-up by means of which white actors impersonate Negro
characters; burnt cork or charcoal is generally used.

Blackfriars Theatre. The first private theatre in London, housed in the
structure of an old Dominican monastery in 1576. Unlike the public theatres, it was
rectangular and roofed, resembling a long interior hall. Until 1587, when it was
temporarily closed, it was the center of English production. Here performances were
given by the Children of the Chapel Royal, Paul’s boys, and Oxford’s actors. On
several of these occasions John Lyly was the playwright. It was also used in later years
as the winter quarters for Shakespeare’s company. In 1600 it was re-opened to child
actors by Richard Burbage, the Shakespearean actor, and in 1609 the King’s Men,
formerly the Chamberlain’s, took it over for their performances.

Black Maskers, The. Leonid Andreyev (Russian). Symbolic drama. 5 acts.
1908.

The play presents the problem of a dual personality and the evil existent in the
soul of man.

Here the hero is the human soul, entrenched within its castle, the body, and yet
invaded by maskers who, when it seeks to celebrate 2 festival, represent its involuntary
thoughts of evil. Threatened by these maskers of doubt, despair and madness, the soul
struggles against the nightmare, is overwhelmed, yet dies unyielding.

Blackout. The closing of a scene, act, or the play itself, usually on a particularly
effective line, by a sudden extinguishing of the lights; used now largely to describe a
revue sketch.

Black Sheep. Elmer Rice (American). Comedy. 3 acts. 1932.

Buddy Porter, the black sheep of his family, returns home with a friend, Ms.
Lloyd, and is recognized by a neighbor as an important young writer. Immediately
the attitude of the family changes. They are delighted to see him and want to do
anything they can to make his visit a pleasant one. Buddy, however, remembering
how he has been treated in the past, rules the family with a rod of iron, and is finally
persuaded by Mrs. Lloyd to take a trip to South America.

Black wax. A material used in blocking out the teeth where so desired ; kneaded
with the fingers, it is applied directly to the teeth to be obliterated, both on the inside
and outside areas of the gums.

Blanchette. Eugéne Brieux (French). Drama. 4 acts. 1892.
A play in which the author attacks society because it will not give young girls an
opportunity of earning a living by teaching. This was Brieux’s first important success.
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Blank verse. A style of poetry composed of unrhymed lines, usually in iambic
pentameter. The Elizabethans were among the first to use blank verse in the drama.
Gorboduc, which appeared in 1562, was the first English tragedy and was written
in blank verse. Christopher Marlowe demonstrated to what magnificent use blank
verse could be put in his Tragical History of Doctor Faustus. After him came
Shakespeare, the greatest exponent of both blank verse and drama. It was Shakespeare
who introduced infinite variation into the traditional pattern of five strong and five
weak stresses in alternation by shifting stresses and carrying the rhythmic movement
over from line to line.

The Blind (Les Aveugles). Maurice Maeterlinck (Belgian). Allegorical play.
1890.

A symbolical and eerie allegory, poetic and appealingly human. A group of blind
men and women are seated under the stars in a mystic wood. Their guide is an elderly
priest returned from the dead. Gropingly they try to discover their location and
destiny, and the audience gradually realizes that they represent baffled humanity,
which wanders sightless in the forest of ignorance, without faith and without knowl-
edge of the hereafter, guided by leaders and credos which have outlived their
usefulness.

Blitzstein, Marc (1905- ). American composer. Author-composer of The
Cradle Will Rock, a play with music, which was intended to be performed by the
Federal Theatre Project in June 1937 at Maxine Elliott’s theatre. Due to the politi-
cal ideology, and the fact that there was a strike in the steel industry, it was deemed
impolitic to open it. Angered by this, the composer and company, on two hours’ notice,
moved to the Venice Theatre and performed it with the author at the piano, sans
scenery and costume and with the actors in the audience. It was a succes d’estime and
ran for ten performances. It was revived somewhat similarly for two Sunday nights
at the Mercury during the 1937-38 season. Meeting again with success it was put on
for a regular run at the Windsor Theatre in January 1938. Blitzstein was responsible
for the incidental music in Orson Welles’ production of Julius Caesar, November,
1937. He is also author of I've Got the Tune.

Blizzard head (television). A pronounced blonde who, because of the extreme
light color of her hair, sometimes appears in the television image to have a flare of
light about her head. ’

Bloody Brother, The; or, Rollo, Duke of Normandy. John Fletcher and
Ben Jonson, and perhaps other collaborators (English). Tragedy. 5 acts. c. 1639.

The Duke of Normandy has bequeathed his dukedom to his two sons, Rollo and
Otto. Rollo, the elder, in order to win the whole heritage, kills his brother and orders
the execution of all those who oppose him, including his tutor. Rollo, captivated by
Edith, the daughter of his old tutor, spares her. She plots to kill Rollo to avenge her
father’s death, but the brother of another of Rollo’s victims kills him first.
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Blot on the ’Scutcheon, A. Robert Browning (English). Tragedy. 3 acts.
1843.

Lord Henry Mertoun delays asking the hand of Mildred until he hgs become
intimate with her. Her brother and guardian, Lord Tresham, consents willingly to
the arrangement, but upon obtaining a confession from her of her guilt with an
unknown lover, surprises Mertoun and kills him. Mildred dies of a broken heart and

Lord Tresham takes poison.

Blount, Edward (fl. 1588-1623). English printer. Stationer, translator and,
together with William Jaggard, printer of the first folio edition of Shakespeare’s

plays in 1623.

Blow the show. To leave the show; to run away from an engagement.

Blow up. To forget one’s lines in a performance.

Blue Bird, The. Maurice Maeterlinck (Belgian). Symbolistic drama. 3 acts.
1908.

The brother and sister, ‘Tyltyl and Mytyl, set out on Christmas Eve to look for
the Blue Bird of Happiness, together with the souls of the Dog, the Cat, Milk, Fire,
Water, Sugar, Bread and Light. On Christmas morning the children discover that
their own turtle dove is blue. But no sooner is the Blue Bird found than it flies away
and the search must begin again.

Blumenthal, Oscar (1852-1917). German dramatist and critic. Founder and
manager of the Lessing Theatre in Berlin, 1888.

He devoted his energy to contemporary farce and comedy and tried to elevate the
tone of the comedy stage, but for financial reasons was forced to abandon his ideal for
the humdrum farces on current events. His plays are distinguished by the sprightliness
of the dialogue. He published several columns of critical and miscellaneous essays.

Among his most successful plays are: The Big Bell; 4 Drop of Poison; The Black

Veil, etc.
B. O. Theatrical parlance and abbreviation for box office.
Boadicea. See Bonduca.

Boar’s Head Inn. A famous tavern situated in Eastcheap, London, frequently
used for theatrical performances and occupied for six months in 1602 by Worcester’s
group of professional actors. It is thought that the Boar’s Head is intended to be the
scene of the tavern sequences in Shakespeare’s King Henry IV.

Board. (1) The wooden rack in a box office used as container of tickets for the
entire theatre; tickets are sometimes arranged according to the seating plan of a
theatre, the board being a miniature map of such a plan; (2) a group of individuals
who control the activities of the entire theatre from production to theatre manage-
ment; (3) call board; see Callboard.
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Boards, The. In theatrical parlance, the stage; “to walk the boards” is a term
used by actors meaning to appear and move on the stage.

Boguslawski Theatre (Polish). An 18th century theatre in Warsaw (named
for the founder) which was taken over in 1924 by Schiller and Horzyca and de-
veloped, with the later collaboration of the Polish actor-director, Zelwerowicz, into
a first-rate organization.

Boileau, Nicolas (Boileau-Despréaux) (1633-1711). French poet and critic.
Bornin Paris. After the death of his mother when he was two he appears to have been
somewhat neglected. Early in life he conceived a “hatred of dull books.” He studied at
the Collége de Beauvais and later at the Sorbonne, where he took up theology. This he
soon gave up, as he did law, in spite of his admission to the bar in 1656. The death
of his father left him a comfortable maintenance and thereafter he devoted himself
exclusively to study and writing. His Satires was an attack on many authors who
had gone before him. He was, however, friendly with Moliére and Racine. The
Satires and Epitres brought him to the attention of Louis XIV, who granted him a
liberal pension and later made him historiographer to the King. His contribution to
dramatic theory is best to be found in his 47t Poétique, which was primarily intended
as justification for his attacks on preceding authors in his Satires.

Bold Stroke for a Wife, A. Mrs. Susannah Centlivre (English). Comedy.
5 acts. 1718.

Colonel Fainall, to win the consent of Obadiah Prim, the Quaker guardian of
Anne Lovely, to his marriage with the latter, impersonates Simon Pure, “a quaking
preacher.” No sooner has he obtained the consent than the true Quaker arrives.

Boleslawski, Richard (1889-1937). Producer and director. Born in Warsaw,
Poland. He acted in the Moscow Art Theatre 1906-15; then served in the War. He
had been in America since 1920. In New York between 1920-28 he staged Revue
Russe, 1922; Vagabond King, 1925; W hite Eagle, 1927; Ballyhoo, 1927; Mr.
Moneypenny, 1928 ; Judas, 1929 ; and various productions of the American Labora-
tory Theatre, for which he was stage director in 1928-29. He has written several
books, and during the past ten years he directed the production of many films in
Hollywood, among them The # oman Pursued, Men in W hite and Clive of India.

Bonds of Interest, The (Los intereses creados). Jacinto Benavente y Martifiez
(Spanish). Comedy. Prologue and 3 acts. 1907.

A modern satirical commedia dell’arte, it shows how the bonds of interest link
respectability with villainy. It represents the high water mark of Benavente’s dra-
matic achievement, and the essence of his philosophy of life, disillusioned and a little
disdainful.

Leander and Crispin, a gentleman and his valet, living by their wits and escaping
the law by various subterfuges, invade a small town in Spain and trick themselves
through Crispin’s cleverness into a comfortable state of being.
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Bonduca (Boadicea). John Fletcher (English). Tragedy. 5 acts. 1647.

Based on the story of Boadicea as given by George Holinshed. The principal
character, however, is Caratach, wise counsellor to the impetuous British Queen.
Presents the battles in which Boadicea is defeated and killed and Caratach is taken

prisoner. Richard Burbage played in this drama.

“Bones.” Metal plates used for theatre tickets at the end of the 18th century
which bore the names of important actors of a company together with the names of
guests; permitted the holder free admission to the play.

Bones, Mr. One of the end men in a minstrel show.
Bonfils, Helen. See Elitch’s Gardens.

Boniface, Dr. Stock character of the French farce of the 17th century, print of
whom by Huret establishes similarity with stock characters of the contemporary
Italian commedia dell’arte.

Bonstelle, Jessie (1870?-1932). Began career in a road company in Bertha,
the Beautiful Sewing Machine Girl, a melodrama. Worked for Augustin Daly; later
for the Messrs. Shubert in Syracuse. Appeared under her own management in
Buffalo, Rochester and Syracuse; leased the Garrick Theatre in Detroit and opened
with a stock company which ran fourteen years. In 1923, took over the Harlem Opera
House in' New York, and tried out plays for Broadway producers. In 1925 she pur-
chased the Bonstelle Playhouse in Detroit and in 1928 she organized it into the
Detroit Civic Theatre. She has trained Katharine Cornell, Ann Harding, Ben Lyon,
Melvyn Douglas, Frank Morgan, William Powell, Kenneth McKenna, and many
other prominent actors.

Book. In theatrical usage, the term used for the play manuscript; in musical pro-
ductions it refers to the libretto without the music. .

" Booking. (1) Hiring, engaging or contracting; when a play is hired or con-
tracted to appear in a theatre it is booked for that theatre; (2) also applicable to
actors and vaudeville acts; (3) circuit booking—see Circuit booking.

Boomerang. (1) A platform arrangement mounted on casters with two or more
levels used for painting scenery; (2) also refers to remote control gelatin change for
spotlight.

See Scenery,; Lighting.

Booth, Edwin Thomas (1833-1893). American actor.

Born at Belair, Maryland, the son of Junius Brutus Booth, he first appeared
at the Boston Museum in King Richard III, 1849. Later he won great success as a
Shakespearean actor in California and Australia, and was manager, 1863-67, of the

Winter Garden Theatre, New York. In 1869 he built Booth’s Theatre in New
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York and managed it until 1874. In 1880 and 1882 he played in London and Ger-
many. His Booth’s Theatre was built after the burning of the Winter Garden in
1867, and cost Booth one million dollars. Every effort was made to make the house
safe for actor and audience. He devoted his company to the performing of Shake-
speare. When in 1874 he went bankrupt, he spent the rest of his life in starring
tours in America. He was the founder of the Players’ Club. His farewell perform-
ance was made in Hamlet, April 4, 1891, at the Brooklyn Academy of Music.

Otis Skinner in The Last Tragedian (1939) throws new light on his career with
the annotated correspondence with the Stoddards.

Booth, John Wilkes (1839-1865). American actor; son of Junius Brutus
Booth; born in Hartford County, Maryland, in 1839; went on the stage in 1856,
and left it in 1864, in which year he appeared in New York as Mark :Antony to the
Cassius of J. B. Booth, Jr., and the Brutus of Edwin Booth. He assassinated Presi-
dent Lincoln on April 14, 1865; took to flight, was shot twelve days later.

Booth, Junius Brutus (1796-1852). Anglo-American actor.

Born in London, he was well educated in the classics, but became stage-struck
and left home for the town of Deptford where he made his début at seventeen, 1813.
Soon Booth was filling leading roles in the provinces, and it took him only three years
to get a trial at Covent Garden, as Richard III, when he was twenty-one. Resem-
bling Edmond Kean, he was put forward as the great actor’s rival at Covent Garden
and at Drury Lane. He played Iago to Kean’s Othello at the latter in 1817. There
were riots in the pit every time Booth appeared, since all the theatregoers took
sides. Early in 1821 he married Mary Anne Holmes, although he was already mar-
ried. Thirty years later his first wife came to America and sued for divorce, to the
surprise and horror and dismay of his grown children. Booth made his American
debut at Richmond, Virginia, July 6, 1821, in Richard III. From then until his
death in 1852, on his way from an engagement in New Orleans to another in Cin-
cinnati, he was an American star, save for two seasons when he made appearances
at Drury Lane in London. He was always eccentric, and as the years went by his
eccentricities and his fits of drinking increased. Many times he seemed insane. In
his case, as in those of Cooke and Kean, there was no way of telling how much was
madness and how much alcohol. As an actor, he was famous for his realism. His
best-known roles included Brutus, Lear, Othello and Hamlet. His last appearance
was at the St. Charles Theatre in New Orleans, November 19, 1852, in The Iron
Chest. He was the father of the distinguished actor Edwin Booth, as well as of the
assassinator of Lincoln, John Wilkes Booth.

Boothe, Clare (1903- ). American playwright. Clare Boothe Brokaw Luce
was for many years an editor of ¥ anity Fair. She divorced her first husband, George
Brokaw, in 1929, and married Henry R. Luce, editor of Time and Fortune, in 1935.
She is a lady of beauty and social standing, and nothing in her background would
prepare one for the cutting acid of her best known play, The W omen, 1936.

Previous dramatic works include Entirely Irregular (with Paul Gallico);
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O Pyramids; and Abide with Me, 1935. More recent plays are Kiss the Boys Good-
bye, 1938, another biting satire; and Margin for Error, 1939, the story of a German
Consul in the United States which aroused Nazi protests.

Borden, Gail (1905- ). American dramatic critic, editor.

Born in Houston, Texas; A.B. from Dartmouth College and A.M. degree
from Harvard. Was an English instructor in the University of Chicago and then
joined the staff of the Chicago Journal (now the Times) where he was dramatic
critic and columnist and is now managing editor.

Border. (1) A scenery term: a drop; (2) a lighting term: the line of front
stage overhead lights.

Borderlight. Strip of individual reflectors in varying lengths to light stage from
overhead ; used for toning and blending the other light on stage; hung on pipe or
bridge.

See Lighting.

Borga Gard. Tor Hedberg (Swedish). Realistic drama. 3 acts. 1915.

A landed proprietor has seen his estates diminish until only one remains. His
sons take little interest in the property or in him, but he marries for a second wife
a keen-witted peasant girl, who shows him that he possesses hitherto unrecognized
water rights, and induces one of the sons to exercise his legal talents in using these
rights to the best advantage.

Boris Godunov. Pushkin (Russian). Historical tragedy. 5 acts. 1826.

Boris Godunov, appointed regent, murders the younger brother of the weak-
minded Feodor and ultimately makes himself Czar; Gregory, a young monk, im-
personates the dead brother, and advances at the head of the Polish army into
Russia. Boris Godunov on his tottering throne, at the head of the famine-stricken
land, realizes that the time of retribution has come. While the army of the pretender
is still far away, he dies.

This drama was used as libretto for a grand opera of the same name by
Moussorgsky, which provided the great Russian opera singer, Chaliapin, with his
greatest role.

Born in a trunk. A term meaning born into a theatre family. Sometimes, born
in a dressing-room.

Bosse, Abraham (1602-1676). French printer. Devotee of the French theatre
of the 17th century whose print of a farce at the Hotel de Bourgogne established
its similarity with the Italian commedia dellarte.

Bostonians, The. An organization, formed in 1887 and flourishing until about
1904, which produced light opera. Among the most successful productions were
Robin Hood and The Serenade.
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Both Your Houses. Maxwell Anderson (American). Satire. 3 acts. 1933.

A daring and forthright commentary on national politics.

The story of a hard-fighting, young and idealistic Congressman, who suddenly
finds himself up against a group of old-time politicians, all at work on a big appro-
priations bill. The young idealist tries to draw up a relatively honest bill, but realiz-
ing that the fight seems hopeless, he turns around and makes the bill so ridiculously
dishonest that he can not imagine but that it will be instantly killed. However, it
is so pleasing to all parties that it goes through both houses.

Won Pulitzer Prize award for 1932-33.

Boucicault, Dion (1822-1890). Irish actor and dramatist.

Born at Dublin. His first play London Assurance was produced at Covent
Garden, London, 1841, and he first appeared on the London stage in his own play
The Vampire at Princess’s Theatre in 1852. He wrote or adapted nearly 140 plays.
He first appeared in America in 1852, on November 10, in his own play Used Up.
Through his efforts the first copyright law was passed in 1856. He settled in America
in 1876, and died in New York City in 1890.

Best known of his plays are: The Colleen Bawn, 1860; The Octoroon (an anti-
slavery play), 1867; The Shaughraun, 1875.

Bound East for Cardiff. Eugene O’Neill (American). Drama. 1 act. 1919.

One of O’Neill’s first plays. Frank Shay presented it in his Wharf Theatre in
Provincetown, with the author himself playing a Second Mate. Records indicate
his performance was adequate. The scene of the play is the seamen’s forecastle of
the British tramp steamer Glencairn, on a foggy night, midway between New York
and Cardiff. Five sailors, including a Cockney, an Irishman and a Swede, sit on
benches talking, while on a bunk the sailor Yank lies dying. There is no dramatic
action properly speaking. Yank is a frustrated creature, a man who has missed his
star. All his adult life has been spent in seafaring, “travelin’ all over the world and
seein’ none of it; without no one to care whether you’re alive or dead.” And during
all those years he has longed for a farm on which he might settle down and till the
land. In his frustration he parallels the hero of O’Neill’s later Beyond the Horizon,
who contrary to Yank, yearned for the sea and lived and died on the land.

Bourdet, Edouard (1837- ). French dramatist. More intent on treatment
than theme, he interprets the post-War philosophy with bitterness. He has written
The Rubicon; The Open Cage; The Shepherd’s Hour; La Prisonniére (produced
in New York as The Captive and closed by the police after a five-months’ run) ;
Man Enchained; Just Appeared; Le Sexe Faible; and other plays. Appointed di-
rector of the Comédie Frangaise, home of the national French drama, in 1936 by
Léon Blum’s government. He fought a duel in 1938 with Henry Bernstein, who
claimed his play Judith had been delayed too long in rehearsal. Bourdet received a
cut on the arm.
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Bourgeois Gentilhomme, Le. Moliére (French). Comedy. 5 acts. 1670.

Monsieur Jourdain, a retired French shopkeeper, desires to become a great
gentleman. He studies dancing, fencing, music, philosophy, and tries to have an affair
with the Marquise de Montignac. In the last act, however, he unknowingly marries
his daughter to a commoner, and is forced to watch his Marquise marry the Conte
de Chateau-Gaillard.

Bourget, Paul (1852- ). French poet and novelist. The author of a number
of analytical and psychological novels. T'wo of his works which have been drama-
tized have been highly successful: La Barricade and Le Tribun.

Bowery Theatre (1827-1833). Once the democratic rival of the then aristo-
cratic Park Theatre in New York. Several times destroyed by fire and rebuilt.
Boasted such managers as Charles Gilbert, Thomas Hamblin and James H. Hackett.
Identified with the early career of Edwin Forrest.

Box-office statement. A formal weekly account of the box-office receipts sub-
mitted by the box-office treasurer to the business manager of a play, and given by
him to the producer. The playwright is entitled by his contract to have a copy of the
statement. On tour, the box-office treasurer submits the account to the company
manager.

Box-set. Scene composed of three walls, the hypothetical fourth wall being taken
out to permit the view of the audience.

Boyle, William (1853-1923). Irish dramatist. Born in County Louth, Ireland;
was since 1874 an officer of Customs and Excise. Author of the following plays, all
produced by the Irish National Theatre Society: The Building Fund, 1905; The
Eloquent Dempsey, 1906; The Mineral Workers, 1906; The Love Charm, 1911;
and Family Failing, 1912.

Boy Meets Girl. Bella and Sam Spewack (American). Farce. 3 acts. 1935.

A hilarious farce lampooning Hollywood. Staged by George Abbott, it ran in
New York for two seasons. Later Hollywood proved it could laugh at a joke on
itself by filming it.

Law and Benson, an irrepressible writing team working for the films, have brains
as fertile as their energy is boundless. Their antics distress serious C. K. Friday, a
producer and their immediate superior, who is pining for a new story for Larry
Toms, Western star, and is distraught by constant interruptions—midgets no one
ordered, an English extra telling him what kind of hats Coldstream Guards should
wear. Susie, a blonde and extraordinarily naive waitress who serves the authors
lunch, suddenly inspires them. She is about to have'a natural child. It shall be called
Happy—and be the star who will help Larry come back! Months pass. As it is
written, so has it come to pass. Happy is born and becomes a sensation, stealing scenes
from Larry, who is considering marrying the baby’s mother in self-defense. But Susie
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is busy fulfilling a long-deferred ambition to go to high school, and besides, her heart
belongs to the hat authority, the English extra. Things almost go awry when a pub-
licity scheme cooked up by Law and Benson to enhance Happy’s publicity value
proves a boomerang, and on the heels of that Happy gets the measles. But a few
fake phone calls fix matters up; Susie falls into the arms of her Englishman, who
turns out to be a lord’s son; and Law and Benson, to the music of blaring trumpets,
begin a search for a baby to succeed Happy as a star.

Brace cleat. A device used to fasten stage brace to scenery.
See Scenery.

Bracegirdle, Anne (c. 1663-1748). English actress. A member of Colley Cib-
ber’s company. In 1688 she took the part of Lucia in Shadwell’s The Squire of
Alsatia, and in 1693, that of Araminta in Congreve’s The Old Bachelor. Her best
known part, however, was Angelica in Congreve’s Love for Love, but she also
gained success as Isabella, Portia, and Cordelia in Measure for Measure, The Mer-
chant of Venice and King Lear, respectively. Piqued at the success of Mrs. Oldfield
in 1707, she left the stage, reappearing only on the occasion of Betterton’s benefit,
April 1709, when she played Angelica once more.

Brace jack. Right-angle triangular frame used for bracing scenery.
See Scenery.

Brady, Alice (1892-1939). American actress. The daughter of William A.
Brady, theatrical manager, Alice Brady was born in New York City and studied for
grand opera at the Boston Conservatory of Music. She made her first stage appear-
ance in a minor role in Robert Mantell’s production of 4s You Like It, 1909, and
her first New York apeparance in 4 Balkan Princess, 1911. She played roles in a
number of Gilbert and Sullivan operettas, including H. M. S. Pinafore, 1911;
Patience, 1912 ; Iolanthe; etc.; and toured with De Wolf Hopper in a repertory of
the operettas in 1914. She has also acted in Liztle W omen, 1912; The Family Cup-
board, 1913; The Things that Count, 1913; Sylvia Runs Away, 1914; What is
Love? 1914 ; Sinners, 1915; Forever After, 1918; Anna Ascends, 1920; Drifting,
1922; Zander the Great, 1923 ; The Bride of the Lamb, 1926 ; Lady Alone, 1927;
4 Most Immoral Lady, 1928 ; Karl and Anna, 1929 ; Brass Ankle, 1931; Ladies
of the Jury, 1931 ; Mourning Becomes Electra, 1931 ; and other plays.

She was an actress of great versatility, equally adept in scatterbrain comedy roles
and tragic parts. Since 1914 she had been in many films, among them /# hen Ladies
Meet; Broadway to Hollywood; Gay Divorcee; In Old .Chicago. For her work in
the latter film she received the 1937 Motion Picture Academy Award as the best
supporting actress.

Brady, William A. (1863- ). American -theatrical manager. Born in San
Francisco. He was brought to New York and educated in the public schools. He
was married to Marie Rene, by whom he had a daughter, the actress Alice Brady.
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His second wife was the actress, Grace George, whom he married in 1899 and by
whom he had a son, William Brady, Jr. He began his stage career in San Francisco
in 1882, and last acted in 1928 in 4 Free Soul. He was the lessee of the Manhattan
Theatre, New York, from 1896 to its demolition; he built the Playhouse, 1911,
which he managed; and became manager of the Forty-eighth Street Theatre, now
known as the Windsor, in 1912. In 1917 Pres. Wilson appointed him chairman of
the committee to organize the motion picture industry; and he was president of
the National Association of the Motion Picture Industry, 1915-20. Among the many
actors and actresses he has managed have been Grace George, Helen Gahagan,
Douglas Fairbanks, Helen Hayes, Mary Nash, Kenneth McKenna, Alice Brady
and Katherine Alexander. His productions include Gentleman Jack, Mlle. Fifi,
Way Down East, Uncle Tom’s Cabin, The Two Orphans, Trilby, Foxy Grandpa,
The Pit, Baby Mine, Bunty Pulls the Strings, Bought and Paid For, The W hite
Feather, Alibi, The Ruined Lady, The Skin Game, Street Scene, A Church Mouse,
Alice Sit-by-the-Fire, Mademoiselle.

Braggart soldier. A dramatic type, possibly a derivation from the ancient
Latin miles gloriosus and the capitano of the commedia dell’arte, which came into
being in England with the character of Ralph Roister Doister in Udall’s play of
the same name. The character in England lasted until the closing of the theatres
in 1642. Toward the final years of its existence the type was characterized by base-
ness and sensuality.

Brand. Henrik Ibsen (Norwegian). Drama. 5 acts. 1866.

Brand, a young Norwegian clergyman, contemptuous of the compromising
spirit of the religion of his countrymen, goes to a town on 2 distant fjord. Unbending
he practises his principle and enforces it on others, though it costs him the life of
his child and of his wife. The people turn against him and drive him out into the
snow. An avalanche overwhelms him as he makes his last appeal to God, and receives
the answer, “He is the God of Love.”

Brandes, Carl Edvard Cohen (1847-1927). Danish dramatist and critic.
Born in Copenhagen of Jewish parents, he was educated at the university of that
city, Modern Danish drama is said to begin in the Seventies with Edvard Brandes,
a dramatist and critic, whose plays are practically unknown in England and America.
His most famous play 4 Visit was performed in London, in a translation by William
Archer, in the Nineties.

Break up. Interruption and sometimes obliteration of one actor’s lines by
another actor’s horseplay or practical jokes in the midst of a performance.

Breakaway scenery. Scenery that breaks or changes its form in full view of the
audience. :

Breaking. The closing of a show.
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Brecht, Bert. See Drama, German, since the First World War and before
National Socialism.

Brederoo, Gerbrand Adriaanszoon (1585-1618). Dutch dramatist. He ranks
as the greatest comic dramatist of Holland.

Born in Amsterdam, March 16, 1585, he began life as an artist. The best of
his plays are Het Moortje, 1615, and De Spaansche Brabander, 1618.

Breeches parts. The Elizabethan dramatic convention of a plot’s hingeing on
the masquerade of female characters as boys or men, was convincing because the
female characters were then played by boys. The new wave of popularity for
“breeches parts” in the first half of the 18th century was due not to convincingness,
but to suggestive unconvincingness—for at that time women had taken their place
on the stage in all female roles. Lacking the risqué dialogue that was giving way
to sentimentalism, audiences satisfied their salacious interest visually. Performances
having “breeches parts” were especially advertised. Because they felt that male cos-
tume set them off to advantage, as many of them were pert and saucy, the actresses
favored such roles. Burnaby, Manning, Rowe, Johnson, Banks, Breval, Moore, and
other dramatists supplied this demand of actresses and audiences.

See also Disguised Heroine; Impersonation; Male; Transvesticism.

Bresile Household, The. Romain Coolus (Rene Weil) (French). Drama.
3 acts. 1893.

A satire on the complacence of a husband who decides, after his erring wife
has left him for a night, to receive her next morning as though nothing had happened.

Breton de los Herreros, Manuel (1796-1873). Spanish dramatist. Noted as
a writer of comedies.

Born at Quel, he was sub-librarian at the National Library, Madrid, 1831-40,
and secretary to the Spanish Academy from 1842 until his death in 1873. He wrote
360 plays as well as a number of volumes of poetry.

Brice, Fanny (1891- ). American actress. Born in New York; studied for
the stage under James O’Neill ; made her first appearance on the stage in Brooklyn
in 4 Royal Slave and appeared in vaudeville in 1910; was in The Ziegfeld Follies
of 1910, 1911. Other plays she appeared in were: The Honeymoon Express, 1913;
Nobody Home, 1915 (London) ; The Follies of 1916; The Ziegfeld Follies of 1917 ;
Why Worry, 1918; Midnight Frolic, 1920; The Music Box Revue, 1924 ; Fanny,
1926 ; Fioretta, 1929 ; Sweet and Low, 1930 ; Ziegfeld Follies of 1934.

Bridge. Metal platform hung immediately upstage of teaser or combined with
it; for hanging light instruments and allowing working space for operator during
a show; can be rdised or lowered to suit proscenium opening and aids sight lines by
giving the teaser added thickness.

See Lighting.
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Bridie, James (Osborne Henry Mavor) (1888- ). Scottish dramatist. A
writer of witty comedies, often charged with intellectual excitement, sometimes
enhanced and sometimes impeded in their course by unexpectd twists of fantasy.

Born in Glasgow, he served with the Royal Army Medical Corps during the
World War, and upon returning to Glasgow, began to practice medicine. He began
to write for the stage in 1928 and since that time devoted himself to playwriting.

Among his plays are: The Sunlight Sonata, 1928; What It Is To Be Young,
1929 ; Tobias and The Angel, 1930 ; The Anatomist, 1931; Jonah and the Whale,
1932; The Sleeping Clergyman, 1933 ; Marriage Is No Joke, 1934.

Bridle. It is used to give extra support to a long batten with only two lines.
See Scenery.

Brief. British term for free admission into a theatre.

Brief Moment. S. N. Behrman (American). Comedy. 3 acts. 1931.

Roderick Deane at twenty-five has everything for which most men ask, yet con-
siders himself a failure. A millionaire’s son, intelligent, with time and money to
indulge his every whim—if it be flying a plane or leading a jazz band—he is dis-
illusioned and ‘“spiritually unemployed.” He has fallen in love with and wants to
marry Abby Fane, night club blues singer, because she’s so refreshingly elemental,
unspoiled by civilization. Among Abby’s other admirers are Manny Walsh, big-
shot racketeer, and Cass Worthing, polo-playing man about town, but she feels
Roderick has more to offer her and accepts his marriage proposal.

Six months later she has lost all of her refreshingly elemental charm and has
become a perfect parvenue, aping high society and sharing in its pseudo-culture,
with a veritable passion for stuffed shirts. She is now indifferent to the caresses of
Cass Worthing, the man she loved when she accepted Rod, but encourages him
so as to have revenge for the suffering he has caused her in the past. Rod is rendered
jealous by her coquetry, and is disappointed at the change in her. They quarrel, and
her husband in a fit of temper tells Abby to run off with Cass if she wants to. Angrily
she prepares to follow his advice. Three weeks later they are contemplating divorce.
But by now Abby realizes that she loves Rod, and he makes the best of a bad
situation by agreeing to make a fresh start with her. For after all, though he is a
“Hamlet married to a career woman,” doomed to doubt throughout his life, he has
never stopped loving the lady.

Brieux, Eugéne (1858-1932). French dramatist. The chief exponent of the
useful theatre, not only in France, but throughout the world.

A Parisian journalist of the middle class. His first stage venture was a slight
farce The Divorce Bureau, 1880, written in collaboration with Gaston Salandri.
It was not, however, until the early Nineties, when Brieux submitted several plays
to Andre Antoine for performance at the Theatre Libre, that he began to be known.
A moralist and a reformer, he was intent less upon a study of souls in conflict than
upon specific evils and concrete remedies.
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His Damaged Goods was a great sensation in this country.

“It is likely that most of his plays, in which the interest lies mainly in the propa-
ganda they carry, will pass into oblivion along with the conditions that gave them
birth; it is a safe prophecy, however, that a few will survive because of their dis-
tinctly human values and their purely artistic qualities.”—C. H. Whitman.

His works include: Bernard Palissy (with Salandri), 1880; Artists’ Homes,
1890; The Nest, 1893; Cogwheels, 1894; The Blue Rose, 1895; The Benefactors,
1896 ; Racing Results, 1898 ; The Cradle, 1898; The Red Robe, 1900; The Sub-
stitutes, 1901; Damaged Goods, 1902; Maternity, 1903; dmature, 1905; The
June Bugs, 1906; Simone, 1908 ; Suzette, 1909 ; False Gods, 1909 ; Citizen in the
Country, 1920; The Child, 1923 ; The Lavolette Family, 1926; Because I Love
You, 1929.

Brighella. One of the two chief characters, or zanni, in a commedia dell’ arte;
companion to Harlequin; an entirely inhuman rascal. Costume: wide trousers,
short jacket, laced with green braid.

Brighouse, Harold (1882- ). English dramatist. Born at Eccles. His first
play Dealing in Futures appeared in 1909. He has written a number of novels and
done considerable work for the films.

T'wo of his best known plays are Hobson’s Choice and W hat’s Bred in the Bone.

Brignol and His Daughter. Alfred Capus (French). Drama. 5 acts. 1894.

A jolly, impecunious optimist threatened by a gaming creditor escapes from
impending ruin when his daughter marries the creditor’s nephew, not out of any
preconceived plan, but because she chances to fall in love with him.

Britannicus. Jean Racine (French). Tragedy. 1669.

A tragedy describing the rivalry between Nero and his brother, and tracing
Nero’s degeneration into a murderer and tyrant. It is classed with the great French
dramatist’s lesser works, not on a par with Azhalie or Andromagque.

British Drama League, 9 Fitzroy Square, London. An organization founded
in 1919 on behalf of the development of the art of the theatre. It has served to
further a harmonious inter-relation between the stage and the life of the com-
munity, aided by a theatrical library which it established for that purpose. Harley
Granville-Barker was the first chairman.

Festivals are held in various centers during the year, ending with a Final Festival
in London each May when the Howard de Walden cup is presented to the best
of the five amateur teams appearing.

Broad (television). A type of lighting unit used in television studio illumi-
nation.
Broadhurst, George H. (1866-1937). American dramatist.

He came to the United States from London in 1886, and after managing
theatres in Milwaukee, Baltimore and San Francisco, became editor of a newspaper
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at Great Forks, North Dakota. Later he became manager of the Broadhurst The-
atre, New York.

His popular plays include: The Coward; What Happened to Jones; Why
Smith Left Home; The House that Jack Built; The Crimson Alibi; The Red

Falcon.

Broadside. A sheet printed on one side announcing play performances, etc.,
largely used in the 17th and 18th centuries and up to the present day.

Broadway. George Abbott and Philip Dunning (American). Comedy drama.
3 acts. 1926.

This was the first play to present realistically the life and atmosphere of the
night club and set the pace in gangster tales for a decade. The story concerns Roy
Lane, a cabaret hoofer, and his struggle with the cabaret owner for the love of
«“Billie” Moore, a “beautiful but dumb” chorus-girl. Gun-fighting and murder con-
tribute to this sensational picture of the prohibition era.

Broken Heart, The. John Ford (English). Tragedy. 5 acts. 1633.

Scene is Laconia. Penthea has been forced by her brother, Ithocles, to marry
the contemptible Bassanes, by whom she is driven crazy. She finally dies. Orgilus
who has loved Penthea, kills Ithocles. Orgilus is then sentenced to death by Calan-
tha, beloved of Ithocles. She, herself, then dies broken hearted.

Brome, Richard (?-1652). English dramatist. The servant and friend of
Ben Jonson, he lived on friendly terms with Fletcher, Dekker, Ford and Shirley.

His best work is in the pathetic drama, The Northern Lass, 1632; and in the
comedies, The Jovial Crew, The Court Beggar and The Antipodes.

Bromfield, Louis. American author and dramatist. Pulitzer Prize winner in
1926 with his novel Early Autumn, and author of Possession, Twenty-four Hours,
The Rains Came (successfully filmed in 1939) and other novels. His The Green
Bay Tree was dramatized as The House of /W omen in 1927. He wrote the plays
Times Have Changed and De Luxe (in which Elsa Maxwell made her first stage
appearance) in 1935.

Brooke, Henry (1703-1783). Irish author and dramatist. Born at Rantavan,
County Cavan, he is said to have received his early education from Sheridan, the
friend of Swift. On leaving Trinity College, Dublin, he studied law in London,
where he became friendly with Pope and Lyttleton. He returned to Ireland in 1745,
where he lived until his death. Brooke possessed great ability both as an author
and dramatist; his poem Universal Beauty, 1735, is supposed to have furnished the
foundation for Darwin’s Botanic Garden.

His play Gustavus Vasa, 1739, banned at Drury Lane, was produced in Dublin
as The Patriot with great success.
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Brother Rat. John Monks, Jr., and Fred F. Finklehoffe (American). Comedy.
3 acts. 1936.

Bing Edwards, star pitcher on the school team, is not brilliant but he hopes
to win a $200 prize on graduation as the best athlete. Bing, who has been secretly
married, is told the day before the big game that he is to become a father. Since
is marriage was against school regulation, he is in mortal fear of exposure and
expulsion. His roommates eventually get him out of his trouble.

Brothers, The. Richard Cumberland (English). Comedy. 5 acts. 1769.

The hero, the younger Belfield, has been dispossessed of his estate by his brother
and separated from his sweetheart, Sophia. His brother, having forsaken his wife,
Violetta, is now courting Sophia. His designs are frustrated, however, by the un-
expected arrival of the younger Belfield and Violetta after the boat on which they
have embarked is wrecked off the coast. Sophia and Belfield pair off for marriage.

Brougham, John (1814-1880). English actor, later American manager. Born
in Dublin, he first appeared in London in 1830 at Tottenham Street Theatre. In
1840 he became manager of the Lyceum, and going to America, managed several
theatres there, in 1869 opening Brougham’s Theatre. His last appearance was as
O’Reilly in Rescued, and he died in New York, June 7, 1880. Brougham is said

to have written over a hundred plays, none of which has survived.

Broun, Heywood Campbell (1888-1939). American journalist. Born in
Brooklyn, New York; educated at Harvard University. Reporter on the New York
Morning Telegraph, 1909-1912; New York Tribune, 1912-1921; dramatic critic
New York World, 1921-1928; since 1928 he has written a syndicated column for
the Scripps-Howard newspapers, including the New York W orld-Telegram. Played
in Round the Town, 1924 ; and Shoot the Works, 1931, and was also responsible
for the production. Was dramatic editor, Vanity Fair; and was well known as a
lecturer on the drama. Besides books of dramatic criticism, he was also the author of
various works, in which he champions the under-dog and criticizes social injustice.

Brown, David Paul (1795-1875). American dramatist. One of the Philadel-
phia school of dramatists, particularly known for his closet dramas.

Born in Philadelphia. His education was marked by the classical thoroughness
of the time. He was descended from a line of Friends. At the age of seventeen
he began the study of medicine, but with the death of his instructor he began reading
law. In 1816 he passed his examinations and there followed a long legal career,
during which he occupied important posts in the Supreme Court of his native state.
However, by 1824, Brown had gained fame as an easy and graceful writer. He
wrote four dramatic compositions of which there is record : Sertorius or The Roman
Patriot; The Prophet of St. Paul's; The Trial; and a farce, Love and Honour; or,
The Generous Soldier. The latter two were never acted and probably were never

published.
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Brown, Gilmor. See little theatres; Pasadena Community Playhouse; National
Theatre Conference.

Brown, John Mason (1900- ). American dramatic critic, author. Born
Louisville, Kentucky; A. B. degree from Harvard; associate editor and dramatic
critic of the Theatre Arts Monthly, 1924-28 ; lecturer at the American Laboratory
Theatre, 1925-31; dramatic critic New York Evening Post since 1929; has con-
ducted courses on the theatre at the University of Montana, Middlebury College,
Yale and Harvard universities; member of the New York Drama Critics Circle
and the London Critics’ Circle.

His books include: The Modern Theatre in Revolt, 1929 ; Upstage—The Amer-
ican Theatre in Performance, 1930; Letters From Greenroom Ghosts, 1934; The
Art of Playgoing, 1936, etc.; Two on the Aisle, 1938.

Browne, Maurice (1881- ). English producer. Born in Reading, England, he
came to America and he was, 1912-18, director of the Little Theatre, Chicago.
As manager of the Savoy Theatre, London, he produced Journey’s End in 1929. He
produced Street Scene and B.J. One, and in January, 1931, with F. B. Fagan, The
Improper Duchess. Browne wrote several plays, including #ings Over Europe (with
Robert Nichols), and himself appeared successfully on the stage. His most notable
performance was in The Unknown Warrior, 1928.

Browning, Robert (1812-1889). English poet and dramatist. Browning, born
in Camberwell, lived most of his life in London and Italy. He married the poetess
Elizabeth Barrett in 1846. After his death in Venice his body was taken to West-
minster Abbey for burial.

While chiefly known as one of the most famous Victorian poets, Browning him-
self thought his strength was as a “writer of plays.” His dramas include Strafford,
1837; King Victor and King Charles, 1842; The Return of the Druses, 1843; 4
Blot on the Scutcheon, 1843 ; Colombe’s Birthday, 1844. Of these, only King Victor
was a success. Yet the author shows a fine sense of the dramatic in his narrative
poems ; Arthur Goodrich’s dramatization of The Ring and the Book, entitled Capon-
sacchi, 1926, ran for over half a year in New York. The poet’s own romance has also
inspired playwrights, notably Rudolf Besier in The Barretts of Wimpole Street,
1930.

Brunelleschi, Filippo (1377-1446). Florentine architect, engineer and sculp-
tor. First of the moderns to rediscover perspective ; he gave it impetus for stage use.

Brush off. Theatrical slang. To get rid of.

Brutus; or, The Fall of Tarquin. John Howard Payne (American). Drama.
1818.

A biographical play based on the life of Brutus, full of historical inaccuracies, but
notable because Payne in writing the part for Edmund Kean gave the actor a part in
which to regain the favor of the English public.
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Bryan, George (fl. 1594-1598). English actor. An actor in Shakespeare’s com-
pany, Lord Chamberlain’s Men, 1594-98. Nothing is known of roles played by him.

Buchner, Georg (1813-1837). German dramatist. The strongest dramatic
talent of his period. His play of the French Revolution, Danton’s Death, 1835, re-
tains its vitality today; it was revived in 1927 by Max Reinhart, and staged in 1938
by Orson Welles in New York.

Buck, Gene (Eugene Edward). Born in Detroit, Aug. 8, 1885. Associated for
many years with Florenz Ziegfeld as librettist, producer and songwriter, collaborat-
ing with Ring Lardner, Victor Herbert, Jerome Kern, Rudolf Friml and many other
celebrities. Produced Yours Truly in 1926, with Leon Errol as the star. President
of the American Society of Composers, Authors and Publishers.

Buehnenvolksbund. A stage confederation that grew up in Germany shortly
after the First World War as a rival to the Volksbuehne, supported by Catholic in
terests and carrying a Christian repertory. Its success was only moderate.

Buffalo Bill. See Cody, William Frederick.

Bug, The. Vladimir Maiakovsky (Russian). Social drama. 3 acts. 1929.

Endeavors to show the Russia of the future, with a reactionary and a bug both
reviving in 1979 after an interval of mummification. The reactionary is converted,
and the bug excites curiosity since science has already exterminated all his fellows.

Build. That accumulation and gradual acceleration of tempo, emotional intensity
and action by the combined forces of dramatist, actors and director in the approach to
the climax of a play.

Bulgakov, Leo (1889- ). Russian actor, producer. Born in Moscow; studied
under Stanislavsky ; made his debut in The Lower Depths at the Moscow Art Thea-
tre in 1911 ; member of that company until 1926; with it, visited America in 1923.
In 1926 he began his New York career, playing in Lovers and Enemies; Spring
Song; Gods of the Lightning; Street Scene; and The Devil in the Mind, which he
also produced. He staged Princess Turandot; The Seagull; Amourette; The Night
Remembers, and other plays. Directed the production of the films: W hite Lies; I'll
Love You Always; After the Dance. Together with his wife, Barbara,’ an actress,
conducts a school of acting in New York.

Bulwer-Lytton, Edward George Earle Lytton (1803-1873). English
writer. Born in London, his mother was a Lytton and his father General Bulwer.
He sat in Parliament successively as both a Liberal and a Conservative, was Colonial
Secretary 1858-59, and was created Baron Lytton of Knebworth in 1866. In 1827
he married the beautiful Rosina Doyle Wheeler, from whom he separated nine yeais

later.
His plays and novels, while considered dated today, were once very popular.
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Among the most successful of the dramas were The Lady of Lyons, 1838; Richelieu;
and Money, 1840, in which such stars as Macready and Irving were glad to act.

Bunyan, John (1628-1688). English author. Author of The Pilgrim’s Progress
(1678-1684). He had no direct connection with the theatre but his great work un-
doubtedly had a wide influence on those writing for the theatre. Pilgrim’s Progress
was arranged as a play by James MacArthur, 1907.

Burbage, Cuthbert (? -1636). Elder son of James Burbage, builder of the
Theatre and brother of Richard Burbage, the Shakespearean actor. Cuthbert became
proprietor of the Theatre and was instrumental in the erection of the Globe Theatre,
with which Shakespeare was for so long associated.

Burbage, James (? -1597). English actor-manager. He came of a Hertford-
shire family, and first appears as one of the Earl of Leicester’s players, May 7, 1576.
On a site between Finsbury Fields and Shoreditch, he built the first English theatre,
called the Theatre. He converted a large house in Blackfriars in 1596 into The
Blackfriars Theatre. A year after his death the Shoreditch Theatre was removed to
Bankside, Southwark, and re-erected as the Globe. He was the rival of the theatrical
manager, Henslowe, who had a playhouse, the Rose, on the Bankside. Burbage was
not a particularly good business man, and while Henslowe amassed a fortune, Bur-
bage was never more than comfortably well off.

Burbage, Richard (1567?-1619). English actor. Leading actor of Lord Cham-
berlain’s Men, Shakespeare’s company, and son of James Burbage, from whom he
inherited the management of Blackfriars theatre; for many years unrivalled star of
both the Globe and the Blackfriars. Richard was also a shareholder in the Globe
Theatre and is credited by many with having built the Globe in 1599, which Shake-
speare’s company occupied. First associated with the Admiral’s Men, he joined Lord
Chamberlain’s Men in 1594 and remained with them until his death. He is known
to have played Richard III, Hamlet, Lear and Othello, probably creating those roles,
and to have starred in Jonson’s Sejanus, Volpone, The Alchemist, and Catiline, in
Kyd’s Spanish Tragedy, in Webster’'s Duchess of Malfi, and other plays. Burbage
was bequeathed a memorial ring by Shakespeare in his will. Burbage was an excellent
painter as well as an actor and the Felton portrait of Shakespeare is accredited to his

brush.

Bureau of Fine Arts. A division of the United States Department of State
initiated July 1, 1939, and devoted to the furtherance of foreign cultural relations
and to the proper representation of the United States in cultural affairs.

Burgomaster of Stilemonde. Maurice Maeterlinck (Belgian). Drama. 3 acts.
1918.

Contrasts national ideals of self-assertion and self-abnegation with as little chau-
vinism as might be expected. When a German lieutenant is shot from ambush in an
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occupied Belgian village during the World War, and the gardener of the mayor is
accused, the mayor insists upon taking his place.

Burgtheater (Vienna). Playhouse dating from 1741 ; first known as the Koe-
nigliches Theater nachst der Burg. On April 8, 1776, it became a national theatre in
that its financial arrangements came under the direct control of the Crown, while its
artistic leadership was left to the actors themselves; opera and ballet were abolished,
and exclusive attention was now given to German drama. The theatre was renamed
the Vienna National Theatre. In 1789 Schroder came to it and reformed the bom-
bastic acting.

In 1817 the Vienna Bzzrgt]zezztre became a court theatre under the Emperor; it
banished light opera, vaudeville and all forms of the lower classes of popular play.
These went into the repertory of the Leopoldstadter Theater.

Burian. Czechoslovakian. A theatrical family. Vlasta Burian was the leading
comic actor of Czechoslovakia. He maintained his own theatre, the Burian Theatre,
and company, which maintained its popularity chiefly through the acting of the star.
His brother, E. F. Burian, directed the theatre.

Burlesque.

The American burlesque show came into existence during the years of 1865 and
1868, largely as a result of the craze for women’s tights popularized by Lydia Thomp-
son and her troupe of English blondes, Adah Isaacs Menken, and the Mazeppa play-
ers’ and The Black Crook extravaganza. The performances were patterned after the
lady minstrel shows, with first part and olio and variety bills. There were occasional
illustrated songs.

The comedy centered around an individual comedian or a quartet of comedians,
including, usually, the Dutchman, the burnt-cork colored man, the dude or sissy, and
the straight man. Their humor was based on what was called zke bits, sketches or
anecdotes worked out on a set pattern, talked off and filled in, after the manner of
the commedia dell’ arte, but having always a set ending. T'he bits which were bawdy
and often obscene, were known to comedians by their subject matter—The Butcher
Bit or The Prima Donna Bit, or by the stage apparatus employed for the laughs; the
bladders, the dentist’s chair, the blush detector. Eventually, these dits became the
material used in Broadway revues as sketches, and blackouts.

The show usually ended with what was called the Extra 4dded Attraction, often
a hoochee coochee dancer, a bout, or a wrestling match. Fun and noise were rampant,
the cost cheap and the girls at the stage door. Leg shows were the nirvana of the
male during the 90’s, but most men attended surreptitiously. Sometimes too the thea-
tres had their entrances up alley ways to make secret entrance and egress. Most
burlesque companies had a system of signaling by lights and outposts to warn them if
the police were near. Arrests were frequent and the harried burlesquer lxved con-
tinuously in fear of the law.

The introduction of the strip tease kllled burlesque comedy and finally killed
burlesque entirely, necessitating for a time the closing of all burlesque ‘houses. The



118 BURLESQUE—BURLESQUE QUEEN

fault was largely due to the managers. They, instead of following tradition and sav-
ing their big sex act till the latter part of the program, introduced one strip dancer
after another so that the audience spent most of its time applauding for encores, know-
ing that with every reappearance the strip artist would remove an article of dress
until she was down to the G-string. '

The burlesque atmosphere was similar to that of the saloon, beer drinking, and
smoking, brawls, and cat calls. Yet out of the melee came most of the foremost musi-
cal comedy comedians of the present day: Leon Errol, Bert Lahr, Clark and Mec-
Cullough, Fanny Brice, W. C. Fields, Jack Pearl.

For a time, burlesque was so successful that certain managers like Lawrence
Weber banded together to form circuits, touring companies known as the Wheels,
the Columbia and the Mutual being the most prominent. Meanwhile, Minsky’s
operated independently in New York, building up a reputation at the old Winter
Garden on Houston Street, a place celebrated in the writings of George Jean Nathan,
O. O. McIntyre, and other burlesque enthusiasts. The passing out of burlesque was
attributed to its purification, permitting ladies and children to attend, and the elimina-
tion of filth. These changes together with prohibition and the invention of the cinema
ruined the box office. Besides legs were no longer a treat. Fashion decreed that women
should expose them to the knees at least! and the Broadway revue and music, not con-
tent with this generous display, went in for bare breasts, bare feet, and legs. At the
depth of the depression, a tabloid burlesque in Detroit charged ten cents for admis-
sion, and showed, in addition, third and fourth run motion pictures, together with a
notice which read : “Stay all night if you like.”” The burlesque theatre had turned into
a flop house.

Burlesque. George Manker Watters and Arthur Hopkins (American). Melo-
drama. 3 acts. 1927.

Skid, and Bonny, his wife, are comedian and leading lady of a burlesque show.
Skid gets a job in a big Broadway musical comedy and his interest in Bonny begins
to wane, until she finally decides to divorce him. Later, Skid finds himself on the
down grade and returns to the burlesque show where he meets Bonny again and they
are reunited.

Burlesque, English. An adaptation of French musical parody. During the
18th century a reaction to most of the too well-known types of play extant led to a
great popularity for this form. The English burlesque was a satiric play cast in the
form of a rehearsal which was shown only privately and semi-publicly. Its characters
were farcical and satirical. Fielding was the most important figure in the school. His
Tumble-Down Dick, Author’s Farce, Tom Thumb the Great and Covent Garden
T'ragedy are among the best examples.

Burlesque queen. Popular term for a strip-tease artist. Among the best known
burlesque queens have been Rose Sydell, Vinnie Henshaw, Ann Corio, Margie Hart,
Hinda Wassau, and Gypsy Rose Lee.



BURLETTA—BUSINESS IS BUSINESS 119

Burletta (Italian). Literally, “a little jest.” It is confined to scenes of gayety
and is always associated with humor; a short comic opera or musical farce; the use of
the burletta died out with the abolition in 1833 of the special rights of the patent
theatres.

Burleycue. Popular term for burlesque.

Burnacini, Ludovico (1636-1707). Italian theatre architect and designer.
Designed the Imperial Theatre, Vienna, in 1690. An important production of his
was Il pomo d’oro, 1667.

Burnside, R. H. American (English) dramatic author and stage director.
Formerly an actor and stage-manager in London and for a number of years was the
general producer at the New Hippodrome. The plays he has written include: Private
Patsy; Sergeant Kitty; A Trip to Japan; The Three Romeos; The Big Show, 1916;
Cheer Up! 1917 ; Happy Days.

Burnt cork. A make-up agent generally used for minstrel shows, otherwise for
any spectacles requiring black-face. In application it is mixed with water and applied
smoothly and thinly.

Bury the Dead. Irwin Shaw (American). Tragedy. 1 act. 1936.

An anti-war play presented through a spoz technique. The story, recalling that of
the play, Miracle at Verdun, concerns dead soldiers who refuse to be buried. The
problem involves not only relatives, friends, and sweethearts of the dead, who come
to plead with them to lie down in their graves, but also the guardians of the civilized
world, generals in the army, clergymen, governors, etc. ‘The play ends with a pas-
sionate plea by the dead soldiers for all to stand up against any more war.

Business. Action interpolated by actors; much of the “business” in standard
plays is traditional. In a general sense, all action and movement on the stage apart
from dialogue. In moving pictures, a bit of pantomimic action developed to point up
character, comedy, or a plot clue.

Business administration. See Management, business.

Business is Business (Les Affaires sont les Affaires). Octave Mirbeau
(French). Drama. 3 acts. 1903.

The portrayal of money-lust shriveling the soul of Isidore Lechat and ruining
the lives of his wife and children. Isidore is the incarnation of the worship of high
finance. He believes that everyone has his price, and that money is the single source
of greatness for the individual, the institution and the nation. Capitalist rule has
made the people happy with plenty of work and cheap products. He may drive his
daughter from home and learn of the tragic end of his gambling son in an automobile,
but he turns from domestic afflictions to match wits against two business partners.
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Buskin. An early metonymic term for tragedy. Comes from the (;'Treek; literally,
part of the sandal worn by tragic actors to give them height. The thick sole was at-
tached to an ornate laced half-boot and the whole was called cothurnus, or kothor-

nos.

Bussy D’Ambois. George Chapman (English). Tragedy. 5 acts. 1607. _

The most famous of Chapman’s plays. It was severely criticized by Dryden. The
story is the same as that told by Dumas in La Dame de Montsoreau. Both authors
make the same alteration of actual fact, which was that the king was the person who
detested Bussy and not Monsieur, and it was the former who revealed Bussy’s amour
to Montsoreau.

Bussy D’Ambois (in real life, Louis de Bussy-d’Amboise), a man of insolence
and fiery courage, is introduced to the Court of Henry III of France. He quarrels
with everyone at court, but wins the favors of Montsoreau’s wife. This fact becomes
known to Monsieur, who is also enamoured of the lady, and is by him revealed to
Montsoreau. The latter forces his wife to send a letter to Bussy summoning him to
her. On Bussy’s arrival, he is slain.

Butcher. Slang term in circus and burlesque for peddler, such as candy butcher.

Butt, Sir Alfred (1878- ). English producer. Born in London, he gave up a
position as accountant to become Secretary of the Palace Theatre, of which he was
made manager in 1904. He was subsequently connected with the following theatres:
Gaiety (retired 1919) ; Adelphi (retired 1919) ; Empire (retired 1928) ; Globe;
Queen’s; Drury Lane, which produced under his auspices Rose Marie, 1925; The
Desert Song, 1927 ; Show Boat, 1928 ; The New Moon, 1929 etc. He was knighted
in 1918.

Byron, Arthur (1872- ). American actor. Son of Oliver Doud Byron and
Kate Byron, both players; and nephew of Ada Rehan.

He made his first appearance on the stage in his father’s company, February,
1889 and his first appearance on the New York stage with the same company at the
People’s Theatre, October 27, 1890, in The Plunger. After a year with Sol Smith
Russell and one in stock at San Francisco, he played with John Drew for successive
seasons. He starred in Petticoats and Bayonets and The Stubbornness of Geraldine,
1902; and in Major André, 1903. Subsequently he was leading man with Maxine
Elliott, Maude Adams and Ethel Barrymore. He toured with Maude Adams in
What Every Woman Knows in 1910. He played continuously thereafter, frequently
touring to Chicago and other cities, until 1932 when he entered films. His notable
bictures have been: Gabriel Over the White House; The House of Rothschild; The
Casino Murder Case; Qil for the Lamps of China.

Byron, Henry James (1834-1884). English dramatist. Born at Manchester,
he achieved success in 1858 with: his burlesque Fra Diavolo at the Strand Theatre.
His most successful play Our Boys ran for four years, 1875-79.
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Byron, Oliver Doud (1842-1920). American actor. One of the best known
tragedians of the Nineties. Supported Booth, Hackett, Mrs. Scott-Siddons, and other
stars. He married Mary Kate Rehan, sister of Ada Rehan, and his son Arthur is an
actor. His made his debut in Nickolas Nickleby, with Joseph Jefferson, at the
Holliday St. Theatre in Baltimore, in 1856. He starred for many seasons in the
melodrama Across the Gontinent. In New York he became known as Edwin Booth’s
protégé. At twenty-one he starred in several Shakespearean roles, then returned to
his familiar Across the Continent.

Later successes were in The Plunger, 1892; The Man on the Box, 1905; The
Lion and the Mouse, 1906-9; and General John Regan, 1913.

Cackle. British slang term for dialogue.

Caesar and Cleopatra. George Bernard Shaw (English). Comedy. 1899.

A reinterpretation of Caesar in the light of modern history. Shaw maintains that
the world of 48 B.C. was just like the world in 1907 A.D., and his historical char-
acters therefore speak just like modern people, even using topical allusions to occur-
rences they could not have known. Caesar is a weary middle-aged conqueror, sick of
war and desiring peace above all things. Cleopatra is a petulant little charmer,
alternately a spitfire and a kitten. Frightened at the approach of the Roman legions
and Caesar, whose cruelty is legendary, she flees the palace and cuddles up to sleep
between the paws of the sphinx, where Caésar finds her. She invites the “kind old
gentleman” to take the other paw and warns him that Caesar will probably eat him.
Caesar insists that she go back to the palace and act like a queen. The Roman soldiers
salute her new friend, she realizes who he is and falls into his arms, weeping with
relief. Ptolemy, Cleopatra’s brother and co-claimant to the Egyptian throne, is a boy
of ten. Caesar’s respectable British secretary is perturbed to learn that Egyptian
tradition would make brother and sister man and wife. Cleopatra, like a naughty
child, would chop off Ptolemy’s head and poison her slaves to see them wiggle. She
is imprisoned in the palace when it is besieged by the Egyptians, and gets past the
guards to Caesar by rolling herself in a rug. Caesar scolds her for having had an
enemy assassinated, and goes off to Rome, promising to send Marc Antony back as a
present. The Queen bursts out weeping, but nevertheless expresses the hope that
Caesar will never come back.

Cahill, Marie (1870-1933): American actress. She appeared in Hoyt comedies,
with Augustin Daly, and in George W. Lederer musicals. Her first appearance was
in Brooklyn, her native city, in Kathleen Mavourneen. Her New York debut was in
C. O. D. in 1889. She also acted in 4 Tin Soldier; Morocco Bound (in London),
1894 ; Sporting Life, 1897 ; Monte Carlo, 1898 ; Sally in Our Adlley, 1902; Nancy
Brown (her first starring role), 1903; Moonshine, 1905; Marrying Mary, 1906;
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Judy Forgot, 1910; The Opera Ball, 1912; Ninety in the Shade, 1915 ; Just Around
the Corner, 1919; etc.

Cain’s Warehouse. Going to Cain’s is a synonym for a play’s closing. The ware-
house for many years was a storage place for old scenery, to be rented or purchased by
road companies. With the decline of the road, the business dwindled. The concern
ceased operations December 31, 1938.

Calderén de la Barca, Pedro (1600-1681). Spanish poet and dramatist. Born
of nobility in Madrid, he wrote his first play The Chariot of Heaven before the age
of fourteen ; became official playwright and master of the revels to the court of Philip
IV, for which services he was knighted in 1636 ; became a priest in 1651 and there-
after wrote mostly for the secular stage and produced only autos sacramentales for
the feast of Corpus Christi, The Jesuit influence is seen in his plays and some of the
most successful defend the attitude of the Jesuits toward the doctrine of freewill.
Calderon was honored by royalty and the principal cities of Spain commissioned him
annually to write their autos sacramentales. His works remained popular until the
middle of the 18th century when he was singled out by the pseudo-classical critics for
the butt of their attacks on the national drama. In 1763, the performances of autos
sacramentales were forbidden by law and his plays were censured for the importance
given by them to intrigue.

Among his principal cape-and-sword plays are La dama duende (The Woman
Ghost) ; Casa con dos puertas mala es de guardar (It is Difficult to Guard a House of
Two Doors). Honor tragedies: El medico de su honra ( The Physician of His Honor).
His philosophical drama, Life is a Dream, is probably the most famous of all his
plays, while La Cena del rey Baltasar (Belshazzar’s Feast) is one of his most popular.

Caliban. A curiously sympathetic character in Shakespeare’s The Tempest, 1611.
Heis a deformed and savage monster, of subnormal intelligence, the slave of Prospero
and Miranda, and is a native of the island on which they are all shipwrecked. So
stupid as to mistake a drunken jester for a god, he is pitiable rather than antipathetic.
His name today denotes a poor, blundering, clumsy wretch, the victim of fate and
circumstance.

Call. Notice placed generally near the stage door, on which is posted information
or instructions to the actors.

Call board. A bulletin board backstage on which notices and messages are posted
for the information of the cast.

Call boy. Man employed in the theatre to notify actors of their cues, today
rapidly being supplanted by the assistant stage manager.

Callot, Jacques (1592-1635). French engraver and designer. Born in N ancy.
He studied in Rome under Tempesta and Philippe Thomassin, later entering the
service of Cosimo II in Florence. Returning to France he attained a notable reputa-
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tion throughout Europe under the patronage of the ducal court. His plates number,
in all, over fifteen hundred. His importance to history is great as it is his sketch of
Francischina which provides the necessary link in the chain of ballerinas which began
with the dancing-girls on the Herculaneum frieze in the early Roman days and
which, to all appearances, ended with Camilla Veronese in the 18th century. He also
did many designs of the stock-characters of the commedia dell’arte: Scapino he rep-
resents as a brigandish type; Mezzetino as a fool; Punch, whom he calls Cucurucu,
he pictures as boasting two enormous cock’s feathers.

Calypso. A somewhat synthetic folk-song of the natives and adventuring loiter-
ers of Trinidad. The subject-matter ranges from effective political tirade to outright
pornography. The name may have taken its origin from the Calypso, the muse, as the
makers of these songs affect a pseudo-classicism in titles. A primitive form of dramatic
recital.

Camille. Alexandre Dumas, fils (French). Drama. 5 acts. 1852.

Marguerite Gautier, Parisian courtesan, and her young lover, Armand Duval,
are living happily together in the country, when Monsieur Duval, the boy’s father,
begs her to leave his son.

Broken-hearted, Marguerite agrees and permits Armand to believe she has jilted
him. Not until she is dying does Armand learn the truth—when he comes to her bed-
side to ask forgiveness, and Marguerite dies in his arms. '

Though the play, book and picture versions of Camille are familiar to thousands,
there are many facts about the author, Alexander Dumas, fils, and his original story,
which the public has either forgotten or never known. He based the novel on the life
of Alphonsine du Plessis, “a girl with a Dresden China figure and long enamelled
eyes.” He created the impression that she wore scentless camellias because she could
not endure the odor of flowers. He wrote the play to pay off his debts and called it a
pot-boiler. Yet the book set the pace for his entire career, a career which had an
extraordinary influence on the history of modern literature. As an incorrigible ex-
ponent of the thesis or “useful” drama, he maintained: “If I can exercise some influ-
ence over society and require the law-maker to revise the law, I shall have done more
than my part as a poet. I shall have done my duty as a man.” He became, as a result,
the progenitor of the social movement developed by Ibsen, Shaw, Brieux, Hervieu,
etc. Camille started the vogue for crying—*‘tear-jerker’—heroines, a series that was
to include Manon Lescaut, Little Eva and Madame X. William Winter's historic
fight against realism in the theatre started with Camille. He declared that the theme
“ought not to be obtruded in the theatre. It should be ‘quietly inured.” ”

Campaspe. See 4lexander Campaspe and Diogenes.

Campbell, Mrs. Patrick (Beatrice Stella Tanner) (1865- ). English actress.
She first appeared on the professional stage at Liverpool, 1888, and became famous
for her acting in the role of Paula.in the original performance of Pinero’s The Second
Myrs. Tanqueray in 1893, which[was the foundation of her career as an outstanding
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tragic actress. Her many notable performances included Juliet, Ophelia, and Lady
Macbeth ; Magda in Sudermann’s play of that name ; Mrs. Alving in Ibsen’s Ghosts;
Eliza Doolittle in Shaw’s Pygmalion; and Anastasia in G. B. Stern’s T'ke Matriarch
at the Royalty Theatre in 1929. She made her film debut at the age of sixty-eight in
Rip Tide.

Candida. George Bernard Shaw (English). Comedy. 3 acts. 1897.

Candida’s tact and intelligence are important factors in the success of her hus-
band, the Reverend Dr. James Morrell. When Candida tries to help a maladjusted
young poet, Eugene Marchbanks, Morrell becomes alarmed and says she must choose
between him and Marchbanks. Candida chooses Morrell because he is the weaker one

and needs her more.

Cantarina. Songstress in the commedia dell’ arte; generally also the ballerina;
does not really play a part in the scenario; introduced purely to present intermedii of

a musical kind.
See also Ballerina.

Cantor, Eddie (1893- ). American actor. Born in New York, he first ap-
peared on the stage in vaudeville at the Clinton Music Hall, New York, 1907. After
acting in many revues and musical comedies he scored a great success as an eccentric
comedian in Kid Boots in 1923, also further successes in the Ziegfeld Follies, 1927,
and W hoopee, 1928. He made his film version of Kid Boots, 1926, and later became,
in a series of films, including Palmy Days, The Kid from Spain and Roman Scandals,
one of the most popular comedians on the screen. Also a great radio favorite.

Cape and sword plays. See Cloak and sword plays.

Capek, Josef (1887-1927). Czechoslovak author and painter. Although devot-
ing himself principally to painting, Josef, brother of Karel Capek, celebrated drama-
tist, collaborated with his brother in writing and in staging effectively the latter’s
plays. Largely through their work Czechoslovak drama has become known to the
world.

Among his plays are: The Life of Insects—known also as The Insect World
(by Karel and Josef), 1921; The Land of Many Names, 1923 ; Adam, the Creator,
(by Karel and Josef), 1927.

Capek, Karel (1890-1939). Czechoslovak dramatist. Recent Czechoslovak
drama is known to the world chiefly through the plays of Karel Capek and his brother
Josef.

Karel, son of a village physician of northern Bohemia, has composed verse, fiction
and critical essays. He began his theatrical career at twenty-one with The Robbers,
an allegorical presentation of selfish youth arrayed against age. With the appearance
of R.U.R., he became a celebrity (1923).

Chief among his plays are: The Robbers, 19205 R.U.R., 1923; The Life of In-
sects (by Karel and Josef), 1921 (produced byx,é{Wm. A. Brady as The World
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We Live In) ; The Makropoulos A ffair, 1922 ; Loupeznik, 1926 ; Adam, the Creator,
(by Karel and Josef), 1927.

Capitano. Stock character in a commedia dell’arte; the miles gloriosus of the
antique stage, made popular and more grotesque; arresting personality, full of boasts
and vaunting, but coward as soon as there is fighting. Costume: suggests now Italian
condottiere, now Spanish bravo, with long-nosed mask, fierce moustache ; vaunts his
way through scenario, creating terror by appearance and laughter by poltroonish
cowardice.

Caponsacchi. Arthur Goodrich and Rose A. Palmer (American). Tragedy.
Prologue, epilogue and 3 acts. 1926.

Based on Robert Browning’s poem, The Ring and the Book, which in turn was
derived from the story of a Roman murder case.

Count Guido Franceschini, a fortune hunter, marries Pompilia Camparini, a
supposedly wealthy girl, only to find her with no money and living as a ward in the
Camparini household. The Count to get rid of his wife accuses her of infidelity with
a certain Canon Giuseppe Caponsacchi. She is so harassed by her husband that she
persuades the Canon to take her back to the Camparinis. Guido pursues them and
catches them. Pompilia is tried for adultery and sent to a convent, while Capon-
sacchi is banished. Later, Pompilia, her young son, and her foster parents are mur-
dered by Count Guido. The crimes are discovered; Guido is arrested and, on the
Pope’s decision, executed.

Caprice. Sil-Vara (Hungarian). Translated and adapted by Philip Moeller.
Comedy. 1928.

‘This was produced by the Theatre Guild, with Alfred Lunt and Lynn Fontanne
in the leading roles. They later acted in it in London, 1929.

Counsellor Albert Von Echardt learns from an ex-mistress, Amalia, that their
son Robert, now sixteen and at the age of indiscretion, is curious about life and
romance and needs a father’s wise advice. Moved by his old sweetheart’s plea and
anxious to know his son, Albert receives the boy into his home. This does not entirely
meet with the approval of Albert’s current flame, I1sa Von Ilsen. In fact, so outraged
is she that when Amalia and her son arrive, she flees to the Bavarian mountains. T'wo
weeks pass. Ilsa returns. She has determined that she herself will teach Robert those
things he wishes to know. Being immature and susceptible, the boy is a willing sub-
ject, and is soon in the throes of a violent puppy love for the older woman. Where-
upon she confesses to him that his father is her lover. Disgusted and disillusioned,
Robert leaves the house with his mother and Ilsa once again is in full command of
Albert’s heart and home.

Captain Applejack. Walter Hackett (American). Farce-comedy. 3 acts. 1925.
Ambrose Applejohn, a young English squire, tires of his sedentary life in Corn-
wall, decides to go in search of adventure, and puts his house up for sale. A few nights
later some people call and Ambrose believes them to be prospective buyers. They are
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crooks in search of a treasure supposed to be hidden in the house. Upon learning this
the squire decides to sit up all night on guard but falls asleep and dreams himself his
piratical ancestor. When he wakes he beats off the crooks and at the same time real-
izes he is in love with a girl who has been living in the house 2ll the time.

Captain Brassbound’s Conversion. George Bernard Shaw (English). Com-
edy. 1899.

Shaw wrote this as a vehicle for Ellen Terry, who played Lady Cicely Wayn-
flete, and this may account for the fact that it is less seriously satirical than most of
his works and is mainly concerned with portraying a heroine of charm and gracious-
ness, woman incarnate and delightfully so. James Carew, whom Miss Terry married,
acted Captain Brassbound on tour with the star. Grace George is one of the American
actresses who have revived the play.

In Morocco, Captain Brassbound, a dangerous brigand, conducts parties from the
port, Mogador, to the interior, by arrangement with an Arab sheikh. Brassbound’s
crew consists of wastrels and ragged cutthroats. To the country there come Sir
Howard Hallam, English judge, and his sister-in-law, Lady Cicely Waynflete. The
latter, curious and also courageous, decides they must ascend the Atlas mountains.
The clergyman of Mogador arranges for Brassbound to lead the expedition, which
pleases the freebooter no end, since he has an old score to settle with Hallam. For the
judge is the desperado’s uncle, and it was through him that Brassbound’s half-mad
mother was sent to prison. Therefore the pirate ponders selling his uncle into cap-
tivity. Whereupon Cecily intervenes. A rare charmer, with the power to twist sheikhs
and nobles alike around her little finger, she soon has Brassbound so smitten with her
that he is willing to forego his revenge. When word comes from the captain that the
pirate and his confederates are to be sent down to the coast in chains, Cecily repays
her debt to Brassbound by conducting the prosecution herself.

Acting as both witness and advocate, she procures his acquittal. Having com-
pletely converted the bandit from his evil ways and left him without an occupation, it
would seem as if the least the lady could do would be to marry him. But just as she
grows worried lest she have to consent to this course, Brassbound is summoned to join
his ship and reverts to his villainous ways. Much relieved, the lady murmurs, “What
an escape!”

Captive, The. Edouard Bourdet (French). Tragedy. 3 acts. 1926.

Seeks to exploit disharmonies due to homosexual love. Represents the heroine
struggling against a force too strong for her. She has conceived for another woman a
passion which renders her indifferent to the advances of a male lover. Yet she would
keep this lover as a screen to hide her real reason for remaining in Paris against the
wishes of her father, a diplomat desirous of taking her to Rome. At first, Jacques
accepts her suggestion that he merely pose as her fiance. Then, in the hope of driving
out a morbid passion by one perfectly natural, he marries her. But, although the pair
spend a year in travel, Irene returns as mad over her friend as ever, and Jacques is
forced to recognize the wisdom of the warning given him earlier by a friend who had
suffered with a wife similarly infatuated, -
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Capus, Alfred (1858-1922). French author. Born at Aix-en-Provence, he came
to Paris from the South in order to enter the ranks of the journalists. Eventually he
won fame as editor of Figaro, author of several novels, and member of the French
Academy. In his plays, he is an ironic realist, and most of them are also devoted to
drawing the new type of self-dependent heroine, philosophic in facing misfortune.

His plays include: Brignol and His Daughter, 1894 ; Rosine, 1897 ; The Little
Minzxes, 1897 ; Bourgeois Marriage, 1898 ; The Husbands of Leontine, 1900 : Money
or Your Life, 1900; The Little Functionary, 1901; Luck, 1901; The Two Schools,
1902; The Chatelaine, 1902; The Adversary, 1903 ; Monsieur Piegois, 1905; The
Passersby, 1906 ; The W ounded Bird, 1908; The Two Men, 1908 ; An Angel, 1909 ;
The Adventurer, 1910; The Favorites, 1911; Helene Ardouin, 1913; The Beauty
Institute, 1913.

Carbon arc. Type of lighting instrument; a clear strong blue white light is ob-
tained by the electric arc between two carbons; although outmoded by the incan-
descent lamp it still is used for long throw projection.

Cardinal, The. James Shirley (English). Tragedy. 1641.

The Cardinal, urged by ambition, designs that the Duchess Rosaura, the widowed
daughter-in-law of the king of Navarre, shall marry his nephew, Columbo. She is
betrothed to Colomba, but he leaves soon after to go to war. While he is away, she
becomes betrothed to Alvarez, whom she loves. Colombo returns home unexpectedly
and kills Alvarez on his wedding night. The Duchess to be revenged has the treacher-
ous Hernando kill Colombo. The Cardinal, suspecting the complicity of the Duchess,
plans to ravish and kill her. Hernando, however, kills the Cardinal, but not before
the latter, by a trick, poisons the Duchess. Hernando takes his own life.

Careless Husband, The. Colley Cibber (English). Comedy. 5 acts. 1715.

Sir Charles Easy, who neglects his wife, becomes contrite when he discovers that
her gentle treatment of him is due not to ignorance of his infidelity, but to her virtue
and sense of duty.

Carey, Henry (1690-1743). English dramatist and musician. Said to have been
an illegitimate son of George Savile, Marquis of Halifax, he wrote the words, and
often the music, of many burlesques produced on the London stage between 1715 and
1737. Best known as the author of the ballad, Sally in Our Alley. He was credited,
without much authority, with the authorship of God Save the King. He was the great-
grandfather of Edmund Kean. He died probably by suicide.

Carolina Art Association. See Dock Street Theatre.

Carolina Playmakers. In 1910 Professor Frederick H. Koch founded the
Dakota Playmakers at the University of North Dakota. In 1918 he was attracted
by the promise of the field of mountaineer life and began his work as professor of
dramatic literature at the University of North Carolina at Chapel Hill. Here he
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has developed something unique in playmaking. His students are concerned with the
material around them, drawn from a civilization that has remained homogeneous.
How much influence upon playwrights the success of the Carolina Playmakers has
had it is difficult to estimate, but it is a fact that a real regional drama has been
built up. Koch frequently lectures at other universities.

Carr, Joseph William Comyns (1849-1916). British author. Born in London
he became an art critic, helped to found the New Gallery, and was first editor of the
Englisk Illustrated Magazine. He dramatized Thomas Hardy’s Far from the
Madding Crowd, 1882; wrote a blank verse play called King Arthur, in which
Irving, Forbes-Robertson, and Ellen Terry appeared; and later was the author of
several plays which Beerbohm Tree produced.

Carriage trade. A term which dates from the latter half of the 19th century
when the socially élite of the town came to the theatre in their carriages. Now used
to describe well-to-do audiences in New York and other cities.

Carroll, Earl (1892- ). American producer. Born in Pittsburgh, Pennsylvania.
Enlisted in the aviation corps in the First World War and was kept in the United
States to teach aviators. Visited native theatres in the Orient after the war, estab-
lished a flying-school in China, then returned to Pittsburgh to write plays. Wrote
lyrics and music for So Long, Letty, Canary Cottage; author of The Love Mill,
Flora Bella, The Lady of the Lamp, Bavu. For several seasons since 1923, produced
Earl Carroll Vanities, many of which he wrote and composed.

Carroll, Paul Vincent (1900- ). British dramatist. He was born on the out-
skirts of Dundalk, County Lough, Ireland. His father, a country schoolteacher,
saw personally to his son’s early education. At the age of fourteen, young Carroll
departed for Dublin to enter training as a teacher. There he found the Abbey
Theatre and became interested in the stage. Since 1921 has taught in a boys’ school.
His first play, The Waiched Pot was produced in 1931. In 1932 he and Teresa
Deevey shared an Abbey prize with Things That Are Caesar’s, and in 1934 he
wrote Shadow and Substance. Eddie Dowling produced it in New York City in
1938. This was followed in 1939 by The W hite Steed.

Cars of Thespis. Name of present-day touring companies in Italy which give
open-air performances of plays and operas.

~ Carter, Mrs. Leslie (1862-1937). American actress. Born in Lexington, Ken-
tucky; debut at the Broadway in New York in 1890 in The Ugly Duckling.
On tour until 1893; then after two years’ study appeared as Maryland Calvert
in The Heart of Maryland at Washington. After three years in this role she made
her London first appearance at the Adelphi Theatre in 1898, in the same play.
A highly successful career. under David Belasco’s management, during which she
scored in Zaza, Du Barry and A4drea, was terminated by a financial disagreement
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at the time of her marriage to W. L. Payne in 1906. For six years under her own
management, and for four years under David Cort’s, she played in New York and
on tour in her tried vehicles, as well as in new plays. She made a London vaudeville
appearance in 1917, then retired until 1921, when she returned to New York
as Lady Catherine in The Circle; between 1923 and 1934 she played in old and
new plays, including Stella Dallas and The Shanghai Gesture, and in her seventies
played in a film The Vanishing Pioneer, a Western picture.

Carton, Richard Claude (Richard Claude Critchett) (1856-1928). English
dramatist. Best known as a writer of farcical comedies.

The son of a surgeon, he became an actor, taking the name of Carton. His name
is always associated with that of his wife, Katherine Compton (1853-1928), known
tc the public as Miss Compton, for whom he wrote his best plays and who was
distinguished by her sonorous voice and her comic caricatures of the imperturbable
aristocrat. Best known of Carton’s plays are: Lady Huntworth’s Experiment, long
a favorite with amateurs; Mr. Preedy and the Countess; and Lord and Lady Algy.

Cartwright, George (17th century). English dramatist. Cartwright’s one im-
portant work was The Heroic Lover, 1661, an heroic tragedy of the type of which
Dryden was a later and greater exponent.

Case. Scene-buildings of the theatre of Renaissance Italy, corresponding to the
medieval mansions.

Case Is Altered, The. Ben Jonson (English). Comedy. 1609.

Count Ferneze, who has lost an infant son, Camillo, when Vicenza was cap-
tured by the French General Chamont, sees his elder son, Paulo, go off to the wars
against the same Chamont. Paulo is taken prisoner, but Maximilian, Ferneze’s
general, brings back Chamont captive and with him a friend, Gasper. Ferneze
arranges for an exchange of prisoners—Paulo for Gasper—but Chamont learns of
it, impersonates Gasper and so escapes. Chamont returns with Paulo. Then it is dis-
covered that Gasper is Ferneze’s lost son, Camillo.

Cassilis Engagement, The. St. John Hankin (English). Comedy. 4 acts. 1907.

After spending a week-end with his fiancee and her mother, Geoffrey Cassilis
breaks off his engagement, convinced that marriage would be a failure. The week-end
visit was arranged by Geoffrey’s mother.

Cast. (1) Noun: the dramatis personae of a play; the group of actors selected
to portray the dramatis personae. (2) Verb: to employ actors according to their
suitability for respective roles.

Caste. Thomas William Robertson (English). Drama. 1867.
Esther Eccles, a ballet girl, marries The Honorable George D’Alroy. She re-
ceives a report that her husband has been killed in battle, but soon discovers the
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report is false. D’Alroy returns to England to rescue his wife and child from poverty
and social snobbery.

This play is important because Robertson strives to introduce serious thought and
actual living types into the theatre. His methods of looking at life and the naturalism
of his stage conversation make him a forerunner of modern drama.

Castelvetro, Lodovico (1505-1571). An Italian litterateur. He was born in
Modena of an old and noble family. He was educated in Bologna, Ferrara, Padua
and Siena, taking a degree in law at the latter’s university in deference to his
father. He finally felt obliged to leave the legal profession and he returned in ill
health to Modena where he took up literary pursuits. A literary quarrel begun by
his criticism of the poet Caro resulted in his exile. For several years he travelled from
place to place—Lyons, Geneva, Vienna, finally Chiavenna, where he died. He was
well-known as a translator of Aristotle’s Poetics, and his commentary thereon forms
his contribution to dramatic theory.

Caster. Rubber-tired ball bearing wheel and support not less than 4 inches in
diameter used for shifting scenery. Two types: (1) swivel, turns in all directions;
(2) stationary, moves back and forth. These casters are permanently attached to
the pieces of scenery that are to be moved.

See Scenery.

CASTING
BY A. AND S. LYONS

1. An actor enters a casting office and obtains admittance; either by being told to
write to the casting director for an appointment; by having an appointment made at
that time by a secretary, or by chance by being seen at once. When the actor has his
appointment he is interviewed in the following manner:

He fills out a card with his name, address, telephone number, date of his registra-
tion. The actor is then asked what he has done in the theatre, in New York or outside *
of New York. The name of the play and the specific part the actor played is recorded
whenever possible; and sometimes the name of the star of the play is put down in
conjunction as an indication of the type of company with which the actor has worked.
1 the actor lists out-of-town experience, he is usually asked what parts and in what
play.

“If the actor has done radio, this experience is usually noted. If he has any par-
ticular attributes; such as a trained voice, ability to play the piano or various musical
instruments, ability to dance or, what is more important, a command of any foreign
language or various dialects these are noted. There is also a space on the card in which
the height, weight, general appearance, i.e., brown hair, etc., is recorded.

Then, if possible, a note is made which will recall the actor to mind by saying
“reminds of . . .” (usually some actor who is well-known). Some notation is made
also of the quality of his voice, speech and also general appearance. In some cases the
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actor is asked his age, in other cases the age is written down as a range of ages which
he could possibly play.

Frequently he is catalogued also as being juvenile, character, juvenile leads,
second or character, as the case may be.

2. A dramatic or legitimate actor is usually not auditioned. In some rare cases,
where it seems that the particular actor would be possible for a most important part,
he may be asked to come in late one afternoon and read—usually a scene of his own
preference. Normally, the musical or musical-comedy actor is given an audition as
soon as possible; if a singer, usually by recording or by direct audition.

3. An actor’s fitness in the sense of ability in the theatre is usually judged in
various ways. First, by the past record of parts that he has played and the type of
company in which he has played. Secondly, by the impression that one gets of the
actor’s authority, warmth, self-confidence or general personality. This second point
is rather important, especially in the case of the unknown actor, the actor who has
done nothing on Broadway and who has never been seen in so far as this particular
agent is concerned.

4. From the standpoint of physical appearance, an actor is rated first in a general
classification, i.e., juvenile, character juvenile, lead, second or character. As a sub-
heading to this, he may be classified as good for professional types—lawyers, doctors,
judges—or as rural types, small-town bankers, etc.; or as specifically a lady, a gentle-
man, a mug, a tart, a laborer, etc.

(b) Actors are usually not rated according to their experience. There is no
method of scoring or rating them except that some are recognized as thoroughly
established, promising young people, or absolutely newcomers.

5. (a) Training in the dramatic school can be of importance to the actor as far
as matters of voice, diction and posture are concerned.

(b) Summer stock usually affords a better method of training for the actor be-
cause today summer stock has become completely commercial, usually professional
and the actor does have the opportunity of actual performances and working under
professional methods.

(c) Amateur performances, unless seen by the agent, are not of particular value.

(d) Stock companies, other than summer stock, usually afford the same value
as summer stock. In cases where the actor has worked with organizations like the
Cleveland Playhouse, Pasadena Playhouse, Goodman Theatre of Dallas Little
Theatre are referred to as stock companies, a definite notation is made, for these
specific companies have developed to such an extent that the actor who is associated
with them for a period of time usually has a better training than the average.

(e) Professional appearances outside of New York are usually only of value in
that the actor has had that experience under professional conditions and also, usually
from the parts played, give a more complete idea of the sort of role for which he is
right.

6. There is no preliminary examination or reading of lines given in the office.

7. If an actor has registered, he is placed on the active file and on an active list
which is consulted each and every time that there is a call for an actor for a specific
part. If that actor seems right in quality and in age, range and specific physical re-
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quirements, he is called back into the office and the agent tries to make a comparison
of the parts the actor has played with the current specific requirement, i.e., if the
agent has seen him in a similar part or in a part that has the same sort of quality, it is
much easier to point to that performance as a selling point to the producer.

8. The casting agent either (1) calls the producer, playwright or director, or
(2) is called by one of the above regarding a definite play. The agent invariably asks
to read the play so that he may have a definite idea of the various characters and, after
reading, talks with the producer, playwright or director to get their various specific
ideas about definite qualities desired in the various characters. The agent then compiles
a list of possibilities, picking five or six different actors for each of the desired char-
acters in the play. Then the agent calls either the producer, playwright or director
and makes known his various selections. At that point the actor is sent to see the
producer at which time he is told he is a definite possibility to read or is discarded.

9. Personality is definitely an important factor as far as the actor is concerned but
this point is completely a matter of the reaction on the part of the specific agent. The
word personality is more encompassing here than in its usual use, for in this case a
matter of authority, ability, warmth and what the actor possesses also enter into the
person’s natural physical abilities.

Casting, amateur. The director of amateur productions must assume most of
the burdens of presenting a play. He is dealing with people who are volunteering
their services and who frequently gain admission to the cast because their father,
mother or someone is 2 member of the church council or the school board. Usually
these handicaps are somewhat offset by natural enthusiasm. Everyone loves to be in a
play, and the moment that the school or the amateur dramatic club sends out a call
the whole community get excited.

Taking then into consideration, all the social, political and personal issues that
always arise in this form of entertainment, the director starts out by preparing him-
self thoroughly for the task before him. He should read play catalogs and strive, above
all things, to get pieces in which the honors are equally important. This is the best
advice obtainable, because it means that no amateur will be required to carry the
burden of the show in a star role. Plays with star roles should be avoided, established
classics that are intricate in plot and character development should also be avoided.
Comedy and farce comedy are usually safe mediums for the display of amateur talent.

Having made his play selection, the director should familiarize himself with the
various roles, and then call for a tryout. Informally, then, without letting the people
know his purpose, he should talk to one person and then another, striving to see how
they measure up to the impressions he has of the various characters in the play.

Next he should ask these people, in turn, to get up and speak off something they
know or to read a scene from the play. Sometimes a director can get an excellent idea
of an amateur’s ability by asking him to improvise a scene. T'wo players, for instance,
can be told a little story and then told to act out the story, using the proper move-
ments to indicate a state of feeling, and words that put over the idea. An extempora-
neous test of this sort will reveal almost instantly, nativé ability, elasticity of spirit
and above all, the player s power to project his personality before a crowd of
onlookers.
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Final selections should be made in regard to the suitability of the player from the
standpoint of culture, feeling, personal taste in dress and bearing, deportment and
memory.

Before giving out the parts, it’s a good thing to have the various players copy
the part and report to rehearsal merely to read them. This method makes them
unconscious, at first, of the fact that the director is observing them and permits the
director to change characters without offending anyone. To be demoted in a reading
doesn’t hurt peoples’ feelings, but giving up a memorized role causes humiliation.

When the parts are all assigned and the play learned, the director should insist on
repetition. He can do marvels in giving a play a professional effect, by rehearsing big
scenes and difficult bits, over and over, while the players are sitting down, standing
up, and then actually going through the business of the scene.

Big parts should not be given to people who are tone deaf. At the very beginning,
the players should be given a conception of the part as the director sees it. Every
player should be made to believe that he is contributory to the whole story; that the
effect of his character continues even after he leaves the stage. Exits and entrances
should be polished so that they are swift and imperceptible. Repeat and repeat; and
soon an amatur show will seem professional.

Casting agent. A go-between for both actor and producer who serves to
procure engagements for actors and to supply performers for producers. Because
his rate was usually 10 per cent of the salary, he came to be known as a “10 per
center.”

Castle Garden Theatre. A playhouse that was among New York’s earliest
theatres; originally a fort, it was circular in form; enjoyed great popularity when
first opened as a theatre in 1845. Jenny Lind made her American debut here; now
used as the Aquarium in Battery Park.

Castle of Perseverance, The. Author unknown. (English). Morality play.

A, W Pollard, in his English Miracle Plays, Moralities and Interludes says of
this, it is “the most prxmmve morality play we possess in date and type—" it “gives
the spiritual history of the microcosm, Man, from his birth to his individual doom.”"

This is a play in rthyme, with thirteen line stanzas and is considered to have been
written not later than 1425.

Castro, Guillén de (1569-1631). Spanish dramatist. A dramatist, native of
Valencia, who had a career both in the army and in politics. He imitated his friend,
Lope de Vega, in several comedias, but his principal contribution to the Spanish
theatre of the Golden Age is the fact that he was the first dramatist to dramatize
the Cid legend.

Principal works: Las mocedades del Cid ('The Youthful Adventures of E1Cid);
Las Hazanas del Cid (The Exploits of E1 Cid). His plays, written in the old
romantic style achieved enormous popularity. These two plays are based on the old
Cid ballads. The first-named presents a dramatic conflict between love and honor
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and was the basis of Corneille’s famous drama Le Cid which was the French author’s
first masterpiece.

Castrum. Name of a certain scene building, or mansion, of the medieval stage,

meaning, literally, “castle.”
See also Mansions.

Cathleen ni Houlihan. William Butler Yeats (Irish). Poetic drama. 1 act.
1892.

First produced as The Countess Cathleen in 1892, it is one of the two plays
with which the Irish Literary Theatre started on its course. It treats of Ireland
in old times, at a period of famine, when the people sell their souls to the demons
for food. It revolves about the figure of a noble woman who is ready to sell her
soul for the people.

Catholic Theatre Movement, The. Organized in 1932 to censor the theatre
for Catholics, and discipline it by pressure, through recommendation and boycott.
A Catholic White List is published weekly in the Catholic News, classifying plays
as (A) satisfactory; (B) partly satisfactory; and (C) wholly objectionable. Ex-
amples are: (A) Victoria Regina; (B) Parnell and Winterset; (C) Boy Meets
Girl; Tobacco Road; Dead End. This organization is to the legitimate stage what
The National Legion of Decency (q.v.) is to the screen and radio.

Catiline. Ben Jonson (English). Printed 1611.

Based on the events of the year 63 B.C., when Catiline organized a conspiracy
to overthrow the existing government and to renew with the aid of Sulla’s veterans
the scenes of bloodshed which Rome had recently seen.

Cato. Joseph Addison (English). Tragedy in blank verse in 5 acts. 1713.

The scene of the play is a hall of the governor’s palace in Utica, the historical
background of Cato’s last desperate struggle against Caesar and his resolve either to
free his country or die in the attempt. The play’s success was due as much to its
eighteenth century implications as to its merits as a drama per se. Whigs and Tories
took each line personally. The Whigs cheered whenever “liberty’” was mentioned and
applauded Cato as representing Marlborough. To the Tories, on the other hand,
dictatorial Caesar resembled the oppressor, Marlborough, and was fervently booed.
Almost every poet of the day, including Pope, wrote verses about “Cato,” and the
play itself was almost as successful in a German version as in the original.

Cavea. Name given to auditorium in Roman theatre.

Cazuela. The space in Spanish theatres back of the corral, where women of the
lower class witnessed performances.

Ceiling. Canvas flat, which is flown, and rests on the edges of the upright fats.
to suggest a real ceiling. ‘
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Ceiling, book. Ceiling for interior sets built in two pieces which fold together
at the middle, book-like. The fold is parallel to the footlights. This method is used

for flying the ceiling.
See Scenery.

Ceiling plate. Back stage term. Holds fly line to ceiling piece.
See Scenery.

Ceiling, roll. A ceiling of cloth, which may be rolled for transportation or
storage.

»

Celeste, Celine (1814-1882). The first French actress to appear in America,
making_her New York debut on June 27, 1827. Scored tremendous hit in The
French Spy.

Celestina, La; or The Tragi-Comedy of Calisto and Melibea. Fernando
de Rojas (Spanish). Drama.

The oldest known edition (1499) contained sixteen acts, as did the edition of
1501. That of 1502 consists of twenty-one acts. Celestina ranks as one of the most
important dramas in Spanish literature. The double love-affairs of a master who
loves a certain lady, while his confidential servant loves the servant of his lady, the
intense realism, and several other features found in Celestina are bases of many later
Spanish comedias.

Cenci, The. Percy Bysshe Shelley (English). Tragedy. 5 acts. 1819.

Count Francesco Cenci, head of one of the noblest and richest families in Rome,
conceives an implacable hatred against all of his children, except his daughter,
Beatrice for whom he has an incestuous passion. Beatrice plots with her step-mother,
Lucretia, and her brother, Bernardo, to murder the Count, and it is done by two
hired assassins. The Cenci are arrested and sentenced to death. In spite of general
sympathy for them, they are executed by order of the Pope. These events in 1599
are the subject of the play. It is essentially of the library rather than the theatre.
The single important play of the English theatre between Sheridan and Pinero, it
bridges a century of British drama and is a strong expression of the romantic
idealism of the time.

Censorship. In the U. S. there is legal censorship of motion pictures, but
not of plays. However there are laws regarding obscenity that must be observed.
There are strict penalties involved which apply to all those engaged in the play
and its production, and the theatre license. In various localities there are organiza-
tions like the New York Society for Suppression of Vice, The Catholic Theatre
Movement, The Watch and Ward Society, church and civic organizations that keep
an unofficial but watchful eye on the theatre. Anthony Comstock and John S. Sumner
have been leaders in this activity. On the other hand, the theatre has been watchful
of its freedom and is prompt to defend it and attack any censorship or quasi-
censorship laws.
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In England there is absolute censorship and every play that charges admission
or is performed in a place where liquor is sold must be first passed on by the Lord
Chamberlain, the official censor. This control of the theatre goes as far back as
1545 when the official was called Master of the Revels. But Walpole’s statute of
1737 was the first statutory enactment of this control. It has continued ever since
and has acted as a retarding influence on the Theatre in England. During most of
the 19th century the theatre in England was stagnant and stale. There was no
vitality and the limitations of the censorship militated against live and new ideas.

Censorship always causes this suffocation of talent and thought and wherever
there is censorship of one kind or another the result is the same. The continental
countries have been definitely freer from it and have been rewarded by a brighter,
more adult and sophisticated drama.

See also Stage Jurisprudence.

Censorship, Puritan. Synonomously, strict. From the stern morals of Puritan
days the word puritan has come to symbolize any strait-laced influence. In 1698,
Jeremy Collier published 4 Short View of the Immorality and Profaneness of the
English Stage, which aroused great bitterness in theatre lovers. A book called The
Controversy Between the Puritans and the Stage has been written by Elbert Thomp-
son, tracing the long conflict between the bluenoses and the theatre, from the
earliest days of Plato down to the present century.

Censorship, Roman. Morals were extremely loose in the ancient Roman
theatre, more so, even, than those of the Greek devotees of the phlyakes. Licentious
plays were a commonplace and very little restraint was exerted upon them by their
producers.

Centlivre, Susannah (c. 1667-1723). English dramatist. The daughter of a
Lincolnshire farmer, named Freeman. Garrick was very popular in her play The
Wonder: A Woman Keeps a Secret, 1714. Others of her successful plays were The
Gamester; The Busy Body and The Basset Table.

In 1706 she married the chef to the royal household, Joseph Centlivre, and had
the friendship of Rowe, Farquhar and Steele.

Central figure. The hero or heroine or, otherwise, principal protagonist of a
play.

Cervantes, Saavedra Miguel de (1547-1616). Spanish author. Author of the
celebrated Don Quixote, born at Alcala de Henares. He was a soldier for a number
of years; spent almost five years in captivity by pirates at Algiers; was ransomed,
went to Constantinople, and finally returned to Spain where he married and wrote
a number of plays and novels. His theories of the drama are best expressed in

Chapter XLVTIII -of the ﬁrst‘part"o‘f Don Quixote.

Chains. Elizabeth Baker (English). Play. 4 acts. 1909.
A city clerk, oppressed by the deadly monotony and narrowness of his life,
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thinks of going to Australia, but never does. A shopgirl, oppressed by the equally
dull routine of her life, thinks of escaping it by marrying a middle-aged widower,
but never goes through with it. Both are bound by the chains of convention.

This is a play with little story, complications of incident or emotional tension.
It is considered one of the most successful of those plays which avoid the ordinary and
established conventions.

Chamberlain’s Men, Lord. See Lord Chamberlain’s Men.

Chances, The. John Fletcher (English). Play. 5 acts. 1611.

The plot is based on a novel of Cervantes, and the chances dealt with in the
play are the coincidences which bring Constantia and the Duke of Ferrara, with
whom she is eloping, into a number of complications. This work contains some of
Fletcher’s finest dialogue.

Changeling. Thomas Middleton and William Rowley (English). Tragedy.
1623.

Beatrice-Joanna, daughter of the Governor of Alicant, ordered by her father to
marry Alonso de Piracquo, has Alonso killed by de Flores, a roué. She is in love
with Alsemaro, who discovers their guilt. They are brought before the Governor,
but before he can sentence them, they commit suicide.

A sub-plot affords the title of the play: Antonio disguises himself as a crazy
changeling in order to get access to Isabella, wife of the keeper of the madhouse.

Chantecler. Edmond Rostand (French). Symbolic drama. 4 acts. 1910.

This satire on society is notable for its wit and poetry. According to the author
it is the drama of human endeavor grappling with life. Of it Rostand said: “It is
a . . . symbolic poem in which I have used animals to evoke and develop the senti-
ments, passions, and dreams of men . .. My cock is not, properly speaking, a
dramatic hero. He is a character which I have used to express my own dreams and
to make live, before my eyes, a little of myself.” The tragic climax of the play comes
when the vain Chantecler discovers he is not responsible for making the sun rise.

Coquelin, for whom the role of the cock had been created, was dead when the
play was produced and Lucien Guitry took the part.

Chapelain, Jean (1595-1674). French poet and critic. Born in Paris, he was
destined by his parents from birth for a literary career. As a friend of Racine,
Corneille, Richeliet, and Malherbe he was a welcome frequenter of the Hatel de
Rambouillet. The poem La Pucelle, on which he spent a great number of years, was
a failure and brought down upon him the venomous ridicule of Boileau. In spite of
this he was still regarded as an important critic. His contributions to dramatic theory
are to be found in his Les Sentiments de I'académie frangaise sur la tragi-comedie
du ‘Cid’ and the Sommaire d’'une poetique dramatique.

Chapin, Harold (1886-1915). Anglo-American dramatist. Born at Brooklyn,
New York, of Huguenot descent, he went to England and became known as a
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skillful playwright. He was serving with the R.A.M.C. when he was killed at the
battle of Loos, Sept. 26, 1915. He was identified with the repertory movement in
England.

His plays include: dugustus in Search of a Father; The Marriage of Columbine;
The Autocrat of the Coffee Stall; Art and Opportunity; It’s the Poor that Helps
the Poor.

Chaplin, Charles (1889- ). Anglo-American producer, actor. One of the
greatest comedians of all time. At an early age he became a member of a juvenile
troupe of actors. He played Billy the page boy in Sherlock Holmes with William
‘Gillette and afterwards was a vaudeville headliner in Great Britain and the U. S.
His film career began with Keystone in November, 1913. In 1918 he built his own
studios in Hollywood. Among his outstanding pictures are: The Kid; The Gold
Rush; The Circus; City Lights was a pantomimic comedy with synchronized music
and sound, but no dialogue. In 1936 he produced, directed, wrote, composed
music, edited and appeared in Modern Times. In his acting he has never departed
from his original character of the pathetic little tramp with the out-pointing gait
and the tiny mustache which in his philosophy epitomizes the comic spirit. He has
also steadfastly refused to take a speaking part. He is now making a cinema on
dictators; is President of the Charles Chaplin Film Corporation.

Chapman, George (c.1559-1634). Elizabethan dramatist. He lived in the period
that produced the artistic genius of Shakespeare, Dekker, Jonson. He was one of
the most capable dramatists of his time, a trifle rough on occasion, but with a fund
of humor. He was more adept with comedy than tragedy, for he lacked subtlety in
the latter. He wrote in collaboration with his contemporaries as well as alone.

Among his works are: The Blinde Beggar of Alexandria; The Gentleman
Usher; Bussy &’ Ambois; The Conspiracie and Tragedie of Charles, Duke of Byron;
Eastward Hoe (on which he collaborated with Jonson and Marston).

Chapman, William, Sr. Organizer of the Chapman family floating theatre,
1829, one of the earliest Mississippi showboats.

Character actors. Those players who interpret roles older or younger than
themselves, or a nationality foreign to their own, necessitating changes in manner
of speaking, voice, habit, walk, etc.

Characterization. (1) by dramatist: the delineation of a role in the script of
a play; (2) by actor: the portrayal of a role onstage.

Charles IT of England (1630-1685). Lacy was his favorite actor and Nell
Gwyn one of his favorite actresses. He became literally the patron of the contem-
porary theatre, issuing grants, or patents, to the two major companies, D’Avenant’s
and Killigrew’s. His taste, deriving from his years in exile, favored the artificial
French drama and rejected the English drama; especially the work of Shakespeare;
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and as he was patron, or more properly dictator, of the theatre, his taste was the
deciding factor in the choice of material. Playwrights wrote primarily to please him.
His predominant demand or interest was entertainment.

Charley’s Aunt. Brandon Thomas (English). Comedy. 3 acts. 1892.

When Charley’s aunt does not arrive from Brazil, Fancourt Bobberly imper-
sonates her and chaperones Charles Wykeham, Jack Chesney, and their sweethearts
at a luncheon and tete-a-tete in Charles’ rooms at Oxford. Charley’s aunt, who is
reputed to have money, is courted ardently by the Oxford solicitor.

Chastelard. Algernon Charles Swinburne (English). Tragedy. 5 acts. 1865.

The first of three romantic dramas by Swinburne on the subject of Mary Queen
of Scots, of which Bothwell, A Tragedy (1874), and Mary Stuart (1881) are the
others,

Deals with Chastelard, 2 grandson of Bayard, and Mary Queen of Scots.
Chastelard, madly in love with Mary, follows her to Scotland, where he is dis-
covered in her room and sentenced to death.

Chatrian, Alexandre (1816-1890). French dramatist. Was the inseparable
collaborator of Emile Erckmann, with whom he wrote countless plays and operas.
The collaboration began in 1847, its first notable dramatic success being L’Illustre
docteur Matheus in 1859. The two men were strongly opposed to militarism and
imperialism, for which reason their l’ami Fritz was denounced as anti-patriotic. It
scored a great success. Le Juif Polonais, one of the best known Erckmann-Chatrian
plays has been seen in this country under the title of The Bells.

See also Erckmann, Emile.

Chatterton. Alfred Victor Vigny (French). Biographical Drama. 3 acts. 1835.

Chatterton who wrote history and poetry which he sold as old masterpieces was
finally exposed as a fraud; and, poverty stricken, killed himself at the age of
seventeen. '

Chekhov, Anton Pavlovich (1860-1904). Russian author. Generally regarded
as the greatest Russian dramatist. He contributed largely to the success of the
Moscow Art Theatre and was its leading creative genius.

Born at Taganrog in South Russia, Chekhov grew up in humble circumstances.
His father was a grocer, and his grandfather had been a serf. After study at a
church school, diversified by work in the paternal shop and summers at an estate in
the country, where his grandfather was a supervisor, Chekhov entered the medical
departmcnt of the University of Moscow, from which he received his degree in
1884. Two years later appeared his first volume of stories, a collection which dis-

" closes the influence upon him of the Frenclt. His health was early impaired, however,
and he was forced to move to the South. His fiction grew somber, and he began to
dally with the drama, which hitherto he had regarded with contempt, having said,
“The novel is a lawful wife, but the stage is a noisy, flashy and insolent mistress.”
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Although Ivanov and The Sea Gull were accorded 2 welcome by the public, their
widest recognition came only when set forth by the Moscow Art Theatre, an
organization which could understand the author’s purposes and give these plays
artistic being. The wings of the sea gull, in honor of Chekhov, were taken as the
symbol of that theatre.

Threatened with tuberculosis during the latter years of his life, he lived mainly
in the Crimea or abroad. He married an actress, Olga Knipper, in 1901 ; became
a fellow of the Academy of Science in 1900, but resigned as a protest against the
cancellation of Gorky’s election; and died at Baden-Weiler, South Germany,
July 2, 1904.

John Mason Brown says of Chekhov: “His method is an incomparably happy
one for realism. It gives more than truth. It is the quintessence of truth.”

Best known of his plays are: On the High Road, 1884 ; Ivanov, 1887; The Bear,
1888 ; The Tragedian in Spite of Himself, 1888; That Worthless Fellow Platonov,
1889; The Swan Song, 1889; The Proposal, 1889; The Wood Demon, 1889;
The Sea Gull, 1896; Uncle Vanya, 1897; The Three Sisters, 1900; The Jubilee,
1903 ; The Wedding, 1903 ; The Cherry Orchard, 1904.

Ch’eng Yen-ch’iu. Contemporary Chinese actor. Second to Mei Lan-fang in
female roles. His sweetly melancholy singing voice, expression, gait and sober
costuming conjure up a wistful, demure and correct atmosphere in a Victorian sense.
His superb singing is characterized by a smooth flowing voice (he is rarely shrill).
His singing style, as well as his ideas about orchestra and scenery, were possibly
. influenced by an extensive European tour.

Cherry Orchard, The. Anton Chekhov (Russian). Tragedy. 4 acts. Produced
in 1904, the year Chekhov died, by the Moscow Art Theatre.

A play about the passing of the old order in Russia, and the triumph of industrial
civilization over pastoral tradition.

Facing eviction and the auction of their estates, the Ranevskys, Russian aristocrats,
can do nothing but cling to the past and hope for a miracle. As the curtain falls, they
hear the ring of axes chopping the cherry trees, and learn that their land has been sold
to a peasant who formerly worked on the Ranevsky estate. .

Cherry Sisters. American actresses. Oscar Hammerstein presented Jessie, Addie,
Lizzie, and Effie Cherry to Broadway in 1896; the four sisters won “reverse fame”
through audience hooting and howling. Jessie, the youngest, was seventeen; Effie,
the oldest, twenty-two. Their work in Gypsy’s Warning; The Modern Young Man;
and A mericy, Cuby, and Spain, brought them a thousand dollars a week. Dramatic
critics could not agree “whether they were doing their misguided and dreadful
best, or capitalizing on a rare ability to fool the most sophisticated audience.” The
sisters denied newspaper reports that they played behind protective wire netting.
After Jessie’s death in 1903, during a Southern tour, her three sisters retired to
their farm at Cedar Rapids, Iowa,
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Chester Cycle. A series of mystery plays in England in the 14th century
written in French or Latin and only after 1350 in English, and performed in the
town of Chester.

Chettle, Henry (?-1607). English dramatist. He edited Robert Greene’s
Groat’s-Worth of Wit in 1592 and wrote thirteen plays, only one of which, The
Tragedy of Hoffman, or, Revenge for a Father, is extant. His satirical pamphlet
King Heart’s Dream, 1592, is notable for its apology to Shakespeare; and his
Englande’s Mourning Garment, 1603, for its references to contemporary poets.

“Chew the scenery.” A popular term, meaning to rant and rave onstage.

Chief and state plays. The name given the type of 18th century German drama
in which the hero went through a series of adventures in absurd changes of scenes
and with great bombast. These plays were popular, numerous and in the repertoire
of all 18th century drama in Germany.

Chikamatsu Monzayemon (1653?-1724). Japanese dramatist. The greatest
dramatic genius of Japan and considered the Shakespeare of his country by some
Japanese critics. Recognized as the founder of the Kabuki Shibai, or popular theatre.
Little is known of his life. Born of a Samurai family of the name of Sugimori at
Hagi, on the west coast of Japan; nothing is known of his parents. Studied for
the priesthood at Chikamatsu Temple in Karatsu, from which he derived his pen-
name. He left the priesthood in 1677 and turned his attention to writing for the
Kabuki theatre. From 1699 on he wrote for the Joruri and Ayatsuri stage in Osaka,
giving these forms their highest development. His plays were produced in the
Takemoto-Za, Takemoto Gidayu’s famous Osaka theatre. Chikamatsu wielded
enormous power as playwright, at one time saving the T'akemoto-Za from bankruptcy
and at another influencing thousands of couples to commit double suicide for love,
which theme he had invented in one of his plays. He wrote over fifty plays and is
credited with as many more—all fully as long as Shakespeare’s and containing three
to five acts. His most famous plays are The Battles of Kokusinya and Chiushingura.

(See Story of the Forty-Seven Ronins, The.)

Child Company, Chinese. A company formed by a group of Shanghai children
orphaned by the present Sino-Japanese War. At first they were strolling singers of
patriotic songs who sang to the inmates of various refugee camps. They soon at-
tracted the attention of playwrights and directors and, after a short theatrical training
period, were acting out a repertory of war-time propaganda plays such as, Arrest the
Traitors, Japanese Moustache, Aid Our Mobile Units and On the Firing Line. Since
then, they have been giving their brave little performances in many cities and villages
in Central China.

Children in the theatre. There were numerous acting companies of children
in England under the reigns of Elizabeth and James I. Among the most famous
were the children of the Chapel at Blackfriars (1597-1603), Children of Revels to
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the Queen at Blackfriars (1604-1608). Children of King’s Revels at Whitefriars
(1603-1609) and Children to the Queen at Whitefriars (1610-1613).

Two hundred years later found a revival of this interest in children playing,
particularly adult parts. The most famous was Master Betty (see also William
Henry West Betty) who between 1804 and 1811 played Hamlet, Douglas, Romeo,
Richard III in adult companies. Master Burke (The Irish Roscius), John Howard
Payne and Miss Leesugg were others.

Toward the end of the 19th century came the children’s companies which played
Gilbert and Sullivan operettas. Julia Marlowe made her debut in one of them.
Since then children have played themselves on stage and screen. Noted among them
have been Shirley Temple, Peter Holden, Freddie Bartholomew, Jackie Coogan,
Lillian and Dorothy Gish.

Children of the Chapel Royal. A group of boy-actors, drawn from the choris-
ters of the Royal Chapel, who presented plays at court and at Blackfriars Theatre.
Their principal directors were Richard Edwards and Richard Farrant. The court
drama developed by them differed from the professional drama in superior refine-
ment of plot and language and more elaborate stage effects. John Lyly wrote
for them until 1584, when they were suppressed. They reappeared in 1600 as strong
rivals of the professional companies, and performed successfully in plays by George
Chapman and Ben Jonson at Blackfriars. The popularity of this troupe and Paul’s
Boys forced Shakespeare’s company to close the Globe for a time, a fact to which the
dramatist alludes in Hamlet when Rosenkrantz speaks of “an aerie of little children,
little eyases,” as being responsible for the players’ visit to the court of Denmark.

Children of the Sun, The. Maxim Gorki (Russian). Drama. 5 acts. 1904.

The story of a wife who becomes unhappy because her husband grows too
absorbed in his professional researches as a physician. She endeavors to provoke his
interest by returning the attentions of a painter. The physician has aroused the
admiration of a wealthy woman who offers to endow his laboratory if he will but
leave his wife. In the end, he refuses this offer and responds to his wife’s real love

for him.

Children’s Hour, The. Lillian Hellman (American). Drama. 3 acts. 1934.

A psychological study of the havoc a lie can create. Its fourteen-year-old pro-
tagonist is probably as perverse, pitiless, precocious a villainess as has ever appeared on
a stage. The story was considered so shocking that, when filmed as These Three, it
was considerably changed so as not to offend the sensitive.

Mary Tilford is a spoiled, thoroughly unpleasant child who uses her native in-
telligence to obtain her own selfish ends. She is a pupil at the school run by Karen
Wright and Martha Dobie, two sympathetic young women of about thirty. Angry
because Karen has penalized her for tardiness, Mary fakes a heart attack so as to
escape punishment. Dr. Joe Cardin, Karen’s fiancé, assures them she is all right,
angering Mary the more. And-when insult is added to injury by the directress’ order
that Mary change roommates, since she has had an unhealthy influence on her present
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ones, she flees to the home of her grandmother, Mrs. Tilford. Her tale of persecution
does not convince the old lady, and the girl finds in an overheard conversation the
inspiration for a more forceful tale. Martha Dobie’s aunt, Lily Nortar, an elocution
teacher in the school, had been quarreling with Martha and accused her of not want-
ing Karen to marry Joe. Mary has heard this. She tells her aunt that Martha and
Karen are Lesbians, hardly knowing what she says but seeing at once that it is
effective. Mrs. Tilford immediately gets in touch with the parents of every pupil in
the school, and within a few hours the establishment is deserted. Karen and Martha
come to protest the outrage, and so confuse Mary that her grandmother is almost
convinced of her deception. Rosalie Wells, a fellow student being put up at Mirs.
Tilford’s temporarily, is asked to assert her innocence of the rumors. But Rosalie once
stole a bracelet. Mary knows this, and Rosalie fearfully repeats whatever Mary
orders so as not to be given away. Karen and Martha sue Mrs. Tilford for libel.
Lily Mortar, who would be their key witness, does not appear to testify, and they
lose their case. Alone in the world, they stay on at the empty school. Karen’s fiancé
offers to marry her, but she refuses, lest he always suspect her of that of which she
was accused. Martha suddenly confesses that she, for her part, has been guilty—not
in act but in impulse—although she never realized it herself before. She shoots herself.
Too late Mrs. Tilford arrives with the announcement that she has found the stolen
bracelet, gotten to the root of the matter and is convinced of their innocence.

. Children’s Theatre (Nashville). See Nashmlle Community Playhouse.

Chiton. A loose- ﬂowmg garment, extendlng from neck to ankles, worn in early
Greek theatre.

Chiusetti. A series of formal expressions or tags of dialogue in the commedia
dell’ arte, used when leaving the stage.

Chiushingura. See The Story of the Forty-Seven Ronins.

Choephori (The Libation Bearers). Aeschylus (Greek) The second in the
Orestes trilogy. 458 B.C. .

Clytemnestra and her lover, Achsthus have banished Orestes to Phocis to escape
his vengeance. Orestes’ sister, Electra, is left to mourn their father, Agamemnon.
Orestes returns to Argos and is commanded by Apollo to kill Aegisthus and Clytem-
nestra. Electra urges him on. Claiming hospitality as a tired stranger from Phocis,’
he gains admittance to the palace and tells Clytemnestra that Orestes is dead. When
she sends for Aegisthus that they may question him more closely, he kills them both.
Clytemnestra’s murder dooms Orestes to be pursued by the Furies. As the play closes
the Furies appear, visible only to their victim.

Choerilus of Athens (6th century, B.C.). Ancient Greek dramatist. A trage-
dian of the 6th century B.C. His numerous works, said to have rivalled those of
Aeschylus, gained him the prize on thirteen nccasmns, but not one of them has

survived. o , P
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Choregus. Term used to describe the “angel,” or financial backer, of ancient
Greek play-production. He shared in the selection of actors and chorus, paid the
salaries and was honored with the dramatist if the play was a success.

Chorus. A group of performers in the ancient Greek theatre originally employed
to intone the dithyramb in honor of Dionysos, but which later became the central
element in classic tragedy and comedy. The dithyramb comprised fifty members; but
by 487 B.C., the number was reduced to twelve, due to the convention of presenting
at one sitting four plays (three tragedies and one satyr-drama). Among the functions
of the chorus in the drama were: a sparing of the audience of every immediate sensa-
tion of physical violence, which yet might be a necessary component of the plot; the
exposition of all the details of the dramatic situation; the “purging,” as advocated
by Aristotle, of the emotions through “terror and pity.” In the works of Aeschylus
the chorus was always related to the dramatic action; in those of Sophocles, with
the number raised to fifteen, it was usually related to the dramatic action; but in
those of Euripides the presence of the chorus was deliberately obscured, as it was
here that the chorus ceased to have any connection with the dramatic action; and
subsequent dramatists banished the chorus completely. In the 3rd century B.C. the
comic chorus was reduced to seven; in the 2nd century B.C. the chorus in comedy
was numbered four and had ceased to exist in tragedy. By the era of New Comedy
the chorus no longer stood in the orchestra throughout the whole action but came
on for entertainment in the intermissions. Today the term chorus is used exclusively
for group singers or dancers, usually in grand opera, musical comedy and revues,
while the players in crowd scenes in plays are referred to as extras.

Chorus boy. Member of the body of singers and dancers in a musical produc.tion.

Chorus girl. Member of the body of singers and dancers in a musical comedy,
revue, operetta, or burlesque.

Christiansen, Arne Einar (1861- ). Danish dramatist. Writer of comedies
of manners set in a background of Copenhagen society.

He was born at Copenhagen, and after spending some years travelling, became
the director of the Royal Theatre, Copenhagen, in 1899. He was also a versatile
dramatist.

« Chronicle history. A form of drama popular in England in the 1590’s, practised
by the University Wits in such plays as Peele’s Edward I, Marlowe’s Edward II
and Greene’s James IV. Its popularity, says Allardyce Nicoll, in his British Drama,
was due to the fact that “it allowed of bustle and action, partly because it could
mingle together thoughts serious and merry, tragic and comic, and partly because
there had come over England in those years a wave of patriotic sentiment.” The
form, indeed, was exactly what its name implies, a history, told in more or less
chronological sequence, generally of the events of a particular moaarch’s reign.
Shakespeare wrote his Henry and Richard plays under the impress of its influence.
The chronicle history is sometimes referred to as “historical tragedy.”
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Chronicles. Holinshed. The principal source of all Shakespeare’s plays on English
history. The Chronicles of England, Scotland and Ireland were first published by
Raphael Holinshed in 1577; a second edition in 1587 is probably the one used by
Shakespeare.

Church Theatres. The entire history of the drama is bound up with the church.
Almost everywhere the drama began as a religious institution, and, as in Art, its
subjects were almost entirely religious: the gods and legendary heroes in the
Greek drama, Masques, Passion Plays, etc. When secular drama developed the
church took a dual role. It has always recognized the drama as an important educa-
tional medium and gradually fostered the production of plays which though non-
religious were moral. The Morality plays were a link in this development. However,
the church also was keenly aware of the license and abuse possible in the theatre
and therefor constituted itself as a guardian against violation of decency and against
the spread of ideas inimical to itself and public morals. Except for the Catholic
Theatre Movement, the church, at the present time, is rather passive in the role of
unofficial censor though churchmen constantly combat, both successfully and unsuc-
cessfully, the production of plays they consider objectionable.

The real importance of the church in the Modern Drama is in the countless
theatrical performances and pageants produced by church organizations. Play pro-
ductions (chiefly one-act plays) in which the members participate and take care of
all features are encouraged. Many denominations have their own central play and
costume bureaus which guide and assist the local congregations. The number of
participants, mostly young folk, is more than 500,000.

Cibber, Colley (1671-1757). English actor, dramatist and poet. With Better-
ton’s company at Drury Lane, 1690. His first produced play was Love’s Last Shift;
or, The Fool in Fashion (1696), in which he played a role. In 1704 he wrote,
produced and with Mrs. Oldfield appeared in The Careless Husband. George 1
made Cibber Poet Laureate in 1730. Praised by Horace Walpole, Cibber was the
subject of much ridicule, denunciation and criticism by Pope, Dr. Samuel Johnson
and Fielding. A versatile and brilliant man, he gave a good account of himself as a
business man, lawyer, critic and essayist. Goldsmith compared to Montaigne Cibber’s
An Apology for the Life of Colley Cibber, Comedian, with an Historical View of
the Stage During His Own Time.”

Cid, Le. Pierre Corneille (French). Romantic drama. 4 acts. 1636 Considered
the most famous of Corneille’s dramas.

Based on the great native folklore concerning the de, Spain’s favorite hero,
who was born about 1030 and rose to fame by his prowess in the war between
Sancho of Castile and Sancho of Navarre and in conflicts with the Moors. Having
been banished by the king of Castile, he became a soldier of fortune. His principal
achievement was the capture of Valencia from the Moors after a siege of nine months.
He died of grief at the defeat of his forces in 1099,
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Cinderella. Richard Batka (Hungarian). Drama. 3 acts. 1905.
A dream play based on the folk-lore relating to the Cinderella legend, t}]e poor
step-sister who in the end triumphs over her wicked sisters and wins the Prince.

Cinema. See Motion Pictures.

Cinthio, Hecatomithi. A collection of Italian novelle, or short novels, by
Giraldi Cinthio, published in 1565. Though not translated until after Shakespeare’s
day, they contain the sources of Measure for Measure and Othello.

Circle, The. W. Somerset Maugham (English). Comedy. 3 acts. 1921.

Lady Kitty, who had run away with Lord Porteous thirty years before, returns
with him to England to visit her son, Arnold. During their stay, Lady Elizabeth,
Arnold’s wife, repeats the family history by running away with Edward Luton,
whom she prefers to her husband.

Circus. The Latin word for “circle.” Its present significance derives from the
Circensian Games, said to have originated in the time of Romulus. These added to
the circular course of the chariot race, athletic contests and combats between men
and wild animals. Such entertainment is referred to in the “bread and circuses”
phrase of the Roman emperors. '

The circus as we know it grew out of the agricultural fairs held in England
and on the continent. The modern nomadic tent circus began with Philip Astley
in 1768. He wandered about England giving trick riding performances, with two
fifes for music, while his wife beat a drum and passed the hat. In 1770 he built the
Royal Grove—a sort of hippodrome—in Lambeth, and added three riders and two
clowns. Antoine Franconi entered the field in Paris in 1793. John Robinson’s circus
was one of the first known in this country, and is said to have been started in 1824—
but Robinson had served apprenticeship with some older circus. Adam Forepaugh
established a circus in 1861. After the Civil War circuses multiplied in America,
gradually expanding from the equestrian show with clown dialogue to a complex
multiple-unit organism combining spectacular pageantry, trick performances by
persons and animals, equestrian displays, menageries, freak shows and acrobatics.
As the number of attractions increased, the clowns had less and less dialogue, be-
coming more numerous, but almost exclusively pantomimic.

Barnum’s circus opened in 1871, absorbed the Great London Circus, Sanger’s
Royal British Menagerie and Grand International and Allied Shows in 1881, took
Bailey into partnership in 1887, toured England in 1889, set up a British show in
1899, sold out to Ringling Brothers in 1907, but continued on the road separately
until 1920. Ringling Brothers started their railroad show in 1888, bought Forepaugh-
Sells in 1906. In 1920 Ringling Brothers and Barnum and Bailey in consolidation
became the undisputed “Greatest Show on Earth”—and in the course of general
circus reorganization in 1930 gained control of the remaining independents—Sells-
Floto, Hagenbeck-Wallace, Al. G. Barnes, Charles Sparks Railroad Circus, and
Home’s Great London, The Wild West Show, a peculiarly American form originated
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in the 1890’s by Buffalo Bill Cody, reproduced the life of cowboys, pioneers, and
Indians. Now outmoded, some of its features live on in the American circus.
Famous European circuses have included the Circus Renz in Vienna, Mills
Brothers Circus in England, and Jungman’s, Hagenbeck’s, Schneider’s, and Helman’s
in Germany. For grandiose size and pretentiousness the American circus has for

decades led the world.

Circus terms. A brief glossary. 4ppleknocker, a country yokel; barker, a box-
office adjunct who harangues for a show; beetle (or frail), a woman; benders, con-
tortionists; big top, main tent; bulls, elephants, both sexes; butch (or butcher), re-
freshment vendor; cats, tigers or lions or leopards; clink, jail; clipped, without
money ; come-on, inducement to attract a crowd ; coock show, side-show with “muscle-
dancers”; cut, a share, or to share; dard, something (or someone) excellent; dick,
detective; dog joint, hot-dog (frankfurter in roll) stand or booth; double in brass,
an employee also playing in the band; go rotary, become enthusiastic ; grinder, a con-
tinuous talker outside a show; “Hey, Rube!”, the battle cry of the circus—the call
to arms; joey, a clown ; lam, depart hastily ; punk, a young animal—or an adolescent,
a term of derogation; shill, a decoy to lure customers.

City Heiress, The. Aphra Behn (English). Comedy. Printed 1682.

Sir Timothy Treat-all disinherits his Tory nephew, Tom Wilding. Wilding is
courting a city heiress, Charlot, but introduces his mistress Diana to Sir Timothy
as Charlot. Sir Timothy under the impression that Diana is Charlot, arranges to
marry her himself. Wilding further complicates his uncle’s life by disguising himself
and stealing valuable papers. Wilding, however, in the end is united with Charlot,
and Diana and Sir Timothy straighten out their lives.

City Madam, The. Philip Massinger (English). Comedy. 5 acts. 1632.

The wife and daughters of a rich merchant have grown extravagant. Sir John,
the husband and father, in order to teach them a lesson, pretends to retire to a
monastery and to hand over the management of the estate to Luke, a ruined
prodigal. After a short time Luke’s hypocrisy is exposed and Sir John’s family is
anxious to have him back home.

City Wit, The; or, The Woman Wears the Breeches. Richard Brome
(English). Comedy. 1653.

The story of Crasy of easy disposition, his wife of easy virtue, and his virago
of a mother-in-law, Mrs. Pyannet Sneakup. Crasy becomes tired of having his
family and his friends impose on his good nature and determines to get even with
them. He does so by means of disguises and the help of a faithful servant,

City Wives Confederacy, The. See Confederacy, The.

Civic Repertory Theatre. A theatre organization in New York. City founded
at the Fourteenth Street Theatre in October, 1926, by Eva Le Gallienne. Through-
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out the next seven seasons Miss Le Gallienne offered, at lowest rates (with usually
a dollar-fifty top) works of dramatists ranging from Shakespeare and Goldoni to
Chekhov, Ibsen and Benavente. Among her famous acting associates were Burgess
Meredith, Nazimova, Jacob Ben-Ami.

Civic theatre. It was Percy MacKaye who first thought of the name “civic
theatre.” In the preface of his volume The Playhouse and the Play, he speaks of
“thinking intensely for an apt and perfectly new -name by which to call the new
conception of the theatre which then filled all my thoughts—a theatre wholly divorced
from commercialism.” . . . He goes on to say: “In after years I came to wish
that I had named it “The Communal Theatre,” and I still think that would have
been a better term for its intrinsic idea.”

See also Community Theatire movement; Theatres, 20th Century American.

Civic Theatre, Fort Wayne, Indiana. Formerly the old Majestic Theatre.
Taken over by the Old Fort Players in 1933. This group was an organization
founded in 1931 to bring the theatre to the people and does noteworthy work in
modern plays, the classics and stylized sets.

Civic Theatre, Indianapolis, Indiana. Developed from the Little Theatre of
South Indianapolis which was founded in 1915. In 1925, the Civic Theatre Society
erected its own theatre, In 1937-38 its membership was 1500.

Civic Theatre, Palo Alto, California. This is the only completely municipally
subsidized community theatre in the United States, in that all expenditures are
paid for by the city by an estimated budget set up in advance. All income from the
theatre goes back towards the amount the city gives. The Community Players
was organized in 1931 by the Palo Alto Recreation Department. In 1932 a Com-
munity Playhouse, seating 428 in comfortable upholstered chairs, with a splendid
‘workshop, ample office facilities, etc., was given to the theatre. In 1934, another wing
was added, and an outdoor Patio Theatre for open air production. The whole is
‘probably unrivaled as an ideal set-up for community drama.

Claire, Ina (1892- ). American actress. Real name Ina Fagan. Born in Wash-
ington, D. C.; educated at Holy Cross Academy; made her debut on the stage in
vaudeville and made an instantaneous success for her impersonation of Sir Harry
Lauder; continued in vaudeville until 1911 when she appeared successfully in
Jumping Jupiter and The Quaker Girl. Her other plays include: The Honeymoon
Express, 1913; The Girl From Utah and The Belle of Bond Street (London),
1913-14; Lady Luxury, 1914; The Follies of 1915; The Ziegfeld Follies, 1916;
Polly With a Past, 1917 ; The Gold Diggers, 1921 ; Bluebeard’s Eighth Wife, 1922;
The Awful Truth, 1923 ; Grounds for Divorce, 1924; The Last of Mrs. Cheyney,
1925; Our Betters, 1928; Rebound, 1931; The Greeks Had a Word for It, 1931 ;
Biography, 1932-33; Ode to Liberty, 1934-35; End of Summer, 1936-37 ; Barchester
Towers, 1937. . ,
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Clamus. Outer robe worn by Greek tragic actor; long flowing robe which
was an important part of the costume.

Clandestine Marriage, The. George Colman, the elder, and David Garrick
(English). Restoration comedy. 5 acts. 1776.

The principal motif of the play is derived from Hogarth’s pictures of Marriage-
a-la-Mode.

A young couple, Fanny Sterling and Mr. Lovewell, having been secretly married,
attempt to conceal the fact from the bride’s rich father, who wants his daughter
to marry Lord Oglebay, an old and impoverished member of the nobility. A second
daughter is being married to Lord John, who is in love with Fanny. The secret
marriage is finally disclosed and Lord John, the fiance of Fanny’s sister, is released
from his engagement.

Clap-trap. Critical term meaning a trick or device to catch applause; false or
showy sentiment put into the lines of a play to make the audience clap. Also,
formerly, a mechanical clapper to use in theatres for loud applause.

Clarence. Booth Tarkington (American). Comedy. 4 acts. 1919.

Clarence was one of the millions in the First World War, who served where he
was sent, although it happened to be no farther away than Texas. As an entomolo-
gist, he found no field for his specialty in the Great War; so he was set to driving
mules. When Clarence returns to civil life, he finds a job with a wealthy family
and becomes guide, philosopher, and friend to the members of the distracted and
irresponsible family group, to their discipline and delight.

Clark, Barrett H. (1890- ). American author, editor. Born in Toronto,
Canada; educated at University of Chicago and the University of Paris. Actor and
stage manager with Mrs. Fiske, 1912-13; dramatic instructor, Chautauqua, New
York, 1909-17; literary editor, Samuel French, Ltd., 1918-36; executive director
of the Dramatists’ Play Service, New York, since 1936; member of board of
directors of the Drama League of America, 1915-26; dramatic editor, Drama
Magazine.

His books include: The Continental Drama of Today, 1914; British and Ameri-
can Drama of Today, 1915; Contemporary French Dramatists, 1915; How to
Produce dmateur Plays, 1917-25; 4 Study of the Modern Drama, 1925; Eugene
O’Neill, 1926 ; Oedipus or Pollyanna, 1927 ; Professor Clark, a Memoir, 1928, etc.
He is also the editor of the W orld’s Best Plays as well as many other volumes;
translator and editor of numerous foreign books and plays. See also Drama, théories
of ; Theatre Library Association; Dramatists” Play Service.

Class of ’29. Orrie Lashin and Milo Hastings (American). Drama. 3 acts. 1936.
This propagandist problem play was a production of the Popular Price Theatre
of the WPA Federal Theatre project.. Ken, Tippy, Ted and Martin are four
members of the class of '29, typical.representatives of that Lost Generation which
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graduated into a world which seemed to have no need of their services. Ken, an archi-
tect, has spent six heartbreaking years looking for employment. His father, a Bishop
finally buys him a job without his realizing it. When he finds out what has happened,
his newfound confidence dies and he is spiritually and morally worse off than before.
Tippy opens a business specializing in washing and walking dogs and is financially the
most successful of the four. Martin, an artist, becomes a Communist, until the
New Yorker buys one of his sketches and he decides it won’t be necessary to change
the existing order of society after all. Ted has been living, unwillingly, on the
earnings of his sweetheart. But when she finds him a position as elevator operator
and gives him a chance to support himself, he cannot bear to become a menial and
in’ despair throws himself under a subway train. The authors’ implication is that
society needs to change radically.

Claudel, Paul (1868- ). French dramatist. His writings show traces of the
influence of the Symbolists, such as Rimbaud, but ‘are more influenced by his profound
Catholicism. He held various consular and diplomatic appointments and was
ambassador at Tokyo, 1921, Washington, 1927, and Brussels, 1933.

His plays include: dramatic trilogy—L’Otage, 1911; L’Annonce faite a Marie,
(The Tidings Brought-to Mary), 1912; Le Pain dur, 1918, and Le Pére humilié,
1919.

Clean house. A sold-out performance.

Clemenceau, Georges Eugéne Benjamin (1841-1929). French statesman
and litterateur.

The French Premier of the First World War, who became known as the
Tiger of France, was a considerable writer. He founded newspapers, wrote novels,
and one play Le Voile du Bonheur, 1906.

Clercs de la basoche. A corporation in medieval France of all lawyers within
French territory and authorized to give theatrical productions in the great hall of
the Palais de Justice, in Paris. Encouraged by the success of the Confrérie de la
passion they began composing their own plays. These were the first morality plays,
the comedies of the Middle Ages.

Cleveland (Ohio) Play House, The. In 1914 the Cleveland little theatre
movement had its beginning. Those interested met in the house of the first president,
next in an empty house, then'in an attic where a temporary stage was erected, then
in a'barn, next in a ballroom. The 1916 Report says: “The Playhouse was founded
to establish an Art Theatre; to encourage native artists and native art in all its
forms; and to cultivate folk art possessed by the cosmopolitan population.” In 1938
Stage Magazine awarded to Frederic McConnell, noted director of the Play House,
its “palm” for a distinguished theatrical service of the season. William F. Mec-
Dermott’s history of The Play House says: “Without exception, everybody in
Cleveland interested in the theatre as.an-art or as adult entertainment goes to the
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Play House.” The Cleveland Play House is a repertory company of the first order
with a wide range of production and professional technique. It has its own
building with two stages and two auditoriums, under one roof, one for major
productions; the other for experimental or short-run productions. The playhouse
is open to the general public during an eight-month season of constant playing. The
production program is professionally organized with a company of thirty members.
The staff is supplemented by the employment of guest actors and by students. Among
the foremost activities of the Play House is its School of the Theatre which is
about ten years old. It also has a children’s theatre. A regular season usually includes
fourteen plays, with an average run of six or seven weeks of nightly performances
and Saturday matinees.

Click. A slang term for success, or to succeed (used in referring to either pro-
ductions or players).

Climax. The highest point in action and emotional intensity in a play, and that
toward which everything previous has “built” and after which everything declines
in suspense and excitement.

Climbers, The. Clyde Fitch (American). Comedy. 4 acts. 1901.

Produced by Amelia Bingham, this “audacious comedy” and “brilliant play &f
social life” held the boards for many weeks at the turn of the century. The young
man marrying for social prestige; the widow marrying to rehabilitate herself finan-
cially—the whole gallery of climbers won the plaudits of enthusiastic audiences.
London, on the other hand, was revolted by the characters’ cold-bloodedness and
un-English conduct.

Richard Sterling, a lawyer, has the mania of stock speculation, and has lost his
wife’s fortune, of which he was custodian. Edward Worden, a friend in love with
Mrs. Sterling, discovers the truth. Richard’s wife is also suspicious, and makes
him sign a paper promising to administer honestly the affairs of a maiden aunt who
has appointed him her business agent. Fourteen months later, Sterling has broken his
word to his wife, lost the estates entrusted to him, and proposes to abscond.
Worden promises to make good the deficits and swears the victims to secrecy.
Sterling finds Worden and his wife together and, in a fit of jealousy, accuses them of
being lovers. Worden’s adoration has been undeclared and unsuspected by Mors.
Sterling, but now her husband’s outburst causes her to see clear into her own heart,
to realize the ‘full extent of Sterling’s villainy and Worden’s devotion. She is
willing nevertheless to continue to be a faithful wife. But Richard, whose love for
her was his one merit, seeing that he has lost it, takes an overdose of morphia
tablets and dies, while those about him look and think him merely fallen asleep.

Clinching plate, steel plate; bends clout nails as they come through the wood,
thus insuring a strong hold.
See Scenery.
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Cline, Maggie (1857-1934). American actress. Variety and musical comedy
actress; made her debut at the age of sixteen at Tony Pastor’s Theatre. She is prob-
ably best known for introducing the song “T’row Him Down, McClosky,” which
was written for her by John W. Kelley of Philadelphia.

Cloak and sword plays. Swash-buckling plays full of fighting and adventure.
The name comes from the Spanish comedies of the 16th century dramatists.

Closed Door, The. Marco Praga (Italian). Drama. 3 acts. 1913.

. A youth, who has felt unduly constrained at home by the overpowering affection
of his mother, desires to join a colonizing expedition to East Africa, but is refused
permission until he reveals the fact that he knows he is the illegitimate child by a
friend of the family.

Closet drama. A play written to be read rather than performed. Shelley’s Tke
Cenci and Thomas Hardy’s The Dynasts are examples of closet drama, though both
were acted.

Closing notice. A notice hung backstage on the callboard informing the cast of
the closing date of the play’s run; by Equity ruling, closing notices must be posted
one week before closing date (at latest 8:00 P.M. on the Monday before a Saturday
closing) ; where uncertainty is involved, a closing notice may indicate that the play
will continue to run but may close at any time ; this special notice is called a “week to
week”’ notice.

Clouds, The. Aristophanes (Greek). Comedy. 423 B.C.

While this has been one of the most enduring and is still one of the most widely
read of the author’s plays, it was a failure when first produced, being given for only
one performance. Strepsiades, almost ruined by the extravagance of his son Pheidip-
pides and seeking to re-establish himself by fair means or foul, asks Socrates how he
can cheat his creditors. Just then the Clouds enter and speak in the high-flown style
in vegue at the time, to Strepsiades’ confusion. Socrates explains that they are not
divinities, but mere clouds; however, they have great skill in idle palaver. He goes
on to explain such natural phenomena as thunder. Strepsiades is shocked that he pre-
tends that these are not caused directly by the gods, and worried that he has still
. received no practical advice about his debts. Socrates wastes more time teaching him
rhetoric; then the Just and the Unjust appear. The Just represents tradition and
old-fashioned principles; the Unjust the new sophistry and free-and-easy ways of
the younger generation. The latter teaches sophistry to Strepsiades’ spendthrift son,
who confounds both the creditors and his father with his newly acquired logic. But
when he beats Strepsiades under the pretext of behaving reasonably the old man
rebels and sets fire to Socrates’ house and school.

Although neglected in 423 B.C., the play was used by Socrates’ enemies twenty-
five years later to prove their accusations against him, and thus is historically im-
portant in that it was partly responsible for the philosopher’s death.
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Clout nail. A wedge-shaped lead nail used for fastening corner blocks and key-
stones to scenery; the soft lead flattens out when it hits the clinching plate and
permanency of connection is insured.

Clown. Term loosely applied to any funny fellow, whether he is funny by inten-
tion or by mistake. Sometimes in British usage a synonym for a rustic, or country
bumpkin. Specifically, in circus connotations, the clown is the buffoon with the white-
and-red painted face. He wears the traditional capacious ‘“‘clown suit,” with ruffs at
neck, wrists, and ankles—a modification of the dress of the commedia dell’arte
Pierrot and other stereotyped comic characters, from whom the clown in generally
assumed to have descended. His tricks and essential character are based on the exag-
geration of a human frailty—greed, conceit, mental simplicity, physical awkward-
ness, and the like.

The earliest example in English comedy is the servant fool, half jester and half
saucy lacky in John Heywood’s Merry-report. Shakespeare’s clowns can be divided
into five classes—the jester, the vice-clown, the Italianate Servas, the court pages and
the elf. Their dramatic function was comparable to that of the French raisonneur
and the Greek chorus. Will Sumner, Richard Tarlton and Will Kemp were out-
standing actors of clown roles in the Elizabethan era.

Among the famous clowns of modern times aret Joseph Grimaldi (1779-1837);
Joe Jackson (fl. 1905) ; Toto (1888-1938) ; Grock (Adriano Wittach), now retired
to a villa in Italy; the Swedish vaudeville pair, the Arnaut brothers; and the famous
Parisian trio, Francois, Albert and Paul Fratellini, who are training younger
Fratellinis to succeed them.

See also Gracioso; Grimaldi, Joseph; Grock.

Clown white. A make-up foundation for clowns and harlequins laid on heavily
on a cold cream base, often used for statuary effects.

Clubs. See Theatrical clubs.

Clue. A device for fastening sandbag to rope.
See Scenery. ’

Coburn, Charles Douville (1877- ) and Ivah (1882-1937). American ac-
tors, managers. After playing in stock companies and touring for several years, Mr.
and Mrs. Coburn organized the Coburn Shakespearean Players, which they main-
tained for many years. Produced The Yellow Jacket, in 1916, with Mr. Coburn’
playing the part of Chorus. In 1918, Mr. Coburn played Old Bill in The Better ’Ole,
which continued until 1920. Played in many productions, toured in several revivals of
The Yellow Jacket. At Schenectady, New York, in the summer of 1934, Mr. and
Mrs. Coburn inaugurated the Mohawk Dramatic Festival, playing in The Merry
Wives of Windsor; Lysistrata; Rip Van Winkle; The Master of the Revels.

See also Mohawk Drama Festival.
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Cochran, Charles B. Manager (English). Born in Sussex 1873, was formerly
an actor. Made his first appearance in N. Y. C. in 1892 with Joseph Jefferson and
subsequently became the agent for Richard Mansfield. His first production as man-
ager was Ibsen’s John Gabriel Borkman in N. Y. 1897. In the course of his long
career in New York and London he produced: The Better ’Ole, 1917; The Man
Who Came Back, 1920; Cochran’s Revue, 1926, 1930, 1931 and many other musi-
cals. He introduced to London the Chauve Souris, the Guitrys, Eleanor Duse. He
also produced 4nna Christie, 1923 ; The Road to Rome, 1928; Poryg, 1929; Paris
Bound, 1929; Bitter Sweet, 1929; Grand Hotel, 1931; Escape Me Never, 1933;
Conversation Piece, 1934. During his distinguished and successful career from 1914
to 1935 he personally supervised 120 productions and has staged important boxing
matches, rodeos, wrestling bouts. He has written his reminiscences under the title
Secrets of a Showman, 1925, and I Had Almost Forgotten, 1932.

Cody, William Frederick (Buffalo Bill) (1846-1917). American plainsman
and showman. Born on an Towa farm, he went to the Colorado gold mines at four-
teen years of age. After being a pony express rider and serving as a scout in the Civil
War, he turned to the stage, producing and taking part in ‘Western plays. In Chicago,
in 1872, he played the leading role in Scouts of the Plains, written by his friend,
Colonel Judson. In 1876 his stage career was interrupted by the Sioux War, but he
returned and played to large audiences throughout the country. In 1883 he started
his famous Wild West exhibition with Major John M. Burke and Dr. ‘W. F. Carver.
He divided his time between this and his ranch until 1916, when he went to Denver.
In 1894 he received a large land grant in the Big Horn basin. He was buried on top
of Lookout Mountain near Golden, Colorado.

Coello, Antonio (1600?-1652). Spanish dramatist. Born at Madrid. Plays at-
tributed to him are Conde de sex and Los Empenos de seis horas. The latter was pub-
lished under the name of Calderon and long attributed to him. It was adapted in
English by Sir Samuel Tuke as The 4dventures of Five Hours.

Coghlan, Charles (1842-1899). English actor. Made his American debut in
1876 under Wallack’s banner ; made a tremendous hit in America, playing in Money,
The Royal Box and Citizen Piérre.

Coghlan, Rose (1850-1932). English actress. Made her American debut in
1872-73 under Wallack’s banner ; one of the best Lady Teazles ever seen on the stage;
played in Ixion, Diplomacy, London Assurance, 4s Y ou Like It and Deburau. Acted
with Joseph Jefferson and Barry Sullivan. Sister of Charles Coghlan.

Cohan, George Michael (1878- ). American actor, dramatist, director and
producer. Born in Providerice, Rhode Island, July 4. In his boyhood he appeared as a
member of the vaudeville team called the “Four Cohans.” The team consisted of
Jerry and Helen Cohan, and their children, Josephine and George Michael. At the
age of fifteen, George Cohan began writing skits; plays and songs. Before he was
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thirty he had lifted the Cohans out of vaudeville and into a fortune in musical com-
edy. Joining forces with Sam H. Harris up to the year 1920, he next became success-
ful as manager, dramatist and stage director.

He is author of some fifty dramas and musical shows in many of which he has
acted. Among them are: 45 Minutes from Broadway; Get Rich Quick W allingford;
" Hit-the-Trail Holliday; Seven Keys to Baldpate; Broadway Jones; The Song and
Dance Man; Pigeons and People. In addition he has appeared notably in 4k, Wil-
derness and I'd Rather Be Right.

Cold Cream. Prepares the skin for application of grease paints; used as a base
for powder in make-ups and serves as an aid to removing make-up. -

Coleridge, Samuel Taylor (1772-1834). English writer. He was born in
Devon and educated at Christ’s College and Cambridge, where he met Charles
Lamb, Samuel Butler, Robert Southey and other writers who were to remain his life-
long intimates. Like most of the poets of the romantic school, he also tried his hand at
drama. Inspired by the French Revolution, in 1794 he wrote a historical play, The
Fall of Robespierre, in collaboration with Southey. In 1797 Osorio, his next dramatic
effort, was refused by Sheridan. He revised this under the name of Remorse, 1813,
and it was presented at the Drury Lane at Byron’s instigation. His plays seem arti-
ficial, his characters lack the pulsing life which can be projected successfully across
the footlights, and it is through his imaginative poetry rather than through his dramas
that the poet’s name has lived. :

Coliseo. See Corral.
College Theatres. See Theatres, 20th Century American.

Collet, Richard (1885- ). English manager. Born at Worthing, became a bank
clerk and in 1906 joined Arthur Chudleigh at the Comedy Theatre as assistant man-
ager. Was the manager of various theatres including the New Theatre for Dion
Boucicault and Irene Vanbrugh. Made general manager of the D'Oyly Carte Opera
Company, 1919; director of several hotels ; managing director of Savoy Theatre, Ltd.

Collier, Constance (1878- ). English actress. Born at Windsor, she first ap-
peared on the stage at the age of three. A distinguished and widely-varied career on
the stage in England and America followed. She also had a company in London dur-
ing the early 1900’s, and it was in this group that Eva Le Gallienne first played.

Some of Miss Collier’s notable appearances have been in Sweet Nell of Old
Drury; Twelfth Night, with Beerbohm Tree’s company, for which she acted,
1901-07 ; Antony and Cleopatra; The Merchant of Venice; Trelawney of the Wells;
The School for Scandal; Our Betters; Hay Fever. She was part author with:Ivor
Novello, under the pseudonym of David L’Estrange, of The Rat and Downhill.

Collier Forgeries. A long series of spurious records produced after 1831 by John
Payne Collier, who claimed that they were original documents pertaining to the life
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and works of Shakespeare. Collier never fully confessed his guilt and the taint of sus
picion rests on all his work, much of which is probably genuine and valuable.

Collier, Jeremy (1650-1726). British cleric. A Tory “non-juring” preacher
who violently objected to the licentiousness of the Restoration stage, and spent ten
years fighting for the correction of current abuses. His importance to dramatic history
lies in his having written 4 Short View of the Immorality and Profaneness of the
English Stage, 1698, in which the foul language, the abuse of clergymen and the
flagrant encouragement of vice in Restoration plays were bitterly attacked..

Collier, William (1866- ). American comedian, writer, director. The son of
Edmund and Henrietta Engel Collier, both actors. William Collier has led an active
and varied career, from playing in Augustin Daly’s company during the eighties to
appearing in old Triangle Film productions under Mack Sennett and Thomas Ince.
He starred in many plays in New York and in London. Was under contract at differ-
ent times to Weber and Fields, Charles Frohman and George White. He was in the
first Vanities; Tickle Me and Sweetheart Time; directed dialogue for the cinemas.
He wrote several plays and was part author of several others.

Collin, Heinrich Joseph von (1771-1811). Austrian dramatist. As a dramatist
he formed a link between the French classical style and the 19th century German
romanticists.

Born in Vienna, he wrote various dramas, including Coriolan. 1804, to which
Beethoven wrote the overture. He also wrote a collection of patriotic ballads 7 ehr-
mannslieder directed against the French invaders.

Collinge, Patricia (1894- ). English actress. Born at Dublin. Made her first
appearance on the stage in Little Black Sambo and Little W hite Barbara, 1904, at
the Garrick Theatre, London. Came to America in 1908 and first appeared at the
Circle Theatre in The Queen of the Moulin Rouge.

Other plays in which she has appeared include: Hedda Gabler; The Importance
of Being Earnest; The Lady with a Lamp; She Stoops to Congquer; Pollyanna;
Tillie; Tarnish; Merton of the Movies; The Little Foxes, etc.

&

Collins, Sewell (1876-1934). American dramatist. Born at Denver, Colorado,
he was for a time-dramatic critic on the New York Journal and became later a play-
wright and producer.

His first play Miss Patsy was produced in New York in 1910; others were Shep-
herd’s Pie, 1922 and dnne One Hundred, 1927. He produced Qutward Bound,
1923 (New York City) ; The Wreckers, 1927 (London); The Left Bank, 1932
(London).

Colman, George, the Elder (1732-1794). Ehglish dramatist. Born at Florence,
where his father was English envoy, and educated in England. He was called to the
Bar in 1757, and began to write plays while practicing law. Besides writing and
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adapting a number of plays and editing Beaumont and Fletcher and Ben Jonson,
Colman translated the comedies of Terence, 1765.

His friend, Garrick, produced his successful comedy The Jealous Wife, 1761;
and with him Colman wrote The Clandestine Marriage, produced at Drury Lane
in77176§. He was manager of Covent Garden, 1767-74, and of the Haymarket,
1777-85.

Colman, George, the Younger (1762-1836). English dramatist. Succeeding
his father, he became manager of the Haymarket Theatre and subsequently its owner.

His works include: the plays, Jokn Bull and The Heir-at-Law; numerous poems
of 2 humorous nature; and his autobiographical Random Recollections.

Colombe’s Birthday. Robert Browning (English). Drama. 4 acts. 1844.

Prince Berthold seeks to marry Colombe, Duchess of Joliers and Cleves, and sends
his advocate, Valence, to plead his case. Valence, however, pleads too well, and
finally wins Colombe for himself.

Color wheel (stage apparatus). Various colored gelatins arranged in a circular
frame to allow for color changes on one lighting instrument.

Columbine. Most famous of all maid-servants in a commedia dell’arte; pert,
witty, lover or beloved of Harlequin. Costume: various, extending from ordinary
maid’s dress to fanciful white costume such as has been preserved in pantomime.

See also Maid-servants.

Columbia University. See Theatre collections.

Combination system. A scheme introduced in the 1860’s changing theatrical
procedure; abandoned resident stock companies and in part the individual star; it
established the method of selecting actors in reference to play and role, each actor be-
ing chosen as to type. Joseph Jefferson claimed to be the originator and believed that
towns all over the country would thus see plays done by the best companies and per-
formed as in the big cities.

Comedia. In the Spanish siglo de oro (Golden Age) a play was a comedia, re-
gardless of the seriousness or levity of its theme.

Comedian. An actor who specializes in comic or farcical roles. The French word
comédien means actor and not comic actor.

Comedian, eccentric. Funnyman, as opposed to “straight”’ performers, who use
tricks of characterization such as dialect, special make-up, personal idiosyncrasies, etc.,
to gain their effects. '

Comedian, light. A funnyman whose humor depends largely on his sparkling
repartee rather than on any physical motions of an “act,” The opposite of a “low
comedian,”
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Comedian, low. A professional funnyman whose stage deportment is vulgar or
generally without appeal to the intelligence.

Comédie des Champs Elysées (French). A present-day experimental theatre
in Paris, once directed by Louis Jouvet, now frequently housing Surrealist and other
advance-guard plays.

Comédie des moeurs. The French comedy of manners, comprising also the
problem or thesis play, and realistically treated. The school in France was founded in
1852 by Dumas fils with his Dame aux Camélias.

See also Comedy of manners, Problem play, T hesis play.

Comédie-francaise. The official name of the Théitre francais, a state institu-
tion devoted largely to a repertory of established French classics. It came into being
in 1680 as a merger between the two rival theatrical companies, the Hétel de Bour-
gogne and the Hotel Guénégaud (the latter a merger of the Théitre du Marais and
the company left by Moliére when he died in 1673). The repertory has consisted to a.
great extent of the works of Cornielle, Racine, Moliére, de Musset, etc. Edouard
Bourdet, dramatist, is the present director (1939).

Comédie rosse. French term to describe the pessimistic drama before 1880 in
which all the characters are too contemptible to merit the interest of a respectable

audience.
Comedienne. An actress who specializes in comic or farcical roles.

Comédiens du Roi. French dramatic company of the 17th century, which played
before Henry 1V, alternating with the popular Italian company, I Gelosi. After the
death of Isabella Andreini, head of the Italian players, the French group under Val-
leran Lecomte became the permanent company, Les Comédiens du Roi, at the Hotel
de Bourgogne. The ensemble of the three comic actors, Gros Guilliaume, Gaultier
Garguille and Turpulin was the delight and wonder of Paris.

See also Confrérie de la Passion; Hétel du Bourgogne.

Comedietta. A short comedy.

Comedy. A style of drama which originated in the ancient Greek comus and
which is generally characterized by the humorous and the amiable. Atistotle’s defini-
tion, in his Poetics, is: “an imitation indeed of bad characters, yet it does not imitate
them according to every vice (but the ridiculous only) ; since the ridiculous is a por-
tion of turpitude. For the ridiculous is a certain error, and turpitude unattended with
pain, and not destructive.” Here the comic would seem synonymous with the ludi-
crous, the latter being defined as “some defect or ugliness which is not painful or de-
structive.” According to Sir Philip Sidney, there are “no right comedies and no right
tragedies but only a mongrel sort of tragi-comedy.” Ashley Thorndike, in his English
Comedy, says: “A comedy cannot be tragic or end too unhappily and it cannot be too
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continuously and obstreperously comic. To escape the banalities of farce it must have
some other interest than mere amusement. It has in fact tried almost every interest.”
Of this form of drama Cicero said: “It is a copy of life, a mirror of custom, a
reflection of truth.”
In its broader sense, however, comedy implies all of the drama.

Comedy, Greek. There were three kinds of Greek comedy: (1) the palliata or
tabernaria in which actors wore Greek costumes; (2) fogato, in which the actors
wore togas; (3) the atellana or plays with witticisms and jokes.

Every comedy was divided into four parts: prologos, protasis, epitasis and
catastrophe.

All comedies were subdivided into four classes, according to: (1) title role (e.g.
Phormio, Hecyra, Epidicus) ; (2) scene of action (e.g. the Andria, the Leucadia) ;
(3) the situation (e.g. eunuchus, captivi) ; (4) the outcome (e.g. the Adelphi).

Comedy, Greek, middle. Second form of comedy in ancient Greece; 4th cen-
tury B.C.; represented best by Antiphanes; consisting of literary, philosophical criti-
cism and parody.

Comedy, Greek, new. Third form of comedy in ancient Greece 4th and 3rd
centuries B.C.; represented best by Menander ; consisting of domestic life humorously
drawn. Stock-charactcrs old man ; young man; old woman; young woman; soldier;
parasite ; cook; doctor ; many slaves.

Comedy, Greek, old. First form of true comedy in ancient Greece; 5th century
B.C.; represented best and chiefly by Aristophanes; consisting of coarse, ribald plays
which were a part of the worship of Dionysos; often political. Form had no specific
divisions, although it usually contained seven parts: prologos; parodos; agon; para-
basis; epeisodia; stasima, or chorika; exodos. Stock characters: old man; young man;
old woman ; young woman ; soldier ; parasite ; cook ; doctor ; stupid slave; clever slave.

Comedy, Greek, satyr plays. Satyr plays, the forerunners of Greek comedy,
were presented as afterpieces following tragic trilogies. The only extant text is the
Cyclops of Eunpldes, but scenes appear on vases and shards. Satyrs appeared in the
plays, wearing spotted costumes with tails, in representation of lcopards Silenus was
always indicated as a drunken old man with a half-animal expresswn The plays were
not funny, but humorous characters were introduced.

In the later Greek comedies, which were more on the order of farces, characters
playing real persons resembled closely the persons represented. Grotesque and ex-
travagant masks for fictitious characters, and fantastic animal masks, were also used.
Pollux’s Onomasticon contains a description of the different typical masks in the
Greek theatre, and mentions twenty-eight stereotyped character-masks for the

tragedy.
Comedy, grotesque. Comedy that exceeds the bounds of realism and dema.nds

imagination on the part of the audience. It is really an outgrowth of the commedm
dell’arte and found its master in Pirandello. )
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Comedy, Italian. A form of humorous drama derived from the Latin plays of
Terence and Plautus. It originated in 1486 at the Court of Ferrara with a version of
the Menaeéhmi of Plautus, which was the first of a series of similar translations,
handsomely staged, written in Italian terza rima, and presented with interludes and
dances. In 1508 Ariosto wrote his Cassaria, an Italian comedy based on a Latin
model. The development of the form was carried forward by Bernardo Dovizi
Machiavelli and Pietro Aretino among others. Aretino dropped classical imitation
except for the external form and treated his subject-matter realistically.

Comedy, literary. An Italian form of drama which was written, as opposed to
oral, impromptu, improvised style of the commedia dell'arte tradition. The earliest
exponents of this form were Goldoni and Moliére.

Comedy, realistic. A form of drama of the late 16th, early 17th centuries dis-
tinguished by a treatment of common themes, principally middle-class, and by local
color, boisterous language, and action less restrained and less colored by romantic
sentiment than that of its predecessors. Shakespeare’s Taming of the Shrew and The
Merry Wives of Windsor are among the finest examples of this type. Ben Jonson
brought a richer and deeper note with a new classical restraint. Every Man in His
Humour, Epicoene, Volpone, all of which fall, as well, into other categories, among
them, satire, are yet representative of this form. Among others are: Dekker’s The
Shoemaker’s Holiday; Beaumont’s The Woman Hater; Fletcher’s The Wild-Goose
Chase.

* Comedy, romantic. See Romantic comedy.

Comedy, sentimental. A form of drama, popularly believed to be based on the
French model of Destouche and developed by Steele and Cibber. It became a protest
against cynicism, libertinism, duelling, stage indecency and social vices. It failed to
accomplish the desired reform and failed also to reflect effectively contemporaneous
life. A good study of this is to be found in Ashley H. Thorndike’s English Comedy.

Comedy of Errors, The. William Shakespeare (English). Comedy. 1593.

Based on The Menaechmi, by Plautus. Shakespeare’s comedy is a series of farcical
situations rising from the confusion between the twins, Antipholus of Syracuse and
Antipholus of Ephesus, and their twin servants, the two Dromios. The love of the
Syracusean Antipholus for Luciana, sister of Adriana, wife of the Ephesian Antiph-
olus, adds further complications. The twin servants are Shakespeare’s principal
addition to his source. He also added a romantic frame, in which Aegeon and Aemilia,
the parents of the Antipholus twins, are reunited after a long separation.

Comedy of Genius, The. Frangois de Curel (French). Drama. 8 scenes. 1918.

A youth, perceiving an actress in a2 window rehearsing a part, supposes that she is
beckoning him in. Their acquaintance thus begun inspires him to become a dramatist
and to make her both his leading lady and his mistress.
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Comedy of humors. A term used to describe a form of 17th and 18th century
comedy which was inspired by Jonson and was based fundamentally on satire. Its best
examples were written by Shadwell in the 18th century. As developed by Jonson it
became the accepted model for realistic comedy and was for many years an influence
on every form of dramatic expression.

Comedy of intrigue. Term used to describe a form of 17th and 18th century
comedy which was related to the comedy of manners and differed from it only in its
leaning toward farce. Here the laughter arises largely from the variety of the dis-
guises and the complications of the plot. It differs from actual farce in that it does
not necessarily, or even usually, employ horseplay in its development. Frequently the
complications of the comedy of intrigue lead only to situations that are laughable
solely for their intellectual incongruity. Its most outstanding representative in the
18th century was Mrs, Centlivre.

Comedy of manners. A term used to describe a form of 17th and 18th century
comedy and still used today as a type-name. This form is characterized by a witty
satire on the foibles of the contemporary upper classes. It was developed to its first
and probably greatest brilliance by Moliére whose method, differing from the Shake-
spearean one of rounded characterization, was that of presenting people as personifi-
cations of abstract qualities. Allardyce Nicoll, however, in his Introduction to Dra-
matic Theory, says the term should be “the comedy of Congreve” as that dramatist is
its foremost exponent. Ben Jonson also was a master of the form. During the Restora-
tion it was carried forward not only by Congreve but by Wycherley, Etherege and
Fielding. Latterly, Somerset Maugham and S. N. Behrman are perhaps the most
brilliant writers of the comedy of manners.

Comedy of sensibility. A term used to describe a form of 17th and 18th century
comedy which was characterized by sympathy not with the protagonists but with ac-
tions, an artificial love of natural scenery and rural landscapes, and a deliberate enun-
ciation of moral and social problems. Its chief exponents in the 18th century were
Colley Cibber and Sir Richard Steele.

Comic epilogue. A form used in all 18th century plays, It was a well-bred pro-
test against any kind of enthusiastic sentiment, expressed wittily, with cynicism and
gentility.

Comic opera. Had its origin in Italian opera buffa and inter-mezzi, presented
between the acts of regular pieces; early in the 18th century these were put together to
form light or comic operas. Giovanni Batista Pergolesi was the first master of the
form (about 1710 to 1736) ; but later the French took over the genre and made of it
their Opera Comique, which they developed from musical plays given at fairs.

Its first beginning in England was Henry Purcell’s production of Dido and
Aeneas at a girls’ boarding school, toward the end of the seventeenth century. At the
beginning of the eighteenth century tragedies were so bad and heavy that audiences
demanded after-pieces and dances and other light entertainment ; it bécame customary
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to have standard commedia dell’arte characters burlesque in pantomime the action
of a known opera. “Ballad-opera” (the first important example of which was The
Beggar’s Opera, arranged to a libretto by John Gay, with music by Finley, produced
at Lincoln’s Inn Fields Theatre in 1727) led to popular English comic opera, through
Isaac Bickerstaff’s The Maid of the Well, 1765 ; and Lionel and Clarissa, 1768 ; and
Sheridan’s The Duenna, 1775 ; and to the operettas of Gilbert and Sullivan.

Comic-relief. A scene or a comic actor introduced into the action of a play to
cause laughter, to divert and relax the attention of the audience from the strain of the
play’s action and plot.

Comic, the nature of. Among the many varied theories of what constitutes the
comic are: (1) That which falls below the normal ideal. (A man in walking should
keep on his feet. Falling makes him ridiculous.) (2) Things are comical when they
enable us to display our intellectual superiority. (To laugh at a dialect is to indicate
one’s knowledge of proper pronunciation.) Hazlitt says, “We laugh at what only
disappoints our expectations in trifles.”

Comica accesa. Young girl, character in a commedia dell’arte, whose lover is
the comico acceso; usually uninteresting and subdued ; often desiring marriage but
curbed by hard parents; sometimes merely a kind of doll, a puppet for the plot. Fre-
quent names: Aurelia, Ginevra, Isabella, Flaminia, Lucinda. Fashionable young per-
son of the time without special characteristics.

Comical Revenge, The; or, Love in a Tub. Sir George Etherege (English).
Restoration Comedy. 5 acts. 1669.

This play is important as the first example of English prose comedy. The serious
portions are written in rhymed heroics. Etherege’s familiarity with Moliére’s early
comedies is evident from the play.

Comicer. The comedian of a comedy team ; opposite of a straight man.

Comico acceso. Young lover of the comica accesa, character in a commedia dell’-
arte; dressed usually in contemporary garb, he is, representative, albeit colorless, of
the young men of Roman comedy—the 1noffen51ve gallant of the age; may be called
Lelio, Flavio, Orazio or Ottavio; his uninspired nature remains the same.

Coming down. Approaching the front of the stage, or that part nearest the
audience ; to come downstage.

Command to Love, The. Rudolph Lothar and Fritz Gottwald. Adapted by
Herman Bernstein and. Brian Marlow. Comedy. 3 acts. 1927.

The place is the' French Embassy in Madrid; diplomats and their ladies are the
dramatis personae. Of these, Gaston, Marquis du Saint-Lac, attaché to the French
Embassy, is known far and wide as.a lady-killer. Nor was his diplomatic appointment
entirely divorced from his conquests, for his ambassador has let it be known that any
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effort to help his country by wooing the influential ladies of Spain will be appreciated.
Unfortunately, at the moment Gaston is interested in the ambassador’s wife and loath
to seek further conquests. It is only when his superior practically threatens him that
he regretfully turns aside from Marie-Anne and encourages the not unwilling
Manuela, wife of the Spanish War Minister. His campaign is so successful that he
eventually manipulates the signing of a treaty between France and Spain which
Manuela’s husband had hitherto stubbornly opposed, thus proving that Ministers are
best reached through their wives and that the greatest victories are not always won
on the battlefields.

Commedia all’improvviso. See Commedia dell’arte.

Commedia dell’arte. A style or school of theatre in Italy belonging to the
Renaissance, flourishing particularly from the 16th to the 18th centuries, and prob-
ably deriving in some part from the ancient Greek phlyakes and the Roman mimus.
The type was one of improvised comedy (sometimes known as the commedia all’im-
provviso) and represented an essentially popular form of entertainment, being usually
performed'on a rude platform in the public streets. It was a lusty, spirited and sheerly
theatrical show, coarse and licentious while unfailingly amusing and uncynical. The
stage was a platform with only a backdrop to indicate the setting. On this backdrop
were usually painted two rows of houses to suggest, between them, a public street.
Actors were strolling players who identified themselves with certain stock charac-
ters and continued to play their respective choices, without deviation to other types,
throughout their careers. Of these types, or stock characters, there were only about a
dozen, and, with the progress of the commedia, these tended to become standardized
in dress and limited to clichés in mannerisms and speech. The most famous of these
types was undoubtedly the Harlequin, or Arlecchino, which was to the Italian comedy
what the clown, Pierrot, was later to the French: by turns a cunning valet and a
blundering fool. The Capitano was a braggart soldier and is perhaps a descendant of
the Miles Gloriosus of Plautus. The two old men were the Dotzore, the comic pedant,
and Pantalone, the foolishly deceived father or cuckolded husband. Outside of 4rlec-
chino among the servants, or zanni, were Brighella, a cruel and dishonest character,
and Colombina, a trick-devising maid. Other stock characters were: Pulcinella,
Gratiano, Scapino and Mezzetino. (See under individual characters.) As the comedy
was not written but improvised by the actors around the characters they played, only
an outline of the plot, or a scenario, was provided to guide them along the main lines
of the intrigue. When the action lagged, bits of “business,” called lazzi, were used to
£11 in. At other times the ballerinas came on and danced, and the cantarinas sang.
The line of demarcation between players and audience was not very definite and in
no sense inviolable. The knowledge that a person of any kind of significance was in
the audience could alter the whole procedure of the performance to include allusions
and often downright caricature. Philippe Monnier, in his book The Mask has the
following to say about the players, their performances and the relationship with ‘the
audience: “They were all as chock-full of malice as of wit. Mimes, acrobats;, dancers,
musicians,  comedians, all at once, they were also poets, and composed their own
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pieces. They strained their fancy to the utmost in inventing it, and improvised it on
the spot as their turn came and the inspiration took them. They were not willing, like
silly school-boys, to recite only what they had learnt from a master, nor to be mere
echoes, unable to speak for themselves without another having spoken before them.
They did not draw themselves up in a line before the footlights, five or six in a row,
like figures in a bas-relief, and wait their turn to present their tricks. Rather they
were full of impatience, imagination, deviltry. They were the great artists of Laugh-
ter, the sowers of the golden grain of Gaiety, the servants of the Unseen, the kings of
Inspiration. They had only to receive a scenario, which someone had scribbled on his
knee, to meet their stage manager in the morning to arrange the outlines of the plot,
and to hang the paper within easy reach of the wings; the rest they could invent
themselves. Familiarity with the stage and their profession and their art had taught
them a whole bundle of tricks and quips. They had a store of proverbs, sallies,
charades, riddles, recitations, cock-and-bull stories, and songs jumbled together in
their heads. They knew all sorts of metaphors, similes, repetitions, antitheses, cacoph-
onies, hyperboles, tropes, and pleasant figures; and besides they had volumes of
tirades, which they had learnt by heart, of soliloquies, exclamations of desgair, sallies,
conceits of happy love, or jealousy, or prayer, or contempt, or friendship, or admira-
tion, always on the tips of their tongues, ready to utter when they were out of breath.
They raised their scaffolding high into the air, and then gave themselves up to their
own fertile genius and their.amazing caprice. They obeyed all the intemperance and
extravagance of their humors. "They became nothing but retorts, sallies, conceits,
paradoxes, witticisms, mental sqmersaults. They seized opportunity by the forelock
and turned the least accident to profit. They drew inspiration from the time, the
place, the color of the sky, or the topic of the day, and established a current between
their audience and themselves out of which the mad farce arose, the joint product of
them all. It varied at each representation, seemed different every evening, with all the
spirit and warmth and alertness of spontaneous creation, a brilliant ephemeral crea-
ture born of the moment and for the moment.” So popular did the Commedia dell’-
Arte become that troupes were sent abroad, finding high favor in the courts and
among the peoples of France, Spain and England. The most famous of these bands
were the Gelosi, but the Uniti were not far behind in popularity. The Commedia
ruled the Italian theatre until Goldoni made his attacks upon its clichés and counter-
posed his literate comedy derived from Moliére.

Commedia dell’ arte (dramatic form). Impromptu comedy, from which the
name of the theatre derived, played with the traditional masks; sometimes called the
commedia all’ improvviso.

See also Commedia dell’ arte.

Commedia dell’ arte, in England. Introduced by Italian players in the 16th and
17th centuries; popular in London during the Restoration ; in 18th century turned to
pure pantomime; this held due to the English actor, Rich, imitator of the Italian
players, who, finding he could not speak as well as he could act, turned to dumb show,
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Commedia erudita. A style of humorous play established in Italy during the
1530’s, graced with but negligible subsequent development. This type of comedy in-
cluded contemporary stock-characters such as vain and foolish Neapolitan gentlemen
and Spanish captains. Its customary features dealt with Italian national conditions,
French invasions, the sack of Rome and Turkish tyrants.

Commedie sostenute. Regular written drama, belonging to the commedia dell’
arte period, ordinarily played by the academicians; based in all essentials upon the
best traditions of Terence and Plautus; 16th century to the end of the 17th.

See also Commedia dell’ arte.

THE COMMENTATOR
BY BERNARD SOBEL

Though the commentator, jester, harlequin, master of revels or master of cere-
monies—call him what you will—has only an anomalous place in the history of enter-
tainment, his career is ancient and his place indisputable.

Technically, he embodies the continuous effort that dramatist and player have
made throughout the ages to bridge the artificial breach created by separating the actor
from the audience. Economically, he represents the growth of a merely sacial liaison
agent into a champion of personal and professional rights.

His origin is dignified and picturesque, reverting from the modern Graham Mec-
Namee to the commentator of the classic Greek drama known as Chorus. His purpose
has always been practically the same: to insure understanding and appreciation of the
performance by establishing a favorable atmosphere; to supply relief and contrast; to
sum up what is seen and to be seen; and to stimulate laughter and tears.

‘With the development of the stage, however, the procedure became more complex,
alternating between pantomime and articulance, set speech and the extemporaneous,
play-acting and propaganda.

In plays of the early Middle Ages, it was the court jester or professional fool, de-
scéndant, perhaps, of Stupidus of the Roman mimes, who functioned as a master of
ceremonies.

In French and German carnival plays, and in the English mummer pieces, he had
no special part in the story, but amused the audience by cutting capers and tossmg off
personal comments.

In the Mystery and Morality plays, he appeared under the title of Imp or Demon.
And he was extremely welcome here because he often enlivened these dull and humor-
less works by slicing off the mystery theme and substituting topical allusions, gags,
asides and horseplay. _

Folly and merriment flourished and the stage benefited through the growth of Fool
Companies, organizations resembling the modern fraternal order, and also through the
pranks of amateur performers.

On Plow Monday, for instance, the playboys dressed up as fools, went from place
to place and put on skits. And if people didn’t tip them with money, they plowed up
their yards, singing:
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“We’re not actors from London town
“We’re just poor plowhands who work all
day for very little pay.”

But the services of the fool, as a master of ceremonies, were not limited to play-
acting. He had a much wider influence as 2 holiday-maker at seasonal, court and
church festivals. His title varied, of course, according to nationality and period, but
his procedure was largely the same whether he was called King of Beans, Mere-Folle,
mock king, boy-bishop or Prince des Sotes. And when, as a result of economic change,
he added to his powers as court jester those of the village clown, he was known in
Scotland as the Abbot of Unreason and in England as the Lord of Misrule.

Elected by university students as a temporary officer to provide entertainment at
Yuletide and Shrovetide, he served also as master of ceremonies in the Maypole games,
wakes and sports and would lead his troupe from house to house, selling wake indul-
gences and drinks. Generally speaking, the Lord of Misrule was well-behaved. Never-
theless, he enjoyed reversing the established order of affairs and making sport of the
rich. }

Similar in character was the Master of Revels. When elected by the people, he was
a gay fellow who directed the games and led his followers on predatory and amatory
excursions to the fields. In court, he was subject to annual election and served through-
out the year as a presiding officer at Christmas festivities and official entertainments.
Eventually he grew into the Lord Chamberlain, in charge of court presentations.

Even more interesting, especially on the continent, was the master of ceremonies
who rose from the clergy as a feature of the festival of the subdeacons or Feast of
Fools. He was called Pope of Fools and King of Fools, and his activities were incred-
ibly riotous. During his brief reign, he burlesqued the mass, led an ass to the altar,
while the Church alternately supported or opposed his pagan rule.

Similarly satirical were the activities of the boy-bishop during the Feast of the
Choir Boys, at which time the church service was ridiculed and reversed ; when old
shoes were burned on the altar instead of incense and mock-archbishops consecrated
with farm yard sounds. - !

Throughout these miscellaneous activities, the fool retained a kind of symbolical
significance. He was the “licensed agent for social criticism,” a medium for fostering
reform and revolt, and a literary influence.

‘But the opposition to improvisation, changed almost beyond recognition, was still
active to a master of ceremonies under the general name of clown and with specific
titles like the Bobo, the Vice, Badin, English John and Pickle Herring. Though still
largely extraneous to the plot of a play, he bobbed on and off the stage whenever he had
a chance to do so; and began to make determined efforts to establish his own personal-
ity with an individualized type of humor and characteristic comic apparel. Comedians
like Pickle Herring and Will Kemp were famous for their jigs, tumbling, trick en-
trances and wit, which was often directed at the “masters.”

The license authorities actually attempted to suppress the performance of a popular
master of ceremonies, Dr. Samuel Foote, who antagonized such important men of his
day as Samuel Johnson. But the jester evaded the authorities by inviting his friends
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to the theatre for a cup of chocolate and then presenting his players in a public re-
hearsal.

Notwithstanding, the Restoration dramatists eventually reduced the jester to a
printed routine; forced him to recite the lines assigned to Prologue and Epilogue.

In Italy, throughout these same centuries, the master of ceremonies had been de-
veloping special faculties by way of the commedia dell’arte, and the character of Harle-
quin. :

The commedia dell’arte, or vulgar popular comedy, one of the most fascinating
forms of stage expression, was sheer theatre and extemporaneous.

Unfortunately, though, the commedia suddenly degenerated into obscenity and
ribaldry. It introduced nude women and obscene incidents sometimes so shocking that
spectators dropped their heads in shame.

Soon, as a result, the state refused to grant the players license, and the Church
denied them the right to decent burial. Simultaneously the court and the academies
attacked their morality.

By 1697, their disrepute spread so widely that Harlequin, in his capacity as a
master of ceremonies, had to ficht back, champion personal and professional liberty,
defend himself and his associates against political, literary and social enemies. Through
heckling, wisecracks and community singing, he turned the stage into a public forum
with the audience as participant, becoming by force of circumstances, a censor, a critic,
a caricaturist and the forerunner of the modern living newspaper.

With the modern era and the English variety show, the master of ceremonies be-
came the precursor of the modern announcer of the stage and radio. His title was
Chairman, and he took his place not on the stage but in the auditorium, facing the first
row. ,

Sometimes he would turn around and watch the performance; and sometimes,
when the audience grew noisy, he would take out a mallet and rap for order. Occasion-
ally patrons would treat him to a mug of beer which he would drink with winkles,
cockles, fish and chips, and sprinkle with vinegar and salt.

The English revue has frequently employed two masters of ceremonies: the com-
mere and compere, now superseded by individual artists like Rex Evans, who does off-
color songs like Dwight Fiske’s, and Douglas Byng who offers female impersonations.

Meanwhile, in the United States, the master of ceremonies was developing by way
of the minstrel and burlesque show. His relationship may even be traced, perhaps, to
the early medicine men who introduced the Negro entertainers from his wagon in the
public square as a come-on for the sale of patent medicine, a traffic similarly conducted
during the formative days of the commedia dell’arte.

In the minstrel show, the m.c. was known as the interlocutor, who usually opened
the show with the time-worn wheeze, “Gentlemen, be seated” ; introduced the various
performers; and acted as a feeder for the comics.

During the 90’s, company managers of traveling repertory troupes acted as m.c.’s,
explained the nature of the bills, presided at the country store raffle and distributed
prizes that ranged from roosters to celluloid toilet sets.

Up until this time, the master of ceremonies had confined his activities largely to
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his side of the footlights. But with the growing popularity of burlesque there came a
new emphasis on introductions.

John E. Henshaw in George Lederer’s revue, “The Passing Show,” originated the
stunt of introducing people in the audience to the audience. Raymond Hitchcock in-
troduced individuals in the audience to each other. He also greeted patrons at the
entrance of the theatre. Ed Wynn bade them goodbye, assisted them in putting on their
coats, and sometimes helped them into their automobiles.

James J. Morton is generally credited with being the first vaudeville announcer.
Until he began introducing the performers, letters and numbers set up in frames at
the sides of the stage identified them. His procedure was droll and seemingly timid.
He made his explanations in abashed tones between nonsensical anecdotes and stories.

Will Rogers established the record for skill in presenting celebrities from the audi-
ence and the stage, Eddie Cantor, runner-up, gained considerable adverse criticism by
addressing the present king of England as “Davy.”

The Russian, Balieff, in “Chauve Souris,” gained popularity with announcements
in mangled English, French, German and Russian.

With the advent of the radio, the m.c. was faced with the most difficult task of
his career : holding the attention of an audience while remaining unseen.

Incidentally, the modern toastmaster bears a close relation to the master of cere-
monies, and also to the master of revels. For the art of the master of revels lies in set-
ting a note of lightness, humor, revelry.

All these years the playwright has kept the m.c. accessible, and despite the present
insistence on realism brings him into plays.

Barrie, for instance, fearful of losing the sympathy of his audience, stopped the
action of Peter Pan midway so that his hero might step out of character to appeal for
confidence. Obey’s Lucréce retained the formal male and female commentators of the
French drama. Elmer Rice made these same commentators consistent characters in
Not For Children. The Chinese play, Lady Precious Stream, introduced a modern
woman expositor. Qur Town revived to a degree the Greek chorus by way of its
commentator.

Commercial theatre. The theatre operating as a business for profit. In America,
Broadway and, the road; in London, the West End; in Paris, the Right Bank, al-
though a few on the Left Bank have had financial successes. In short, the opposite of
little, arty, advance-guard, or amateur theatre. *

Committee for Verse and Prose Recitation. Established in 1937 in England
by John Masefield, Dame Sybil Thorndike and others for the purpose of bring-
ing plays and poetry back to the public inn. The Taverners gave more than fifty per-
formances during 1938 in London, sometimes acting on a platform at the end of a
small room; their repertoire included Shaw and Galsworthy.

Commonwealth. A practice, frowned upon by Actors’ Equity Association,
wherein the receipts are pooled and after a play’s expenses are taken out, each actor
gets a share, larger or smaller or equal, dependmg on previous agreement.

See also Hallam Company.
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Community+Players, The. San Diego, California. Originally a group of play-
ers banded together under the name of the Barn Players Club in 1933. After the
close of the San Diego exposition with its unique Shakespearian Globe Theatre per-
formances, a movement to save the Globe Theatre resulted in the building of a
charming, fireproofed theatre, modelled after Shakespeare’s own.

Community Theatre Festival of Australia. In 1937 the Australian Drama
League helped to organize a festival in the town of Wagga, near Sydney. At that
time it resolved to make Wagga the centre for a pioneer Country Dramatic Festival ;
these festivals have continued annually.

Community Theatre Festival of Britain. The annual festival of community
drama at which amateur companies compete for the Howard de Walden cup. Was
organized by the British Drama League in 1926.

See also British Drama League.

THE COMMUNITY THEATRE MOVEMENT
BY CARL GLICK

Let a group of stage-struck Americans get together, be they bankers, lawyers,
stenographers, teachers, society matrons, factory workers, and someone is bound to
say, “Let’s put on a play.” And another Community Theatre is born.

This Community Theatre Movement that today is sweeping over America from
the prairies of the Dakotas to the green hills of Vermont, from towns and cities on
the Pacific Coast to winter resort colonies in Florida, is one of the most exciting ad-
ventures in the theatre that has taken place in our generation.

It is one of the most unusual, too, for it means that Mr. or Mrs. Busy-During-
the-Day America, at night steps into the theatre and engages in active play produc-
tion as producer, actor, scene shifter, electrician, prop boy, scene and costume de-
signer, box office manager. Not because he wishes to make money and commercialize
the stage, but because he loves the theatre and has found a new outlet for his leisure
time activities. Today this Community Theatre Movement means that a new type of
theatre has come into being; a non-profit making, non-professional, educational,
social, and recreational theatre. It may rightly be said to be the Theatre of Democ-
racy, for it is a theatre of the people, by the people and for the people. It represents
the cooperative effort in every community of the people of that community, a cross
section of the entire town; bricklayers and carpenters, stenographers and dowagers,
doctors and debutantes, all drawn together by a common interest—theatre.

America has always been stage-struck. Even the early pioneers put on plays for
their own amusement. As far as we know, according to Mary Austin, the first home
talent plays in this country were given by the Spanish soldiers, with the Indians as
spectators, near what is now Sante Fe, New Mexico in the year 1598. Amateur
actors in Boston started play production on their own in 1750, and even though the
City Fathers at that time objected, interest in the theatre did not die. Today there are
some sixty non-professional producing groups in Boston, and one of them, the Foot-
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light Club of Jamaica Plain, has been in continuous existence since 1877. In the
West the first Community Theatre playhouse was built by Brigham Young in Salt
Lake City in 1853. In the South amateur play production before the Civil War was
an accepted part of the social life, and one of the earliest groups established in 1790
and still in existence today is the Thalian Association in Wilmington, North Caro-
lina.

But the Movement as we know it today did not gain impetus until shortly after
the turn of the century. In the gay nineties the professional theatre flourished in
towns and cities throughout the country. Every city of any size had its opera house,
and traveling companies of actors played one-night stands in what was known as the
road. Then came the movies, and the road began to decline. The opera houses were
either sold to the moving-picture magnates, or else torn down. Save for the large
metropolitan centers, there was no more spoken drama in America. Then it was that
these amateur stage societies began to gain strength.

- About 1911 theatre-lovers in towns far removed from the white lights of Broad-
way, began to talk about producing their own plays. Inspired by the success of An-
toine with his Little Theatre in France, the Abbey Theatre in Dublin, Reinhardt in
Germany, and others, pioneers in this country, revolting against the methods and
practices of the commercial theatre, began to experiment in play production. Maurice
Browne started a Little Theatre in Chicago seating ninety-one persons.

Encouraged by the success of his undertaking, other cities began to have their own
theatres. According to Constance D’Arcy Mackay, by 1917 there were some fifty
established groups in this country. They called themselves, Little Theatres.

These Little Theatres were the subject of much laughter at first. George Kelly
satirized them in his play, rightly named, The Torchbearers. But their lights were
not dimmed, and the movement grew and spread, from the large cities mto towns
and villages throughout the nation.

Inspired by the writings of Percy Mackaye, who as far back as 1909, said that the
theatre should be dedicated to public, not private, ends, these groups now began to
call themselves Community or Civic Theatres. The reason was obvious, they were
becoming the expression of the people of that community. And Percy Mackaye’s defi-
nition of community drama, “There is participation there is creative expression;
there is neighborly ritual,” has become the understood slogan of these various groups.

Today there are over seven hundred established Community Theatres in this
country producing five or more plays each year. And there are some three or four
hundred more who do at least one or two plays each season. In all, around one thou-
sand active groups engage in community participation in creating their own theatre.
The estimated number of workers in these theatres, actors, scene shifters, and so
forth, non-professionals all, engaged in the production of plays for the joy of creating
their own drama, is over one million participants. And the average yearly attendance
at these productions is over fifteen million.

In Curtain Going Up (Pitman Publishing Corporation, 1939), the detailed
stories of near two hundred Community Theatres, representative of groups in large
cities as well as small towns, have been told; their beginnings, their early struggles,
their problems, and the ultimate goal to thch they are striving.
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Nearly two hundred of these groups have their own playhouses. In many cities
these theatres are colorful, remodeled old buildings of one sort or another; a former
morgue in Dover, New Jersey; a laundry in Macon, Georgia; a barn in Fitchburg,
Massachusetts; an engine house in Peoria, Illinois; and so forth and so forth.

Other cities, inspired by success, have built their own playhouses, in many in-
stances handsome theatres that rival those on Broadway. Pasadena, California, has a
theatre valued at $400,000; Cleveland, Ohio at $325,000; Dallas, Texas at $150,-
000; Columbia, South Carolina at $45,000; New Orleans, Louisiana, at $175,000;
San Antonio, Texas, at $104,000, (This is the San Pedro Playhouse, the first city
built and city owned community theatre in the country) ; and so on. The total value
of these community owned theatres runs into several millions of dollars.

Many groups are writing and producing their own plays. St. Louis, Missouri has
a national playwriting contest, so have Columbia, South Carolina, and others. Each
year there are more new plays given premieres in community theatres than are pro-
duced on Broadway. Many of these plays have been published, and some have had
Broadway productions.

The destinies of these community theatres are guided by a Board of Directors,
elected by the entire membership, which is open to anyone interested. In manage-
ment, these theatres are thoroughly democratic. Many cities engage a full time, paid
professional director. Some even have paid technical directors and business managers.
But the actual play producing is done by volunteers.

The average player in these community theatres does not aspire to a professional
career. Only some five percent of those who have first appeared on community theatre
stages have gone to Broadway or Hollywood. The rest are content to remain at
home; doing their mundane jobs by day, and play acting at night merely for the joy
to be had in creating their own theatre.

The most recent trend of these various groups, scattered throughout the country,
is toward regional and local organizations; one of the most outstanding being the
Wisconsin Dramatic Guild, composed of some eight groups in that state with head-
quarters and a service bureau at the University of Wisconsin.

This then is America’s theatre, a true people’s theatre, the expression of their
culture and their art. And ultimately from these Community Theatres there may
arise in this country a real national theatre.

See Theatres, 20th Century American.

Compagnie des Quinze. A group of fifteen, now disbanded, which had its in-
ception in Copeau’s Vieux Colombier, and whose leader was Michel St. Denis. The
principles were not unlike those of the Group Theatre, without the political ideology
of course, and their methods of withdrawing to the country to rehearse are analogous.
André Obey was identified with the Quinze and his Noé is his most brilliant play.

Compafiia de titulo. The name applied to each of the eight royal troupes of
actors in Spain organized in 1600. A typical compafiia was composed of three galanes
(lovers) and three damas (ladies), a barba for.old-man parts, a gracioso and graciosa,
the lovers,
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Complimentary. Term meaning gratis, as complimentary ticket. Inside the
theatrical profession it is the sole term used, excluding other near-synonyms such as
passes, courtesies, etc., which apply to the general public.

Comrades. August Strindberg (Swedish). Naturalistic Drama. 4 acts. 1888.

Axel, a gifted artist, has for years prostituted his talent to earn money for his
wife. When they both send pictures to the Salon, he attaches his number to her picture
so that she will win a place in the exhibit. Hearing that his picture has been rejected,
she humiliates him by having it returned during a party. When she discovers the
rejected picture is her own, she tries to propitiate him, but he drives her out into the
streets.

Comstock, Anthony (1844-1915). American reformer. The father of modern
American censorship. He was born in New Canaan, Connecticut, served in the Civil
War, and then became a worker for the New York Young Men’s Christian Associa-
tion. The urge to wipe out what he considered sin caused him to become a self-
appointed censor of books, plays and pictures. His influence was responsible for the
passage of stringent laws prohibiting the sending of pornography through the mails
and otherwise safeguarding the public morality. These were the so-called Comstock
Laws, 1873. He became the secretary and special agent of the New York Society for
the Suppression of Vice, and in this capacity prosecuted relentlessly every questionable
book to be published or play to be produced. Almost fanatically zealous and extremely
puritanical, he left his lasting imprint on American arts and letters.

Comus. A mummery, or voluntary procession of the townsfolk in ancient Greece,
in honor of Dionysos, ending with phallic song; the origin of comedy ; the procession
with its satiric cries, answered by back-chat of onlookers, developed into two choruses;
became a dramatic tradition in itself, distinct from tragedy with its one chorus.

Comus. John Milton (English). Masque. 3 scenes. 1634.

Though described as a masque, Comus is strictly a pastoral entertainment. The
name Gomus was not included in the title in the first three printed editions, but is
taken from one of the characters, a pagan god invented by Milton, son of Bacchus
and Circe, who tempts travellers to drink a magic liquor which changes their faces
into those of wild beasts.

Concert, The. Hermann Bahr (Austrian). Comedy. 3- acts. 1909. Adapted by
Leo Ditrichstein.

Gabor Arany, a concert pianist, falls in love with Flora Dallas, a physician’s
wife, and takes her to a cottage in the mountains. They are followed by Mrs. Arany,
the pianist’s wife, and by Dr. Dallas. The affair ends when Mrs. Dallas discovers
that she loves her physician husband, and Gabor Arany realizes how much he depends
on his wife.

Concertatore. Manager of a commedia dell’ arte.
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Concetti. A series of formal expressions or tags of dialogue in a commedia dell’
arte used when conversing with others in set situations.
See also Uscite and Chiusetti.

Condell, Henry ( ? -1627). English editor and actor. Joint-editor with John
Heminges of the First Folio edition of Shakespeare’s plays in 1623 and a principal
actor in Shakespeare’s company, the Lord Chamberlain’s Men. He was a share-holder
in the Globe Theatre and the Blackfriars. He is named in the 1623 Folio list of
performers in Shakespeare’s plays. Among other dramas in which he is known to
have had roles are Jonson’s Every Man in His Humor; Every Man Qut of His
Humor; Sejanus; Volpone; The Alchemist; Catiline; Webster's Duchess of Malfi.
In Shakespeare’s will Condell was bequeathed a memorial ring.

Condottiere. Italian soldier suggested by the stock character of the commedia
dell’ arte, the capitano. .

Confederacy, The. Sir John Vanbrugh (English). Comedy. 5 acts. (Published
also as The City Wives’ Gonfederacy.) 1705.

An adaptation of d’Ancourt’s Les Bourgeoises a la mode. It deals with the com-
plications which ensue when Gripe and Moneytrap, two rich usurers, exchange their
wives.

Confidenti. Famous Italian troupe of the commedia dell’ arte.

Confrérie de la Passion. An acting company of French artisans who were
given a royal privilege in 1402, of preventing all theatrical performances “in the city
of Paris as well as inits suburbs and the surrounding country” if the profits were not
turned over to them. They ceased to function as an acting company in 1548, but their
monopoly on receipts continued (theoretically, at least) until 1677. From 1548 until
1710, the Confrérie controlled the only established theatre in Paris, the Hotel du
Bourgogne, and any company which attempted to play in another place found rough
going.

See also Hatel du Bourgogne.

Confréries des fous. See Actors, medieval.
Confréries pieuses. See Actors, medieval. .

Congreve, William (1670-1729). English dramatist. He was born in Bards-
ley, Yorkshire, the son of a soldier who, during William’s childhood, commanded a
garrison at Youghal, Ireland, where the future dramatist was reared. He was edu-
cated at Kilkenny and Trinity College in Dublin, where he met Swift. Later he went
to Middle Temple in London and studied law. After publishing in 1692, under thg
pseudonym, Cleophil, an almost unnoticed novel, Incognita; or, Love and Duty
Reconciled, he became suddenly famous through the ‘production in 1693 of his first
comedy, The Old Bachelor. Generously sponsored by:Dryden, and competing only



174 CONKLE—CONQUERORS

with the much coarser work of Wycherley and Shadwell, this witty, immoral comedy
of manners achieved instant success. His popularity reached its greatest height with
Love for Love in 1695. Generally, however, his success in the theatre was varying, as
his great masterpiece, The W ay of the World, was a failure. Collier’s attack on the
stage did much to alienate him from the theatre, although he replied with at least
one pamphlet to Collier’s diatribe, he wrote nothing for the stage after The Way of
the World. He did some travelling, and in 1710 he became blind. Though ignored by
the Victorian stage, his comedies have been frequently and successfully revived in
modern times.

He is also the author of The Mourning Bride. He was the most brilliant ex-
ponent of the comedy of manners. His dramatic theories are to be found in his Letzer
Concerning Humour in Comedy.

Conkle, Ellsworth Prouty (1899- ). American educator and dramatist.
Born in Peru, Nebraska, he received his Ph.D. from the University of Iowa, studied
drama with Professor Baker at Yale and spent a year in Europe on 2 Guggenheim
Fellowship. He taught at both the University of North Dakota and the University
of Delaware; became assistant professor of the Department of Speech in the Univer-
sity of Iowa, and director of the University Theatre, one of the most progressive of
the little theatres of the Middle West. As a playwright he first attracted attention
in 1932 with a farce called Forty-nine Dogs in a Meat House. His first play to be
shown on Broadway was 200 W ere Chosen, in 1936. On March 6, 1938, Prologue
to Glory, which had been held for a time by commercial managers, was finally pro-
duced by the Federal Theatre and achieved great success.

Connelly, Marc (1891- ). American dramatist. Born in McKeesport, Pa. In
Pittsburgh he became a newspaperman, then turned toward thoughts of the theatre.
He wrote lyrics for a musical that failed, but which brought him to New York.
Here he continued writing for newspapers and magazines and doing occasional skits
for revues. In 1921 he joined with George Kaufman to form a most productive
and successful partnership. The Kaufman-Connelly collaborations included Dulcy,
1921; T'o The Ladies, 1922; The 49-ers, 1922; Merton of the Mavies, 1922; Helen
of Troy, 1923 ; The Deep-Tangled Wildwood, 1923 ; Beggar on Horseback, 1924;
Be Yourself, 1924. At this time they parted company by mutual agreement and Mr.
Connelly wrote The Wisdom Tooth, 1926. But Mr. Connelly’s real triumph came
with The Green Pastures, 1930, which ran for almost two years in New York and
for three additional years on tour, and which won the Pulitzer Prize. For four years
Mr. Connelly gave some time to motion pictures and traveling. In 1934 he collabo-
rated with Frank B. Elser on The Farmer Takes a Wife, which was moderately
successful. He produced and directed Having W onderful Time, 1937; The Two
Bouguets; and Everywhere I Roam, co-author 1938. He has also either written or
collaborated on a number of motion picture scenarios.

]

Conquerors, The. Emile Fabre (French). Drama. 3 acts. 1908.

Deals with money as an instrument for furthering political ambition, showing a
lawyer so eager to enter the ministry of state that he descends to blackmail and con-
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sents to raising a loan from the lover of his wife. He loses his son who falls in a duel
with a scandalmonger.

Conquest of Granada; or, Almanzor and Almahide. John Dryden (Eng-
lish). Heroic play in rhymed couplets. 1672.

Besides much rant and bombast it contains some good verse and pleasant lyrics.
The background is furnished by the quarrels of the rival factions of Moors under
Boabdelin, the last king of Granada, and the war in which Granada fell to Ferdinand
and Isabella.

Conrad, Robert T. (1810-1858). American dramatist. The son of one of the
members of the publishing house that issued the works of Charles Brockden Brown,
the first American novelist, and Joel Barlow. Born in Philadelphia, by the time he
was twenty-two he was writing plays, his first Conrad of Naples being produced at
the Arch Street Theatre, Philadelphia, 1832. He was educated for the Bar and early
began to interest himself in local politics. He had read law with his uncle, but instead
of immediately going into practice, he gave satisfaction to his interest in Journalism
by publishing the Daily Commercial Intelligencer, later known as the Philadelphia
Gazette. When his health failed, he turned to law, became recorder of the city, and
judge of the Court of Criminal Sessions. The American party also elected him candi-
date for mayor. This activity did not prevent his writing. Among the plays credited
to him are: Jack Cade, 1835; and Conrad of Naples.

Conscious drama. Term given to the dramaturgy of civilized man, whose emo-
tions are so well controlled as to lend themselves easily to clear and logical expression
within the precise form of a play.

Conscious Lovers, The. Sir Richard Steele (English). Comedy. 5 acts. 1730.

Based on the Andria of Terence. Illustrates the author’s views on duelling and
the proper attitude of men towards women.

The story of young Bevil who is about to marry the wealthy Lucinda Sealand,
but who really loves Indiana, an orphan. After many complications, in the end
Indiana turns out to be a long lost daughter of Sealand by a former marriage and all
ends happily, with various lovers united.

The Constant Nymph. Margaret Kennedy and Basil Dean (English). Drama.
3 acts. 1926.

This dramatization of Margaret Kennedy’s popular novel of the same name ran
for 587 performances in London. Its New York production the same year, however,
was comparatively short-lived.

The members of “Sanger’s circus,” eccentric music-lovers with a dash of madness
and a dash of genius, are living in the Tyrol. In addition to Albert Sanger and the
seven wild, brilliant children of his two wives and his mistress, the group consists
temporarily of Lewis Dodd, a disciple of Sanger; Jacob Birnbaum, manager who had
arranged a ballet for an opera of Sanger’s; and Trigorin, another acquaintance. All
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the conventions of drawing-room society are ignored in the household; the children
go undisciplined ; only music is sacred. Then Sanger dies suddenly, leaving his chil-
dren penniless. The oldest and youngest ones are able to fend for themselves, but
Dodd and Birnbaum cannot cope with the impractical vagaries of the four children
of Evelyn Churchill, Englishwoman to whom Sanger was married for a time, and
write to England asking what should be done with them. Robert Churchill and his
niece Florence answer the summons and come to take two of the girls, Paulina and
Teresa, back to England to school. Teresa, “the constant nymph,” at fifteen is a
child-woman, capricious, moody, at once naive and wise beyond her years. And she
loves Lewis Dodd with all the understanding of one musician for another and all the
passion of an untamed heart. Lewis, talented, selfish, hiding his sensitiveness beneath
an arrogant exterior, is fond of the girl—but in Florence Churchill, pink and white
and proper, he sees a visitant from another world, is infatuated and marries her.
They go to London, where Florence reveals herself as domineering and stuffy, and
Lewis falls out of love with her. Moreover, her persecution of Teresa causes the
musician to realize it is the Sanger girl he really loves. He persuades Teresa to elope
to Brussels with him. On the boat going over she becomes ill, and dies of a heart
attack in the pension to which they go in Brussels.

Constant Wife, The. W. Somerset Maugham (English). Comedy. 1926.

This cynical and scintillating protest against the double standard in marriage is
developed in Maugham’s best comedy manner. It was successful both in London and
New York, where Ethel Barrymore starred.

Constance has been married for fifteen years to John Middleton, London surgeon.
She is aware that he is having an almost overt affair with her best friend, Marie
Louise, but refuses to admit it or to listen to gossip. She also refuses the financial
independence which would be possible if she accepted her friend Barbara’s offer of a
partnership in her interior decorating shop. However, she does rebel to the point of
receiving in her home an old sweetheart, Bernard Kersal, back in England after fifteen
years in the Orient. He honorably promises he will act only as a friend in spite of his
lasting affection. At this juncture the philandering husband returns and is introduced
to the noble lover. Two weeks later, the suspicions of Mortimer, Marie Louise’s
husband, are aroused when he finds John’s cigarette case under his pillow. Constance
gallantly comes to her husband’s defense by announcing she left the case there, and
convinces Mortimer so thoroughly he goes off to buy his wife a pearl necklace in
apology. When he has left, Constance finally admits she has known the true state
of affairs all along. John is more disturbed by her calmness than he would have been
by an outburst; Bernard offers to marry her. But she explains that she could not be
unfaithful to John as long as he was supporting her; moreover, John need regret
nothing, since they had five perfect years before falling out of love. Then, left alone,
she telephones Barbara her acceptance of the business offer. For a year she works, at
the end of which time she has paid John for her board and lodging. Independent at
last, she plans to go off with Bernard for six weeks, until he sails for Japan, then
return to home and husband. John is furious, but unable to object to his wife doing
what he himself did, and promises to wait.
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Constructivism. A counterpart of futurism with its scenic emphasis on machines
and mechanical devices. In one phase of his career Meyerhold employed this form as
a method of interpreting the inner meaning of the drama.

Contention betwixt the Houses of York and Lancaster, The First Part
of. (1594.)

Anonymously published ; a play on the same subject as Shakespeare’s King Henry
F’I, and long considered the source used by Shakespeare for his work. Shortly after-
ward appeared The Civil Wars between the Two Houses of Lancaster and York
(Books I-IV; also Book V), by Samuel Daniel. E. K. Chambers, the historian, holds
the opinion that the Contention of 1594 is a pirated, corrupt version of Shakespeare’s
play—which Shakespeare later revised into King Henry V1.

Contour curtains. See Curtains.

Conventions, planes of. Those conditions essential and native to the times in
which a play is written, like soliloquies and asides in Elizabethan drama.

Conversation piece. A term occasionally applied to a comedy, with much talk
and little acticn.

Cook, Madge Carr (1856-1933). English-American actress. Born in England;
sister of L. Morton Powell, theatrical manager. As a child of three, appeared as
Fleance in Macbeth. In 1881 she joined an English pantomime company, and played
in Elizabeth, Pluck, No Coronet, and other plays. In 1887, when she was thirty-one,
she came to America, making her New York debut in The Beautiful Star at the old
Niblo's Garden. Her best known role was the title part in Mrs. Wiggs of the Cabbage
Patch, in which she played for several years, both in America and in London. Her
last engagement was a tour in If I Had the Money. She retired in 1910. Eleanor
Robson is her daughter.

Cook’e, Alexander ( ? -1614). English actor. An actor named in the 1623
Folio list of performers in Shakespeare’s plays. It is conjectured that he took all the
principal female roles. Other plays in which he is known to have acted include
Jonson’s Sejanus, Volpone, The Alchemist and Catiline; and Beaumont and
Fletcher’s The Captive.

Cooke, George Frederick (1756-1811). English actor. The illegitimate son
of an officer, he was born in a barracks. He was brought up in the town of Berwick-
on-Tweed, in the north of England. He had no theatrical connections, but when
about ten or eleven years old, fell in love with plays and acting. He saw Garrick in
1775, and thereafter the man was his idol. Cooke joined strolling companies and
played much in the provinces. In 1800, he first appeared at Covent Garden in London,
as King Richard III, where he had great success. During the season 1810-1811 he
acted in America in New York, Boston, Philadelphia and Baltimore. Everywhere he
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went he drew crowds. He continued to stay on in the United States, although he told
his friends, “I don’t want to die in America. John Kemble will laugh at me.” Yet he
never took decisive steps about returning to England. As late as July 1812, he was
playing in Providence; and there he made his last stage appearance, July 29. He died
in New York on September 26, 1812, of hardening of the liver induced by alcoholism.
His body was interred in the strangers’ vault in St. Paul’s churchyard. He is con-
sidered, after Edmund Kean, one of the most forceful actors of the English stage.
Kean erected 2 monument to his memory, the first ever erected to an actor in America.

Coolus, Romain (Rene Weil) (1868- ). French dramatist. Born at Rennes.
His first successful comedy was acted in 1901. His later productions, noted for his
ironical characterization and sympathy with the unconventional attitude towards
love, include L’Enfant Cherie, 1906, and Coeur & Coeur, 1907, and a number of
vaudeville sketches. He was president of the Society of Dramatic Authors and
Composers. '

His plays include: The Bresile Household, 1893; Raphael, 1896; The Sick
Child, 1897 ; Lysiane, 1898; Coeurblette, 1899; The Marquis de Carabas, 1900;
The Lovers of Sazy, 1901; Lucette, 1902; Antoinette Sabrier, 1903; Little Pest,
1905; The Cherished Child, 1906; The Risk, 1909; 4 W oman Passed, 1910; The
Coast of Love, 1912; The Week of Folly, 1912; The Eternal Masculine, 1920;
Love, When You Hold Us, 1921 ; The Ostrich (with Hennequin), 1922; The Alarm
Clock (with Hennequin), 1923; Jim (with Hennequin), 1924; The Kisses of
Panurge (with A. Rivoire), 1925. The Alarm Clock was adapted by Avery Hop-
wood and performed in New York, 1923.

Cooper, Violet Kemble (1889- ). English actress. She has acted extensively
both in England and the United States and, since 1933, in films. She made her Eng-
lish stage début in 1905 as Kitty Verdun in Charley’s dunt; her first New York
appearance in 1912 in The Indiscretion of Truth. She has also played in Peg O’ My
Heart, 1913; Happiness, 1914; The Wooing of Eve, 1917; Dear Brutus, 1918;
Clair de Lune, 1921; The School for Scandal, 1923; The Servant in the House,
1925; The Command to Love, 1927 ; The Apple Cart, 1930; Lysistrata, 1930; He,
1931; Criminal-at-Large, 1933 ; The Shining Hour, 1934; etc.; etc.

Copeau, Jacques (1878- ). French director, actor, manager. Designed with
Louis Jouvet the formal stage at the Vieux Colombier which was the leading experi-
mental theatre in France. He is a first-rate character actor and he developed a well-
integrated company about him. His troupe played in New York, 1917-18, as part of
French wartime propaganda. He retired in 1924 and lectured in America 1926-27.

See also Garrick Theatre, New York; Théitre du Vieux Colombier.”

Coppée, Francois Edouard Joachim (1842-1908). French poet, novelist and
dramatist. Born at Paris, he is known as a poetic interpreter of the commonplace
realities of everyday life. Although his many poetic works, like Le Reliquaire, 1869,
Les Humbles, 1872, and his novels and tales, notably Le Coupable, 1897, deal with
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such material with delicacy and sympathy, his plays belong to the romantic drama,
which they helped to revive. Coppée was elected to the French Academy, 1884. His
short story, 4 Tragedian’s Funeral, is a charming sidelight on theatrical life.

Plays by Coppée are: The Passerby, 1869; Two Sorrows, 1870; The Woman
Abandoned, 1871 ; Do W hat You Should, 1871 ; The Jewels of Deliverance, 1872;
The Lute Maker of Cremona, 1876; The House of Moliére, 1880; The Treasure,
1880; Mme. de Maintenon, 1881 ; Severo Torelli, 1883 ; The Jacobites, 1885; Our
Fuather, 1889 ; For the Crown, 1895; The Guilty Man, 1896.

Copyright. Ownership of intellectual and artistic property. The word as com-
monly used refers to government registration and protection of the rights guaranteed
in the copyright law. Application covers such creative items as books, periodicals,
dramas, ballets, musical works, graphic or plastic works of art, photographs and
maps, and insures exclusive ownership in this country and abroad. Copyright was first
granted by the Republic of Venice in 1469, to John Speyer, who received the sole
right to print letters of Cicero and Pliny for five years, Copyright at first covered
books only, and has been gradually extended to its present scope. There are inter-
national copyright rules—the Berne Convention with modifications—but the United
States does not adhere. However, reciprocal agreements have been signed with various
nations. Procedure in the obtaining of American copyright is as follows:

A notice of copyright is placed upon the work, with the date of issuance or
completion.

To copyright a play, write to the Register of Copyrights, Library of Congress,
Washington, D. C., requesting an application blank. This will be received within the
course of ten days to two weeks. All the information on the blank should be filled in
and submitted to the Register with either one or two copies of the play, depending
on the request from the Register’s office. The fee is one dollar for each copy.

The copyright is in force for twenty-eight years, and may be renewed for another
twenty-eight years by the original owner, his heirs or assignees only. After the fifty-
six years the work becomes public property. Anyone may use it in any way.

Even in the case of non-copyrighted plays, the author has a property right pro-
vided the play has not been prirted.

The copyright law protects the author. No one may produce a play whether
admission is charged or not, without the permission of the copyright owner or his
representatives. This also holds for a public reading of the play, or the reading of
the play in any open group. The author receives his return for his work from the
royalties charged for performances of his drama. Every conscientious person must be
scrupulous about this. Most plays can be produced for a royalty fee of ten dollars to
fifty dollars a performance. Some plays are royalty-free with only one requirement,
that a copy of the play must be bought for each character in the play.

To obtain rights of production, write to the publishers, or to the persons named
in the printed text of the play, as the author’s agents. If there is no copyright notice,
if the play has not even been printed, care should still be exercised if the work seems
to be within the 28 year period. For ignorance is no defense. The Dramatists Guild
of the Authors League of America, 6 E. 39th St., can be helpful in such matters.
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Coquelin, Benoit Constant (Ainé) (1841-1909). French actor. Made his
debut at the Comédie Francaise in 1860 as Gros-René in Dépit Amoureux. His first
great success was in Figaro in 1861. He created the leading roles in forty-four new
plays. He had great success in society by reciting, and also added to the reputation of
new poets, particularly Eugéne Manuel and Frangois Coppée. He resigned from the
Comédie-Francaise in 1886 because of a dispute over his right to make provincial
tours. He joined in 1890 as a pensionnaire, but broke definitely in 1892 and toured
Europe with a company of his own. In 1895 he rejoined the Renaissance Theatre in
Paris, and played there until he became director of Porte Saint Martin in 1897. Here
he made a sensation in Cyrano de Bergerac. In 1900 he toured America with Sarah
Bernhardt, and continued to appear with her in L’4iglon upon their return. He was
rehearsing the leading part in Chantecler when he died. His books were valuable
contributions to the history of the stage and the art of acting; among them were:
L’Art et le Comedien, 1880 ; Moliére et le Misanthrope, 1881; essays on Fugéne
Manuel, 1881, and on Sully-Prudhome, 1882; Les Comédiens, 1882; L’Art de Dire
le Monologue (with his brother Ernest) ; L’4rt du Comedien, 1894.

Coquelin, Ernest Alexandre Honoré (1848-1909). French author, actor.
Younger brother of Benoit Constant Coquelin called “Coquelin cadet”; made his
debut at the Odéon in 1867 ; appeared with his brother at the Théatre Francais;
became a sociétaire in 1879. He played many modern and classic parts, and recited
monologues of his own composition. Among his books are: Le Monologue Moderne;
Le Rire; Pirouettes.

Coquette. George Abbott and Ann Preston Bridgers (American) Drama. 3
acts. 1927.

Norma Besant or Coquette loves Michael Jeffrey of whom her father Dr. Besant
disapproves. In a quarrel Dr. Besant shoots Michael, and pleads not guilty on the
ground of defending his daughter’s honor. Since Coquette is carrying Michael’s child,
she has no alternative but to take her own life that she may avoid an examination and
save her father. -

Coriolanus. William Shakespeare (English). Tragedy. c. 1607.

Closely follows Plutarch’s life of Coriolanus. Coriolanus, an excellent soldier
but bitter antagonist of the common people, is made candidate for the consulship in
return for his military services to Rome. The tribunes, to save their own power as
representatives of the people, rouse a mob against Coriolanus and banish him from
the city. Coriolanus turns to Rome’s enemy and his own personal foe, Aufidius, leader
of the Volsces, and joins him in a march against Rome. Only the pleas of Volumnia,
Coriolanus’ militantly patriotic mother, dissuade him from his purpose. Rome is
saved, but Aufidius uses Coriolanus’ action as an excuse to kill him.

Corker. British slang term for an actor who ruins a play. Also dead stick.
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- Corner block. A triangular piece of three-ply profile board used for corners in
flat construction. Dimensions are 14 inches along the hypotenuse, 10 inches for other
sides of the right triangle.

See Scenery.

Corner plate. An “L” shaped plate used for joining the corners of a flat instead
of a corner block.
See Scenery.

Corneille, Pierre (1606-1684). French dramatist. He was born in Rouen of a
middle-class family of lawyers and petty officials, of which his father was one in that
city. Pierre was educated at the Jesuit College in Rouen and later studied law, becom-
ing an advocate in 1624 and carrying on a practice for several years. He wrote his
first play, Mélite, when he was twenty-three, the successful production of which by
Mondory in Paris induced him to abandon law for the drama. For a time he was one
of the five poets whose business it was to make plays out of the rough sketches or
mere ideas given them by Richelieu, but from this distasteful office he was dismissed
in 1634. Between this time and 1636 he wrote five comedies, a tragi-comedy and a
tragedy, all being produced. In 1636 his most famous play, Le Cid, was produced,
marking the beginning of his true, and greatest, successes. The famous controversy
over Le Cid, involving the Académie frangaise, brought him increased fame. After
two unsuccessful attempts he was admitted to the Academy in 1647. Discouraged by
the failure of Pertharite in 1653, he retired to Rouen where he occupied himself with
a verse translation of the Imitatio Christi. Though he returned to the theatre in 1658,
he never repeated his earlier triumphs. His works represent most fully the French
ideal of so-called “classical” tragedy and he was the first and foremost in the group
called “neo-classicists.” He believed in strict observance of the Aristotelian unities of
time, place, and action. The effect of these rules on the work of Corneille was the
placing of exceptional importance on speeches; and it is in the eloquence of these, in
the grandeur and dignity of the versification, and in the lofty moral elevation of the
characters, that Corneille particularly excels.

His most important plays, aside from Le Cid, are: Horace; Cinna; Polyeucte;
and Nicomede. His contribution to dramatic theory is scattered throughout his
Examens and his Discours.

Corneille, Thomas (1625-1709). French dramatist. Born at Rouen, the
vounger brother of the great Pierre Corneille, he was made a member of the Academy,
1685 ; died at Les Andelys.

HIS tragedy, Timocrate, 1656, ran for eighty nights, a record for the century.

Cornell, Katharine (1898- ). American actress. Born Feb. 16 in Berlin,
Germany, of American parents. Her father was a theatre manager. She made her
stage debut in New York on November 13, 1916, at the Comedy Theatre in Bushida.
She was engaged by Jessie Bonstelle to play small parts, in Buffalo, but because
of her lack of confidence in herself she was not at first given a long speaking
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part. It was not until 1921, when she played in 4 Bill of Divorcement, that she made
a definite hit. In the same year she married Guthrie McClintic, who has directed
and supervised every production in which she has appeared since 1925. Most notable
among her early successes were T'he Outsider; Candida (which she has played twice,
the revival being in 1937); The Green Hat; The Letter; The.Age of Innocence;
and Diskonored Lady. Her more recent appearances include The Barretts of Wim-
pole Street, 1931, under her own management, running for a year and subsequently
going on tour ; Lucrece, 1932; Alien Corn, 1933 ; Romeo and Juliet, 1934; Flowers
of the Forest, 1935; Saint Joan, 1936; Wingless Victory, 1936-37; Herod and
‘Mariamne, on tour in the fall of 1938; and No Time for Comedy, 1939.
Autobiography, I Wanted to be an Actress, with Ruth Wooedbury Sedgwick.

Corporazione dello Spettacolo. A theatrical organisation, formed under
Italian Fascism in 1931, which controls two great federations uniting all theatrical
syndicates: (1) the Federation of the Administrators of Labor, which includes
operatic and dramatic managers, leading actor-mianagers, theatre-editors, cinema-
owners and -managers; (2) the Federation of Workers, which includes artists, actors,
singers, orchestra players, mechanics, and other employees. The purpose of this
corporation is to ally the interests of the different theatrical categories on behalf of
the higher interest of industry and art. It has been, so far, financially successful.

Corps municipaux. See 4ctors, Medieval.

Corral (or coliseo). Name applied to the courtyard, or space between houses,
which was the place for the representation of plays, and the corrales were the first
permanent theatrical establishments. In the earlier days of the 16th and 17th century,
drama, the windows in the upper floors of houses served as box seats.

The earliest recorded corral of Madrid was the Corral de la Pacheca where per-
formances were given as early as 1568. Later this was called the Teatro del Principe.
The present Teatro Espafiol stands on the same spot and has the oldest uninterrupted
tradition of any playhouse in the world. Its rival establishment, the Teatro de la
Cruz, dates from 1579. For over 200 years with few intermissions these two spots
were the only Madrid playhouses. '

Other cities had corrales or coliseos.

Coryphee. A ballet dancer ; member of the corps de ballet.

Cossa, Pietro (1830-1881). Italian dramatist. Exiled to South America for his
participation in the rising of 1849, he returned after a short time to Italy, and lived in
poverty until 1870.

His historical tragedies, with which he achieved his first success, include: Nero,
1870; Messalina, 1876; The Borgias, 1878; and Cleopatra, 1879. His complete
works appeared in 1887.

Co-starring. Billing which gives equal prominence to two performers in a
theatrical production and which tops the name of play and author.
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BY ALINE BERNSTEIN

The clothing that an actor wears when he comes on the stage to play his part is
his costume. It is not his own dress, it is the dress of the character he is representing,
just as the words he speaks are not the words of his own thoughts, but the words the
author has written for the character to speak.

The costume of the actor is the heightening, the translation into theatrical terms
of the dress of everyday life. It is the selection of what is suitable, beautiful, and
helpful to the portrayal of character, from the vast store of material of life. When
this is well done, the artist is not merely a copyist of a period, even if it is the style of
our own time, but he is a real creator. This principle applies to all costumes designed
for the stage, whether for straight drama, comedy, tragedy, or the more fantastic
forms of ballet and musical show. Naturally there must be the intention of beauty,
that is the taste of the designer.

It is a fascinating art, in practice, execution, and preparation. There are two
fields of study necessary to it. The first is the study of life and character, for people
look the way they look because they are the way they are. Each personal variation of
dress springs from some variation of character, differences that may be slight but are
none the less important. A gay person and a tragic person would never be dressed
exactly alike, no matter if their circumstances and position in life were identical. Had
Hamlet been a well adjusted and happy prince, he would not have clung tenaciously
to his inky cloak. The patches of Harlequin are the multiple manifestations of the
possibilities of the actor’s character, a thing of shreds and patches. It is almost im-
possible not to be expressive of one’s self in dress, even if self is only manifest in the
tilt of a hat, the length of a sleeve, or the way a collar sets around a neck. All these
signs are present for study, but to make use of them the eye of the designer must be
trained, and above all, interested. ‘

The research into period and national costume is a fascinating part of the de-
signer’s work. He has the entire pageant of the arts of the world at hand. It is not
only in costume books that material is found, but in all of painting and applied arts.
There are hundreds of wonderful books, containing reproductions of paintings, sculp-
ture, ceramics, and textiles, all the arts, books that are available in libraries and
museums. Some excellent ones are cheap enough to buy, even for the most modest
purse. Much valuable information about wearing apparel and social customs relating
to apparel is to be found in writings of every time in recorded history. Sometimes in

‘words one may get a very special flavor that is lacking in pictorial representation. For
example in the letters of Lady Mary Wortley Montague written from Turkey in the
early eighteenth century when her husband was Ambassador from England, there
are the most fascinating descriptions of the dress and undress of the ladies of the
harems. Her descriptions, too, of the court and society clothes in Vienna where she
stopped on her way, are priceless for certain details of hair dress, jewelry, laces and
so forth. The eighteenth century diaries are rich in material. Faithfulness to such
detail is worthy of the designer’s closest study, for it adds a lot to the illusion of the
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stage picture. I do not advise overloading any design with detail, but what detail
there is should be correct.

Every script presents a new problem; every play has a new set of characters and
a new approach; every actor and actress has a different temperament to deal with.
We do not lack variety in our work, but we often lack hours enough in the day to
get through with it.

After consultation with the director, the author and the actors, I make my draw-
ings. I have to see to it that three estimates are submitted to the producer. There are
many ways of interpreting a costume drawing, so that in getting these estimates from
the costumer I go over each drawing carefully, specifying the quality and type of
material, the trimmings, laces and manner of execution. This takes time, and it does
not always follow that the job goes to the lowest estimate. Sometimes we know that
one costume company may be better fitted to handle a certain job than another, and
the difference in price is worth the money. After the work is assigned to the maker,
I select every piece of material used in my costumes, even trimmings and buttons.
If samples are not to my satisfaction, I shop myself until I find just what I want.
The selection of material is important to the effect of the design. There is always a
budget to consider, as well as the suitability of the material. I also insist on having
exactly the colors I want, even if dyeing of fabrics is necessary.

I see all costumes before the first fitting, so that they are as close as possible to
my idea. There are usually two fittings, sometimes three for principals. I superintend
every one. I should say that is the most trying, if not the most difficult part of the
work. Little time is allowed for fittings by the directors, we usually get the people
early in the morning before rehearsal when they are sleepy, or in the late afternoon
when they are tired and cross. An actor is himself his own instrument, he has neither
violin nor piano to perform upon, he has to charm you with his own body and voice;
so I think it is important to have him pleased and comfortable, as important as the
design itself.

The problem with modern clothes is different, but just as particular. I sometimes
design them and have them made, sometimes when possible I buy them. It is seldom
that I find a suitable model in the color I want, in which case the color is selected
then ordered. I watch every fitting, even at the best Fifth Avenue shops. I order wigs,
shoes, stockings, gloves, bags, hats, all accessories, even jewelry; and it is part of my
business to see that everything is delivered at the theatre and complete for the first
dress rehearsal. .

The dress rehearsal is an ordeal. In a large production we have a dress parade, a
certain time set aside for the clothes to be worn and shown. In any case it is trying,
for the costumes are actually worn for the first time, the actors are strange in them,
and they come more or less as a surprise to everyone; often a disappointment to me.
They are shown under difficult circumstances, without the proper stage lighting and
all concerned in a fault-finding mood. Nobody knows how hard we work, how good
we are, and what splendid people carry out my designs. When changes need to be
made, they accomplish the impossible, three weeks’ work is done in one day; not as a
favor but as a matter of course. ,

Occasionally in my work I have designed costumes for the theatre when I did not
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design the scenery. I do not like to, I think that the designing of the stage picture
should be done by one person, for no two minds think alike. It is almost unavoidable
in large musical productions, where there is not time enough for one person to do all.
Even that could be avoided with forethought. It is hard work, with little reward,
except for the exciting moment never equalled in anything else in life, when the
house lights darken, the footlights go up, the curtain rises, and magic takes place.

Costumes, Modern Designers of. Costuming has become an important element
in theatre art. The excellence of the creative work produced by such artists of stage
decor as Mrs. Bernstein, Donald Oenslager, Robert Edmond Jones, Jo Mielziner,
Norman Bel Geddes and others traces back to the stimulus of the brilliant work
more than 20 years ago of Josef Urban, the Viennese modernist who raised the
standard of stage costumes and scenery to a plane of genuine artistic effort. His
colorful designing for the Ziegfeld Follies and other productions was extensively
publicized and the place of the costume and scene designer became definitely more
important. Art in the theatre took a step forward. Diaghileff and his Ballet Russe
were contributors also to this effect. They toured France and England and in 1916
they visited the U. S. They brought with them the beautiful demonstration of the
value of artistic costume and scene design. So that today, even ordinary costumes of
everyday people are designed with full regard to line and color values, harmony and
utility, whereas in the first decades of the 20th century, costumes were merely
adequate.

Costume libraries. See Museum of Costume Art; Brooks Costwme Library.

Costumers. New York: Brooks Costume Rental Co.; Eaves Costume Co.;
Veronica Blythe (long with Eaves and a well-known Broadway personality) ; Oscar
Berner (wigs) ; Charles Chrisdie & Co., Inc.; Gertrude Elliot; Juliette (wigs) ;
Lane Costume Co.; Tams Costume Emporium.

Philadelphia: Van Horn.

Costuming, English, Elizabethan. All the stage garments of the time were
sumptuous, even the hirelings wearing silk and giving the appearance of gentlemen.
For many plays, even those placed in other eras, the ordinary Elizabethan garb was
made to serve. For others there must have been marked differences, both for historical
exactitude and symbolical illusion, but little is definitely known about them. How-
ever, as contemporary audiences demanded little or nothing in the way of geographical
or historical accuracy considerable latitude was the rule rather than the exception.
Actors received clothes from noblemen who were their patrons which accounts for

richness of costume.

Costuming, English, Restoration. Beyond an occasional toga, or turban and
barbaric ornaments for Eastern personages, costuming on the English stage of the
17th century made little attempt at historical accuracy. The women’s gowns, often
the gift or loan of rich patrons, followed the prevailing mode; the men’s costumes,
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regardless of the period of the play, were invariably topped off with the then fashion-
able periwig.

Costuming, English, 18th century. Eighteenth century audiences constantly
demanded show; pseudo classic writers who cut down on scenic effects because of
monetary arguments from producers made up for it by rich costuming and other
externals. All historical productions were played in contemporary dress.

Costuming, English, 19th century. Under the influence of Planché, costumes
became historically authentic to fit the period of the piece requiring them; this was
first done in the early part of the century by the Kembles and Mrs. Siddons; King
John in 1823 with Charles Kemble and Mrs. Faucit is notable; this established a
tradition of historical accuracy.

Costuming, German, 18th century. Among the requisites in stage apparel for
every actor in the 1700’s were: black velvet knickerbockers, a brown cloth coat and
a light silk waistcoat ; These made up the conventional accoutrement of every ordinary
role. For special parts: kings—scepters, gold embroidered waistcoats, and, atop a full-
bottomed wig, a hat with feathers; heroes of prehistoric times—helmets in place of
hats and a scarf tied around their brown cloth coats.

Costuming, Greek, ancient. In the early religious drama of all nations
theatrical costume was highly symbolic. Deities, heroes and personifications of quali-
ties such as virtue and vice had traditional colors, garments and insignia. Masks and
wigs were always important. .

In the Greek theatre dress was conventional in color and accessories, the sock and
buskin (soccus and cothurnus) standing respectively for comedy and tragedy.

In tragedy, the costume was of two distinct types: (1) typical: long flowing
dress, belted at the waist, and extending from neck to ankles, called chiton; similar
to that worn in ordinary life with but one or two changes; over this a cloak, usually
a mantle thrown over one shoulder; (2) special costumes designed for characters with
special profession or in special circumstances: e. g., beggars in abject rags, kings with
crowns, etc. In comedy, costumes were of two general types: (1) puffed-out, Falstaff-
like garb; (2) tight, skin-fitting, flesh-colored dress, both characterized by the
phallus, an emblem of the licence of the Greek theatre.

Costuming, Italian, Commedia dell’ Arte. See specific stock characters, such
as Harlequin, Brighella, the dottore, etc.

Costuming, medieval. Much fantastic dress was used in the medieval moral-
ities, such as-devil masks, while divinities were garbed in the styles of contemporary
religious paintings. Medieval costuming in the main was of the following types:
(1) devils: in the form of animals; (2) for ordinary characters: dress of the day.
Color symbolism was generally used. For example, “Mercy” was robed in white,
“Truth” in green, etc.
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Costuming, Roman, ancient. In ancient Roman drama, costume was modelled
on the Greek. It was symbolic and conformed to two distinct types: (1) for tragedy:
long sweeping robes, or syrmata, corresponding to the Greek chiton; (2) for comedy:
various short garments recalling costumes of both the Phlyakes and the regular
literary comedy of the Greeks. Wigs (galeri) were worn, also buskins, corresponding
to the Greek kothornoi, Old men wore white; young men wore purple; parasites
were dressed in grey; and courtesans in yellow.

Cothurnus. Boot worn by Greek actor to give added height and stature.
See also Kothornos.

Counsellor-at-Law. Elmer Rice (American). Drama. 3 acts. 1931.

A character study of a successful attorney, whose reputation is threatened by the
disclosure that in his earlier days he had resorted to illegal means in order to save a
young client from life imprisonment. His wife and all his friends desert him and he
decides to commit suicide. He is prevented from doing so by his secretary in whom he
finds real love and understanding.

Counterplot. A plot or story, usually minor in key, opposed to the main plot of
a play; intended to emphasize or enhance the main plot of the play.

Counterweight system. A system for flying scenery by using weights to coun-
terbalance scenery.
See Scenery.

Count Julian. Walter Savage Landor (English). Tragedy. 5 acts. 1812.

Deals with the story of the vengeance taken by Count Julian, a Spanish noble, on
Roderigo, the king, who has dishonored Julian’s daughter. The subject is also treated
in Southey’s Roderick and in a different form by William Rowley in his 4II’s Last
by Lust.

Count of Monte Cristo, The. Alexandre Dumas (French). Drama. 5 acts.
1844.

Edward Dantes is soon to become captain of the ship, Pharoon, and to marry his
sweetheart, Mercedes. Dantes’ hopes are wrecked, however, when his rivals succeed
in having him arrested on false charges, and imprisoned for twenty years in the lonely
Chauteau D'If. It is there that he learns of a hidden treasure on the Island of Monte
Cristo. He escapes, finds the treasure, and becomes the fabulous Count of Monte
Cristo. He then relentlessly hunts down the men who took his ship, his sweetheart,
and twenty years of his life.

“ Country Theatres. See T heatres, 20th Century American.

‘Country Wife, The. leham Wyycherley (English). Restoration comedy. 5
acts. 1675.
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Living in 18th century London, Margery Pinchwife, the Country Wife, although
carefully guarded by her husband, succeeds in having an affair with an eligible
bachelor, Mr. Horner.

Pinchwife, like other London husbands, believes Mr. Horner’s friendship for his
wife to be of a platonic nature. Mr. Horner is, in reality, a Don Juan, and Margery
makes peace with Pinchwife when he finds that he is only one of many duped hus-
bands, and that Horner has transferred his affections to Lady Fidget.

Coup de théitre. A theatrical hit; hence any showy or sensational trick.

Court theatres. Built during the 16th Century to accommodate Italian com-
media dell’ arte players in demand at courts in France, Spain, Austria, Germany,
England, in fact all over Europe. These were distinguished from medieval theatres
by the roofing of the buildings. Gordon Craig speaks of their handsome stages. Dur-
ing the 17th century, court theatres were built at Versailles and in the 18th century
at Trianon, Drottningholm near Stockholm, and in the Christiansborg Palace in
Copenhagen among other places.

Courtesies. Seldom used term for free admission into theatres.

Courtneidge, Cicely (1893- ). English actress. Born in Sydney, N. S. W_;
made her first appearance on the stage at the Prince’s Theatre, Manchester, 1901 in
4 Midsummer Night's Dream. Went to Australia for six years and returned to
England and was seen in Tom Jones. Other plays in which she appeared include:
The Arcadians, 1910; The Mousmé, 1911 ; Princess Caprice, 1912; The Pearl Girl,
1913; The Light Blues, 1916; Oh, Caesar, 1916. She made her first appearance in
the United States in By-the-Way, 1925; she later appeared in Clowns and Clover,
1927-29, and began a long film career in 1929.

Courville, Albert de (1887- ). English dramatic producer. He was born
March 26, in London, and after a period in journalism was assistant director of the
London Hippodrome until 1920. His successful revues included Hullo, Ragtime!
1912; Zig-Zag, 1917 ; The W hirl of the World, 1924 ; Sky-High, 1925. He has also
produced successfully for the British Broadcasting Corporation and directed the films
There Goes the Bride and The Midshipmaid.

Covent Garden Theatre, London. Opened Dec. 7, 1732, with Congreve’s The
Way of the World. The house was beautifully decorated by the Italian artist, Ami-
coni, who painted a-magnificent ceiling, representing the gods banquetting in the
clouds ; the scenery was by this same artist assisted by George Lambert. It was a small
theatre; the length from the stage to the back of the boxes was only fifty-one feet,
and when full would only hold two hundred, which allowed only twenty-one inches
to each person. The fronts of the boxes were flat, there were twisted double branches
with candles against the pilasters. There were no footlights, but the stage was
illuminated by four hoops of candles, surmounted by a crown hung from the borders.
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On each side of the stage was an ornamental pedestal with painted figures of Tragedy
and Comedy. The orchestra was of a bowed form, narrower than the house, and
adapted for from twelve to twenty musicians. Rebuilt and remodeled several times.
Since 1846, it has been devoted only to opera and musical performances.

Coventry Plays. A series of forty-two English mystery-miracle plays dating
from the reign of Henry V11, the earliest of which was probably composed about -
1416. These were purely religious plays with a suggestion of the morality play yet to
come. Performances originated in, but were not limited to, the town of Coventry.

Covering material. Light, durable and easily painted cloth, such as duck, mus-
lin, linen, or lightweight canvas, used to cover the frame of a flat.

Coviello. Stock comic figure in the commedia dell’ arte, a “mask” who Is a
coward pretending to be brave ; often a mountebank. His name is an abbreviation of
that of his inventor, a Neapolitan called Jacoviello. He wears bells on his wrists and
ankles, and plays the lute.

Coward, Noel (1899- ). English actor, dramatic author, producer and com-
poser. Born in Teddington, he showed an early aptitude for the theatre and made
his stage debut in a children’s fairy play in 1911. That same year he was engaged by
Charles Hawtrey and appeared in a great variety of plays until 1917 when he joined
the army. After the war he returned to acting and began writing.

Mr. Coward is a master of the theatre. As a writer his range is not easy to
parallel, for he is equally successful in the writing of revues, comedies, serious
drama, clever lyrics and musical accompaniments. His first great success was attained
with his serious play The Vortex in 1924 after which he established himself as one
of the leading theatrical personalities of his time. Among his best known works are
London Calling (part author), 1923; The Vortex, 1924; Charlot’s Revue (part
author), 1924; The Rat Trap, 1924; Hay Fever, 1925; Easy Virtue, 1925; This
Year of Grace (author and composer), 1928 ; Bitter Sweet (author, composer and
producer), 1929; Private Lives, 1930; Cavalcade (author and producer), 1931;
Words and Music (author, composer, producer and conductor for opening perform-
ance), 1932; Design for Living, 1932; Conversation Piece (author, composer and
producer), 1934 ; Point Valaine, 1934; Tonight at 8:30, 1935; Set to Music, 1939.
In 1934 he appeared in the film The Scoundrel. He is the author of several volumes
of prose and poetry, among them his autobiography, Present Indicative.

Cowl, Jane (1884- ). American actress and dramatic author. Born in Boston,
Mass., and studied at Columbia University. She made her first stage appearance in
1903 in Sweet Kitty Bellairs and has been playing leading roles ever since. She has
appeared in The Music Master, 1904; Within the Law, 1915; Common Clay, 1917
Lilac Time, 1917 ; Information Please, 1918 ; Smiling Through, 1919-1922; Romeo
and Juliet, 1923 ; Pelleas and Melisande, 1924. She made her first appearance in
London in 1926 in Easy Virtue. After returning to New York, she appeared in Road
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to Rome, 1926-8 ; Paolo and Francesca, 1928 ; Twelfth Night, 1930; Camille, 1932;
The Shining Hour; Rain from Heaven, 1934; First Lady, 1935. She is part author
of Lilac Time, Daybreak, Smiling Through, Information Please, The Jealous Moon
and Hervey House. She is one of America’s most distinguished players of lead roles.

Cowley, Hannah (1743-1809). English dramatist. Born at Tiverton. Her
first play, The Runaways, was successfully produced by Garrick in 1776. It was fol-
lowed by twelve others, of which the most popular was T'he Belle’s Stratagem, 1782.
Under the name of Anna Matilda she corresponded in verse with Robert Merry, who
styled himself Della Crusca, and their joint poems, published in 1788, enjoyed con-
siderable popularity.

Cowly, Richard (?-1605). English actor. An actor named in the 1623 Folio
list of performers in Shakespeare’s plays. He is known to have played Verges to Will
Kempe’s Dogberry in a 1598 production of Much Ado About Nothing.

Crabtree, Lotta (1847-1924). American actress. Born in New York, was taught
dancing by Lola Montez and was a popular child actress in the mining camps of Cali-
fornia. Scored a success as Little Nell in a dramatization of The Old Curiosity Shop
in New York, 1867, and won the hearts of a large audience with her spontaneous and
graceful acting. She amassed a great fortune by her lengthy tours and retired in 1891.

Cradle. A caster mounted frame for supporting strip lights used to light the base
of the cyclorama.
See Lighting.

Cradle Song, The (Cancion de Cuna). Gregorio and Maria Martinez Sierra

(Spanish). Drama, 1911.

 Produced in an English version in New York in 1921, it was revived by Eva Le
Gallienne in 1926. The simple, poetic, tender; devoutly pious play has also proved
popular with college and other amateur theatrical groups.

At a convent of Dominican nuns in Spain, the birthday of the prioress is being
celebrated. In the midst of the fete the bell of the convent door rings. No one is at
the gate, but there is a basket containing a baby girl and a note asking that this
daughter of an erring woman be brought up as a child of God. The novices and the
stern vicaress disagree as to whether or not to keep the child. Their friend the kindly
doctor offers to adopt it to conform to regulations, and they decide to lodge it with
the gardener’s wife until the girl is old enough to say for herself if she cares to lead
the cloistered life. Eighteen years pass. The child, Teresa, is a gay, pretty young girl.
She is going to be married and go to America to live; her adopted mothers are busy
making her trousseau. Teresa asks that her betrothed, Antonio, be allowed personally
to thank the nuns who have done so much for his beloved. Her request is granted.
In a poignant scene, Sister Joanna of the Cross tells the girl how she has always felt
more her mother than the others, and how she will always consider her as dear as a
daughter. Antonio arrives, thanks the sisters from behind the grill, and promises to
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take good care of his bride in America, where he has a position as architect. Then he
asks to see the nuns face to face. The prioress graciously allows Teresa to draw the
curtains. The nuns sadly kiss their protégé farewell, and the doctor, now an old man,
comes to escort his adopted daughter from her girlhood home.

Cradle Will Rock, The. Marc Blitzstein (American). Musical drama. 10
scenes. 1937.

This play was written for production by the Federal Theatre in New York, but
was canceled by Washington authorities. It was later staged by the Mercury Theatre
in New York without scenery, costumes, or properties, the composer, Mr. Blitzstein,
playing the score and serving as announcer at the piano, the actors arising on cue and
doing their bits. This was the first play in the history of the theatre to be produced
professionally in such a fashion.

Mr. Mister is an economic royalist who practically owns and controls Steeltown.
He corrupts the press, bulldozes the church, selects his own Liberty Committee and
arranges for the assassination of a labor organizer. He is, however, unable to beat the
hosts of labor. At the final curtain they overwhelm him and his henchmen,

Craig, Edward Gordon (1872- ). English designer. Born near London; the
son of Ellen Terry; educated at Bradfield College and Heidelberg, Germany ; made
his first appearance on the stage at the Court Theatre, 1878, in Olivia; his acting
career is associated with his mother’s and with Sir Henry Irving. His great effect
on the theatre has been as a visionary and a writer. As one of the pioneers of modern
theatre art he urged simplification of scenery and the unity of production. As a de-
signer his work has been largely impractical. His productions include: Purcell’s Dido
and Aneas, 1910 ; Purcell’s Masque of Love, 1901 ; Much Ado About Nothing, 1903;
Das Gerettete Venedig (Venice Preserved), 1904; Ibsen’s Rosmershelm, 1911; The
Pretenders, 1926 ; Macketh, in New York, 1928; and others.

Among his books are: 4rt of the Theatre, 1905; On the Art of the Theatre,
1911; Towards A New Theatre, 1913 ; Theatre Advancing, 1921; A Production,
1928 Books and T heatres, 1930.

Craig’s Wife. A drama by George Kelly (American). 1925.

Mrs. Craig’s credo is that a woman should seek from marriage independence and
security rather than romantic love, and her guarantee of the performance of a home
for herself is “the control of the man upon which they are founded.” She is a fanatical
housekeeper, discourages the visits of her husband’s friends and alienates him from his
family. Mr. Craig bears with her patiently until an accident reveals her to him in her
true colors. He leaves her, and Mrs. Craig is left alone in the house for which she has
sacrificed so much.

Crash the gate. To gain free admission to the theatre.

Craven, Frank (1880- .). Actor, dramatic author, and producer. Was born in
Boston. Made his first appearance in 1887 in The Silver King and spent many years
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in traveling in stock companies all over the U. S, Has appeared in The W riting on
the Wall, 1909 ; Bought and Paid For, 1911 ; Too Many Cooks, 1914, which he also
wrote; Under Fire, 1915. He wrote and played in Money From Home, 1927 ; The
Nineteenth Hole, 1929 ; That’s Gratitude, 1930. He was the commentator in
Our Town, 1938. He staged ¥ histling in the Dark, 1932; Riddle Me This, 1932;
Bridal Wise, 1932. He appeared in the films in State Fair, City Limits, and has
written and directed the production of other films. He is the author of Spite Corner,

1922; Up She Goes, 1922; The Girl Goes Home.

Crebillon, Prosper Jolyot de (1674-1762). French dramatist. Father of
Claude P. J. Crebillon, who wrote the immoral novel, The Sofa; and author of
gloomy, horrific tragedies, among them: Idoménée, 1705; Atrée et Thyeste, 1707;
Rhadamiste et Zénobie, 1711.

Creditors. August Strindberg (Swedish). Drama. 1 act. 1890.

Thekla, the heroine, has preyed upon her first husband, Gustav, and her second,
Adolph. Gustav resists Thekla’s attempt to take him back as a lover, and destroys
Adolph by hypnotizing him and then revealing to him Thekla’s faithlessness.

Crepe hair. An artificial wool-like substitute for hair, used in making beards,
moustaches, etc.; comes braided and in various colors.

Criminal Code, The. Martin Flavin (American). Drama. Prologue and 3 acts.
Printed 1929.

Robert Graham, serving a prison sentence for manslaughter, is given a job as the
warden’s chauffeur. Later he is witness to a murder in the warden’s office. When he
adheres to the Criminal Code and refuses to divulge the murderer, Graham loses the
privilege of working and is locked in his cell. Finally he kills a prison official who has
mistreated him, and receives a life sentence.

, Critics and criticism. Theatrical criticism is as old as the drama, natural and
necessary to it. It governs its growth and development, for the acceptance and reac-
tion of audiences to dramas determines to a great extent the course and nature of
future acting, dramatic technique, production and writing. And, of course, the opinion
and expressed views of informal or authoritative persons has had, has, and will always
have an important influence on popular opinion. The source of influence of the au-
thority may vary—emperors, kings, churches, teachers, scholars have influenced the
popular opinion of plays. )

The province of criticism is everyone’s. The profession of criticism is, however,
comparatively new. Since the days of the Greeks, scholars, philosophers and others
have commented and written on dramas and dramatic theory. But only since the
development of the newspaper and periodical have men been paid to report on, review
or criticize plays. Perhaps the origin was in the informal institution of Fop’s Corner
criticism in the Restoration theatre when the public avidly awaited the decision of
the “experts.” Nevertheless, as newspapers and periodicals developed, expert opinion
on theatre matters was recognized as an important public interest.
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Because the role of critic is authoritative, expertness was required of critics and
the cloak of importance was loaned to him. Thus many great men of letters have
been critics and many achieved their fame as critics. William Archer, Walkley,
Lemaitre, Shaw are among the famous 19th century critics abroad and William
Winter, the most famous American critic. J. G. Huneker, Percy Hammond, Alexan-
der Woollcott, Heywood Broun, George Jean Nathan are famous 20th Century
American critics.

Because New York is the center of the professional theatre in America the New
York critics are the most important and influential. Recently they organized them-
selves as the New York Drama Critics Circle.

Present day New York critics include: New York Times, Brooks Atkinson, Lewis
Nichols; New York Herald-Tribune, Richard Watts; New York Post, John Mason
Brown, Willella Waldorf; New York World-Telegram, Sidney Whipple ; New York
Sun, Richard Lockridge; New York Journal-American, John Anderson; Daily
Mirror, Walter Winchell, Robert Coleman ; W omen’s Wear Daily, Kelcey Allen;
Daily News, Burns Mantle, John Chapman; Time, Louis Kronenberger; Morning
Telegraph, Robert Rice; Brooklyn Eagle, Arthur Pollock; Daily W orker, John
Cambridge ; Theatre Arts, Rosamond Gilder, Edith J. R. Isaacs; The New Yorker,
Robert Benchley, Wolcott Gibbs; Cue, Oliver Claxton; Variety, Jack Pulaski;
The New Republic, Stark Young; The Nation, Joseph Wood Krutch; George Jean
Nathan, various; John Gassner, various. On the radio are Lucius Beebe, Station
WOR ; Martin Starr, Station WMCA.

London critics include: Times, Charles Morgan and A. V. Cookman; Sunday
Times, James Agate, Geo. W. Bishop; Daily Mail, M. Willson Disher, Harold
Conway; Daily Telegraph, W. A. Darlington, Geo. W. Bishop ; Illustrated London
‘News, Ivor Brown; Observer, Ivor Brown, Horace Horsnell; Punch, Eric Keown;
Sketch, Ivor Brown; Sphere, Philip Page; Stage, H. M. Walbrook; Sunday Dis-
patch, F. W. Connery Chappell ; Sunday Express, Stephen Watts; Sunday Graphic,
F. Harris Deans; Sunday Pictorial, Herbert Farjeon; Sunday Referee, Philip Page;
Daily Herald, Hannen Swaffer; Theatre Arts, Ashley Dukes. On the radio for the
British Broadcasting Corporation is James Agate.

See also New York Drama Critics” Circle; Reviewers.

CRITICS AND CRITICISM
BY JOHN MASON BROWN *

To the majority of people, and even to that highly specialized majority of theatre
people, the dramatic critic seems, at best, a spiritless person who prefers the indolence
of opinions to the trials of action. Because his interest leads him only into judgment
and away from performance, the world can never quite forgive him or take him with
that final seriousness he undoubtedly desires. It presumes, believing it to be a char-
itable presumption, that he must have turned dramatic critic because he is either
waiting to do some real work in the theatre or because he has failed there.

* Reprinted from Upstage, 1928, by the kind permission of W. W. Norton and Company.
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The critic is a figure, and often a power, in the larger cities, but his readers share
with him the knowledge that the roots of his sway go no further than an opinion
he happens to have formed in a crowded theatre, where everyone else may have been
forming radically different opinions. When, therefore, he speaks—as he is sometimes
teinpted to—too confidently, too arbitrarily, as though he were the one and only
chosen representative of the earthly estates of Thalia, his position is somewhat pre-
carious and not a little ludicrous. ‘

In daring to lift his voice above the crowd: the critic may feel justified because
of his delusion that what he writes so unhesitatingly is an expert opinion, whereas
what they feel is only an immediate and unthinking emotional reaction. He may
hope against hope that this will endow his words with their due finality. But if he
has recourse to his dictionary, he only adds to his confusion. Though he may be
comforted by reading that a reaction is a “responsive or reciprocal action,” or the
“response of an organ, etc., to external stimulus,” he is disheartened to learn that an
opinion is only a “judgment based on grounds short of proof,” “a provisional convic-
tion,” or at best a “formal statement by an expert when consulted of what he holds
to be the facts or the right course.” In other words the dramatic critic is always far
short of infallibility, and the sooner he learns it the better it will be for him and his
profession. His truth at best is his truth to himself and his own temperament but even
in his statement of this one truth that can be absolutely his, he is often fallible. His
fallibility, however, leaves him once more as only a single voice raised against many.

In dramatic criticism, more than in any other form of appraisal, it is apparent
that one man cannot speak with a complete knowledge of the many aspects of a pro-
duction which combine to make it effective. He is faced with the sorry dilemma of
speaking not only intelligently, but also authoritatively as a playwright, an actor,
a scenic artist, a director, an electrician, a costume mistress, and a member of the
audience. More than that, in the course of a single week of professional theatregoing
he may meet, not one kind of playwriting, or one kind of scenery, or one kind of direc-
tion, or acting, or one historical period and specialized locale, but as many as six, with
their corresponding styles in costume, language and demeanor. Obviously his lot is
not a happy one if he attempts to muster facts towards authority. Accordingly what
he does is to seek means of escape. And in means of escape his profession abounds.

For one thing he takes refuge in the highly debatable purposes of his job. He
_catechizes himself, with such questions as the following, and finds asylum in the
easiest answers. Is he writing to tell his public what happened and who was there?
Is he only an audible member of the audience whose reactions are valuable mainly
as they serve as a common denominator to what the town may think? Is he trying to
help the actor and the playwright by constructive suggestions, or is he merely to
describe them for prospective ticket-buyers? Is he a middleman or an autocrat, a press
agent or a synopsis manufacturer? Do his readers want to know what he thinks or
learn about what they may like? Is he to parade his understanding or his adjectives,
his knowledge or his enthusiasms? Is he to treat each production as an 1solated unit,
or judge it by comparative values? Is he paid to analyze technicalities or to amuse his
public? Is he to turn crusader and fight for a play or a production or a group in which
he believes, even when they are not ripened enough to warrant his praise, or is he to
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pass judgment only on the finished product? Is he to measure what he is asked tc see
by a general theory of the theatre, or come receptive, with his mind and body fiesh
for new impressions? In short, and this is more important than it may seem, is he to be
a reporter, a reviewer, or a critic?

The dramatic critic differs from the reporter and the reviewer in that he is more
interested in the idea behind the event than in the event itself. Sharing with them an
indebtedness to another man’s work, or rather in his case the work of other men, he
is, like them, a lean-to in literature and cannot stand alone. He needs an incentive,
if not an excuse, for his work, but he does not find it in the date which heads the page
of a daily newspaper. Supposedly the reflections he has to make are not confined only
to a passing interest because they are based upon eternal principles. His realm is the
idea rather than the fact. He sees a play or a performance not in relation to what it
may say to a prospective ticket-buyer, but in terms of what it does contribute to the
theatre and to life. Even if he makes no mention of the past, its contribution and its
sequence are somehow in his mind. To him the past is not dead because it is past any
more than the present is alive merely because it is the present. There again he shows
that his interests are timeless and transcends a mere date because to him, as Arthur
Symons phrased it, “No perfect thing,” of any time or period, “is too small for eternal
recollection,” just as “any living insignificance is already dead.” To him only the
first rate is important. It is that which is his ceaseless goal, and his constant standard
of comparison.

Unlike the reviewer, whose copy is due the next morning and sure to be of a
certain presentable length in print regardless of the merits of its subject matter, the
critic has a greater latitude in rejecting what is patently beneath his notice. Even
when he contemplates mediocrity, which is his tireless foe, he is attracted to it only
by its relation to distinction. Because he is an essayist, not a journalist, because he
writes—when and if he writes at all—for weeklies and for monthlies instead of
dailies, and has the time for mulling instead of reporting, his measuring rod can be
the best instead of the popular. To him news is no end in itself. It is only a demonstra-
tion of principles, 2 moment that is never self-sustaining nor isolated but that has come
from somewhere and leads somewhere.

‘When the critic is a figure of any real importance he has a definite conviction of
his own, a theory of the theatre, which is the springboard to many of his enthusiasms
and detestations. In his littlest examples he may be merely a critic, seeing what he
sees only in terms of what he has viewed in the theatre or read at home rather than
what he has lived. He may exclude life from his province, and yet perform a valuable
service as a technician, a rule-giver, a “professional dramatic critic” and nothing
more. But the more he is a lean-to in life as well as in letters the more circumscribed
is his value, because side by side with his “sense of the theatre” he must draw upon
his knowledge of life to understand and appraise the thing he is asked to judge. How
much more he is than a dramatic critic depends entirely upon how much more there
is in him, and how thirsty his sympathies and emotions as well as his intellect have
been. He draws upon his fund of personal experience as a gulde to what is probable,
and a means of recognizing the truth and rejecting the specious. His verdict 'on?this
score is more important than a scrubwoman’s only in proportion to hew much deepes
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is his knowledge, how much more passionate and sensitive is his range of experience
and his comment on human nature. )

Before a man is a dramatic critic, and not a reporter or a reviewer, he must have
standards that are born of the theatre itself and not of the press-room. He must serve
it, and dedicate himself to its interests rather than to his own or those of his editors
or his readers. He must be the first to realize that the traditions of hard-boiled
journalism which the reviewer and the reporter have held up to the stage as its final
standards, have less than nothing to do with the theatre and can only harness and
imprison the imagination that is its life-blood. He must know the theatre’s traditions
and see behind its mysteries as well as record his personal impressions. He must not
limit his concern to the commerce and gossip of the rialto, or to proving that he is
shrewder than the managers in guessing at successes or failures. Sitting before an
art, he cannot look upon it merely as a trade, nor can he hold it as lightly as his
editors are willing to confess they do by leaving it so often to the mercy of cub
reporters. When all is said and done the fact remains that he is not an agent for the
manager but a servant of the art which the manager exploits.

Though the critic, like the reviewer or the reporter, is only a signpost when he
writes of what other men have done and are doing, it is his special duty to point the
way not to one playhouse or one play but to the theatre itself. Unlike the signpost,
however, if he is worthy of the title of dramatic critic, he is unwilling to point the
way without going there himself. In his negative, passive way he must be something
of an artist himself. Denied the divinity of creation, he must at least be blessed with
the gifts of re-creation.

Critics, second-string. This descriptive term which in ordinary usage would
be derogatory (as, second-rate) means, rather, in theatre parlance, the understudy
to or proxy for the regular drama critic sent out by a newspaper. When two or more
plays open on the same night the reserve man—the second-string critic—covers the
second opening; he also goes to plays already seen by the regular critic when changes
in the cast occur. The second-string critic is sometimes dramatic editor.

Critics, in the Restoration theatre. Criticism in Fop’s Corner occurred dur-
ing the play and was spoken aloud. When the play was over the wits remained to
discuss it. The success or failure of a play was decided by these critics. The ladies
often remained in their boxes after the play was finished to hear their verdict.

Croly, George (1780-1860). British author. Notable for his satires and dramas
in the style of Byron. Born in Dublin, he entered the Holy Orders in 1810 and be-
came rector of St. Stephen’s, Wallbrook, in London, in 1845. He was a contributor
to Blackwood’s, dramatic critic of the New Times, and published a number of plays
and satires. '

His one play of importance was Salathiel, 1829, reprinted as Tarry Thou till 1
Come, a romance based on the legend of the Wandering Jew.

Crothers, Rachel (1878- ). American dramatist. Her plays, notable for their
craftsmanship and clever dialogue, are social comedies written from the modern
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woman’s point of view. Beginning as an actress, she then turned, with success, to the
drama, first writing one act plays. Her first play Nora was produced in 1904. 4 Man’s
World was one of the first American versions of the Ibsen suffrage ideal. Among
the other plays which followed are: The Three of Us, 1906; He and She, 1911;
Mother Carey’s Chickens, 1917; Nice People, 1921; Let Us Be Gay, 1929; As
Husbands Go, 1931 ; When Ladies Meet, 1932; Susan and God, 1937.

Cucurucu. The name Jacques Callot, the French etcher, gave to Punch.
See also Punch and Callot, Jacques.

Cue. A signal, provided by the last words of the speech directly preceding an
entrance on the stage or a rejoinder in dialogue, from the French gueue, meaning
the tail of a sentence, or catch word.

See also Cues, to clip.

Cue Magazine. A weekly periodical devoted to concise information on current
amusements in New York City.

Cue sheet. Notations of light changes, props, sound effects, etc., for the use of
the stage manager and the switchboard.

Cues, dragging. Popular stage expression for allowing the voice to drop in a
performance so that the speeches fade into inaudibility, with the result that rejoinders
and entrances, dependent on these speeches as signals, or “cues,” become haphazard
and not precise. ’

Cues, to clip. To begin to speak one’s lines before the actor preceding has had
time to finish the cue phrase, and thus to destroy the meaning or effectiveness of his
final words. Done wilfully rather than accidentally, clipping cues is a malicious way
for an actor to draw the attention of the audience.

Cueva, Juan de la (1550?-1620?). Spanish poet and dramatist. Born in Seville.
He is accredited with having a marked influence on the drama by his advocacy of
lack of restriction in regard to the rules of time, place, and action and his advocacy
of national subjects for dramatic themes. This latter idea he expounded rather late
in life and after he had produced plays based both on classic and national themes.

Among his principal dramatic works are Trajedia de Ayax Telamén (of classic
theme) ; La Muerte de Virginia (of classic theme).

His Cerco de Zamora, Bernardo del Carpio and Los siete infantes de Lara, are
virtually the first plays written in Spain which are based on national history.

Cumberland, Richard (1732-1811). English dramatist. Born in Cambridge;
entered public service, becoming secretary to the Board of T'rade, in 1776. His best-
known play, The West Indian, was produced by Garrick at Drury Lane in 1771.
Goldsmith, in his Retaliation, called Cumberland “the Terence of England,” and
Sheridan caricatured him as Sir Fretful Plagiary in The Critic. Cumberland’s
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formula for comedy was: a complicated plot, comedy mixed with villainy and senti-
mentality, all crowned with a happy ending. It was Cumberland’s skillful use of this
formula which assured its general adoption. He was one of the first dramatists to
manifest interest in the under dog. -

Cup, The. Lord Alfred Tennyson (English). Tragedy. 5 acts. 1881.
Gamma, widow of Sinnatus, tetrach of Galatia, poisons Synorix, the traitor who
killed her husband, and then takes her own life.

Cure for a Cuckold, A. John Webster and William Rowley (English).
Comedy. 5 acts. c. 1640.

A rather rowdy and ribald comedy based on a comparatively familiar situation:
Compass, a sailor, away at sea for four years, returns to find his wife the mother of a
three months old child.

Curel, Francois de, Vicomte (1854-1928). French dramatist. One of the
modern French classicists. Born in Lorraine, he was trained in science, but read
widely and led the life of an artistic amateur. Having written a novel which failed,
he tried his pen at plays, and in 1891 sent to Andre Antoine three of them signed by
three different names. All were accepted. Thus encouraged, de Curel from time to
time interrupted his life of gentlemanly leisure to compose dramas as the spirit moved
him without much thought of a popular audience. In spite of his early affiliations
with Antoine, his art is romantic rather than naturalistic in tendency and his last
plays even treat of the supernatural. A genius of penetrating imagination and dark
moods, he has invented unusual situations in which to place his more unusual
characters.

His plays include: The Other Side of a Saint, 1892; The Fossils, 1892; The
Fair Guest, 1893 ; Love Adorns, 1893 ; The Dancer, 1896 ; The Lion’s Share, 1898;
The New Idol, 1899; The Wild Girl, 1902; The Beat of the Wing, 1906; The
Dance Before the Mirror, 1914; The Comedy of Genius, 1918; The Soul in Mad-
ness, 1920; The Intoxication of the Sage, 1922; Inhuman Land, 1922 ; The Quick
and the Dead, 1926 ; Mystical Storm, 1927. '

Curtain. A device for shutting off the scene from the audience—the concealing
drape of the stage; developed into its modern form and usage only slowly. In the
early Roman theatre something of its principle was executed by the auleum ; in Renais-
sance Italy several small curtains were used in the scene itself, serving, when drawn,
to disclose something deeper on the stage, but the curtain as we know it today was
practically unknown ; it was occasionally used, but drawn, not raised and dropped,
in certain Elizabethan theatres; it was used in the Court masques of the Elizabethan
period, usually painted with a “perspective,” not drawn but dropped beneath and
before the stage like the Roman auleum, and at a later date raised by means of rollers;
in the Restoration theatre used only to open and close a play, never at any time in
between, so that scenes were shifted in full view of the audience. The use of the term
“curtain” first began about 1690. Type of curtain: draw, tab, roll, contour, drop (up
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and down). The term used in the body of the play-script is to denote the end of an
act or of the entire theatrical production, which is the curtain’s major utility.

Curtain, emphatic. The closing of a play on an effective line or action; now
considered old-fashioned and unrealistic.

Curtain, unemphatic. The closing of a play on a usual line without special
effectiveness ; now considered more realistic. ’

Curtain calls. Appearing before the curtain to acknowledge the applause of the
audience ; taking bows with the raised curtain; the habit of an actor, killed in the
play’s action, taking a call was exaggerated at the time of Kean’s first American
appearance, 1820. At the present time a “picture-ending” or “tableau” curtain is
usually taken in plays of this kind, the stars later taking a call.

Curtain going up! To signify to the audience that the curtain is rising, chimes
were sounded in Belasco’s Theatre and are used at the Yale University Theatre.
Beating on the stage with a wooden stick serves warning to spectators at the Grand
Guignol in Paris. The director, Jacques Copeau, carried along this not-too-subtle
device when he took his Vieux Colombier troupe abroad. A flickering of the electric
lights, or a buzzer is the signal in many American theatres.

Curtains. Asbestos curtain, fire-proof required by law to be raised and lowered
once for every performance. 4 uleum, name for curtain in the Roman theatre, pulled
up from groove at front of stage, at end of play. Contour curtain, a curtain which
may be draped in for desired opening ; essentially a fly curtain with the top stationary;
series of lines spaced evenly across the proscenium opening; each line is operated
individually by motors to raise the curtain; the curtain in the Radio City Music Hall
is an example. Draw curtain, a curtain sliding on a wire or track, drawn to the sides
of the stage when opened. Drop curtain, a decorated canvas or muslin cloth, fastened
to a batten at the top and bottom, and hung from the grid. Usually of fairly large
area. Lowered between scenes and acts. Roll ceiling, a ceiling of cloth, which may be
rolled for transportation or storage. Roll-out, a hinged horizontal flap let into bottom
of a flat through which a performer can roll onto the stage; used in Harlequinade.
Tab curtain, a curtain with draw-ropes strung in a curve. It divides and forms a
frame for the tableau (whence “tab”) revealed.

Cushman, Charlotte (1816-1876). American actress. First native born actress
of top rank in the American theatre; made début in New Orleans as Lady Macbeth;
New York debut in that role Sept. 12, 1836. Her most popular role was Meg
Merrilies, in a dramatization of Scott’s Guy Mannering. She was the first great
tragedienne of the American theatre. Played with great success in England where her
Wolsey, and Romeo (with her sister as Juliet) were highly praised. She also essayed
the roll of Shylock. Called by Laurence Barrett the “greatest Lady Macbeth of her

age.”
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Custom of the Country, The. John Fletcher and Philip Massinger (English).
Comedy. 5 acts. 1619-22.

Count Clodio claims his right to “the custom of the country” whereby as an
Ttalian governor he may spend the night with any bride he wishes. The Count
chooses Tenocia, whom he sought in marriage, but who became the wife of Arnoldo.
Luck being with them, Tenocia and her husband are able to escape the Count’s com-
mand and board a ship for Lisbon.

Cut drop. A regular drop, cut out after painting, in whatever outline may be
needed for the particular scene; by superposition of one cut drop on another a three
dimensional effect is obtained.

Cyc. Cyclorama or large back-drop.

Cycles of plays. A series of dramas built around identical characters and themes.
The tradition of cycles began with the ancient Greek custom of performing three
plays together on a single afternoon, all written by the same dramatist about the same
subject. The Oedipus plays of Sophocles form a cycle. O’Neill’s trilogy, Mourning
Becomes Electra, although performed as a whole, may be considered a cycle.

Cyclops, The. Euripedes (Greek). Drama. c. 440.
Ulysses in his wanderings encounters the one-eyed giant Cyclops, and by a trick,
blinds the giant in order that he and his men may escape to their ship.

Cyclorama. Scenic device; a sky piece, a contrivance used in outdoor settings
to simulate the sky. For best results a curved light blue drop or a permanent plaster
dome is used. In large cities as well as on the road during the Nineties the display
of cycloramas and sensational scenic paintings constituted a form of entertainment
in itself. The most popular cycloramas of this period were to be found in T ke Battle
of Vicksburg and The Battle of the Monitor and the Merrimac.

See also Horizont, der.

_Cyc trough. The trough running around the base of the cyclorama for per-
manent installation of horizon lights; four feet from the cyclorama.

Cymbeline. William Shakespeare (English). 1609.

The quasi-historical action comes from Holinshed’s Chronicles and the Imogen
story from Boccaccio’s Decameron. The story of Belarius is of Shakespeare’s own
invention. Cymbeline banishes Posthumus because the latter has married Imogen,
Cymbeline’s daughter, against the king’s wishes. In Rome Posthumus wagers with
the crafty Iachimo that Imogen would never be inconstant. Iachimo, by strategy,
secures Imogen’s bracelet and returns with it to win the wager. Posthumus sends
orders that Imogen be killed for what he believes her inconstancy, but she escapes,
disguised as a page, and goes to a cave where Belarius, a banished lord, lives with two
of Cymbeline’s children, formerly kidnapped by him. Meanwhile Cymbeline is pre-
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paring to undertake a war against Rome. In the course of this the complications of
the plot are resolved, true identities established, and general forgiveness and concord
reigns.

Cynthia’s Revels. Ben Jonson (English). Comedy. 5 acts. 1601.

A satire of contemporary court types: the traveler who has drunk at the fountain
of self-love; a foolish young gallant; the voluptuous woman; the impudent lady;
the worshipper of money; the victim of folly. Queen Elizabeth is represented as
Cinthia in the play, and Essex as Actaeon. Contains one of Jonson’s most beautiful
lyrics, the Song of Hesperus.

Cyrano de Bergerac. Edmond Rostand (French). Poetic drama. 5 acts. 1897.

Cyrano, poet, swordsman, doctor and musician, is afflicted with an enormous
nose. In love with Roxane, he discovers that she loves the handsome Christian, who,
knowing that Roxane expects a letter from him, is miserable in the knowledge of his
own inarticulateness. Cyrano volunteers to write the love letters for him. They are
letters of extraordinary beauty. Roxane’s love is now transferred from Christian’s
looks to his supposed soul and wit. When Christian dies in battle, Cyrano still does
not tell her that the letters which she has loved are his. In the convent, where she has
gone to live, she learns of it many years later on the day that Cyrano is killed by an
enemy.

Daikon. An actor in the Kabuki plays of Japan. Also a Japanese term to describe
a poor actor; the word is used to humiliate,

Dailey, Peter (1868-1908). American actor. A born comedian, making his
debut at the age of eight. He later joined Weber and Fields and for many years was
one of the leading stars at their Music Hall in New York.

Dalberg, Baron Wolfgang Heribert (1750-1806). German manager. Super-
intendent of the Mannheim National Theatre in Germany ; between 1784 and 1795
he engaged the noted actor Ifland and produced Shakespeare’s Julius Caesar. Dalberg
was the first to recognize the then unknown Schiller; first produced Schiller’s The
Robbers and Fiesko in Germany.

Daly, Arnold (1875-1927). American actor and producer. Born in Brooklyn.
His first appearance was in 1892 in The Jolly Squire. He appeared on the New York
stage for the first time in Puddin’head Wilson in 1899 at the Herald Square Theatre.
Not long after he played in Barbara Frietchie with Julia Marlowe. He was famous,
as a producer, for his early presentation of Shaw’s plays, among them: Candida, Mrs.
Warren’s Profession, and You Never Can Tell. He toured with The Man of Des-
tiny, Arms and the Man, How He Lied to Her Husband and The Monkey’s Paw,
among others. He appeared in 4Arms and the Man in London in 1911. Later he
played in Juarez and Maximilian. Burned to death in 1927.
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Daly, Augustin (1838-1899). American theatre manager, dramatist. One of
the greatest of American theatrical managers. Daly began as dramatic critic for sev-
eral New York papers. He adapted many plays from the German and French, his
debut as a manager in 1867 being with the London melodrama, Under the Gaslight.
His productions also included Shakespearean comedies, chief among which were: T'he
Taming of the Shrew; A Midsummer Night's Dream; As You Like It.

In 1869 he opened his first theatre, the Fifth Avenue, and a few years later he
established his famous Broadway theatre, Daly’s, with a stock company starring John
Drew and Ada Rehan. E. L. Davenport, Fanny Davenport, Clara Morris, Mrs.
Scott Siddons, and many other accomplished players acted for Daly.

In 1893 he established a London theatre, known later as Daly’s, where he took
his company annually, meeting with great success. In New York society his perform-
ances were very popular, a Daly first night being an important event.

Damaged Goods. Eugéne Brieux (French). Drama. 3 acts. 1902.

A thesis play attacking society’s secrecy about venereal disease and revealing the
evil of its not being openly recognized and treated. It pleads for compulsory pre-
marital examinations. It caused a furore when first produced and was censored.
While the subject is that of Ibsen’s Ghosts, Brieux is less interested than the Nor-
wegian in the moral aspects of the malady and more in the physical ravages it effects.
Georges Dupont, a young Frenchman, learns on the eve of his wedding that he has
syphilis. He disregards the advice of a reputable physician and marries after six
months’ treatment by a quack. His child is born and inherits his affliction. Georges
again consults the specialist, and is told that he may not even keep a nurse for the
child, lest she and her own offspring be contaminated. He dismisses the current nurse,
and it is through her that his wife learns his secret. She wants to divorce him, and his
father-in-law to shoot him, but the physician intervenes once more, pleads for toler-
ance, and holds out hope for a cure if treatment is continued.

Dame aux camélias, La. See Camille.

Damon and Pythias. Richard Edwards (English). Drama. 1564.

Good example of early Elizabethan drama, morality play. Said to have been writ-
ten by the choir master for the boys of St. Paul’s and the Royal Chapel. Plays of this
genre heralded the work of Lyly and Peele several years later.

Damon and Pythias, Pythagorean Greeks, visit Syracuse, where Damon is ar-
rested on a baseless charge of spying. Pythias’ devotion to his friend and his efforts to
save him and their mutual self-sacrifice, so impress Dionysius that he pardons Damon.

' THE DANCE AND THE THEATRE
BY JOHN MARTIN

The relationship between the dance and the theatre is one that has got itself curi-
ously twisted in popular practice. Actually, the dance is the mother of the theatre
arts, and both tragedy and comedy, with all their various offspring, are outgrowths of
its original creative impulse. This is only logical, to be sure, for the dance deals in the
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movement ot the body as its medium, and that happens to be the first means by which
men express all their emotional experiences.

As the theatre developed, however, this fundamental medium was relegated to the
background more and more until today by far the greater part of all theatrical activ-
ity consists of speech, with no more movement accompanying it than is essential for
verisimilitude. The dance is allowed to enter the picture chiefly as a kind of garnish
for musical comedy and revue, where it is pleasant but not indispensable. Here its
functions are rhythmic, acrobatic and erotic—which, indeed, are perfectly good func-
tions in their own way, but rather remote from the deeply felt religious and social
impulses that gave rise to that kind of dance out of which the theatre grew in the first
place. :

Dancing, however, plays a more imporant part in the theatre than this would
seem to indicate, and during the past twenty years or so this fact has become increas-
ingly apparent. As a matter of fact, with the advent of Isadora Duncan (who was
not by any means a theatrical type of dancer in the popular sense of the term) there
was revealed for the first time since antiquity the principle of the elemental kind of
dance from which the Greek theatre sprang. Isadora’s great discovery was that move-
ment itself, informed by emotion, can be made an eloquent means, much as music is,
for expressing those concepts that are too deeply felt to be shaped in words. On this
principle, there has grown up a virtually new art of the dance. Though it is tagged
with the meaningless label of “modern”, it is without any such restrictions as this
would seem to put upon it, and is actually nothing more nor less than basic dance, as
timeless, as free, and as adaptable for us as for primitive men.

Dancing as a whole falls naturally into three large divisions, according to the mo-
tives of the dancers. The first is recreational, the second is spectacular, and the third
is expressional, Recreational dancing concerns the theatre only incidentally. It con-
sists chiefly of ballroom and folk dancing, and is done not to be watched but for the
pleasure of the dancers themselves. Occasionally, however, folk dances are elaborated
and transferred to the stage, and exhibition teams find material in the ballroom dance
that can be made interesting enough to entertain an audience.

The other types of dance are essentially of the theatre, though not necessarily of
what is commonly known as “show business.”” The range of the spectacular dance is
a wide one, extending from the most insignificant tap-dance routines to the great art
of the ballet, which is a theatre form all to itself. Its range of quality is equally wide,
and cuts across all classifications of style. It is possible, for example, to find within the
confines of the lowly tap-dance a first-rate artist such as Paul Draper, and within the
much more elevated field of the ballet, completely meretricious performers here and
there, concerned only with exploiting themselves.

The ballet came into existence as an effort to restore the vital elements of the
antique Greek theatre, but it would be too much to expect that the dancers, musicians
and poets of the Renaissance, eager to unite their arts into the synthesis which they
believed the Greek theatre to have been, could have hit upon the profound principle
that actually underlay it. By putting together the materials of their own time, they
achieved notable new art forms—in Italy the opera and in France the ballet—but
they did not touch upon either the form or the spirit of the ancient classic art they
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were seeking. The dance element in their synthesis was patterned after the social
practices of the day, characterized by graciousness, elegance, and display, suitable to
courtiers, but without emotional or expressional connotations. These qualities it has
never lost through the centuries, though it has gained many others by the way. Its
highest achievements as a synthesis of the arts of dance, mime, music and décor, came
about as a result of the genius of Michel Fokine, the creator of what we have come to
know as the Russian ballet. Whatever its particular style or form, the ballet makes
an entirely objective kind of appeal; that is, it presents sensuous beauty, charming
personalities, and specialized skills, which the spectator is expected to look at and
admire.

The expressional dance, on the contrary, is not concerned with admiration, with
sensuous beauty, or with skills for their own sakes. Its compelling interest is in pre-
senting some intuitive emotional concept in such a manner that the spectator will in
a sense experience it himself by contagion, and be enriched thereby. It is not neces-
sarily amusing, any more than the symphonies of Beethoven or the operas of Wagner
are amusing. It is, above all, the content of the dance that is important, and not the
personality of the dancer. In this type of dance there is no such synthesis of the arts as
the ballet employs. Music is used merely as accompaniment, and décor to define and
delimit the space in which the dancer moves.

Isadora Duncan herself was a lyric dancer, in spite of the fact that she often dealt
with tragic and dramatic emotions; she made no use of the potentialities of the the-
atre, but poured forth her feeling quite simply and directly. Many of those who have
followed her have developed the principles of the dance that she discovered toward
more theatrical purposes. They have not, however, resorted to story-telling, charac-
terization, or pantomime, after the manner of the ballet, but have rather dramatized
the heroic, impersonal conflicts of life in terms of pure movement. Their theatre is
not representational and mimetic, but touches the roots of the drama, in much the
same way that the theatre of the Greeks touched them.

In this branch of the dance, America has definitely taken the lead from the be-
ginning, only Mary Wigman among the Europeans having made any great contribu-
tions. The outstanding figures at present are Martha Graham, Hanya Holm, Doris
Humphrey and Charles Weidman.

Dance, American stage. Early American stage dancing took root in the
minstrel and variety shows and burlesque. About 1851, “Jim Crow” Rice, gen-
erally conceded to be the father of Ethiopian minstrelsy, started the rage for a
song and dance number called “Jim Crow,” which ran:

‘Wheel about, turn about,
Do just so,

Every time I wheel about
I jump Jim Crow.

Rice had a ludicrous limp and a peculiar step called “rocking de heel.” Other
early American dances were the “essence” and the “clog.” The essence was per-
formed in soft shoes and the clog in wooden ones. This latter dance was founded,
it is said, on a traditional continental routine, centuries old. But the American
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version originated definitely in Lancashire where the mill workers still wear wooden
shoes with small iron horseshoes attached to the soles. Dancing the clog was always
accompanied by a brief but somewhat ostentatious ceremony. First a stagehand
would step out from behind the scenes carrying in his hand a cornucopia full of
sand. This he would scatter from one end of the stage to the other. Next, the
performer would do a dance, emphasizing the steps to the sound of sand scraping
the floor. When he finished, the stagehand would reappear, this time sweeping
up the sand carefully while the audience waited patiently for him to dispose of
the last grain.

Eventually, Eddie Leonard, the old minstrel man, decided to obscure this weari-
some interval ; so he engaged two men to step down before the footlights to sing
popular ballads as the sweeping went on. Another early dance was the “buck and
wing,” theoretically a native composition, identified by the side vaultings into the
air, “the wings,” supposedly borrowed from the Negro. Soon soft shoe and buck
and wing dancing began to overlap and take on new deviations; some dancers pro-
vided their own jingling accompaniments by screwing coins to the heels of their
shoes, thus giving the impression of tinkling bells. Others attached metal plates to
the heels and toes of their shoes. Harry Bolger had the soles of his heels extended
for what was called slap-shoe numbers wherein the sound of the sole cracking on
the floor created a slapstick effect. Though these so-called innovations were trivial,
they created something of a furore on the Rialto. “Hand” dancing, for instance,
said to have been introduced by Eddie Foy, was considered a great novelty. The
performer, while progressing or coming to a complete halt, would slap his legs with
his hands, sometimes strike his arms and end occasionally by aiming a grotesque
thrust at his throat. To Eddie Horan belongs the distinction of being the first
performer to introduce the cane dance. He was said to be so expert in tapping out
a cane accompaniment to his own numbers that he gave the impression of two
dancers performing simultaneously. Later, Bernard Granville and George M.
Cohan became well known as cane dancers. With the transformation of variety into
vaudeville, came the development of highly intricate dance numbers and effects,
with acrobatic interpolations. The climax in stage novelty was the pedestal dance
in which the performer stood on a high stand and danced on an area about twelve
inches square from which he turned and somersaulted and then returned safely to
his small platform. The pedestal number was sometimes known as the “statue
dance” because, when originally performed, two dancers dressed in white make-up
and white tights were stationed on stands to resemble marble statues.

Meanwhile, new professional dance numbers were gaining in popularity. One of
these was the pas mala, which dancers themselves described as they sang and stepped.

The words ran like this:

The latest craze in town,
‘Was the one that’s goin’ around,
Salute your partner, all hands around,
With a ha-ha-ha-ha,
Everybody bow and do that pas mala.



206 DANCE—DANCE INTERLUDES

With the success of the famous dancing teams, Williams and Walker and Cole
and Johnson, the “cake-walk” came into vogue. Simultaneously, solo artists, par-
ticularly in vaudeville, began developing novelty numbers by means of electrical
effects and stage equipment. Gertrude Hoffman created her picturesque but sup-
posedly scandalous “Spring Song.” Léie Fuller performed the “Fire Dance” and
the “Serpentine Dance,” by manipulating draperies over a trap door from which
flames were reflected to give the impression that the draperies were on fire. Mary
Garden’s apparance and dance in Salomé and the subsequent Salomé by Maude
Allan, concert dancer, precipitated Eva Tanguay's burlesque presentation of the

“Dance of the Seven Veils.”

During the war, America went dance mad. With the advent of Irene and
Vernon Castle came the craze for the new dances—the one-step, the two-step, the
hesitation waltz—and later the bunny hug, Charleston, Black Bottom, Lindy-hop,
Susy-Q and swing (the addicts of which are known as jitterbugs). Among the
teams who were notably popular were Gaby Delys and Harry Pilcer, Paris ex-
ponents of dance novelties ; Fred and Adele Astaire, Maurice, and Florence Walton;
Tony and Renée De Marco, Marjorie Moss and Georges Fontana; Veloz and
Yolanda ; Paul Draper; and the Hartmans, who have cruelly burlesqued their fellow

dancers.

Dance, clog. A kind of dancing performed with shoes having wooden soles;
some shoes have metal taps to emphasize the click, as in tap dancing.

Dance, tap. A form of terpsichorean entertainment- composed of minute and
intricate pedalling and accompanied by the loud clacking noise produced by the
beating on the stage of toe and heel shod in footwear with special moise-making

devices.

Dance directors, American musical comedy and revue. About 1910, Ameri-
can musical comedy and revue became dance conscious and much of production re-
sponsibility was placed on the dance director. The graceful maneuvers popularized
by Edward Royce and Julian Mitchell gave way to the craze for novelty and even
acrobatics. Among the dance directors who have brilliantly met the new demands
were Ned Wayburn, Dave Bennett, Albertina Rasch who combined ballet with
syncopation, Chester Hale, Bobby Connolly, Sammy Lee, Seymour Felix whose
Dancing in the Rain number made dancing important on the screen, Busby Berkeley,
Robert Alton, George Balanchine, etc.

Dance-drama, Russian:. “The art of the perfect combination of color and line
and movement and music in one harmonious appeal to eye and ear.” It is a com-
bination derived from three sources: the old time ballet, the revival of classic and
aesthetic dancing and the Craig impulse to decorative staging. In: The New Move-
ment in the Theatre by Sheldon Cheney.

Dance interludes. Intervals of ballet or other terpsichorean entertainment to
break the monotony of a play or opera. .
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Dance macabre (dance of death). A term originating in a German morality
play of the 14th century which presented an allegorical concept of death. This term
was used many years later as a title for one of Strindberg’s plays and also served
the German dramatist Wedekind, in one of his works. W. H. Auden has also used
this term as a title.

Dance of Death, The. W. H. Auden (English). Drama. 1 act. 1933.
The decline of the middle class told in verse, music and dancing, as its members
try to escape reality through false values, and finally meet their doom in a night club.

Dance of Death, The. August Strindberg (Swedish). Naturalistic drama.
3 acts. 1901.

A Swedish captain of artillery and his wife, Alice, a former actress, have lived
for twenty-five years in an isolated fort. An inexplicable hatred binds them together
so that they can not separate and can see no release from torment except in the
death of one. Curt, a friend comes to live with them. The captain has a stroke
but his superhuman strength pulls him through. He and Alice become more devilish
than before, and Curt, possessed by the evil of their house, falls in love with Alice
and joins her in a plot to ruin her husband. During a second stroke a vision
appears to the captain which points out how wrong his outlook on life has been.
Upon his recovery he feels that he and Alice have tormented each other.long
enough. The play ends with his beseeching for a reconciliation.

Dancourt, Florent Carton (1661-1725). French dramatist. Born at Fon-
tainebleau, he practiced as a lawyer, went on the stage in 1685 and produced his
first play Le Notaire Obligeant the same year. His comedies are lively pictures of
the middle class and the peasantry. He retired from the stage in 1718, devoting
himself to religious poetry until his death in 1725.

Among his plays the topical comedies Le Chevalier a la M ode, 1687, and Les
Bourgeoises de Qualité, 1700, are the best known.

Dane, Clemence (Winifred Ashton) (1892 ). English novelist, actress and
dramatist. She was born at Blackheath and was first an artist, but later went on
the stage, appearing in 1913, under the name of Diana Cortis. She soon began to
write both plays and novels. Of the latter the theatrical romance Broosme Stages
is perhaps the most popular.

Her plays include: 4 Bill of Divorcement, 1921; The Way Things Happen,
1924; Naboth’s Vineyard, 1926; Wild Decembers, 1932; Come of Age, 1934;
Moonlight is Silver, 1934.

Daniel, Samuel (1562-1619). British poet and dramatist. Born in Somerset-
shlre, the son of a music master ; attended Oxford and Wilton, became Poet Laureate
in 1599, was made a groom of the Privy Chambers by Queen Anne, wife of James I.

His works include: The Twelve Goddesses, 1604 ; The Queen s Arcadia, 1605;
Hymen’s Triumph, 1605 ; Philotas, 1611.
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Daniello, Bernardino ( ?-1565). Italian scholar, translator amd theorist. He
was born in Lucca; was known as a scholar, a translator of and commeatator on
the classics; and a writer on Dante. His Poetica embodies his dramatic theories. He
died at Padua.

Danmari. The title given to the kind of Kabuki play that is akin to our panto-
mimes. A Danmari play is very short, about ten minutes in length, actors are
brightly costumed and it is performed in a dance manner.

Dante Alighieri (1265-1321). Italian author. The greatest and most famous
of all Italian authors; poet, philosopher and theorist. He was born in Florence of
poor parents of noble extraction. He first met his famous love, Beatrice, at the age
of nine. She died in 1290. Thereafter he devoted himself to the study of philosophy
and literature. He also had considerable business and political affiliations. In or
before the year 1298 he was married. He had four children, all born in Florence.
In 1302 he was exiled because of his disregard of the fine levelled against him on
the basis of a false charge of corrupt dealings. For almost twenty years he wandered
from place to place in poverty, now in Siena, now Verona, Padua, eventually even
Paris and England. He returned at last, in 1317 or 1318, to Italy and settled in
Ravenna, where he finished his great work, the Divina Commedia. Aside from his
masterpiece his best known work is La Vita nuova. His theory of the drama is to
be found in his Epistle to Can Grande. He died in Ravenna from an illness con-
tracted on a difficult journey.

Danton’s Tod. George Biichner (German). Drama. 5 scenes. 1835.

This historical drama was written when the author was twenty-one, gripped by
the anti-royalist fever which was sweeping Germany. He had been threatened
with arrest for his articles in a radical journal. He associated himself with his hero,
and saw in the Germany of his day a parallel to revolutionary France. The time of the
play is the most bloody period of the Year II, when Danton was facing defeat, be-
tween February 5th and April 5th. Desmoulins was calling out for moderation and
clemency, while the rabble was tearing the very cloaks off the backs of the aristoc-
racy. Robespierre was calling anti-Terrorists such as Desmoulins and Danton “noble
sympathizers,” while they protested and asked that the state be allowed to evolve
liberally and without bloodshed. Danton is shown on trial before a revolutionary

" tribunal, proudly declaring he has dealt a death blow to royalty; outside the building
a citizen rouses the mob against him, assuring them that “he wears firie clothes, eats
from silver plates and, when drunk, sleeps with your wives and daughters.”

Daughter of Jorio (La Figlia di Torio), by Gabriele d’Annunzio, 1904.

This is a poetic drama laid in the mountain land of the Abruzzi, primitive
Italian people. Aligi, a shepherd, falls in love with Mila, the daughter of a sorcerer,
much to the distress of his family inasmuch as he is already betrothed to someone
else. They live together for a while, and one day while the shepherd is away his
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father Lazaro comes to their cave. The girl fearing that the father will do her
bodily harm calls for help. Aligi returns, pleads with his father and finally strikes
him dead. In order to save her beloved, Mila claims that she killed Lazaro and
that she blinded Aligi to her guilt with some magic her father taught her. So she
is carried away to be burned alive, cursed by all.

Daughters of Atreus. Robert Turney (American). Tragedy. 3 acts. 1936.

A retelling of the Electra story—Agamemnon, on his return from T'roy, is mur-
dered by his wife, Clytemnestra. To avenge her father’s death, Electra drives her
brother Orestes to kill his mother.

D’Avenant, Sir William (1606-1668). English dramatist, producer and man-
ager. He is reputed by some historians to be a son, by others a godson, of Shake-
speare. His first play 4lbovine was successfully produced in 1629, and in 1638 he
was appointed Poet Laureate. In 1639 he received a patent to build a playhouse for
“music, scenes and dancing,” and in the same year he became manager of the Cockpit
(the first theatre in Drury Lane) in London. He supported the king throughout the
Civil War, and was knighted at Gloucester in 1643. Under the Commonwealth
he suffered both exile and imprisonment, owing his life to Milton, whom, it is
said, he in turn saved at the Restoration. With a grant from Charles II his company
began to play at the Salisbury Court Theatre on November 15, 1660, under the
name of the Duke of York’s Company. Shortly afterwards he moved to the Lincoln’s
Inn Fields Theatre. His rival was Killigrew, whose company was known as the
King’s Company. The success of his rival, added to his own failure, which was
brought about by his excessive expenditures on lavish scenery, more music and
dancing, induced him to build another playhouse, the Dorset Garden. He died in
1668 before it was completed, the property going to his widow and son, Charles.
With bankruptcy his company combined with the King’s Company in 1682, retain-
ing the latter title for the merger. Sir William D’Avenant is reputed to have been
the first to introduce scene-shifting and operatic music on the English stage; he is
also said to be the first to present women in the production of a play.

Davenport, Edward L. (1815-1877). American actor. A noted tragedian;
first appeared in 1836; played with Mrs. Mowatt; made his outstanding hit in
Hamlet and as Brutus; founder of the acting family of the same name. Married
Fanny Vining of the English theatrical family, who also appeared in New York.

Davenport, Fanny Lily Gipsy (1850-1898). American actress. Made her first
appearance on the stage in 1858 beginning as a juvenile actress; acted under the man-
agement of Mrs. John Drew and later for Augustin Daly from 1869-77; made her
greatest success in plays by Sardou and in Shakespearean roles such as Ophelia, Rosa-
lind, Mistress Ford and many others. ’

Davenport, Robert (early 17th century). English dramatist. Nothing is known
of his life except that he was the author of 4 Crowne for a Conqueror, published
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in 1623 ; of King John and Matilda, a tragedy, 1655, and of two comedies. Other
plays and several poemns have been attributed to him and in The History of Henry I
he is supposed to have collaborated with Shakespeare.

Davies, Hubert Henry (1869-1917). English dramatist. Born at Woodley,
Cheshire, he spent some years in America as a journalist before he started writing
for the stage. He returned in 1901 to England, where his social comedies soon
became popular. They include: Fifty Years Ago, 1901; Cynthia, 1904; A Single
Man, 1910; Qutcast, 1914.

Davis, Owen (1874- ). American playwright. Born in Portland, Maine, and
educated at the University of Tennessee and Harvard. One of the most prolific
modern authors, he is said to have written over 300 plays. His earlier efforts were
sensational melodramas: T hrough the Breakers, his first play, 1898 ; The Gambler’s
Daughter; Driftwood and many others. His best known work is Icebound, 1923,
which won the Pulitzer prize. He dramatized several famous novels. Among the
scores of his dramas are Alibi, 1919; Detour, 1921, a serious play which won for
him the respect of the critics; The Nervous Wreck, 1923 ; The Great Gatsby, 1926 ;
Gentle Grafter, 1926; The Good Earth (with Donald Davis), 1932; Jezebel, 1933 ;
Ethan Frome (with Donald Davis), 1936. In the past few years he has also achieved
success in the motion pictures and radio.

Day, John (1574?-1640). English dramatist. Born at Cawston, Norfolk, he
collaborated, 1598-1608, with Chettle, Dekker and others in twenty-one plays of
which, until A. H. Bullen published his works in 1881, only The Blind Beggar of
Bednall Green survived in accessible form. His most famous work is a masque
or satirical dramatic allegory The Parliament of Bees published in 1641.

Days Nithout End. Eugene O’Neill (American). Drama. 3 acts. 1934.

John Loving, happily married and economically secure, has forgotten the ideals
and faiths of his youth. When his wife learns he has taken a mistress, she goes out
into the rain, contracts pneumonia, and is facing death. It is then that Loving goes
back to his God. Finally, his wife recovers and forgives him.

Dead End. Sidney Kingsley (American). Drama. 3 acts. 1935.

The scene is a dead end slum street on the river, flanked by an expensive apart-
ment house. Baby Face Martin, Public Enemy Number One, returns to the slums to
see his family, and is shot by detectives, who were informed by Gimpy, a crippled
architect. ‘

In spite of his sister Drina’s efforts to save him, Tony, leader of a gang of dead
end boys, is arrested for knifing. Drina realizes that it is the slum environment that is
turning her young brother and his gang into future public enemies, and that there is
no hope for them until slums are eliminated.

Dead stick. British slang term for an actor who ruins a scene.

Dead wood. The unsold tickets still in the box-office after a performance.
¢+



DEAR BRUTUS—DEBAYASI 211

Dear Brutus. Sir James Matthew Barrie (English). Comedy. 3 acts. 1918.

“The fault, dear Brutus, is not in our stars, but in ourselves, that we are under-
lings.” This Shakespearian quotation, from which the play’s title is derived, points its
moral: that people are moulded less by circumstances than by those qualities in-
herent in their own characters. Fate cannot be blamed for frustrated lives, but only
the individuals themselves. And Barrie proves his point in an exquisite blending of
humor and fantasy worthy to stand with his masterpieces.

M. Lob, a sort of modern Puck, has invited a group of people to be his week-end
guests. Strangely heterogeneous, they have only one thing in common, the desire for a
second chance. Lob lets them visit a magic wood which appears suddenly before their
eyes in quest of “what might have been.” In the wood each sees what he would do if
given his second chance. Mr. Purdie, unhappy with his wife and consoling himself
flirting with Mabel, finds himself married to Mabel—and flirting with his “wife.”
Matey, the dishonest butler, is a dishonest captain of finance; and the snobbish Lady
Caroline, who in real life tried to send him to jail, is his wife. Mir. Dearth, the artist,
is happiest in his second chance, for he has the dream-daughter for whom he always
yearned and who makes up for his wife’s infidelity. As the spell wears off, the guests
return to the house and a proper garden replaces the wood. Each one is chastened to
find him or herself not quite such a fine fellow as he thought. But they are contented,
too ; one of them goes so far as to propose to his wife all over again. And the Dearths,
the two who have profited most, start out on a painting expedition together.

Dear Departed, The. Samuel Houghton (English). Play. 1 act. 1909.

With their father supposedly lying dead upstairs, his two married daughters
and their husbands begin with indecent haste to bargain over his effects. The sensa-
tional moment arrives when the old man suddenly appears in the doorway and dis-
covers what is happening.

Death Takes A Holiday. Walter Ferris (American). (Adapted from the play
La Morte in Vacanze by Alberto Casella.) Drama. 3 acts. 1930.

Death, on a holiday, visits an Italian family, and falls in love with the beautiful
daughter, Grazia. When he must leave, Grazia begs to go with him, and Death
takes her.

Death’s Test Book; or, The Fool's Tragedy. Thomas Lovell Beddoes (Eng-
lish). Tragedy. 5 Acts. 1850.

To avenge their father’s death, Wolfram and Isbrand enter the service of
Melveric, the Duke of Munsterberg. Wolfram, however, quickly forgives the Duke,
and fights with him against the Moors. Later Melveric kills Wolfram in a dispute
over a woman, and is led to his own death by Wolfram’s ghost.

Debayasi. A visible orchestra used in Kabuki dramas when a dance is used; its
members sit stage center or stage left; the kinds of music played are Nagauta,
Tokiwazu and Kiyomoto, all in the nature of an emotional recital with samisen

accompaniment.
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Decameron (c. 1353). Famous collection of short tales or novelettes by Gio-
vanni Boccaccio. The tales, one hundred in number, are told by a group of Floren-
tines who have fled to the country to escape the plague. The collection contains
source material for Shakespeare’s The Merchant of Venice; AIl's I ell That Ends
Well and Cymbeline. Its first tale was the origin of the Patient Griselda legend
which Dekker, in England, and Moliére, in France, later adapted for the stage.
These pieces are the foundation of the modern short story.

Décor simultané. A setting of multiple scenery used in the 17th century French
theatre for the representation of different localities in a play for the scenes to which
they respectively belonged. In this setting the action of a play would move from
place to place according to the demands of the plot. Its plan and design were in-
fluenced by the multiple relief settings of Serlio.

De Cordova, Rudolph (1860- ). British dramatist and actor. Born in King-
ston, Jamaica, he studied medicine in England, but went on the stage in 1884 and
thereafter devoted himself to acting and writing. He wrote regularly for magazines
and periodicals; also edited and acted in films and wrote scenarios.

Best known among his plays are The Password; The Mannikin; The Mandarin.

Deeter, Jasper. See Hedgerow Theatre.

Deirdre. George William Russell (A.E.) (Irish). Tragedy. 3 acts. 1929.

It is prophesied that Deirdre’s beauty will bring banishment and death to heroes.
Betrothed to Conchobar, King of Ulster, she falls in love with Naoise and escapes
with him to Scotland. Conchobar tricks them into returning, and slays Naoise.
Deirdre takes her own life.

Deirdre of the Sorrows. John Millington Synge (Irish). Tragedy. 3 acts.
Printed 1911.

Deirdre, young and beautiful, is wooed by Conchubor, elderly king of Ulster,
but loves the young hero Naise. When Conchubor comes to claim her she secretly
marries Naise and escapes with him to the forest. For seven years, they lead an
idyllic existence, before tragedy finally overtakes them.

* Dekker, Eduard Douwes (1820-1887). Dutch author. Born in Amsterdam,
he spent eighteen years in government service in the Dutch East Indies, and on his
return published, under the pseudonym of Multatuli, a slashing exposure of the
administration called Max Havelaar.

‘The one play which he wrote is a fine poetical drama, The School for Princes,
1852. * :

Dekker, Thomas (1570-1641). English dramatist. Next.to Jonson, the most
graphic depicter of the town life of his time.

Born in London. His wholesome humor and lyric genius contrast svividly with
all that is known of his hand-to-mouth existence. His plays are remarkable for
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their deft delineation of female character and for the comic types found in the
tavern and the street. He wrote most of his plays for specific acting companies, such
as the Admiral’s Men at the Rose and Fortune, Worcester’s Men at the Rose. His
most notable plays are: Shoemaker’s Holiday, 1600; Old Fortunatus, 1600 ; Satiro-
mastix (a reply to Jonson’s Poetaster), Honest W hore (with Middleton), 1604;
Westward Ho! (with John Webster), 1607; The Roaring Girl (with Middle-
ton), 1611; The Virgin Martyr (with Massinger), 1622; and The Witch of
Edmonton (with Ford and Rowley), printed 1658.

De Koven, Reginald (1861-1920). American composer. Also a conductor and
music critic. Educated at Oxford ; studied in Stuttgart, Florence, Paris and Vienna.
Founder of the Washington Symphony Orchestra. The light operas for which he
wrote music include: Happyland, 1905; The Highwayman, 1897 ; The Red Feather,
1903; The Begum, 1887; and Robdin Hood, 1890.

De la Pasture, Mrs. Henry (1866- ). British author. Born at Naples. In
1887 she married Count Henry de la Pasture, who died in 1908. In 1910, she mar-
ried Hugh Clifford. Her books which have been dramatized are Deborak of Tod’s,
1897, which was produced in Boston in 1909; and Peter’s Mother, 1905, drama-
tized and produced in 1905. Her daughter became a novelist under the name of
E. M. Delafield.

Her plays include: The Lonely Millionaires, 1906; and Her Grace the Re-
former, 1906.

Delavigne, Jean Francois Casimir (1793-1843). French dramatist. Born at
Le Havre, he began writing for the stage when he was in his twenties when the
classical tradition was first being disturbed by the new romantic movement in
France. He made his reputation as a satirist in' 1818 with his Messeniennes, satires
on the Restoration.

Two plays by which he is best known are: Les Vepres Siciliennes, 1819 ; and
La Fille du Cid, 1839.

De Mille, Cecil Blunt (1881- ). American film director. Born at Ashfield,
Massachusetts, he went on the stage in 1900, and after many years as an actor,
dramatist and producer, entered the motion picture business, forming Wlth Jesse
L. Lasky in-1913 the Famous-Lasky Corporation.

The Squaw Man, 1913, was his first film. It was followed by over sixty others
which gave de Mille the reputation of being one of the most lavish directors in
films. Several of these were produced by the Cecil B. de Mille Pictures Corporation
of which he was founder and president.

His better known films include The Ten Commandments; The King of Kings;
Madam Satan; The Sign of the Cross; This Day and Age; Cleopatra; The Buc-

caneer; Union Pacific.

Denise Marette. Jean-Jacques Bernard (French). Drama. 3 acts. 1925.
In this fantasy the playwright reacts against the naturalistic school of French
playwriting.
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Denise, the gifted daughter of an aging painter who has lost his touch, makes up
for his failure by passing off her own work as her father’s. The critics, enthusiastic,
acclaim the charm of the master’s second style. To salve her conscience for such a
deception, the girl determines to use her earnings to endow in her father’s name an
artists’ home, to be erected after his death. In the meantime her lover, angry at her for
having abandoned their mutual studio, marries someone else. Her father dies. She has
sacrificed personal fame and even love for his sake. Yet as she sits alone pondering on
the course she has chosen, her parent’s ghost returns, not to thank her, but to chide
her for having been his inferior in talent and to boast of his own glory. Then as the
girl watches she sees him transformed again into the unselfish, idealized father who
was the associate of her childhood and shared in her girlish games. The vision fades,
and Denise, rubbing her hands over her eyes, is left wondering if she has really seen
the phantom or only imagined it, as does the audience.

D’Ennery, Adolphe Eugéne Philippe (1811-1899). French dramatist. Born
in Paris, of Jewish descent, he was twenty when he produced his first play Emile
in collaboration with C. Desnoyer. In addition to novels, he produced, sometimes in
collaboration, about 200 pieces for the stage.

Two of the most successful of his plays were Marie Jeanne, 1845; and AMichel
Strogoff, 1883. He was probably best known for his libretto for Massenet’s opera
Le Cid, 1885.

Dennis, John (1657-1734). English dramatist, critic. His Rinaldo and Armida
in 1699 opened the way to pseudo-classic tragedy. Macauley said Dennis wrote
“bad odes, bad tragedies, bad comedies.” Some of his other plays are 4 Plot and
No Plot, 1697 ; Iphigenia, 1700; Liberty Asserted, 1704 ; Gibralta, 1705; Orpheus
and Eurydice, 1707; and 4ppius and Virginia, 1709. Other books include: The
Usefulness of the Stage to the Happiness of Mankind, to Government, and to Re-
ligion, 1698; A Defense of a Regular Stage, 1703; The Stage Defended, 1726;
Works, 1702, and Selected Works, 1718.

Dénouement. The untying of knots, the unravelling of the threads of the plot;
the result of the conflict. It comes after the climax and in the last act.

Designer’s drawing. A blueprint showing front of scenery in outline and used
by technicians to make working drawings. Scale usually is 14 inch to the foot, and
details 3 inches to the foot.

2
Desire Under the Elms. Eugene O’Neill (American). Drama. 1924.
Ephraim Cabot, a religious New England farmer of 70, marries Abbie, a

woman half his age. His thirty-two year old son greets his step-mother with hate, for

he feels that the farm rightfully belongs to him. Abbie, greedy for the land, cleverly
seduces the boy and then persuades Ephraim to sign over the property to the heir in
the belief that the child is his. After Abbie’s son is born, however, Eben tells his
father the truth. And Abbie, finding herself madly in love with Eben strangles the
child to prove her love for Eben is greater than her desire for the farm. The play
ends with Abbie and Eben led off to jail, happy in their absorption in one another.
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Destouches, Philippe Néricault (1680-1754). French dramatist. He was
popularly regarded as the founder of sentimental comedy (la comedie larmoyante).
Destouches wrote Le Philosophe Marié, 1727, which concerned the exemplary virtues
of a submissive wife.

His other comedies include: Le Glorieux, 1732; Le Dissipateur; and La Fausse

Agnés.

Deus ex machina. A term used in the 4th century B.C. for a machine em-
ployed in the ancient Greek theatre for the purpose of introducing the god, whose
utility in the dramatic action of a play was the solving and concluding of the plot.
This utility, being a mere makeshift for a solution and usually preposterous and
unrealistic, was condemned by Aristotle in his Poetics in an attempt to improve the
uses of the device and to influence dramatists to plot play-action more naturally. To-
day the term deus ex machina is used for any unnatural plot device introduced by a
playwright into his play when a truer solution eludes him. It is also used generally
for any obvious trick thought up to solve a problem which is preposterously out of
place in the issue.

Deutsches Theater. A private theatre in Berlin, founded several decades before
the first World War; a leader in theatrical style. It had four distinguished man-
agements: (1) under I’Arronge, whose classical historical performances carried on
the Meiningen traditions; (2) under Brahm, with his naturalistic settings of Ibsen
and Hauptmann; (3) under Reinhardt, with his wide variety of conceptions and
unique genius for “atmosphere.” (This theatre collapsed in the crisis that developed
after the war); (4) revived after the Revolution of 1933, under Heinz Hilpert.

Devil, The (Ordég). Ferenc Molnar (Hungarian). Drama. 3 acts. 1907.

The devil, to amuse himself decides to create an affair between an artist and
a married woman. The audience is always aware of what is going on, but the pro-
tagonists never know that the bland man of the world is the devil, who is destroying
them.

Devil Is an Ass, The. Ben Jonson (English). Comedy. 5 acts. 1616.

Ridicules the promoters or monopolists, and exposes the pretended demoniacs
and witch-finders of the day.

Fitzdottrel, a simpleton, is cheated out of his estate by Meercraft, a promoter,
who parades various ridiculous schemes for making money before Fitzdottrel. The
latter finally discovers that Meercraft has cheated him, but does not let Meercraft
know this. He continues to act and behave like a fool. Pug, one of the lesser devils,
who has been allowed by Satan to try his iniquity on earth for a day, finds himselt
completely outwitted by human knaves, as exemplified by Meercraft.

Devil’s Disciple, The. George Bernard Shaw (English). Melodrama. 4 acts.
Printed 1899.

The scene is New England, before the American Revolution. Richard Dungeon,
the young renegade who has sworn allegiance to the devil, allows the Red-Coats to
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take him in place of Reverend Anderson. Dungeon is about to be hanged in
Anderson’s place, when he is finally granted a reprieve.

Devrient, Ludwig (1784-1832). German actor. The greatest and most origi-
nal actor of the Romantic school in 19th century German drama; portrayer of
many of Shakespeare’s characters.

Diaghilev, Sergei Pavlovich (1872-1929). Russian ballet master. He founded
the Russian journal, Mir Isskustva, which revolutionized all art in his country.
From 1907, up to the time of his death, he devoted all of his time and energy to
promoting ballet productions. His organization was known as the Ballet Russe.
Their Paris seasons stimulated the French theatre before the World War. In later
years he centred his activities with Monte Carlo as a base. His company included
such incomparable dancers as Nijinsky, Pavlova, Mordkin, Massine, Karsavina.
Bakst designed his sets. Stravinsky, Debussy, Ravel all wrote music for his ballets.

Dialect part. A character role to be spoken in some regional, or foreign, ver-
nacular.

Dicky bird. British slang term for an actor who sings as well as acts.

Diderot, Denis (1713-1784). French scholar. Born at Langres in Champagne,
and educated by the Jesuits, he turned to literature for his living, working for
many years as a bookseller’s hack. After Voltaire and Rousseau, he was the greatest
intellectual force of his time in France. Of great importance to the dramatist is his
well-known Le Paradoxe sir le comédien, a discussion of the actor’s art in which
he laid the foundations of the serious drama of ordinary life. Here he stated that
the actor will more surely move the audience when he himself remains unmoved.
Ever since its first draft in 1770 this paradox has been subject to constant attack
and defense. Among Diderot’s plays are: Le Fils Naturel and Le Pere de Famille.
He also wrote several essays in which he announced the principles of a new drama:
the serious, domestic bourgeois drama of real life, in opposition to the stilted con-
ventions of the classic French stage. Among the most important of these is his De la
Poésie dramatique. Diderot’s lessons as well as his example gave a decisive bias to
the dramatic taste of Lessing, whose plays and collection of criticisms (the Ham-
burgische Dramaturgie) mark an epoch in dramatic history. Diderot is of course
famous for his “Encyclopédie,” which he worked on for 20 years with d’Alembert.

Dietz, Howard (1896- ). American lyricist, librettist, publicity man. Born
in New York City. Wrote the lyrics for Dear Sir, 1924; Merry-Go-Round, 1927;
Three’s A Crowd, 1930; Follow the Sun, 1936; The Show Is On, 1936 ; Between
the Devil, 1937. Was librettist for The Little Show, 1929; Second Little Show,
1930; Three’s 4 Crowd, 1930; The Band Wagon, 1931 ; Flying Colors, 1932; Re-
venge With Music, 1934 ; At Home Abroad, 1935 ; Between the Dewvil, 1937. He is
also the director of publicity for Metro-Goldwyn-Mayer Pictures.
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Diggers. Slang term for Broadway sidewalk ticket speculators who buy seats
at the box office and sell them at a premium.

Digges, Dudley (1880- ). Irish actor and producer. He was born and edu-
cated in Dublin, and had his first stage experience with the Abbey Players of that
city. Subsequently made his United States debut, 1904, with Mrs. Fiske; played in
The Rising of the Moon, 1908; The Spitfire, 1911; The Squaw Man, 1911; etc.
For seven years he acted as stage manager for George Arliss. He first came into
prominence when he appeared in the Theatre Guild’s first production, Bonds of
Interest, in 1919. From 1920-30 he remained with the Guild, acting and producing.
He appeared in Jane Clegg, Heartbreak House, Liliom, Mr. Pim Passes By, The
Addding Machine, Hedda Gabler, Outward Bound, Volpone, Marco Millions,
Dynamo, The Guardsman, The Doctor’s Dilemma and other plays. He produced for
the Guild Candida, 1926 ; Pygmalion, 1927 ; Love is Like That, 1927 ; Becky Sharp,
1930. In 1930 he began his film career and has played character roles in many pic-
tures. In 1938 he returned to the stage as Gramps in Oz Borrowed Time.

Dillingham, Charles B. (1868-1934). American producer and journalist.
Born in Hartford, Connecticut. He became a journalist in Hartford, Washington
and Chicago; then became dramatic editor of the New York Evening Sun,; became
a producer in 1898 and managed many stars including Margaret Anglin, Fritzi
Scheff, Maxine Elliott, and produced all of Fred Stone’s musicals for twenty years.

His productions included, among others: Mademoiselle Modiste; Chin-Chin;
Watch Your Step; Blossom Time; A Bill of Divorcement; Bulldog Drummond
and Stepping Stones.

Dimmer. Electrical stage device worked by resistance plates which are con-
trolled by levers on the switchboard and by means of which the lights may be
raised or lowered gradually. The device is indispensable for twilight or sunrise
effects. See Lighting.

Dinner at Eight. George S. Kaufman and Edna Ferber (American). Drama.
3 acts. 1932.

Millicent Jordan, stylish, pretty, rather insipid, is planning a dinner party in
honor of the Ferncliffes, socially prominent English visitors in the United States.
This episodic drama is the story of her guests, invited for business or social reasons,
and reveals what happens to them from the time they accept the invitation until the
dinner “a week from Friday.” Each is facing some personal crisis or financial dis-
aster; and the threads of all their lives are momentarily entangled. Carlotta Vance,
aging actress and once a famous beauty adored by Oliver Jordan, Millicent’s husband,
has returned from Europe, bankrupt, and wishes Oliver to buy back the Jordan
shipping stock she owns. But Oliver himself is hard pressed, unknown to his wife,
and can’t afford to, oblige. This is the explanation of his having asked Dan Packard
to dinner. Dan is brash, boastful, uncouth, and married to a gum-chewing blonde
straight out of a hat-checking concession, but he is a successful business man and
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therefore able to help Oliver. Dan promises aid, but only because he intends to gain
control of the Jordan lines and ruin his supposed friend. To this end he buys the
stock Carlotta wishes to sell, through a proxy. Dan’s wife Kitty rails at him for his
crooked business deals, and he retaliates by taunting her with her infidelity. He does
not know, however, that her last lover is attractive Dr. Talbot, who is already weary-
ing of her and trying to get rid of her. To keep the knowledge from Dan, Kitty sub-
mits to the blackmail of her maid. Dr. Talbot, who is also Oliver’s physician, realizes
what is perhaps Oliver’s greatest tragedy, that he is fatally ill. In the meantime Paula
Jordan, daughter of Oliver and Millicent, is not so happy as an engaged girl should
be. This is because she is infatuated with Larry Renault, down-at-the-heels actor, once
a movie idol, now a drunkard without the price of a meal, glad to accept her mother’s
dinner invitation and be the extra man. Yet on the very night of the dinner be becomes
so desperate that he commits suicide without taking advantage of the free meal. As
the guests assemble, Paula‘looks around anxiously for him. Her mother is too worried
about other things to bother. The Ferncliffes, the reason for the dinner, have been
unable to come. Gaily chattering, the Jordans, the Talbots, the Packards, Carlotta
and a couple pinch-hitting for the guests of honor move into the Jordan dining room.

Dionysos. The Bacchus, or wine god, of the Greeks, the dithyraméd in honor of
the god most historians generally agree to be the origin of tragedy. This god was
the inventor of wine, and the patron of poetry and music.

See also Drama, Greek, ancient.

Dionysos, festivals of. Celebrations to the wine god in ancient Greece, held
principally in Attica. These consisted of two principal kinds: (1) in winter, to
celebrate the completion of the vintage, the harvest, and the gathering of the fruits;
(2) in spring, when the wine of the past year was ready for drinking. Here was
the original source of the entire Greek drama, and, by historical process, the drama
of the world.

Dionysos, Temple of. Place of worship of this god in Athens near the Acrop-
olis.

Dionysos, Theatre of. An arena for dramatic productions in Athens, built
67 A. D. It had no roof because performances were acts of worship. It was called
the Lycurgos Theatre of Dionysos.

Direction. The co-ordination of all the elements of the theatre with all the
elements of the drama is the function of direction. The skill, understanding and im-
agination with which this is done will determine the effectiveness of the performance.

‘This work is divided between the producer and the director and the division of
labor between these two is seldom clearly defined. In many cases, particularly in
amateur theatres, one individual will do both jobs. In this discussion we are concerned
with the work of direction; regardless of how the job may be divided.
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What is performed is a conception of a play, not the play itself. And it will be
the director’s conception that reaches the stage. The director must first interpret the
play. In this, he is in a way part author, though none of his words may be spoken in
the play. But he must expand the characterization, determine the emphasis, the pace,
the various intensities. Then in most cases comes the job of casting. Scenery, lighting,
costumes are oth_er matters that require supervision and co-ordination. But the major
part of the director’s work is with the cast, in guiding, regulating, co-ordinating and
controlling the characterizations so that the desired dramatic illusion, in accordance
with the conception of the play, may be achieved.

THE DIRECTOR
BY LEE STRASBERG

The director in the theatre is no modern invention. He is almost as old as the
theatre itself. In the Greek theatre it was usually the playwright himself who per-
formed that function. From the middle ages we have actually in a miniature painted
by Jean Fouquet in 1461 a portrait of a director during a performance of a religious
play. In 1925 was published for the first time one of the most valuable documents in
theatrical history—the prompt book for the Passion play performed in the city of
Mons in the year 1501. From Moliére’s own pen we have a remarkable picture of
himself directing his actors (Impromptu at Versailles) and we hear of Ben Jonson
and Shakespeare instructing their actors. The director is no modern “‘abomination.”

But the function of the modern director is quite different from that performed
by his ancient confrere. His former duties can more correctly be designated as those
of 2 “stage-manager”’—relating most particularly to the movements of the people on
the stage, the gestures accompanying the words, the indication of the physical actions
of the characters, the reading and emphasis of lines. But much more is expected of the
modern director, regardless of how much or how little he rises to these expectations.
We look to him for a creative approach—for the interpretation of the play. This
involves dealing not only with the outward action on the stage, but the inner life of
the characters—not only with the action of the individual, but the creation of the
environment of which he is a part and which may be barely indicated sometimes only
in the author’s stage directions and at times not at all—not only with the life actually
taking place on stage but that life of which it is a part and which may be taking place
off-stage. The problem of the director in other words is to suggest that environment
out of which the life of the play arises, and that angle of viewing the play from which
the actions of the characters will appear most plausible, most meaningful, and if
possible most interesting—or if you wish, most truthful and most exciting. The
awareness of this problem has been a slow development in the history of the modern
theatre. It arises with the growth of the historical attitude in the 19th century and
with the consequent interest not only in the effectiveness of the actor but in his ability
to convey truthfully the image of a world passing before our eyes, and in the entire
production’ and ensemble of a play rather than in the individual performer. Then we

«have the new producers in England in the early and middle part of the 19th century—
Macready, Phelps, and Charles Kean. (Someone has called Phelps’ theatre the nearest
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thing to an English national theatre that was ever created and no one should miss
reading the review of Henry Morely of Mr. Phelps’ “A Midsummer Night’s Dream”
—one of the most amazing and evocative examples of theatrical criticism.) These
influenced the famous theatre of the Duke of Saxe-Meiningen (the student will
profit greatly by a study of the Duke’s designs for scene and action published in Max
Grube’s “Geschichte der Meiningen”) whose European tours influenced and inspired
the Moscow Art Theatre which in turn has exercised its spell on the entire modern
theatre.

While the fundamental task is the same for each director, obviously every director
has his own particular method of working—which is merely his way of achieving the
results he aims at. And every method of work is valuable only in so far as it remains
not a mechanical device but is changed to suit the individual need and occasion. Stil]
it is probably true to say that the heart of the director’s approach lies in his way of
dealing with the period and process of rehearsal and in his work with the actor. Since
it is somewhat difficult to generalize perhaps a short description of my own way of
working (which has been referred to as somewhat “unorthodox”) may be of some
value.

Ordinarily the actor starts acting the very first day of rehearsal—i.e., he tries to
show you how good he is and what he is going to do on the opening night. As a result
he usually repeats something he’s already done before or hits upon some conventional
portrayal, something someone else has done before. Instead of that I try to impress
upon him the fact that rehearsal is for the actor and his work. The audience is ex-
cluded from the rehearsal except in the person of the director who represents them,
but who must in the rehearsal period safeguard the actor’s search for the things he is
finally to achieve. The pérformance will come later. Then I try to give the actors an
idea of the play as a whole—the kind of experience it embodies and conveys—how it
should move—what problems it sets for us, actor and director—how it differs from
other plays in feeling—in mood—in rhythm. Then we put the play aside for awhile
(i.e., we do not immediately start memorizing the lines) and work with each actor
individually to find the main elements of the character he is to portray, and to search
for the best way of translating the impression of the whole into the medium of each
actor’s individual talent. Then we use two people together to work out their relation-
ship to each other. Then we work on the background, i.e., what happens to the char-
acter before he comes on the stage—and then we are ready to come back to the play
with what we hope is 2 new comprehension and a new awareness of the intention and
meaning of the lines. So that starting from a feeling about the play as a whole we try
to relate that to each separate scene and character until the play is finally created
anew.

If in these few paragraphs the work of the director as an independent artist seems
to be emphasized, it is not meant to sway us from the realization that while interesting
directing and acting can make a live and at times thrilling theatre, no great theatre
can exist except through the medium of great plays and playwrights; and the director
is born to serve the play.

Discovered at rise. On stage when the curtain goes up.
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Diseuse. Literally, a “speaker” (feminine form); a dramatic recitalist or
monologist. Most famous have been Yvette Guilbert, Ruth Draper and Cornelia
Otis Skinner.

Disguisings. Elizabethan vessels chartered by English royalty for nocturnal
amusement.

Dithyramb. Ode sung in ancient Greece in honor of Dionysos, originally im-
provised and rhapsodical; under the influence of Arion of Methyma, it became
poetized ; a choral ode, set to brisk music, sung by a troupe of fifty satyrs dancing
and gesticulating around the sacrificial altar, usually under the direction of one
leader ; offspring of the wine and merriment at the Dionysiac festivals; innovations
by Arion, such as the spoken verses, are credited with leading the way to Greek
tragedy. See also Drama, Greek, ancient.

) Dixey, Henry E. (1859- ). American actor. Born in Boston; made his first
appearance on the stage at the Howard Athenaeum, Boston, 1868, in Under the
Gaslight. At Chicago in 1884 he appeared for the first time in 4donis in which his
imitation of Sir Henry Irving made him famous. Was a member of Augustin Daly’s
Company beginning 1894 and continued to play in America and England.
Other plays in which he appeared include: The Sorcerer; EH.M.S. Pinafore;
The Babes in the Wood; Patience; Twelfth Night; Nancy and Co.; Erminie; The
Devil; Becky Sharp; Personality; The Rivals; The School for Scandal, etc.

Do a Brodie. Slang expression for falling down in a scene.

Dock Street Theatre. Successful community theatre in Charleston, South
Carolina. Through an appropriation from the governor, the WPA reconstructed a
theatre in the shell of the old Planter’s Hotel (the site of the first commercial
theatre). After the opening of the Dock Street Theatre, the management was
turned over to the Carolina Art Association. Here the performances of the Foot-
light Players, established in 1932, are given.

Doctor Faustus, The Tragical History of. Christopher Marlowe (English).
Drama in blank verse and prose. 14 scenes. 1589.

An early dramatization of the legend of a man who sold his soul to the devil.
Marlowe follows general outline of a story appearing in the Polksbuch published
at Frankfort in 1587. His conception of Faustus, however, changes him from a
mere magician to a man ambitious to be a ‘“great emperor of the world.”

There is also the version by Goethe and an operatic version by Gounod.

“. .. (as in Tamburlaine and the Jew of Malta) . . . the medieval concep-
tion of royalty of tragedy is here being supplanted by the Renaissance idea of
individual worth .". .” Allardyce Nicoll, British Drama.

Doctor in Spite of Himself, The. Moliére (French). Comedy. 2 acts. 1666.
A boisteroys farce which makes light of the dignity of the medical profession and
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mocks the stupidity of professional practitioners. Sganarelle, who knows nothing about
medicine, is beaten until he accedes to his tormentor’s request and announces he is a
physician. Whereupon his lack of knowledge is no bar to his effecting numerous and
miraculous cures of the many patients who entrust themselves blindly to him. Moliére
revised an old farce, The Doctor by Compulsion (Le Médecin par Force) to make
this comedy at a time when he was losing money on The Misanthrope and needed
a new offering with which to recoup. Written when the playwright was beginning to
suffer seriously from ill health, it reflects his preoccupation with that subject.

Doctor’s Dilemma, The. George Bernard Shaw (English). Drama. 3 acts.
1906.

Jennifer Dubedat begs Sir Colenso Ridgeon, the great British surgeon, to treat
her husband, Louis Dubedat. Ridgeon, terribly overworked, is forced to choose
between saving Dubedat or Blenkinsop, an old friend and classmate. He saves
Blenkinsop, and leaves Dubedat to die in the hands of a less skilled physician.

Doctor Jekyll and Mr. Hyde. Luella Forpaugh and George F. Fisk. Drama.
4 acts. 1897.

The story of the distinguished English physician Dr. Jekyll who discovers a
drug which transforms him into Mr. Hyde, a shrunken malformed criminal. After a
series of brutal crimes Mr. Hyde goes beyond Dr. Jekyll’s control, and both are
destroyed. Based on Stevenson’s story.

Dodsworth. Sidney Howard (American). Drama. 3 acts. 1934.

Sam Dodsworth who wants to enjoy life, resigns as president of his automobile
company, and takes his wife, Fran, to Europe. Fran, an essentially selfish woman,
falls in love with a young German, Kurt von Obersdorf, but when he will not marry
her, she goes back to her husband. However, Dodsworth, who for the first time
begins to understand his wife, leaves her on a liner bound for the States and returns
to a more understanding friend, Mrs. Cartright, whom he has learned to appreciate
during his wife’s defection. Adapted from the novel by Sinclair Lewis.

Doebbelin, Karl Theophilus (1727-1793). German actor, director. Unim-
portant as an actor, but directed his own company which produced Lessing’s dramas.
He was the prototype of the German Kulissenreisser (wing-splitter) acting—a
ranting boisterous rushing about the stage—which became popular in the 18th
century.

See also Kulissenreisser.

Doll’s House, A. Henrik Ibsen (Norwegian). Drama. 4 acts. 1879.

In order to help her husband, Thorwald Helmer, who is ill and in need of funds,
Nora forges her rich father’s name to a check, intending to serid him abroad with
the money thus obtained. Although she escapes serious consequences when her guilt
is disclosed, Nora is brought face to face for the first time with the realities of her
social position. She realizes that her husband had been keeping her as a doll, that she
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had never functioned as a living, thinking person, but had been merely a kind of
ornament to decorate his modern home. Small wonder that she had lost the capacity
for clear thinking and an awareness of what is moral behavior and what immoral.
The sawdust marionette is suddenly infused with life; she suffers; and she sees how
unsatisfactory the existence she has led as Helmer’s wife has been. So she leaves him
and his doll’s house in order to establish her own identity, escaping to she knows not
where, “a moth flying towards a star.”

This was one of the first and most important social dramas to deal with the
problem of woman’s freedom. Nora in 1879 was modern woman incarnate, daring,
radical, unbelievably courageous. In a day when women walk out of their homes for
less reason than she had, Ibsen appears less of an iconoclast than formerly. Yet his
play has not entirely lost its vigor, as proven by a successful American revival as
recently as 1937, when Jed Harris produced it in an acting version by Thornton
Wilder. Among the actresses to have starred as Nora between 1880 and 1939 are’
Helena Modjeska, Mrs. Fiske, Nazimova, Ethel Barrymore and Eva Le Gallienne.

Dome. Type of cyclorama; permanent plaster dome-shaped structure, painted
a light blue to simulate sky; sometimes known as dome-horizont, kupola-horizont.

Dominion Dramatic Festival of Canada. Lord Bessborough, the Governor
General, launched the first festival in April, 1933. Seven provinces sent teams to
the Little Theatre in Ottawa to compete for the Bessborough trophy and other
prizes. In 1938 the festival was moved to Winnipeg, a more central location.

Domus. Name of a certain scene-building, or mansion, of the medieval stage,
meaning literally “home” or “house.”
See also Mansions.

Don Carlos. Thomas Otway (English). Tragedy in thymed verse. 5 acts. 1676.

Philip II of Spain marries Elizabeth of Valois who was formerly betrothed to
his son, Don Carlos. Philip fears they are deceiving him, and driven by court gossip,
finally has them killed, only to learn afterward of their innocence.

Don Carlos. Johann Christoph von Schiller (German). Drama in blank verse.
5 acts. 1784.

The tragic story of Don Carlos, heir presumptive to the Spanish throne, his
struggle for recognition, and his final defeat and death.

"This historical drama enhanced Schiller’s reputation as a poet rather than as a
tragedian. In form and manner it imitates the French school of classical tragedy more
than the English.

Don Juan (Le Festin de Pierre). Moliére (French). Comedy. 5 acts. 1665.

Don Juan, as a joke, invites the stone statue of a Commandant to dinner, when,
to the horror of his guests, the statue arrives, and is believed to be a sign of divine
wrath. Finally Don Juan pretends conversion to religion and is swallowed in a
flaming abyss. Everyone-is avenged but his servant Sganarelle, who is left unpaid.
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Don Sebastian. John Dryden (English). Tragi-comedy. 5 acts. Printed 1691

Based on the legend that Sebastian, king of Portugal, survived the battle of
Alcazar. He is presented as a captive of the Moors, together with Almeyda, 2
princess of the royal house, with whom he is in love. He becomes an anchorite and
she takes the veil when he discovers that they have the same father.

Donatus, Aelius (middle of the 4th century A.D.). Roman writer. A gram-
marian and theorist of the early Roman empire. He was the teacher of St. Jerome.
Barrett Clark, in his European Theories of the Drama, says: “His importance lies

. in the fact that he is the last of the Latins to formulate any theory, even 2
derived one, of the drama.” He is best known for his grammatical and rhetorical
treatises. His theories of the drama are to be found in the De Comoedia et tragoedia.

Donnay, Charles Maurice (1859- ). French dramatist. Belongs to the
French school of the ironic realists. Born in Paris, he began his career as playwright
with Phryne, 1891, The satiric gifts of Donnay were first expended for the benefit
of frequenters of the Chat Noir of Montmartre in little dialogues and vaudeville
skits. Their author had reached his early thirties before he set a larger audience
laughing by adapting to modern conditions the Lysistrata of Aristophanes.

His plays include The Family Boarding-House, 1894 ; A Mad Enterprise, 1894
Lovers, 1895; The Emancipated Woman, 1898; The Torrent, 1899; The Other
Danger, 1902; Birds of Passage (with Lucien Descaves), 1904; The Return from
Jerusalem, 1903 ; The Marriage of Telemachus (with Lemaitre), 1910; The Rise
of Virginie, 1929.

Door button. Used to hold stage door closed.

Dorset Garden Theatre. The theatre that was the last word, architecturally,
among the playhouses of the English Restoration. It had a splendid stone exterior;
was situated on the Thames River, with a terrace for those arriving by water; the
roof was of glass; the auditorium was horseshoe in shape; and there were three
galleries.

Dossennus. Forefather in the fabula Atellana of the dottore, stock character
in a commedia dell’arte.

Dostigaev and Others. Maxim Gorki (Russian). Social drama. 3 acts. c. 1933,

The second of a series about capitalism of which Yegor Bulichev is the first. The
proposed trilogy was not completed, owing to Gorki’s death.

This play deals with political strife in the early stages of the Revolution, from
the Czar’s abdication in March, 1917, to the Kerenski Cabinet, which survived until
November of the same year, when it was seized by the Military Revolutionary
Committee.

Dottore. Stock character in a commedia dell’arte; companion to Pantalone ; the
pedant of ancient comedy, appearing as philosopher, grammarian, or medical man
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in variety of diverting situations; but for laughter, mocked at by wife or mistress,
cheated by the servant, Harlequin or Brighella. Costume: that of professor, black with
dark cloak covering black garment which falls to knees; black hat, in contrast to that
of Pantalone ; dark mask with red cheeks and short beard. Forefather was Dossennus
in the fabula Atellana; later translated to literary comedy as Moliére’s médecin.

Double Dealer, The. William Congreve (English). Comedy. 5 acts. Printed
1693.

Lady Touchwood, in love with her nephew, Mellefont, attempts to prevent his
marriage to Cynthia. Maskwell, the double dealer, enters her plot, which is perceived
finally by her husband, Lord Touchwood.

Doubling in brass. To play two parts; originally to play in the band and a
part in the play.

Douglass, David (?-1786). English actor and manager. In 1751 John Moody
recruited him for the West Indies. A mediocre actor, as a manager he was “for
thirty years virtually theatrical king of the Western Hemisphere.” Between 1758
and 1767 he built the second, third and fourth theatres ever built in New York,
and Philadelphia’s second and third. His marriage to the widow of the elder Hallam
brought a union of the two companies and Lewis Hallam, Jr., became the leadirig
light of the American stage. His company toured the colonies until the Revolution
forced him to abandon his enterprises. He returned to Jamaica, where he became a
British government official and died worth £25,000.

See also John Street Theatre.

Dover Road, The. A. A. Milne (English). Mystery comedy. 3 acts. 1922.

Mr. Latimer makes it his hobby to intercept eloping couples and keep them at
his house for a week in order that they may become more closely acquainted with
each other before breaking an already existing marriage knot. A human and deli-
cately ironic play.

Dowling, Eddie (1895- ). American actor, author and producer. Born in
Woonsocket, Rhode Island. He first appeared in Quo Vadis in Providence in 1909,
then toured in England, and made his New York debut in The Velvet Lady, 1917.
He played in the Ziegfeld Follies in 1918, 1919, 1920; was first starred in Sally,
Irene and Mary, 1922, of which he was co-author; acted in The Fall Guy, 1926;
Honeymoon Lane, which he wrote in part, 1926. He produced Big-Hearted Herbert,
1934; Thumbs Up, 1934; Agatha Calling, 1935; Richard II, 1937 ; Shadow and
Substance, 1938; The W hite Steed, 1939. Co-producer with the Theatre Guild of
The Time of Your Life, 1939. His acting in the last-named play and in Here Come
the Clowns, 1938, have won him prominence as one of the finest portrayers of char-
acter roles of our day, and have marked his transition from a musical comedy star and
entrepreneur to a serious interpreter and producer of high-minded and poetic drama.

Downstage. The front of the stage nearest the audience.
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D’Oyly Carte, Richard (1844-1901). English theatrical manager. D’Oyly
Carte is noted for his presentations of Gilbert and Sullivan operettas, with which his
name is always associated. He was born in London, where he started a concert and
theatre agency in 1870. In 1875 he produced Gilbert and Sullivan’s T'rial by Jury,
and from then on was responsible for the London productions of all of the Gilbert
and Sullivan operettas. He erected the Savoy Theatre to house these productions;
after his death his son Rupert succeeded him as proprietor.

D’Oyly Carte, Rupert (1876- ). English manager. The youngest son of
Richard D’Oyly Carte, producer of Gilbert and Sullivan operas, Rupert D’Oyly
Carte is now proprietor of the D’Oyly Carte Opera Company which his father
founded, as well as chairman of three prominent London hotel companies.

Drama. (1) That quality in communication, situation, or action which arouses
interest, excitement and empathy in a listener or beholder. : ’

“. .. conflict of human wills which has ever been the mainspring of drama.”—
Brander Matthews. . . . drama must reveal the human will in action.”—Ferdi-
nand Brunetiére. (2) A play; dialogue for enactment. A form invented in the 18th
century. Allardyce Nicoll, in his British Drama, calls it “simply a serious problem
play where the emotions never rise to tragic height and where the denouement is
in harmony with the general atmosphere of the plot.” (3) In a general sense, dra-
matic art, literature, or affairs. Forms of the drama include tragedy, comedy, melo-
drama, opera, operetta, farce, pantomime, monologue; and puppetry.

Drama, American, fireman. A type of popular American play which followed
the Yankee play in vogue. Works of this school dealt exaggeratedly with life in a
big city. The origin of the type was 4 Glance at New York in 1848, in which
Mose, the fireboy, was the central character.

Drama, American, Indian. A type of popular American play dating from the
late 18th century. Major Robert Rogers, pioneer backwoodsmen, published Poz-
teach in 1766, soon after the uprising of the Ottowan chief of that name. This is
the first Indian play as well as the earliest American problem play. In 1829
Metamora, another Indian play, was written by John Augustus Stone. The success
of this play resulted in a run of Indian dramas from which the public suffered from
-1830 to 1840, depicting the nobility of the red men. A reaction finally set in. John
Brougham in 1855 wrote an extravagant parody, Pocahontas; or, The Gentle
Savage, which dealt the Indian drama its final death blow.

Drama, American, 17th-18th century. The earliest play written by a native -
American was Gustavus Vasa by Benjamin Colman, which was produced at Har-
vard College in 1690. The first play presented in New York of which there is actual
record was George Farquhar’s The Recruiting Officer. This is the earliest known
play to have been acted in North America by professional players. It was produced
at the New Theatre on Dec. 6, 1732. In 1753 non-professionals in New Orleans
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acted in a play called Le Pére Indien written by a Frenchman, Le Blanc de Ville-
neuve. The first play to be printed in America was Robert Hunter’s dadroboros,
1714. The first dialogue was 4dn Exercise Containing a Dialogue and Ode Sacred
to the Memory of George II. It was performed on May 23, 1761. In 1762 Prince-
ton College presented The Military Glory of Great Britain, the performers being
the “late candidates for the Bachelor’s degree at Nassau Hall.” The Prince of
Parthia by Thomas Godfrey, Jr., was the first play written by an American and
acted professionally. It was produced in 1765. Ponteach by Major Robert Rogers
was printed in 1766 but was never acted. In 1771 Hugh Henry Breckinridge and
Philip Freneau wrote The Rising Glory of America for Princeton’s commencement
program. It was anti-British propaganda. Charlotte Lennox was the first American
writer to use drama for political satire. It was she who wrote The Adulator and
The Group. The Contrast by Royall Tyler was the first play by an American author
on an American subject to be produced on the American stage. In this play Jonathan
was the first typical American character to be presented on the stage; the part was
a Yankee and low comedy role. Other plays sprang up in which native types were
predominant. These came to be known as “Yankee plays.”

Drama, American, 19th century. No genuine masterpiece was forthcoming in
America during the 19th century, although a considerable number of plays were
written and produced. Edwin Forrest was the first to offer money prizes for scripts
by Americans, which, if accepted, he undertook to produce. This was the first real
stimulus given the national drama and no doubt accounts in large part for the
growing output of theatrical works. The American dramatist may properly be said
tb date from this time. Among the plays of new playwrights that Forrest produced
were: Metamora by John Augustus Stone, 1829; The Gladiator and The Broker
of Bogota by Dr. Robert M. Bird, 1829; Jack Cade by Robert T. Conrad, 1841;
and Francesca da Rimini by George H. Baker, 1856. These authors became known
as the Philadelphia School of Dramatists. Faskion by Mrs. Mowatt, produced in
1845, was the first successful social satire and first social comedy. Dion Boucicault
and John Brougham were perhaps the foremost playwrights of the 19th century
before the appearance of Augustin Daly and Augustus Thomas. Boucicault adapted
a great many works from the French and also produced original plays like After
Dark. Brougham was also an adaptor, while' his original plays include Benjamin
Franklin and Tom Thumb, the Second. In 1852 the celebrated and enormously
popular dramatization, by George Aiken of Harriet Beecher Stowe’s Uncle Tom’s
Cabin was first performed. Thereafter came Daly’s Under the Gaslight, one of
the most famous of all American melodramas. Daly was the leader of the ‘“‘ten-
twent’-thirt’ ”’ school of playwriting. Others of his melodramas are 4 Flask of
Lightning and The Red Scarf. In 1866 came the first performance of the most
famous of all American melodramas, The Black Crook. Then came the great box-
office attraction, Albert M. Palmer’s The Two Orphans, in 1873; also Steele
Mackaye’s Hazel Kirke in 1880. Augustus Thomas’ greatest plays were The
Witching Hour, dArizona, As a Man Thinks, and The Copperhead.

Another important trend of this century was that of the minstrel show. This
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form of entertainment began about 1828 and derived from the Negro singing and
dancing on the southern plantations. It eventually grew into a lampoon of the Negro
and his dialect was played by white men in blackface. Today the minstrel show
survives mainly, in small communities and in the vaudeville revues sponsored by the
recent Federal Theatre Project, 1935-39.

Drama, American, 20th century. At the opening of the 20th century an
advance-guard of native playwrights set the pace for the rapid rise of American
drama. This group chose to comment upon the problems of an expanding nation.
In The Great Divide, 1906, Moody brought a poet’s vision to the problem of the
social amalgamation of the open West and Puritan-restricted East. In Daughters
of Men, 1906, Klein mirrored Theodore Roosevelt’s plea for arbitration in labor
disputes. Broadhurst’s Man of the Hour, 1906, exposed the evils of boss rule in
city governments. Mitchell's The New York Idea, 1906, and Walter’s The Easiest
W ay, 1908, protested moral laxity.

In this opening decade Ibsen was praised by Harrison Grey Fiske as “the apostle
of truth’ and decried by William Winter as “an evil to be deprecated.” American
critics censured Shaw as “immoral and degenerate.” Cohan’s Broadway Jones, 1910,
and Sheldon’s Romance, 1913, were romantic throwbacks to an earlier period of
writing. The War brought a temporary anesthesia with such musicals as Ziegfeld’s
countermarching spectacle of soldiers, sailors and feminine beauty, The Century
Girl, 1916.

The post-War theatre brought paced-to-life melodramatic pictures of American
life. Hecht and McArthur’s The Front Page, 1928, depicted the newspaper world ;
Cormack’s The Racket, 1927, the gangsterland; Abbott and Dunning’s Broadway,
1927, night clubs; Walters and Hopkins' Burlesque, 1927, burlesque; Anderson
and Stallings’ W hat Price Glory?, 1924, the First World War; Rice’s Street Scene,
1928, the slums; and Steinbeck’s Of Mice and Men, 1937, the brute world. Along
with these serious dramas grew a steadily increasing stream of light, satiric and
serious comedies. There were the popular triumphs: Lightnin’, 1918; and Nichols’
Abie’s Irish Rose, 1922. There were Craven’s The First Year, 1920; Barry’s Holi-
day, 1928, and The Animal Kingdom, 1932; Crothers’ 4s Husbands Go, 1931;
Behrman’s The Second Man, 1927, and No Time For Comedy, 1939; Kaufman
and Connelly’s numerous collaborations; Kelly’s The Show-Off, 1924; Howard’s
dramatization of Dodsworth, 1934; O’Neill's A4k, Wilderness!, 1933 ; Kaufman
and Hart’s You Can’t Take It With You, 1936; and Boothe’s The /¥ omen, 1936.

While these conventionally constructed plays were lining the pockets of com-
mercial producers, the experimental drama was being fostered by the non-profes-
sional groups. O’Neill’s sea plays were produced by the Provincetown Players in
1916, opening the way for professional production of his first long play, Beyond
the Horizon, 1920. Critics hailed it “the best serious play any American author has
written for years.” O’Neill’s experimentation through the following ten years grew
to be the most exciting thing in dramatic composition. To the sordid social themes
of Ibsen he added the soul-probing and Freudian analysis of Strindberg. He ex-
perimented with elemental rhythms in Emperor Jones, 1920, with expressionistic
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symbolism in The Hairy Ape, 1922, with masks in The Great God Brown, 1926,
and the aside in Strange Interlude, 1928. He transplanted the Greek Oresteia to
New England soil in Mourning Becomes Electra, 1931. He lengthened the time
. of performance, and at all times re-made the theatre to fit his dramatic composition.
He was the first to bring the Nobel prize to American drama.

Experimental plays soon became as numerous in the post-War theatre as the
conventionally written play. Rice’s 4dding Machine, 1923, Kaufman and Connelly’s
Beggar on Horseback, 1923, and Lawson’s Processional, 1925, all showed the
influence of German expressionism. Barry’s Hotel Universe, 1930, reverts to psycho-
analysis. The growth of the folk play brought additional experimentation for a
form that would suit the regional subject matter found in the plays of the Carolina
mountaineers, Vollmer’s Sun-Up, 1923, and Hughes' Hell-Bent Fer Heaven, 1923,
or the Kentuckians in MacKaye’s This Fine-Pretty World, 1923. Riggs added
Oklahoma folk songs to Green Grow the Lilacs, 1930. Negro spirituals greatly en-
hanced the Heywards’ Porgy, 1927, and Connelly’s The Green Pastures, 1930, “the
divine comedy of the modern theatre.” '

Freedom in form added to the propaganda plays Rice’s Judgment Day, 1934;
Odets’ Waiting For Lefty, 1935, and the Federal Theatre’s one third of a
nation, 1938. Another interesting development in play form has been the addition
of the musical score to the political satire, as in the Kaufman-Gershwin Of Thee I
Sing, 1931, the Friedman-Rdme Pins and Needles, 1937, Blitzstein’s The Cradle
Will Rock, 1937, and the Anderson-Weill Knickerbocker Holiday, 1938.

Film-writing has brought jato prominence the short-scened episodic play form
used effectively by Green in In Abrakam’s Bosom, 1926, and more recently by
Sherwood in Abe Lincoln in Illinois, 1938. Wilder’s Our Town, 1938, added
novelistic exposition and narrative to this episodic play form. Anderson has ex-
perimented successfully with free verse in the dialogue of Elizabeth, the Queen,
1930, Mary of Scotland, 1934, and Winterset, 1935.

The American playwright’s independence of thought and freedom in dramatic
composition has led native comedy into the vein of social satire, and the serious play
into the tragedy of the individual. Throughout the 20th century the dramas have
been filled with native character portraits, and the choice of subject matter has
reflected the mental temper of America.

Drama, Austria. Austria-Hungary was a conglomerate nation. Its various
peoples had their corresponding drama; German, Polish, Czechoslovak, etc. There
was however, the Viennese comedy—the one definite and peculiarly Austrian con-
tribution. It was marked By gaiety, glamor and sophistication. Schnitzler, particu-
larly in Anatol, was the shining light. Hugo von Hoffmannsthal, who wrote the
librettos for several Strauss operas, was another important romanticist.

After the war Austrian drama became more serious and profound. Not only the
disasters and problems brought on by the war contributed to this change. The stimulus
of Freud and the live new dramatic force of psychoanalysis, which originated in
Vienna, was also a factor.
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Drama, British, earliest. From the 10th century when the liturgical trope was
performed inside the church, until the early 16th century, British drama was
cradled in ecclesiasticism. First came the “mystery plays,” performed in the church-
yard and dramatizing, very primitively, episodes of the Old and New Testament;
then the “miracle plays,” often performed by members of trades in cycles named for
the town where they were given (as York, Chester, Wakefield), dramatizing
miracles in the lives of saints; and after these, the more secular “morality plays,”
performed—as were some of the miracle plays, on pageant wagons. The moralities,
of which Everyman and The Castle of Perseverance are the best examples, the
allegorical characters illustrating moral truths. The vice or buffoon here, and
Herod, who ranted in the mystery plays were favorites with the audience.

Drama, British Elizabethan, 1550-1642. The earliest form of the English na-
tional drama was the “historical tragedy,” originating in a poetical play named
The Mirror for Magistrates in 1557. Works in this form are known also as
“chronicle plays” and relate in chronological order the events of a particular king’s
reign. Some famous chronicle plays of the period are: Shakespeare’s King John,
Richard II and those about the three Henrys; Marlowe’s Edward II; Greene’s
Scottish History of James IV . After these came certain “blood and thunder” plays
invented by Kyd which are pure melodrama and which owe much to Seneca. The
Spanish Tragedy is the best known of Kyd’s works. Marlowe, on his advent to the
theatrical scene, fused these separate elements into a single unified whole in the
creation of “romantic tragedy.” Among Marlowe’s best known works are: Doctor
Faustus, The Jew of Malta and Tamburlaine the Great. Between ‘‘classical” and
“romantic’’ comedy appeared the works of Lyly with their allusions to history and
mythology. His principal comedies are: Endymion, the Man in the Moon, Mydas
and Gallathea. The melodramatic school of Kyd was carried on by Peele in such
of his plays as The Battle of Alcazar. Other predecessors of Shakespeare: Greene,
with his one notable play The Scottish History of James IV ; Lodge, with plays
like The Wounds of Civil War; Nash, with his Summer’s Last Will and Testa-
ment. (Shakespeare is treated independently elsewhere in this volume. The most
famous dramatist after Shakespeare, Ben Jonson, with his comedies such as Every
Man in His Humour, Volpone and The 4lchemist. Provoked by a literary quarrel
he turned in 1603 to tragedy with his Sejanus; another tragedy Catiline, His Con-
spiracy followed in 1611, but these were the only tragedies written by Jonson. He"
also composed masques. After Jonson came Chapman with both tragedies and
comedies, among these: Bussy d’Ambois and The Conspiracy and Tragedy of
Charles, Duke of Byron, Marshall of France. Following Chapman appeared two
collaborators who were destined to become known as a famous writing team, Beau-
mont and Fletcher. They were among the earliest and best writers of the pastoral
play. Fletcher’s The Faithful Shepherdess is one of the finest examples of this type.
Beaumont and Fletcher wrote both comedies and tragedies the most important of
which are Philaster, The Maid o’ Tragedy and The Coxcomb. Both Beaumont
and Fletcher also wrote plays separately, of which Beaumont’s Rule a Wife and
Have a Wife and Fletcher’'s' The Humorous Lieutenant are representative. The
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joint ventures of Beaumont and Fletcher are marked by a wide literary knowledge
and a considerable acquaintanceship with languages, with particular emphasis on
Spanish literature. After this noted duo come: Dekker, with his Shoemakers’ Holi-
day; Webster, with his Duchess of Malfi and, in collaboration with Dekker, /7 esz-
ward Ho!; Marston, with his “blood and thunder” dramas and comedies such as
What You Will; Middleton, with his political comedies like 4 Game At Chess;
Heywood, with his many dramatic styles, including the “pageant,” and whose best
play is probably 4 Woman Killed with Kindness. Among other dramatists there-
after were: Rowley, Daniel, Massinger and Ford.

Drama, British, 1660-1800. The dramatic literature of England during the
17th century felt the influence of the pseudo-classicists. The most fanatic of these
insisted on a conformity to the unities. The more liberal assented to certain modi-
fications, such as a compromise between the law in the French theatre prohibiting
the depiction of death on the stage and the love of action and excitement innate
in the typical English audience. For all of these liberals certain old taboos persisted,
such as that against the enactment of any passion onstage. Comedy was more
popular than tragedy and fell into several categories: .(1) the “comedy of man-
ners,” which was a satirical mirroring of upper class life, best represented by
Congreve, Etherege (whose work was influenced by Moliére), Wycherley (whose
work, though he was a court favorite, yet satirized the corrupt court of Charles II),
and Fielding; (2) the “comedy of humors,” based fundamentally on satire, origi-
nally inspired by Jonson, and best represented at this time by Shadwell; (3) the
“comedy of intrigue,” differing from the comedy of manners only in its leaning
toward farce, and best represented by Mrs. Centlivre; (4) the “comedy of sen-
sibility,” characterized by sympathy not with protagonists but with actions, by an
artificial love of natural scenery and rural landscapes, and a deliberate enunciation
of a moral or social problem, best represented by Colley Cibber and Sir Richard
Steele; (5) the “genteel comedy,” and adaptation of the comedy of manners but
more effeminate and artificial, best represented by Cibber and brought to a con-
temporary triumph by the acting of Mrs. Oldfield. Restoration comedy, generally,
was a reflection of the temper, if not of the actual life, of the upper classes of
the period. In it were pictured the external details of living, the fashions of the
time, its manners, speech and interests. For settings playwrights turned to the most
interesting places they knew, which were drawing rooms, coffee houses and the
streets and gardens of London. Characters were chiefly people of fashion and plots
were largely love intrigues. The tendency of the plays, on the whole, is toward the
licentious, and represents the reaction of the playgoing public against Puritanism.
Otherwise the plays were of no social import, nor were they romantic or revolution-
ary in any sense. Tragedy, pseudo-classic and otherwise, did not curry the full favor
of the public. Addison’s pseudoclassic Cato was perhaps the most successful tragedy
of the period. Shakespeare was the most popular tragic dramatist, and following
his works, the “pathetic” dramas of Banks, Southerne, Otway and Rower, and
thereafter the heroic dramas of Dryden, Settle and Lee. Outside of these two
major categories came the ‘pantomimes (influenced by classic myth; Italian com-
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media dell’ arte, earlier English farce, and contemporary satire), best represented
by Lun and Weaver. Political plays were universally accepted. Continental in-
fluence, particularly that of Voltaire on tragedy, was strong. The rise of the trades-
man class dis¢losed many playwrights in their midst, but most of these turned out to
be one-play writers.

Drama, British, 1800- . The growth of the drama in the early 19th century
did not take place in the two patent theatres which held a monopoly on legitimate
drama (Drury Lane and Covent Garden), but in the minor theatres whose man-
agers evaded the law by creating a new dramatic form called the “burletta.” At
first it was nothing more than a short burlesque opera filled with vigorous action.
It attracted the public away from the patent theatres with their productions of
monotonous sentimental comedies and turgid tragedies. In an attempt to win back
the audience Drury Lane added lyrical ditties to the dialogue of Fielding’s Tom
Thumb and billed it as a burletta. This was a fatal step. Minor managers seized
upon the right to add dialogue to their shows. A few years later the licenser of
plays defined the burletta as a play of three acts including not less than five songs.
This makeshift entertainment had become at once thrilling melodrama and burlesque
extravaganza. In 1843 an act of parliament allotted equal license to all theatres.
This gave impetus to theatrical writing but it did not elevate the low quality of
drama hack writers had been turning out since the beginning of the century. Man-
agers, with their minds on scenic display and rhetorical acting, continued to accept
tawdry romantic dramas and wretched farces which were nothing more than re-
writes of German and French plays. They rejected as unactable Shelley’s poetic
tragedy The Cenci, 1820.

In this early 19th century dearth of native drama there were a few distinctive,
exceptions. Virginius (Covent Garden), 1820, and The Hunchback (Covent
Garden), 1832, established Knowles as a dramatic teller of glorified tales in the
manner of the Elizabethans. The Lady of Lyons (Covent Garden), 1838, most
often revived play of the century, proved Lord Lytton to be as adept in the con-
struction of romantic melodrama as his French contemporaries. London Assurance
(Covent Garden), 1841, created a stir with its comic characters and established
Boucicault on his career of leading melodramatist of the age. But even these out-
standing plays had rehashed themes, uninventive plots and stereotyped characters.
Dramatic composition seemed hopelessly submerged in the general industry of enter-
tainment.

Finally there appeared in 1865 Robertson’s Society, the play that pulled British
drama out of its romantic and artificial rut onto the road of realism and social
reform. The audience welcomed the natural characters reflecting in word and action
the follies and foibles of the time. Shortly after this the critics, William Archer
and Sir Edmund Gosse, introduced Ibsen to English readers. In the eighties came -
a renaissance of the playwright’s art and once again dramatic composition became
a vital part of native literature. The Second Mrs. Tanqueray, 1893, proved Pinero
to be a master of the problem piece and drawing room drama. Jones’s Michael And
His Lost Angel, 1896, raised domestic tragedy to a new level of literary and social



DRAMA, BULGARIAN—DRAMA, CHINESE 233

importance. The Admirable Crichton, 1902, was Barrie’s popular contribution to
realism. In a majority of his plays, as in Dear Brutus, 1917, and Peter Pan, 1904,
whimsy mingles with realism. Wilde’s The Importance of Being Earnest, 1895,
brought to comedy writing a rare and unmatched brilliance in dialogue. The great
mid-Victorian contribution to light opera was the partnership of Gilbert and Sulli-
van bringing a long series of satirical and melodious operettas of which The Mikado
is the most popular.

Shaw’s decision to think on the stage gave to British drama the modern master
of the play of ideas. Such plays as dndrocles and the Lion, 1913, Pygmalion, 1913,
Heartbreak House, 1919, and Saint Joan, 1924, have in turn shocked and capti-
vated the world by their topsy-turvy turning of current thought and conventional
play form. Granville-Barker who brought Shaw’s plays to the professional stage
likewise contributed to the drama of ideas with The AMadras House, 1910. The
realism of Ibsen had become the life force of British drama: the kind of realism
that was near to the emotions of man and to his social problems. The most truthful
revelation of the social problems of the 20th century came when Galsworthy turned
to drama to depict, with excellent craftsmanship, class war in Strife, 1909, man
against society in Justice, 1910, and racial pride in Loyalties, 1922. Ervine’s Jane
Clegg, 1913, is an incisive characterization of a member of the lower class, and
Masefield’s The Tragedy of Nan, 1908, adds restraint and imaginative power to
realism.

During the First World War serious drama was replaced by trivial farces and
spectacles such as Chu Chin Chow, 1915, which ran 2,238 performances. The post-
Woar period brought a revival of the comedy of manners: Maugham’s The Circle,
1921, and Qur Betters, 1923 ; Lonsdale’s The High Road, 1928; and Coward’s
more popular Private Lives, 1930, and Design for Living, 1933. Realism remained
the paramount feature of serious drama, Sheriff’s war play Journey’s End, 1928,
being a distinguished example, as is Sayers’ The Zeal of Thy House; and Isherwood
and Auden’s Ascent of F6 carries story and character into the surrealistic realm of
symbolic play. Since that time, symbolism and heightened prose, if not poetry, have
been evident in the dramas of Synge, Dunsany, Lady Gregory and Carroll.

Drama, Bulgarian, since the First World War. At best, modern Bulgarian
drama since the First World War is still primitive by its very national traditions
and popular characteristics. It depends to a great extent on historical subjects. Some
of the well-known dramatists are: Ivan Vazoff, with his historical plays; Strashi-
miroff, with his naturalistic dramas; Todoroff, with his dramatic legends. Today
dramatists are turning for material to the contemporary life of their cities.

Drama, Chinese. The Chinese spirit is in its very essence dramatic; it is alert
and vivid and fond of abstractions—good drama, of course, makes visible an abstract
idea; its selective power is sagacious—and the carrying quality of any play depends
upon judicious choosing of incidents and situations. Thus it has been truly said
about the Chinese that “to know their theatre is to know, in no small degree, the

Chinese people.”
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The Chinese theatre is the best equipped theatre in the world from the point
of view of costuming and properties. It has a higher standard of artistic finish than
any Western stage, but its influence has not as yet been felt in the West, except by
the Russian stage, which has begun to adopt some of the Chinese theatrical tech-
nique. In 1922, Vakhtangov produced in Moscow the play Turandot, using as his
libretto Carlo Gozzi’s fairy play of the same name which is an 18th century version
of an Eastern legend. Vakhtangov, who was familiar with Chinese stage methods,
presented the play in the Chinese tradition. Puccini used the same story for his last
and unfinished opera, employing Chinese characters, settings, and some genuine
Chinese music throughout. Goethe, Schiller, and others had also adapted Turandot
for their own purposes. Goethe, furthermore, read an English version of a famous
Chinese play called Lao Séng Erk (An Heir in Old Age), and expressed deep
regard from it. A Yuan dynasty play served as the groundwork for Voltaire’s
rhetorical tragedy Orphelin de la Chine (Little Orphan of China).

‘The first evidences of drama in China are clouded in dim legend. It is claimed
that music existed there from 5400 B.C. and ceremonial dances for religious wor-
ship and military rejoicing appeared in the Hsia dynasty (2205-1766 B.C.). In
the Shang dynasty (1766-1122 B.C.), this interpretive dancing spread to new cere-
monies—to the gods of the harvest, rain, drought, famine—things representative
of an agricultural society. A stage was used for the presentations, and thus the
spirit of the people was expressed. Later speech was added and parts were acted with
a new form of chanting. These shén-hsi or “‘sacred plays” of the Chou dynasty
(1122-255 B.C.) in time assumed a role essentially dramatic. Thus it is evident
that, like the early drama of Greece and the West, the Chinese drama was at first
ritualistic.

Since the rulers had to be amused, this new drama naturally found encourage-
ment in court. Those who performed were considered inferior members of society
who had assumed their positions through lack of other opportunities. And to this
day the drama as literature is ignored by Chinese scholars; actors and playwrights
were so looked down upon that the dramatist often wrote anonymously.

The early emperors frowned upon a theatre for the people, and while one of
them started a theatre about 700 B.C., those following destroyed all written works
of his time. Emperor Ch’in Shih Huang (246-210 B.C.) had as many as three thou-
sand actors in his famous “Ah Fang” palace. But as luck would serve the Chinese
drama, the most ardent patron of the stage, music and dancing was an emperor who
had an artist’s exquisite taste and an unusual ability for launching and organizing
the art. He was the T"ang dynasty emperor, Ming Huang, who established a school
for actors under his patronage and tutelage in the 8th century A.D. Through his
efforts the drama effected a lasting hold in China. Today actors are still known as
“The Young Folk of the Pear Garden,” a title dating back to Ming Huang’s pupils
who were given instruction in the emperor’s Pear Garden at Ch’ang—an Later
Ming Huang was deified as the Patron Saint of Theatricals.

In consequence of such a favorable start, theatricals made great strides in
China, but the interest in them probably did not extend beyond the bounds of the
imperial court until the 13th century, and it was during the Yuan dynasty (1280-
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1368) that the Chinese drama as it exists today took a sudden and permanent place
in the land. Some experts believe that marionette shows marked the real beginning
of the theatre for they can be traced to the 10th century B.C. and they were popular
with all classes, their root being more among the people.

Nevertheless, the Chinese drama, as modernly constituted, falls into two main
classes: the Fun Pan Hsi—the oldest form, expressing patriotism and filial devo-
tion ; and the Jin Pan Hsi—representing the greater bulk of the drama wherein are
expressed civil and military subjects and differing from Fun Pan Hsi in method of
acting and singing. A more recent development is the Fun Min Hsi, which is the
only form in which colloquial dialects are allowed in place of the usual and more
classical Mandarin speech. Several of these plays (as many as eight, which are often
interpolated with shorter pieces) are presented in a single evening, and the first
two types are always given. Western plays and plays in Western style have also
been done, but they have never proved popular.

There is no term in Chinese for the word “drama,” but the term for “play”
(ksi) means “‘to make fun of,” “to ridicule playfully.” A Chinese saying, “those in
front of the stage are fools, and those on the stage are lunatics,” is, on the whole,
true; but both actors and audience, paradoxically enough, are deeply serious about
it all. The Chinese have never distinguished carefully between Comedy and Trag-
edy; instead, most plays are broadly classified as Civil (W en) and Military (#u).
The latter present battles and other violent deeds while the former include the
quieter aspects of social life often with a comic interpretation. Though the Chinese
drama always has a moral aim, quite a number of plays are marked by buffoonery
and licentiousness and these have been banished from the stage in recent years. In
the 7th century B.C. the philosopher Kuan Chung said, “Owing to the rise of
play-actors the morals of the people have greatly declined.” Confucius was so deeply
shocked once by a performance of dwarfs and buffoons that, as Minister of Justice,
he ordered their instant execution.

The religious influence of Buddhism, Confucianism and Taoism add to the
confusion. Buddhistic plays are in the form of fantasy, humor and burlesques of
deity and demon symbols. Taoistic plays are based on superstition and spirit worship
and are concerned with evils of the present. Confucian plays moralize on ancestor
worship and filial piety. With so many creeds extant it is small wonder that the
writers like the average Chinese became confused and worshipped at all shrines.

The Chinese fear of demons and respect for symbols is an integral part of their
drama, making it doubly difficult for the Westerner to understand and enjoy per-
formances. To eliminate this symbolism, however, would only rob the drama of its
potency and the greatest part of its natural charm.

The Chinese drama of greatest importance was produced in Yuan times (1280-
1368) and even this is inferior to the best poetry and novels of the period. This
condition is attributed to the high state of development in which the latter literary
styles basked. In China, where the writing of plays was considered but a step
higher than the acting of them, the lack of impetus and subsequent belated progress
of the dramatic style of literature is understandable.

Since the Khan rulers during the Yuan (Mongol) reign did not honor poets
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and scholars with official ranks, these retired to write plays and novels in which
they could express themselves. During this ninety-year period 535 plays were
produced. Hsi Hsiang Chi (Romance of the Western Chamber) and Chao Mei
Hsiang (Intrigues of a Maid) are excellent examples of the best that this dynasty
has to offer and show great beauty of expression attained by the authors. This is
remarkable because the play is not at all the thing in China and playwrights were
usually content to follow the monotony of tradition and the sentiments and ideals
of their predecessors.

Among the greatest Yuan dramatists may be mentioned Kuan Han-ching who
wrote sixty plays, Kao Wen-shiu credited with thirty, Ching Teh-hiu with eighteen,
Pai Jen-fu with fifteen and Mah Chih-yuan.

About 140 major plays were produced in the Ming dynasty (1368-1643) and
246 in the Ch’ing (Manchu) dynasty (1644-1911). Among the better Ming
dramatists, Kao Tse-ch’eng, T’ang Hsien-tsu and Wu Shih-chu are worthy of
mention, The most important Ch’ing dramatists are: K'ung Yun-t'ing, Hung
Fang-ssu, Chiang Shihchuan and Li Yu. The last mentioned, Li Yu, wrote fifteen
plays and is the most modern of the Ch’ing writers, not only in his plays but also
in his sound dramatic criticisms and theories. His literary works were published about
1672,

About sixty to seventy years ago, a type of local drama from Hupeh province
came into prominence and gradually spread over all China. This school is known
as the Pi-huang and is representative of the Chinese drama of today.

The characters in a play, though they are fashioned from life, actually belong
to no set race or country; they are universal. In order that they may be easily recog-
nized they conform rigorously to established tradition. The most important roles
are the Tan, or women’s parts, which were taken by men. The women were barred
from the theatre quite early in its history ; actresses were even classed with courtesans.
Later, when women timidly began to return té6 the stage, they found that the
female roles had become so conventionalized that they were forced to copy the
mannerisms of the Tan female impersonators in order to compete with them and
find favor with the audience. The Shéng are the leading male characters; the Ching
are the villainous characters with painted faces. Another important figure is Chox,
the clown, named for his white-painted nose. His role is allowed the greatest freedom
of interpretation since Patron Saint Ming Huang sometimes played it.

All Chinese plays contain music and singing and could correctly be called music
dramas or operas. Most Chinese go to “listen” to a play rather than to “see” it.
To the Chinese, “music is the soul of art and the inspiration of acting.” Singing
parts were added to plays in the 10th century A.D. to augment and elaborate the
speaking parts, and here, too, the manner in which they are sung, and not the song
itself. is the most important part. Stage singing is generally done in a high falsetto;
in the singing of folk songs, the natural voice is preferred. Unless we can think
of singing in the drama as a kind of chanting, the singing would always seem to us a
monotonous repetition of the same few themes in the same keys from play to play.
The music for “‘new plays” is literally composed of passages already well-known
in existing plays, a procedure which makes it possible for accompanists to know
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any number of plays and to play them by heart. The style of dramatic music varies
with the type of play, and a change in style is indicative of a change in action. The
style of music is named: i.e. Erh-huang, played during solemn action; Pang-tzu,
played during martial action, etc.

The orchestra generally consists of from four to eight men who sit on chairs
or stools onstage facing the audience. The conductor of the orchestra sits at the
tan-p’i-ku (single-skin drum), which is the leading instrument and marks the tempo;
the two-stringed fiddle and the moon guitar usually carry the melody ; flutes, cymbals,
flageolets, gongs and drums are used particularly jn the military plays where there is
fichting and much rapid action. Long apprenticeship is necessary to master.these
instruments. Though the accompaniment of the voice is most carefully studied and
precise, the musicians are a very free lot on stage employing no music books, no
stands, no regulations as to how and where they should sit and no restrictions
against indulging in a smoke or an occasional stroll about the stage.

There is much hawking of wares, tea sipping, spitting, blowing of noses with
the fingers and other unsightly things among the audience. The Chinese audience
is not unlike that of Shakespeare’s time in England, and to a foreigner half the
show is the audience.

It is remarkable how quickly one forgets the distractions of the strolling
musicians and performing audience and concentrates on the actors. The Chinese
word for “bravo” is hao (good), and it can turn to hoots and jeers at the slightest
faux pas on the part of the actor.

Chinese dramatic critics have been rather poor. There were those who praised
almost everything and those who damned or wise-cracked all. But the critics, like the
theatre in China, were so steeped in tradition that they never discovered the
creative function of criticism. However, most Civil plays are nothing but artificial
sentimentalism apparently designed to make people weep, but Civil plays display
showy dresses and paraphernalia with some good singing and verse. Poets, high
officials, philosophers, artists, lofty thinkers, divine men and women form the
characters of the Civil plays, while a long and bewildering succession of emperors,
empresses, traitors, voluptuaries, murderers, rebels, monks, bandits, etc., are to be
encountered in the Military plays. Since the southern drama does not conform so
rigidly to tradition as does the northern, plays of the southern drama often run
beyond the four act limit, one of many revolutionary changes. Hsi Hsiang Chi (The
West Chamber) is representative of the northern drama, while P’ P’a Chi (Romance
of a Lute) is a typical southern play.

Acting editions of plays are either unobtainable or unreliable, because the text
is so often altered by the players themselves who do not learn from books but from
one another; once learned, a part is never forgotten. '

The Chinese dramatists have repeatedly drawn from two main works for the
plots of many of their most successful plays. Both of these works are vast Yuan
dynasty products. The first, San Kuo Chi ("The History; or, Romance of the Three
Kingdoms), is a huge historical novel bursting with emperors, ministers and
traitors of every degree. The second is a romantic novel called Ts'ao Hsueh-ch'in
(The Dream of the Red Chamber), whose chief virtue is that it presents a panorama
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of Chinese social life with a remarkable life-likeness, detail and delineation of
character.
See also dcting, Chinese; Staging, Chinese.

Drama, classics. The great writers, and their works, of ancient Greece and
Rome; more broadly; all dramatists who expounded and upheld the strict con-
ventions of dramatic writing, such as the three unities, the necessity of beginning
middle, and end, etc., as outlined by Aristotle in his Poetics. The principal classic
writers: (Greek) Aeschylus, Sophocles, Euripides, Aristophanes; (Roman) Me-
nander, Terence, and Plautus. Corneille and Racine, of the 17th century French
theatre, are also considered classics in their imitations of Greek and Roman tragedy,
indeed were called neo-classicists in their time. In the broadest and most general
sense, the word classic is today applied to any work which has retained critical
as well as popular favor over a certain period of time. Saint Joan of Shaw is called
a modern classic.

Drama, Czechoslovak, before the First World War. Romantic patriotism
was a thing of the past; yet patriotic themes, such as the principle of non-violence
and non-resistance in time of strife were treated. Arnost Dvorak was a significant
historical dramatist. Stroupeznicky was a popular playwright of peasant life. Plays in
verse were written by Vrchlichy and Zeyer. Dramas of ideas were written by
Hilbert, a dramatist deeply influenced by Ibsen.

Drama, Czechoslovak, since the First World War. The most celebrated
and possibly the greatest Czechoslovak dramatist is Karel Capek, whose R. U. R.,
first performed in 1921, brought him world fame. His The W orld We Live In,
written in collaboration with his brother Josef, is a powerful indictment of society.
His last play, 1939, was The Mother, an anti-war drama. The next most gifted
playwright of this period is Ivan Stodola, a describer of the peasantry and satirist
of the Czechoslovak Babbitts. Jan Bartos, learned theatre curator of the National
Museum, is another leading dramatist.

Drama, Danish. In the work of prolific Ludwig Holberg, 1684-1754, director
of Denmark’s first theatre (Copenhagen) and inventor of a whole set of stock
comic characters, the middle-class comedy which was the first notable contribution is
best exemplified. It was J. Ewald who first called attention in his plays to the
untouched treasures of Scandinavian history and folk-lore ready to be used. A. G.
Oechlensliger, 1779-1850, the great writer of the romantic movement drew upon
these, as have subsequent Danish playwrights. The spirit of realism and naturalism
touched 19th century drama in the plays of H. Drachman, 1846-1908, and later,
in those of Sven Lange, 1868- . The satiric comedy 2 x 2= 5, by Gustav Wied,
1858-1914, has been produced in New York City, in German at the New German
Theatre, 1908, and in English at the Civic Repertory Theatre, 1928.

Drama, Egyptian. Actually religious ceremonials and dances. Osiris, chief Egyp-
tian god, was the central figure of a passion play which dates from 2000 B.C. It
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establishes the story of the cult of Osiris worship. Drama was engendered with
actual life and history of the Egyptians. The passion play was made up of a series
of huge pageants, processions and floats interspersed with sham battles.

See also Passion play, Egyptian.

Drama, equestrian. A form of English melodrama in which the parts were
played by characters on horseback, a fashion inaugurated at Astley’s Amphitheatre
and sustained at Drury Lane and Covent Garden in London. This form flourished
at the beginning of the 19th century in England.

Drama, Finnish. Previous to Finland’s independence after the First World
War, there was a National Finnish Theatre at Helsingfors, devoted to patriotic
drama. As Finland is bi-lingual, there are theatres playing in both Swedish and
Finnish. There is a magnificent new Swedish theatre at Helsingfors. Finnish language
playwrights include Eino Leino, 1878-1926, and Tenvo Pakkala, 1862-1925, who
described the life of the small-town proletariat. Writing in Swedish were Runar
Schildt, 1888-1925, and M. Kael Lybeck, 1864-1925, who mingled realism with
symbolism. Yrjé Hirn, 1870- , is the foremost authority on Finnish drama. The
Finnish National Theatre, Suomen Kansallisteatteri, is a first-rate theatre producing
translations of many American and English plays. Einé Kalima is the manager.

Drama, folk. A play drawn from indigenous peasant sources and usually made
up of long-lived myths and legends of the popular lore,

Drama, French, 17th century. The 17th century saw in France the glorious
flowering of the classic drama, for after Alexandre Hardy who gave the theatre
its initial impetus, came the disciplined poetic tragedies of Corneille and Racine,
written in close observance of the unities of time, place, action and tone. Corneille’s
The Cid, Horace, Cinna and Polyeucte, each with a man in the title réle, all present
the struggle between love and duty, with duty triumphant. Racine’s beautiful 4ndro-
maque, Phédre, Athalie and Esther, each with a woman as the dominant figure, show
similar contests between will and inclination, but with greater naturalness and
warmth.

Satiric pieces, ranging from plain farce to exquisite literary comedy came from
the prodigal and prolific pen of Moliére, and his imitators. The 17th century saw
first those witty and philosophic comedies which still delight the public: Moliére’s
Le Misanthrope, L' Avare, Le Bourgeois Gentilhomme, Les Femmes savantes, Le
Malade imaginaire, Les Precieuses ridicules, and Tartuffe.

Drama, French, 18th century. French tragedy came upon lean times in the
18th century despite the efforts of Crébillon the elder, and Voltaire in Zaire con-
tinued the classic tradition. Chief contributors to comedy of the period were: the
satirist, Lesage; Marivaux, the light wit of those lines occasioned the word
“marivaudage” ; Destouches and de la Chaussée who wrung tears out of the audience
with their comédie larmoyante; Diderot, who stressed in his tragedie bourgeois a re-
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vulsion from the idea that tragedy should be concerned only with the high-born;
and Beaumarchais. Beaumarchais’ comedies, Barbier de Séville and Mariage de
Figaro, animated in characterization, brilliant in dialogue, and very gay, are the
high peaks of the era.

Drama, French, 18th century, French Revolution. There had been plays up
to the Revolution expressing revolutionary sentiments. With the first political vio-
lence, “appropriate” plays were evident, but nothing of lasting importance. There
was a sudden lack of any real theatre activity. Charles IX by Chenier was given in
1789 at the Comédie Francaise and was a tremendous success, bringing Talma to
the fore. Art was not considered timely, and the drama was burdened with many
prohibitions. Plays with titles of nobility in them could not be produced. Monsieur
and Madame were not to be spoken. T'wo considerable collections of these revolu-
tionary dramas, many of which were little more than tracts, are to be found in
libraries, at the Bibliothéque de la Ville de Paris and the New York Public Library.

Drama, French, 19th century. In 1829 romantic drama, as best represented
by Alexandre Dumas pére (Henri II1 et sa Cour) and Alfred de Vigny (Otkello),
supplanted classical tragedy as the major force in the theatre. The romantic school
was carried to its most brilliant success with the production of Victor Hugo’s
Hernani at the Comédie-Frangaise in 1830. This latter, with Hugo’s Ruy Blas
established the highest peak of the romantic style. The comedy of this period is best
represented by pieces like On ne badine pas avec U'amour and Il faut qu’une porte soit
ouverte ou fermee, by Alfred de Musset; Les Demoiselles de Saint-Cyr by Dumas
pere; and Le verre d’eau by Scribe, who originated the “well made” play—the play
of mechanical perfection, written by studied formula. In 1843 there was a reaction
against the violence and sensationalism of the romantic school, led by Ponsard with

his Lucréce, which play helped to establish the école du bon sems. The foremost
dramatists of the latter half of the 19th century are: Emile Augier, with plays such
as Maitre Guérin and Les Fourchambault; Alexandre Dumas fils, with his famous
La Dame aux Camélias; Victorien Sardou, with his two masterpieces, Patrie and
La Haine; Pailleron, with his comedy of manners, an example of which is Le Monde
ot l'on s’ennuie; Francois Coppée, with his historical plays like Les Jacobites;
Edmond Rostand, with his celebrated heroic tragi-comedy, Cyrano de Bergerac.

Drama, French, 20th century. The dramatic fare in France during the last
20 years can be roughly classified into five types: (1) the psychological drama to-
gether with the comedy of manners, as typified by such plays as Aimer by Paul
Géraldy; La prisonniére by Edouard Bourdet; Topaze by Marcel Pagnol; Le
paquebot Tenacity by Charles Vildrac; Tovarich by Jacques Deval; (2) modern
tragedy and drama, as instanced by a work like Le tombeau sous 'drc de Triomphe
by Paul Raynal; (3) symbolical plays and plays of ideas, such as Les ratés by
Lenormand; Maya by Gantillon; Amphitryon 38 by Giraudoux; Donogoo, by
Romains; (4) light comedy and vaudeville, exemplified by plays like Je #aime—or,
indeed, most of the works of Sacha Guitry, La huitiéme femme de Barbe Bleue by
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Alfred Avoir; (5) plays in verse, such as Jeanne d’Arc by Francois Porche. The once
popular “well-made” play has become completely outmoded.

Drama, German, 17th-18th century. Not until the second decade of the
18th century did German drama begin to assume a form and national character, the
17th century seeing mainly horror pieces and comic improvisations with Hans Wurst
and Pickelhaering (modeled after the English clown) cracking ribald jokes. Caroline
Neuber, head of a Leipsig theatre company, and the great G. E. Lessing did heroic
service for serious drama at the start of the 18th century, she by her efforts to
differentiate comedy and tragedy, and to suppress the harlequinade type of play;
he by his own plays and his criticisms in the Hamburgische Dramaturgie. The golden
names in German drama of the period, besides Lessing, are Goethe, for his
choice of a German subject in Goetz won Berlichingen, his Faust, Iphigenia and
Tasso; Schiller for his Wallenstein trilogy and W ilhelm Tell; and von Kotzebue
for his domestic drama and comedy. The phrase sturm und drang, associated with the
period, originated as the title of a play by von Klinger.

Drama, German, 19th century. With the rise of Goethe and Schiller in the
18th century German romanticism had come into its own. The literary school to
which it gave rise originated in a philosophical movement which was a reaction
against materialism and rationalism. This movement was founded by August Wil-
helm, Friedrich von Schlegel and Ludwig Tieck and bore a dominant concern with
esthetics and a'belief in subjectivism, nature, solitude and mysticism. Romanticism,
as a literary school, produced but two important dramatists: Heinrich von Kleist
and Franz Grillparzer. The next literary movement of any considerable significance
was not to appear until about 1880, with the advent of naturalism. Naturalism was
the depiction of material life, especially that of the middle and lower classes, and
was marked by literalness of observation with a corresponding mistrust of spiritual
or mystical'values. Ibsen was the predominant force in the German naturalist school.
As his plays were translated into German as early as 1872 and were well-known on
German and Austrian stages, every serious dramatist in the country began to show
traces of his influence. Other powerful influences were felt in the plays and novels
of Bjérnson, Balzac, Flaubert, Gogol, Turgeniev, Dostoievski and Tolstoi.

Drama, German, 20th century to the First World War. The theatrical
literature of the early 20th century in Germany was dominated by naturalism, which
was formulated in the 1890’s. Although as a style it was frequently found wanting,
it gave impetus to the genius of Gerhart Hauptmann, probably the greatest single
dramatist of the whole modern period in Germany and the most powerful writing
influence in its theatre. It was Hauptmann who carried the banner of the social
drama in Germany even as Ibsen did in Norway. His /7 eavers, perhaps his greatest
masterpiece, was a serious realistic study of the working class and carried powerful
socialistic implications. Hauptmann also defended the progressivism of such. men
as Haeckel in his Lonely Lives. He was, with all his preoccupation with material and
sociological ideas, not innocent of mysticism, an example of which is to be found
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in his dreamplay, The dssumption of Hannele. He also authored the fantastic The
Sunken Bell. Next in importance to Hauptmann probably comes Wedekind, with his
strenuous, frequently overwrought treatment of sexual themes. Here, too, are there
social implications, but the emphasis and approach are different, marked as they
are by a preoccupation with the physical to an almost total distrust of the spirit and
soul. His Erdgeist is typical: the ruin of an entire generation of men by the un-
scrupulousness of a single woman. Others of his plays are: Lulu and Marquis von
Keith. Following Wedekind came Sorge, who was a herald of the coming expres-
sionism. In such plays as Der Bettler fantasy is predominant, possessing a weird power
indicative of the author’s individualistic style. Hasenclever’s Der Sokn is a perfect
example of expressionism, combining a sense, if not an experience, of revolution with
some of Wedekind’s tempestuousness, Hofmannsthal’s lyricism, Strindberg’s mystical
imaginativeness and Sorge’s ebullience. Perhaps the most popular, certainly the most
frequently performed dramatist of this period was George Kaiser, who wrote a great
number of plays. He soon became the leading exponent of expressionism, though he
evidenced a wide variety of influences, ranging from inept imitations of Ibsen and
Wedekind to echoes even of Maeterlinck. His most famous plays are probably Gas
and Von Morgen bis Mitternacht. Among other less successful expounders of the
expressionist drama were: Essig, Bronnen and Jahn. The last expressionist of the
pre-War period was Kornfeld with spiritual plays such as Die Verfuehrung.

Drama, German,since the First World Warand before National Socialism.
Expressionism had left a heavy mark on the dramatists who were emerging during
the period from 1917-20, and the War had served to quicken the social pulse to such
a point as to abet the progress of Communism in the drama. The foremost repre-
sentative of the remaining expressionism and the new Communism was Ernst Toller.
His W andlung was his first notable play. Here is to be found an absolute expression-
ism coupled with a social philosophy more journalistically than dramatically effective.
In Hoppla, Wir Leben, Toller stylistically interpreted the seven years following
the War. His Feuer aus den Kesseln was a depiction of the mutiny of the German
navy in 1917. His most famous play is probably his allegorical revolutionary drama,
Masse Mensch. He is also well known for his political satire, No More Peace!
Perhaps the most skilful representative of the old expressionism conjoining with the
new political tendencies in the drama was Bert Brecht. His Trommeln in der Nacht
was an indictment of war profiteers, and served to acquaint the public with a
sensuous and lyrical, through passionate and arrogant, talent. He is best known for
his Dreigroschenoper, which was a derivation from Gay’s Beggar’s Opera and was
enhanced by a musical score by Kurt Weill. In Die Massnahme Brecht evidenced his
espousal of Communism. The most important remaining dramatist is Ernst Barlach.
Plays such as Der Blaue Boll embodied a spirituality rising by force of will from
the limitations of the body.

Drama, German, under National Socialism. Nothing can be said of German
literature of the present day. No single author of importance has emerged.
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Drama, Greek, ancient. The history of all the dramatic writings of the western
world begins with the 5th and 6th centuries B.C. in Greece. Tragedy had its source
in the choral ode known as the dithyramb which a group sang in honor of Dionysos
at the festivals of this wine god. These choral odes were composed especially for the
occasion and were later expanded into a dramatic form comprising the chorus and
leader and called the “goat song” (either because of the sacrifice of a goat during
the ceremony, or because a goat was given as a prize to the composer of the dithyramb,
or because of the goat skins worn by the chorus), from which the word zragedy was
derived. In the middle of the 6th century B.C., Thespis, winner of the first tragedy
award, introduced the actor as such, into the dithyramb. This actor engaged in
dialogue with the leader, and thus began the spoken drama. Ten years after this
innovation the first great dramatist of all time, Aeschylus, was born. It was he who
introduced a second actor into tragedy, but, though he began the minimizing of the
chorus as a dramatic factor, it remained for Sophocles and Euripides to subordinate
it to dramatic action and individual speech and to prepare its final extinction. His
earliest works were composed to a great extent of long lyric speeches assigned princi-
pally to the chorus in which action is described rather than performed. It was a
tradition for tragic poets to write plays in a series of three and Aeschylus was no
exception. His works are characterized by an exalted religious mood and his human
characters by a regal dignity. The Suppliants is his first known tragedy, and shows
the static influence of the dithyramb with the long declamations and the slow move-
ment of what little action there is. Prometheus Bound, relating of the wrath of the
gods at the giving of fire to humans, is still static, but the conflict is implicit in the
theme and helps to enliven the lengthy speeches. In 4 gamemnon, however, Aeschylus
attained a genuinely theatrical composition, with a thoroughly delineated plot and a
sense of suspense created through impending doom. This was the first play of the
Oresteia trilogy and is still considered by many critics his great masterpiece. Sophocles
was a more skilled technician than Aeschylus and was the second great dramatist of
ancient Greece. It was he who introduced a third actor into tragedy and thus carried
forward the torch of drama which was some day to burst into a multi-tongued flame.
Sophocles wrote of the nobility of men. His plays show an increase in dramatic
intensity over those of Aeschylus as well as a vaster freedom of dialogue. His greatest
tragedy was probably Oedipus Rex, the story of a man’s incestuous (though un-
witting) love for his mother, in which are depicted human beings at the mercy of
fate. Beside this must be placed his 4ntigone, a play with wise political overtones.
The third great dramatist of the period was Euripides. If, as Aristotle says, Sophocles
paints men as they should be, Euripides surely paints men as they are. In this and
other senses, such as his radical questioning of the gods, his warmth of sympathy
with his characters, Euripides was the first modern. It was Euripides who reduced
the chorus to a thoroughly subordinate capacity and humanized the drama with his
dominant individualism. He deified also the Aristotelian unity of action by daring
to write an unheard of amalgam of tragedy and comedy, called today tragi-eomedy,
his Alcestis. His Trojan Women was an indictment of war. His Hippolytus was a
startling (for its time) depiction of an illicit love. His Medea was a story of hatred
and revenge so strong as to result in a mother’s murdering her own children. Among
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others of his better known plays are: Ion,; the Iphigenia tragedies; Electra, which
has served as a basis for the Strauss opera and the 20th century O’Neill Mourning
Becomes Electra; and The Bacchae. The great philosopher Aristotle came forward
with the first and only contemporary study of the ancient Greek drama, the Poetics.
This defined tragedy and comedy and formulated the laws of the three unities.
Comedy was an outgrowth of the cormus, or festive procession in honor of Dionysos,
in which performers disguised as birds and animals wound their way through the
streets of the town to the temple. The back-chat between the performers and the
onlookers is said to be the real beginning of comic dialogue. In comedy, first called
“village song,” the chorus was used. The earliest writers of comedy were Cratinus
and Eupolis, and even in works as primitive as theirs, comedy came to serve a purpose,
such as political satire, travesty on public figures, etc. The first great comic dramatist
was Aristophanes, who was the chief representative of “Old Comedy.” This form
was specifically personal in its references and was characterized by a bawdiness, a
vitriolic carcicature and lusty buffoonery. Aristophanes’ comedies are marked by a
brilliant wit and a savage parody on a wide variety of public figures. The W asps
is a political satire, centering on the Athenian jury system. In The Frogs he pillories
certain literary contemporaries, among them Euripides. His Lysistrata was a bawdy
and comic protest against war. Of “Middle Comedy,” whose main characteristics
comprised a parody of old mythology, character sketches in place of personal and
political satire, caricature of contemporary manners, and criticism of such schools
of philosophy as the Platonists and the Pythagoreans, Antiphanes (about whom,
and whose plays, little is known) was the foremost exponent, seconded by Alexis.
The third type of comic drama of the times, “New Comedy,” was impersonal in its
satire and attacked types rather than specific individuals. Menander, Philemon, and
Diphilus were the chief exponents of this form. Only fragments of the many plays
written by this triumvirate have come down to us. Menander was an imitator of
Euripides and was paid a like tribute by Plautus and Terence in having them, in
their turn draw upon his works.

Drama, grotesque. A play that supersedes the bounds of strict realism through
affinities with the fantastic or supernatural. Pirandello’s Six Characters in Search
of an duthor is an example of one kind of grotesque play.

Drama, Hebrew. According to the Bible, Hebrew drama began with cere-
monial dances. The Book of Job and The Songs of Solomon may be considered to
be long dramatic poems in dialogue form. The latter, too, may be a processional
rather than designed for stage presentation. Job is more dramatic in structure and
deals with a man and the drama of his soul. “In the body of the work,” Sheldon
Cheney says, “the author has written down what remains in translation, one of the
finest literary dramas of all times.”

®

Drama, Hindu. Hindu drama is the most interesting branch of Hindu literature.
No other ancient people, except the Greeks, has brought forth anything so admirable
in this department. Its invention is attiibuted to Brahma who commanded the
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heavenly architect to build the first playhouse so that the sage Bharata could produce
his plays. Bharata is thus the father of the Hindu drama, and the word “bharata”
gradually became one of the terms for “actor.” Dances combined with gestures
and speech were performed before the gods by attendants of Indra’s heaven; the
god Siva added two new styles of dancing. -

Dramatic dialogues occur in Hindu literature as early as the hymns of the
Rigveda, which dates about 1500 B.C. It is quite possible that India had a well-
developed drama even before the Greeks, though not much is known of this early
period. It appears to have been a perfectly indigenous creation, a growth through
the union of the lyric with the epic recitations, and independent of Greece, Persia
or China. It was firmly established when some Greek influence crept in, and it had
already passed into its decline when*Mohammedan forms arrived. The most glorious
period of Hindu drama is the fourth to the ninth century, and the decline begins
before the drama of modern Europe arose.

Hindu drama selects its subjects from the rich mythology and legend of the
country. But whether the drama represents the legends of the gods or the simple
circumstances of ordinary life, whether it describes allegorical or historical subjects,
it bears always the same character of its origin and of its tendency. Simplicity of plot,
unity of episodes and purity of language unite in its formation. Prose and verse, the
serious and the comic, pantomime, dancing, music and song intermingle in its pres-
entation. Hindu verse has a particular tendency to the didactic style, embodying *
religious and historical knowledge, dipicting all in enchanting colors and adorning
everything“with all the magnificence of language and sentiment.

There are over 500 plays extant in Sanskrit, about 100 in . Tamil and some in
other vernaculars. The literature of India is highly polyglot, including works in
Sanskrit, Prakrit, Pali, Bengali, Tibetan, Pahlavi, Arabic, Persian, Tamil, Telugu,
Kanarese and Malayilam. The Indian plays of greatest merit, such as Kalidasa’s
and Shudraka’s, are notable for their graceful blending of poetry and prose, for their
life-like characterizations and sophisticated gentility. In contrast to the early Greek
dramas, they shun violence, ending always upon a happy note. They were written
for presentation before aristocratic audiences, both sexes participating in the per-
formance. Since the themes were drawn largely from epic poetry, they frequently
centered in the legends of Rama and Krishna, the two most celebrated incarnations
of Vishnu: Rama is the seventh incarnation and Krishna the last.

The history of Hindu dramatic literature can be divided into definite periods:

Tue Epic Periop (500 B.C.-320 A.D.), during which were produced the
two great epic poems, Mahabharata and Ramayana, the former some eight times
larger than the Iliad and Odyssey combined and written in the fifth or fourth cen-
tury B.C., while the latter was composed in the third century B.C. These are the
two great source books of the Hindu dramatists. Also in this period is the earliest
dramatist of whose work specimens are extant. He is Ashvaghosha, a Buddhist
teacher who lived in the second century A.D. Only parts of three of his plays are
known. One of them is Shariputra-prakarana. The story, in nine acts, concerns the
young Shariputra and his friend Maudgélyayana who become deeply impressed with
and finally converted to Buddhism in the presence of the Budda himself.
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TuEe Crassic Periop (320-800), includes the work of the greatest masters
of the Hindu drama. Only about twenty-five plays of this period are in existence
today. The earliest group of thirteen (recently discovered and published in 1912),
are attributed to Bhasa. Kalidasa, who is thought to have lived about 400, mentions
in his play Malavika and Agnimitra, the merits of Bhasa as a playwright. Therefore
Bhasa is earlier than Kalidasa and probably wrote about 350. Most of Bhasa’s plays
are based on epic themes. Balacharita depicts the exploits of the young god Krishna
who strives against and overcomes enemies. The only Bhasa play which is a drama
of domestic life is Daridra-charudatta ( The Poor Charudatta), which seems to be
an early version of The Little Clay Cart. But Bhasa’s plays are inferior to Kalidasa’s
three plays. Kalidasa, the Hindu Shakespeare, has been called by his countrymen the
Bridegroom of Poetry. According to Hindu tradition, he is reputed to have been one
of the “nine gems” of the court of King Vikrama at Ujjain in the first century B.C,,
but Western scholars believe that he lived about 400 A.D. Kalidasa’s Shakuntala
is the masterpiece of Hindu dramatic literature. It aroused the interest of literary
Europe and an enthusiastic panegyric from Goethe when it was first translated by

Sir William Jones in 1789. Goethe wrote :

“Spring’s blossoms, Autumn’s harvest-gold
In one large word wouldst thou enfold?
All that delights and satisfies
In single phrase wouldst thou comprise?
I “Shakuntala’ name, and there
At once speak all that’s good and fair.”

Shakuntala, or The Fatal Ring, a seven act love-idyll, takes its plot from the first
book of the Mahabharata. (See Shakuntala.) Kalidasa’s language is harmonious and
elevated in all his compositions, uniting grace and tenderness with grandeur and
sublimity.

Kalidasa’s second drama, Vikrama and Urvashi, known 'as The Hero and the
Nymph, is inferior to Shakufitala, though it possesses one act of incomparable loveli-
ness. It is a five act dramatic and romantic episode of the rescue of a nymph by the
heroic king with whom she falls deeply in love. This play was translated in 1827
by H. H. Wilson, and its chief interest lies in the fact that it greatly influenced the
development of the Hindu theatre. Less important is Kalidasa's third play, Malavika
and A gnimitra, which may have been written by the dramatist in his youth. The story
concerns King Agnamitra’s love for Malavika, a maiden in waiting to one of his two
queens. The mistress, infuriated, imprisons Malavika, but the smitten king marries
the girl when. it is discovered that she is a princess in disguise and the queens finally
consent to the match, though reluctantly. The plot is based on a Shunga dynasty story.

The charming Meghaduta, or The Cloud Messenger, also by Kalidasa, is unsur-
passed in beauty of sentiment by any European poet. Although it is a lyrical monologue
rather than a drama, it has often been recited on the stage in India. The story deals
with a cloud which is made the envoy of an absent lover to his distant sweetheart.
The poem is made up of 115 four-line stanzas. Meghaduta affords the poet the oppor-
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tunity of describing the lands over which the cloud must sail to reach its destination.
Schiller employed the same device in one of his poems. Meghaduta is a great lyric
expression of delight in nature.

Myrichhakatika (The Little Clay Cart or The Toy Cart), is usually attributed
to a legendary King Shudraka, who is supposed to have lived in the sixth century,
but may have been written by a court poet, Dandin. The Little Clay Court, a drama
of social life in ten acts, is a strikingly beautiful and impressive play which has been
successfully presented in the Western theatre. (See The Little Clay Cart.)

To Shri-Harshadeva (606-648), a king of northern India, are ascribed three
plays of considerable merit. Ratnavali (The Pearl Necklace), is a romantic piece
resembling Kalidasa’s Malaviki and Agnimitra in plot. It tells the story of King
Udayana, a legendary hero, who falls in love with an attendant of the queen. The
girl is really the princess Ratndvali. An escaped parrot plays an important part in
the drama when he repeats the princess’ confession of love in the king’s presence.
Shri-Harshadeva’s second drama is called Priyadarsikd (The Lost Princess). His best
known play is Ndgananda, a nataka, or ‘““dance drama,” in five acts. Buddhistic in
character, it tells how the hero Jimutavahana, a Boddhisattva, gives himself up to be
devoured by the Garuda, a mythical vulture, in order to save the Naga, or “serpent
race,” which has a snake for its tribe totem. In the last act, however, the hero is
miraculously restored to life, and the Nagas rejoice. The question of the authorship
of this play has often been discussed. There are English, French, Italian, Swedish
and German translations of Shri-Harshadeva’s three dramas. Shri-Harshadeva is fond
of descriptions in the conventional manner. His language is classical and precise; his
speech and thought figures show restraint and good taste.

Bhavabhuti, a Brahman by birth who flourished during the late 7th century and
early 8th, was called by his contemporaries the Sweet Speaking. He was the author
of many dramas of distinguished merit which rank next to those of Kalidasa, though
his language is more artificial, rule-bound and humorless. It is judged that he was
a native of south Central India and that he spent part of his life in Ujjain. Only
three of his plays have survived. Mahavira-charita (The Story of the Great Hero),
a dramatic rendering of the Ramayana, in seven acts, from the viewpoint that Ravana
has undertaken to destroy Rama rather than the reverse. The Uttararama-charita
(The Later Story of Rama), which is a sequel to the Mahavira-charita. Malati and
Madhava is a powerful melodrama which has been called the Indian Romeo and
Juliet. Malati and Madhava (known as The Stolen Marriage), however, differs
from Shakespeare’s play in that the lovers were promised to one another by their
parents from birth, and that the play has, after all, a happy ending. It is written in
ten acts and is particularly interesting because of the use of a “play within a play” as
a by-plot and a kind of foil to the main action. Winternitz calls Bhavabhuti ‘“‘der
Sprachgewaltigsten unter den indischen Dichtern.” Bhavabhuti has been reproached
for his over-elaborate and fantastic style and for his sentimental and lengthy
descriptions. '

"The dramatist Bhatta Nardyana (about 850, though some place him earlier than
800), is known through one six act drama, Venisamhara (The Binding of the Braid
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of Hair), a theme taken from the Mahabharata wherein Draupadi, after a great
gambling match, is dragged by the hair by one of the Kauravas. This play is a work
marred by too much detail and conventionalization.

Of greater interest is Vishakhadatta’s Mudréarakshasha (The Signet of Rak-
shasha), and the only known work by him. Vishikhadatta probably lived in the 9th
century, and his drama is an historical one of political intrigue dealing with the efforts
of the famous minister Chanakya to win over Rakshasha, the minister of the Nandas,
to the cause of Chandragupta who thus founds a dynasty.

Post-Crassic Periop (800-1000). Sanskrit had long ceased to be generally
spoken, but continued to survive as the language of scholars and the nobility. In the
early 9th century, Murari wrote his lone surviving play, 4 nargharaghava, a hyper-
bolical work in seven acts dealing with the favorite story of Rama, Sitd and Ravana.

At about the end of the 9th century, Rajashekhara left four plays. Bilard mayana
is another Rama play, ten acts long. Bilabharata tells the story of Draupadi and the
great gambling scene; but is only two acts, and seems to be incomplete. Karpiraman-
jari ( The Cluster of Camphor Blossoms), is a four act love story in which a Kuntala
princess is the heroine. This play is the only example extant of a sattaka (minor
heroic comedy), written entirely in Prakrit. Rajashekhara’s fourth play is Viddhas-
halabhanjika, also in four acts and closely resembling the plot of Karpairamanjar:.
The story deals with King Vidyadharamalla’s love for the statue (shalabhanjikd) he
beholds in a gallery. The statue corresponds to a living woman who, though at first
a slave, is soon discovered to be a fitting bride for the king.

Rajashekhara’s work is light and graceful. He seems to have been born in the
Deccan near Vidarbha and Kuntala, whence he came to the court of Mahendrapala,
King of Kanauj. He was a Brahman, and his wife, Avantisundari, was a Rajput
princess. ’

In the 10th century, Kshemishvara wrote Chandakaushika (The Angry Kau-
shika), which concerns the story of an irascible sage who pronounces a curse upon
King Harishchandra who had unwittingly offended him. The king’s misfortune
follows, during which he loses his realm, his wife and his child, but his patience
proves inexhaustible ; he seems to be the Job of Hindu drama: Ultimately, through
aivine intervention, all ends happily. Kshemishvara also wrote Naishadhananda, a
dramatic treatment of the story of Nala, a young prince who has a John Alden role
to play. The plot is taken from one of the episodes of the Mahabharata.

Tue Periop oF DecLine (1000-1300). The beginning of this period coincides-
roughly with a series of Mohammedan invasions of India. Very early in the 11th cen-
tury, Damodaramishra wrote the Hanumdanndtaka or Mahd-nataka (The Great
Play), which is a long and rambling monstrosity in fourteen acts dealing with the
story of Hanuman, the monkey god. .

Krishnamishra’s remarkable allegorical drama, Prabodha-chandrodaya (Rise of
the Moon of Intellect), written about 1100, is a glorification of the cult of Vishnu.
The six act plot concerns the circumstances of the struggle against vice and the final
triumph of justice. It is like an old English morality play, with allegorical characters
such as King Error, King Reason, Religion, Revelation, Confusion, Exegesis, Will.
etc.
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This style of drama had mostly inferior followers. For the most part, the output
had now become little more than reworking of old themes, artificiality of manner
increasingly replacing originality of thought. There is a noticeable affected, over-
elaborate style; and most of the works are tediously narrative and descriptive.

During the 12th century, Jayadeva wrote Gita-govinda (The Song of the Divine
Herdsman). This long lyric poem has been called the Indian Song of Songs (Song
of Solomon). Krishna represents the human soul and Radha the spirit of the intellect
which frees him from the bonds of his material senses. This work is not a true drama,
but it is in its form a transition between pure lyric and pure drama; really a primitive
type of play in which three characters engage in lyrical monologues.

TuEe MoberN Periop (1300 onward), exhibits plays which deal chiefly with the
legend of Krishna. The latest in this style is the play Chitra-yajna, written about 1820.
Its dialogue is not complete, and this is supplemented by the actors in much the same
way as in Italian improvised comedy. Besides these works are farces of often gross and
indelicate humor.

During the latter part of the 19th century, the Indian theatre felt the influence
of Western civilization, and an effort was made to compose plays of modern life.
However, the results were not extraordinary. Today the tendency is to create a drama
which will combine the classic and spiritual beauty of ancient India with modern
social ideals, as in the work of Rabindranath Tagore. (See Rabindranath Tagore.)

About 1894, Rabindranath Tagore wrote Chitra, a truly great drama. Chitra
was published in English in 1916. In 1910, R4ja, a profoundly moving drama was
written. Raja was published in English, in 1914, as The King of the Dark Chamber.
Tagore published The Cycle of Spring in 1917.

The Hindu drama aimed at awakening sentiment and appealed to the cultured
minority who were able to understand the Sanskrit in which most plays were written
and could appreciate the Brahmanical sentiments expressed.

The collective term for dramas is r@paka (or visible form) ; the minor ripakas
are called uparupakas; the highest type is the nataka, which always treated of cele-
brated subjects such as heroism and love, and the hero is always a god, a demigod or
a king. The prakaranas (e.g., The Little Clay Cart; Malati and Madhava), are
less elevated natakas, their stories being drawn from domestic life. Among the kinds
of uparupakas are the trotaka (e.g. Vikrama and Urvashi), in which the characters
are part human and part divine; the bkdna, a monologue of low life; and the praha-
sana, a kind of farce.

There is no lack of dramatic theory in India. The sage, Bharata, the legendary
inventor of the drama, was likewise revered as the father of dramatic criticism. Com-
mentators forever cite his supposed sii¢ras or aphorisms. By the 10th century dramatic
criticism had reached an advanced point—the Dasariipa distinctly differentiates ten
main forms of drama. Other critical works followed, most of them revealing a liking
for hair-splitting. The types of heroines which have been differentiated number
384.

Unity of Action is mostly not observed ; the story of the play is sometimes carried
on through the recitations of a Chorus of actors or “interpreters.” Unity of Time is
such that the duration of action is usually limited to a single year. Unity of Place is
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unknown because of the virtual abscence of scenery, since the plays were performed
in the palace halls or open inner courts. Hence, scenery is usually indicated in the
text of the play by the performer’s speech and action.

There were strict conventions for both dramatist and actor—the hero could be
one of forty-eight types, for instance. Some other rules of dramaturgy are: (1) The
title of a play must be formed by compounding the names of hero and heroine; (2)
The scene must be laid in India; (3) The hero shall appear in every act; (4) The
heroine may be a lady of good family or a courtesan, or the two may share the honors,
providing they do not meet; (5) It is advised that the drama be “full of rascals”;
(6) The erotic sentiment should dominate; (7) The ending must be happy, and all
deeply tragical incidents or conclusions are forbidden.

Not only must a play end happily, but biting, scratching, kissing, eating and sleep-
ing are excluded. Yet such rules are sometimes broken as at the end of the love scene
in the third act of Skakuntala when the hero is about to act “the part of the bee to the
honey of the heroine’s lips.” But later writers are less refined.

Music is 2 most important part of the Hindu drama. According to the ancient
Hindu ‘belief, all arts were bestowed upon man by the various gods: Siva gave the
dance, and music was the gift of Brahma. The hymns of the Rigveda (about 1500
B.C.) were intended to be sung to music.

Viewing a modern production of an ancient Hindu play usually adds nothing to
one’s knowledge of the classical Indian theatre. The plays are not even presented in
Sanskrit. .

Hindu plays usually open after a benediction and a prologue in which the man-
ager and an actor or two discuss the play to follow. The plays are divided into acts
and scenes. Seven is the common number of acts; some have as many as fourteen.
Thus the higher class of Hindu play is about as long as an Aeschylus trilogy. Farces
are only two acts long, and close with a prayer. Recognition of lost loved ones—par-
ticularly recognition between parents and children—frequently gives rise to scenes of
pathos rivaling Euripedes (e.g. Shakuntala; Uttararama-charita). The device of a
“play within a play” is employed with great success by that Master of Eloguence,
Bhavabhuti.

Indian drama indicates freer relations between the sexes than is found in the
Mohammedan plays which were introduced into India. Male characters are usually
drawn with considerable skill. The courtesan is not a low type but one comparable to
the Greek hetaerae. Among the lesser characters there are the vita, or parasite, and
the vidushaka, the buffoon, always a Brahman or the pupil of a Brahman (the priestly
cast came in for their share of ridicule), and who jokes pointlessly and harmlessly,
acting as a foil and contrast to the king or prince. ‘

Only the principal characters speak in Sanskrit; women and the less important
characters use Prakrit, more or less refined according to their rank. Whatever may
offend propriety, whatever may produce an unwholesome excitement is excluded.
Propriety of costume seems always to have been observed. The introduction of a
parasite or a buffoon on stage is usually opened by an apologue, or fable containing

_a moral, and always concluded with a prayer.
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Actors’ companies were common in India quite early in the theatre’s history. The
player’s social status shows a gradual rise, and the actor later enjoyed a widespread
reputation. The managers or directors were highly-cultured Brahmans.

Indian drama has been the entertainment of the literary and aristocratic classes;
hence, it was never a truly national drama. Its ethics are lofty; its pathos blends with
resignation; its humor is delicate; its diction eloquent and figurative; its poetry is
fanciful and flowery and fragile, replenishing itself from a seemingly inexhaustible
garden, yet able to depict admirably the grander aspects of nature.

The charm of Shakuntala, for instance, lies in the exquisite description of natural
scenery and the atmosphere of religious calm, austere and serene, which is typical of
the hermit life of India. To the supernatural and to Fate is sometimes ascribed a
power.to which gods and mortals must bow. Thus the central action of Shakuntala
hinges on the fact that the heroine, absorbed in thoughts of love, neglects to welcome
with due respect a great holy man. He blights her with a curse which results in all
the unhappiness of the drama, and which is only ended by the intervention of a more
powerful being. Thus the characters are reduced to mere shadow creations, delicate
as arabesques and tinted light as poreclain. Humanity is dwarfed and its powers ren-
dered inoperative by the host of supernatural creatures that control its destiny.

The literary merit of Kalidasa’s work is unquestioned. Hindu verse, at its best, is
of great idyllic beauty. It is remarkably exquisite in coloring; its fancy is rich and
luxuriant, its feelings true and tender. Verses from the players were often published
apart for a widespread audience. The Hindu drama depended upon its literary quali-
ties as well as on familiar themes of the divine for success, clothing itself in a language
always ornate and tropical, where, as Goethe expressed it, words became allusions,
allusions similes and similes metaphors.

Drama, humanist. Humanism was the literary movement of the late Middle
"Ages and the Renaissance whose object was the revival of pagan learning of classical
antiquity. English drama at this time was being influenced by foreign drama and
literature. ‘The plays show attempts at imitation or translation- of the humanists’
writings in Latin and in English. Nicholas Grimwald produced Christus Redivivus
in 1543. 4 Briefe Comedy or Enterlude of Johan Baptystes in 1577, Archipropheta
in 1547 and Kynge Johan, written before 1548, are all examples of the humanist
drama in England.

Drama, Hungarian. Directly after the Armistice, and for several years follow-
ing, social themes were the predominating fashion. The best known playwrights are:
Herczeg, with his plays that united past and present, used historical material in a
polished esthetic style, and demonstrated a spiritual ideology; Ferenc Molnar, the
Hungarian dramatist best known abroad, with his scintillating comedies like The
Guardsman, his fable play Liliom and his plays of abstraction such as Everyone;
Moricz, a novelist as well, with his plays of peasant life. Other dramatists: Zilahy,
Bib4, Alexander Brody, Szomory, Melchior Lengyel, Alexander Hunyadi, Lazlo
Bus-Fekete, Lazlo Fodar.
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Drama, Italian, commedia dell’arte. As the commedia dell’arte was not a
written but an improvised form there exists no body of plays by which we might
judge the actual skill in the wording of lines or the delineation of plot. It is, however,
generally understood that the comedies of this theatre were lusty, exuberant, con-
sistently bawdy pieces to be put, perhaps, on a level with the humor of our latter-day
vaudeville and burlesque. In them, nevertheless, are agreed to be the sources from
which emerged many of the qualities of the infinitely more polished literate comedies
of Moliére and Goldoni.

See also Commedia dell’ Arte.

Drama, Italian, 15-16th centuries. See Drama, Italian, commedia dell’arte ;
Commedia dell’ Arte.

Drama, Italian, 17th and 18th centuries. Tragedy in Italy was imitative of
the French strict classicism in pattern. The subjects, generally historical, were treated
without regard to history ; remote scenes, Spain and Asia, were the vogue. The com-
media dell’ arte improvised dialogue between Harlequin and other stock characters,
charmed the public both in Italy and in Paris (where an Italian troupe introduced
it). But the rapid descent of the commedia dell’arte to a more scandalous than literary
plane brought a violent reaction.

The 18th century saw the development of comedy upon classical models, by G. B.
della Porta, and G. A. Cicognini; the flowering of romantic comedy under those two
quite opposite rivals, Goldoni, 1707-1793, who drew his characters from middle-class
life and let them speak in Venetian vernacular rather than in literary phrases; and
C. Gozzi, 1722-1806, who “rescued” comedy from the middle-class subjects by re-
viving masked comedy without its former obscenity. Opera bouffe and opera serio,
which had grown out of efforts to put on Greek plays with musical accompaniment
and had changed to a native Italian invention, was popular at home and greatly
imitated abroad.

Drama, Italian, 19th century. The great acting of Salvini inspired Niccolini’s
Arnaldo da Brescia, Morelli’s 'drduino d’Ivrea, Giacometti’s Michelangelo and
Sophocles, D’ Aste’s Moses and Samson. All of these plays depicted “a champion of a
humanity with his head in the clouds.”

Realism received from the 19th century Italian theatre little more than a strug-
gling start. The quieter well-made play was slight competition to the established
romantic drama which held its supremacy in Italy long after realism and naturalism
reigned in Europe. The chief representative of the romantic school was Manzoni
who followed in the footsteps of Alfieri as a powerful advocate of freedom, but broke
from the bonds of formalism in play form. The Countess of Carmagnola, 1819, and
Adelchi, 1822, added depth of character to the usual typed roles but the dialogue was
still heavy with long declamatory speeches.

Comedies genuinely represented Italian life and manners. They held to Goldonian
principles, even when built on imitation of French models. Dialect dramas became
more popular. Ferrari’s comedies in Modenese (La Medicina d’una ragazza amma-
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lata and Il Codicillo dello Zio Venanzio) were the most popular and are still being
performed in Italy. His best play, Goldoni, traced the life of the great playwright
and brought a vivid picture of Venetian life of the 18th century. Ferrari’s later plays
stressed social conditions and psychological problems, but he rarely tried to solve these .
problems. Il Ricicolo, Il Duello and Il Suicidio are too superficial to measure up to
the realism in the dramas of Giacosa.

There was no common viewpoint, moral standard or aesthetic preparation in
divided Italy to bring to flower a school of realistic writers. The transition period
between the old and the new drama was marked by Giacosa who was influenced by
Becque and Augier to use material drawn from contemporary life. He was soon
recognized as the chief exponent of the naturalistic school in Italy, Luise, 1883, was
his first problem play. It had been preceded by the idyllic verse-play 4 Game of Chess,
1871, which established the craftsmanship of Giacosa.

Ttle close of the century showed the interest in drama divided into two camps:
the romantics and the naturalists, who came to be called Verists. Praga was icono-
clastic, affecting disbelief in goodness, purity and faithfulness in his plays The
Enamoured Woman and The Ideal Wife. Vega, author of Cawvalleria Rusticana,
In the Porter’s Lodge and The Fox Hunt, wrote with power and honesty on the
questions of lust and violence. Romanticism was strengthened by D’Annunzio’s at-
tempt to force the fashion of lyrical tragedy in the productions of Citta morta, 1898.
But he, along with the realists Bracco and Fogazzarro and the experimentalist Piran-
dello, wrote the majority of their works for the 20th century stage.

Drama, Italian, 20th century to the First World War. Dramatic fare was
varied, showing a wide range of influences, from that of brittle French comedy to
that of the heroic tragedies of D’Annunzio, such as La citta morte and Francesca da
Rimini. This theatre included such dramatists as Enrico Annivale Butti, Roberto
Bracco, Sem Benelli. There was an attempted revolution in Marinetti’s futurism,
but it contributed little of value to the stage.

Drama, Italian, 20th century, since the First World War. The predom-
inant characteristic of early post-War Italian plays was tragic, embodying a bewilder-
ment, desperation, or terror before a cruel and hopeless world. Pirandello began his
theatrical career shortly after the close of the War, although he had been known
since the beginning of the century as a writer of tales; he has practically dominated
the Italian theatre ever since. Other dramatists: Rosso di San Secondo, Luigi An-
tonelli, Enrico Cavacchioli, Massimo Bontempelli. ’

Drama, Japanese. The Japanese drama can really be considered an offshoot of
the Chinese drama, carefully cut and transplanted by the Korean Scholars, for Japan
received its culture from China by way of Korea. It is very likely that marionettes
drifted into the Japanese line of vision from China, and these energetic people, always
eager to assimilate the improvements of others, took the dolls to their hearts and did
not let go until the middle of the 19th century.

It is said that at the close of the 6th century, a man of Chinese extraction called
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Hada Kawatsu was ordered to arrange entertainments for the nation and, as a result,
was supposed to have created about thirty-three plays. However, the Japanese claim
that the drama originated from the dance Sambdso which was first employed as a
charm against a volcanic disturbance in the year 805. At the beginning of the 12th
century, a woman called Iso-no-Zenji was known to have performed certain
Otokomai (dances in male attire), so that she is regarded as ‘“the mother of the
Japanese drama.” But the introduction of the drama proper is universally ascribed
to the impressarioship of Saruwaka Kanzabusd, who in 1624 opened the first theatre
at Yedo (later called Tokyd).

The classic age of Japanese literature closes in the 12th century and is followed
by a period which, though called the Dark Age of Japanese letters, is notable for the
rise of the N6 drama and its accompanying comedies or interludes (Kyédgen). The
N6 was closely associated with pantomimic religious dances called Kagura, which
were used in Shinto ceremonies. Later, stories were added to these dances in the
Buddhist ceremonies, and the N4, as it exists today, was born. Though Buddhistic in
origin, soon the aristocratic and warrior classes of feudal Japan were practising it
for entertainment, and many monks and doctors became playwrights.

The credit for composing the earliest specimens of the N¢ is given to Kwanami
Kiyotsugu (1333-84), a member of the priestly class, and to his son, Seami Motokiyu
{1363-1444), who, by revising the Saru-gaku, which means “‘monkey music,”” and re-
ferring to juggling feats and comic remarks of earlier stage presentations, created a
type of drama that was performed by highly trained masked male dancers, a chorus,
and musicians. Seami wrote over ninety of the 235 N plays extant; his father wrote
fifteen.

From its beginning, the N¢ has had four main schools: Kwanze, Komparu,
Hoshé and Kongs, all of which are still in existence. Later, the Kita school won of-
ficial recognition, while today, still another school, Umewaka, has many followers.
The various schools differ but slightly. Though the leading actors enjoy great popu-
larity and high salaries, the class is looked down upon, for the companies were for-
merly recruited from the lowest sources.

During the Muromachi period (14th century), Japanese taste was further in-
fluenced by China through the importation of such gentle arts as the tea ceremony,
incense judging and flower arrangement. Also, chanting began in Japan about this
time. Chanting developed from recitations of stories of an epic or heroic nature and
was at first accompanied merely by taps of a fan, but within two centuries the Japa-
nese had added the music of a three-stringed guitar, the Samisen. This form of drama °
was known as Joruri. At about the same time some producers began to use puppets
in their presentations of Joruri. This innovation won immediate popularity and the
combination of Joruri and puppets was known as 4yatsuri. It was performed in such
a way that while the chanter told the story, the puppets acted it out. Joruri thus be-
came a designation of the story or libretto, and the entertainment came to be called
Ayatsuri (manipulation). These doll theatres were called Ningyo Shibai.

Both the Joruri-Ayatsuri and the Kabuki reached their highest development in
the plays of Chikamatsu Monzayemon (16537-1724) and Takeda Izumo (1688-
1756). Before this, a few stories of heroic proportions had appeared under the patron-
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age of the Emperor Go Yézei, and these were utilized by the chanter Satsuma J6un.
But it was not until Takemoto Gidayu, who in 1685 began a theatre in Osaka and
employed Chikamatsu to write plays, that the modern drama began.

Chikamatsu, who had turned from studying for the priesthood to writing plays,
had first written for the Kabuki theatre. From 1699 on he wrote Joruri and Ayatsuri
for Takemoto’s Osaka theatre. In him the Ayatsuri reached its highest development.
Chikamatsu Monzayemon was a voluminous writer who created over fifty plays and
is credited with as many more. Each is of about the length of 2 Shakespearean play,
and has from three to five acts.

Chikamatsu began to have a powerful influence on the people. It was he who
brought into Japan the Chinese sagas and stories and who began the dramas of double
suicide for love. (The increase in the rate of these suicides, which became popular
tradition in Japan after the invention of this form of drama, was alarming.) So great
was his fame that he has been called by the Japanese, “the Shakespeare of Japan,”
and such was his power, that his most famous masterpiece Te Battles of Kokusinya
saved the theatre Takemoto-Za from bankruptcy at one time. A rival theatre headed
by an educated doctor named Kaion soon sprang up in Osaka, and the rivalry did
much to make this period the greatest in Japanese drama. Under Chikamatsu, drama
was divided into historical plays and plays of social life and manners. Most of his
plays are written in prose intermixed with poetry.

The themes of both the Ayatsuri puppet play and the Kabuki popular play are
extremely diversified, embracing historical, legendary, domestic and poetically fantas-
tic material, and representing the manners, dress and customs of “Old Japan.” The
comedies have a tendency to immorality. Whereas the N¢ is a highly condensed type
of drama, several complete plays being included in the same performance, the Kabuki
is usually of many acts and in some cases requires several days for complete presenta-
tion. It makes use of all the dramatic modes and swings from extreme realism to ex-
treme conventionalism. For the most part, however, it leans toward what the West-
ern world calls operatic effect. Many of the earlier N§ plays were popularized and
elaborated into Kabuki forms.

The dramatic instinct is truly alive in the Japanese people. The drama is passion-
ately loved by the lower classes, and it would not be an exaggeration to state that the
Japanese constitute the most theatre-loving public in the world. The Japanese spirit
is the truly artistic one of an instinctive effort to achieve the beautiful. Everything
connected with their stage is a fine art. Such a spirit is greatly lacking in the West
where the dramatic idea is to cram as much realism and detail into a scene as possible.
Three small potted pine trees, symbolizing heaven, earth and humanity, and a spread-
ing pine painted at the back of the stage, symbolizing faithful endurance, constitute
all the scenery for a Ng drama. The Western craving for realism has only made the
Western stage a technical imitator no better than the efforts of a counterfeiter of
paper money. Forgotten are the words of Goethe: ““Art is art because it is not nature.”
In Japan the spectator is made to feel that he is actually living in the atmosphere of
the play. The dramatist purposely aims at this, dragging everyone into the heart of
his pageant. The Kabuki theatre, furthermore, is built with one or more projections
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of the stage into the auditorium. Such a runway is called Hanamichi (flower path),
and is used by the actors when representing someone starting on or returning from a
journey, connoting a much closer contact between audience and play. In the West,
this device, except for some experiments of recent years, is absent so that the scenes
are limited by or hemmed into a frame. The prompter and property men of the Japa-
nese stage never bother to conceal themselves. The property men are robed in black
to indicate invisibility, and are busy arranging costumes, slipping stools under actors,
and bearing away used props in full view of the audience. Thus, like the Chinese
theatre, the theatre of Japan is untrammeled by any fetters of realism; time and space
are servants of the playwright, not his masters. If all the world’s a stage and all of
us are the players, then the Far Eastern ideal of uniting the two parts of actors and
audience is essentially correct.

A program of plays in Japan usually lasts from morning until midnight, and the
playgoers make preparations to attend the theatre as if starting out on a picnic, by
taking baskets of food along; they partake of their meals with the same regularity as
at home. Since the Western theatre has lost most of its festive attributes since Shake-
speare’s time, foreigners attending the Japanese popular theatre, are entertained by
the audience as much as by the actors—the audience scoring an amazing success in the
disposal of food. The women are usually seated by themselves. There is a good deal of
pipe smoking going on and, between the acts, the servants from the tea houses appear,
bringing lacquered trays loaded with rice, tea, hard-boiled eggs, sweets, and fruit, all
of which vanish like magic.

There are four types of Japanese drama. The N¢ dramas, which consist of chant-
ing and dancing, developed from the old folklore of China and Japan. They have a
chorus where the dialogue leaves off, resembling the ancient Greek plays in this ex-
tent. The Joruri, or epical music dramas, are the second type, an example of which
is the famous feudal suicides of the Forty-seven Ronins in the beginning of the 18th
century. (See Story of the Forty-Seven Ronins, The.) The Joruri began in the Yedo
period, a peaceful age lasting from 1615 to 1866, during which time the arts made
remarkable progress among the masses. Before this, the culture of each period had
been monopolized by the court nobles, military aristocrats, or Buddhist priests; com-
moners scarcely benefited. In the course of these peaceful years the plebeians accumu-
lated wealth, while the military men, with no wars to fight and a diminishing income,
gradually became so poor that they could not partake of comforts and amusements.
The Joruri were built of alternate five and seven syllable lines, with music, a good
plot, and spectacular effects. A variation of Joruri was Ayatsuri, which introduced
puppets in the performance. Later, the puppets’ roles were easily adapted for regular
actors who acted out the roles in pantomime while the narrative was recited by a
chanter chorus. The third type of Japanese drama is the Kabuki, a word meaning
“the art of song and dance.” Kabuki is the popular theatre of Japan. The fourth type
is the New School which presents Western drama in translation and drama in West-
ern style. The New School reveals the influence of Shakespeare, Ibsen, Strindberg,
Maeterlinck, Wilde, Shaw and O’Neill. Shakespeare even influenced a writer named

"Shoyo, who, in 1885, wrote an essay entitled The Essence of the Nowel, after which
the novel became a new form of literary expression in Japan. While the New School
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is popular with the younger generation, it is the old epical dramas that hold the nation
at large spellbound. It is an interesting fact that William Butler Yeats, Irish poet-
dramatist, wrote many plays 1916-39 which were based on the short singing and
dancing N6 dramas whose unrealistic charm appealed to him. Some of these plays he
entitled: Four Plays for Dancers; The Cat and the Moon; The Dreaming of the
Bones.

The chanting of heroic and historical material is once again very popular in
Japan, and there are 150 variety halls today in T6ky6 in which women again com-
pete with men for acting honors. Women were once barred by law from performing
in the theatre because their singing and dancing was thought to contribute to the
breakdown of public morals. But today this law has relaxed its vigil somewhat. How-
ever, the drama, on the whole, has a good moral effect upon its patrons, with good
triumphing over evil and model examples held up before them for emulation. Though
actors have always been looked down upon by the leisured classes, a few performers
gain great fame and command handsome salaries. Two of the leading stars of the
Japanese stage are Onoe Kikugdrd and Nakamura Kichiemon.

Most Japanese drama is not as well executed “literature,” in a technical sense,
as Western or even Chinese drama. In the Kabuki theatre, the actors often behaved
in such a monstrously overbearing manner that no independent writer of merit would
offer his services. Further, Japan has for centuries held on to a form of marionette
theatre, even placing it before the legitimate stage. Finally, the Japanese have of re-
cent years adulterated their drama with Western forms, which may ultimately lead
to a loss of freshness and individuality.

See also A cting, Japanese; Staging, Japanese; NG drama,; Drama, Kabuki.

Drama, Javanese. As in Hindu literature, the two great Javanese epics are the
Ramayana and the Mahabharata. The Javanese Ramayana was written in the 13th
century or earlier, but its author did not know Sanskrit and derived his material
from other sources apart from the Hindu Ramayana. Of course, the story of Rama-
yana had wide currency and is to be found today throughout the Malay Archipelago.
The prose translation of the Mahabhirata was made during the reign of Dharma-
gamsa (c. 10th century). Most of the Javanese plays are based on these two great
works of the Old-Javanese literature.

The poetical works of the Middle-Javanese literature (after the 16th century)
employ new kinds of metre as opposed to the Sanskrit metre of Old-Javanese, and are
known as kidung.

Many kidungs are used for the Javanese stage. One of the most important of
these works is the Panji cycle (those books dealing with the romantic adventures of
the famous hero Panji). The best known work of this series is Malaz. It is as volu-
minous as the Ramayana and forms the source of all later Javanese and Malayan
works of the Panji cycle. The crown prince of Kahuripan, the hero of this cycle of
legends, is known by various names and represented as a wonderful stranger and
young lover wandering about on horseback in search of his beloved Candra Kirana
of Daha. This enigmatic and shadowy figure’s character is full of contradictions. On*
the one hand he is a sentimental lover, almost on the verge of madness for his long
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lost loved one, but on the other, he is fully alive to the charms of other women and
only too eager and unscrupulous in gaining them. He changes his name and forms,
gets involved in endless complications, and plays his role sometimes among mortals
on earth and sometimes among gods in heaven. This story is purely Javanese without
any Indian elements and apparently originated in Java and spread over all Indonesia,
Indo-China and the Malay Peninsula. The story is subject matter for the wajang
gedog and wajang topeng plays.

Next to the Panji cycle may be mentioned the folk-tales and fables known as
tantri. Some of these works are written in poetry. They are found also among the
Balinese, the Siamese and the Laotians. The stories are told by a queen, the last of a
long series who were daily married and put off for a new one, reminding us of the
introduction of the Arabian T housand and One Nights.

Among mythological tales which have been applied to the theatre in Java is the
Bhimasvarga which describes the journey of Bhima to hell in order to release the soul
of his father Pandu. One of the most popular kidungs is Shri Tanyung. It relates
how Sidapaksa, son of Nakula, married his cousin Shritanyun, how the king sent him
to heaven in order to seduce the bride and how, on his return, Sidapaksa killed her
on the suspicion that she had committed adultery, but was convinced of her innocence
by the fragrance emitted by her blood. Shritanyun was then restored to life by
Durga. :

The kidung, Kunti-Yajnya, describes the exploits of the Pandavas and Arjuna in
particular who was twice married and twice killed. The second time, in a fight with
his son by Suprabhi, both were killed. But Suprabha restored them to life and re-
vealed their relationship.

The various types of Javanese drama are readily classified. The wajang (pro-
nounced wayang) or puppet show, so popular in Java today, existed in East Java as
early as the first half of the 11th century. Some experts trace the wajang back to the
7th century, and it is not at all impossible that this unique form of drama is a good
deal older and may have derived from the Chinese shadow-plays. The wajang shows
are played exactly the same way as in ancient times ; that is, by a dalang, who has the
shadow silhouettes of flat, skilfully-cut, leather puppets thrown on a white screen
which is faintly illuminated by a hanging oil-lamp. The puppets (wajang purwa)-
have sharp, grotesque profiles, thin arms and curved fingers, and are manipulated by
means of wooden sticks attached to the arms. They are held by the seated dalang
(show master) above his head and their shadows fall upon the screen so that the audi-
ence sees the moving shadows and not the puppets themselves. Without motion pic-
tures, one cannot convey the delightfully agile and ghostly movements of these skil-
fully operated loose-armed marionettes. The dalang, who is the successor of the pre-
Hindu priests, not only operates the puppets but also speaks in their place, provides
a running commentary of the story and conducts the orchestra. The whole action of
the dalang, which takes up a whole night, is called lzkon in Central Java, a word
which has exactly the same meaning and etymological construction as the Greek term
“drama.” The form of a lakon is defined by the traditional character of the perform-
ance. The oral tradition of the Jakon has exercised an enormous influence on the style
of the written literature, especially -since quite often the same persons acted as poets
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and dalangs. This condition is especially true for the literature of Central Java, and
is not at all impossible for East Java as well, which may serve to explain why one of
the oldest and most characteristic works of Javanese poetry, the Arjunawiwaha
(Arjuna’s Marriage) has a construction which is essentially that of a Javanese lakon.
The 4rjunawiwaha was written in thirty-six cantos by Mpu Kanwa about the year
1030. It is to be found in a Balinese version also. The fact that it has often been rep-
resented on temple reliefs and in paintings and drawings indicates how highly later
generations valued the poem. The story treats of the fortunes of Arjuna, of the un-
successful attempts of three nymphs to seduce him on Mount Kaildsa according to
Indra’s command, and of his meeting with Siva who is disguised as a Kirata hunter
and who, as a mark of favor, gives him some magical weapons which prove useful
later. Purified and strengthened by becoming proof against all worldly temptation,
Arjuna then defeats, at the request of the gods, the demon Niwitakawaca, the uncon-
- querable, who had been threatening the gods with ruin, but whose fortune takes a
new turn at the moment when the beautiful Suprabhi, together with Arjuna, pur-
loins the secret of his invulnerability. After the victory, Arjuna enjoys in Indra’s
heaven the company of the nymphs which he had denied himself before, on the occa-
sion of the temptation on Mount Kailasa.

A further development of the wajang purwa or flat puppets was the wajang
klitik, puppets carved out of soft wood, half-rounded and in double-sided relief, which
appeared directly before the audience. Next came the wajang golek, puppets in the
full round and capable of being shown from all sides. These puppets were clothed
only from the waist down and were operated by means of a rod which passed through
the body and by sticks attached to the hands.

Out of fear-filled imitation of nature, through the charm of rhythm, under the
impulse of an instinctive yearning, grew the earliest (the magical) form'of dancing.
From such far origins are the dramatic dances, which form so inherent a part of the
life of the Javanese, traced. The story of the links between the present-day dances of
Java and their distant Indian prototypes is well known. But it is from the 18th cen-
tury revival of the wajang wong (the wajang performed by living actors, not by pup-
pets) at the court of Prince Mangkunagoro the First, that one traces the recent his-
tory and development of the Solonese and Jogjanese danced drama and” dramatic
dances. For the example of the Mangkunagoro court of Solo came soon to be fol-
lowed by that of Sultan Amangkubuwana the First of Jogja, who introduced the per-
formance of wajang by unmasked actors.

In the wajang topeng, the living actors wear costumes and masks, and dance in
imitation of the puppets. The masks are made of wood or leather and are held to the
face by means of a strap on the inside which is gripped in the performer’s teeth. The
actor does not speak ; his lines are spoken by a reciter. Though revived through court
patronage in the 18th century, this form of drama originated in the 11th century.

In the wajang gedog, though the actors do not wear masks, they are likewise mute
and really dance rather than act. Spoken parts were added under Western influence,
and this new form came to be known as wajang orang.

The Javanese playhouse is a simple affair called a pendoppo. It is a pillared hall
open on two or three sides to the outdoors and surmounted by a pointed roof, Travel-
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ing troupes are known, for the comic drama is represented in Java and other parts of
the Malay Archipelago by small strolling groups consisting usually of two men and a
woman.

The content of the Sundanese dances of West Java is rather more secular and its
traditions more popular and less aristocratic than those of Central Java and East
Java where the ancient Hindu tradition has remained an honored practice, requiring
that “the dancer should be handsome, of sweet speech, learned, capable, eloquent, of
good birth, learned in the sastras of art and science, of sweet voice, versed in song,
instrumental music and dancing, self-confident, and ready of wit,” according to
Ananda Coomaraswamy in his Mirror of Gesture (1916). It is a fact that the most
famous actors and dancers of Java were usually of aristocratic birth and included
many sons of rulers or great nobles.

One of the best known wajang gedog (play with human actors without masks) is
The Adventures of Dewa Sukma, or How Petruk becomes King of Madura. Petruk,
who has the leading part, usually appears as a clown ; however, there are various fea-
tures which reveal that he is considered to be of noble or even royal birth. The same
applies to the characters Semar and Nala Gareng, who, with Petruk, are most prob-
ably personifications of the original Javanese princes who ruled the people before the
advent of the Hindus. Subsequently they took inferior roles in the, wajang. This is
also evident in the story, for notice how one fool is exposed by two others. The story
goes that the King of Darawati has been asked by the neighboring King of Mandura
to send help, for Mandura is being attacked by the enemy hosts of the Army of
Giants. As usual, before help can materialize, Mandura is conquered and Dewa
Sukma proclaimed king. In the meantime, a man named Angkavidjaja has been
searching high and low for his servant Petruk who has apparently disappeared. Dewa
Sukma is challenged by Gatot Katja, an ally of Mandura. Dewa Sukma gets his
Head Commander to fight him but the Commander loses; whereupon the usurper
king himself challenges Gatot Katja and is victorious. However, other allies of Man-
dura in the persons of Semar and Nala Garong fight and finally vanquish Dewa
Sukma, tear off his clothes and prove that the enemy king is none other than Petruk,
the lowly servant.

The element of semadi forms an essential part of every wajang drama. Semadi
means the method of searching after the spiritual power, a power not to be achieved
until one is fully qualified to wield it purely, nor to be granted unless the aim for
which it is sought is deserving. The music of the gamelan (Javanese orchestra) is a
tangible aid towards the practice of semadi, for the attentive following of a wajang
performance during the whole course of a night is not only a high artistic joy, but for
the mystic who practises semadi also a means of obtaining enlightenment and achiev-
ing exaltation. '

Drama, Kabuki. A type of Japanese drama based on singing and dancing; a
play more like a revue but classical, with a very complicated plot. Popular with the
masses. The singing and dancing occur during the cqurse of the development of the
story characterized by dramatic elements and performed artistically.

The Kabuki drama originated over 250 years ago. A Kabuki play is a spectacle,
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colorful in presentation and mystical in form. The chief writer for this form of drama
was Chikamatsu Monzayemon.

Most Kabuki plays are historical dramas. Civil war between clans, as in The
Story of the Forty-Seven Ronins, an authentic tale which furnished the basis for
more than fifty plays, is the representative and most popular type. Second in popu-
larity are love stories in which the “Lady Courtesan,” a distinguished and sympa-
thetic figure of great filial piety, is a favorite heroine. Also popular are the dramas
dealing with the tribulations of great families.

The Japanese audiences loves melodrama with plenty of pantomime. The princi-
ple of unity is not observed, but action and sentiment are essential.

Kabuki Zyuhatban is the collective name for the eighteen best Kabuki plays, only
ten of which are now staged. Sukeroku, Kenuki, Yanone, Kanzintyo, Sibaraku, Naru-
kami and Kamahige are the plays of greatest merit.

Zidaimono is the general name for Kabuki plays with historical background; of
puppet play origin. Chiushingura is best known ; written in many acts, but when per-
formed is abridged.

Sewamono is the general name for love dramas and plays of everyday life. Sinzyu
Ten-no-d mizima and Meido-no-Hikyu are the best examples.

See also dcting, Japanese; Drama, Japanese; Staging, Japanese; Story of the
Forty-Seven Ronins, The.

Drama, Korean. The sources of the drama of Korea, as of all countries, lie so
deep that the search for them inevitably leads to folk psychology and metaphysics.
In its rudimentary aspects, the Korean religious festival in the temple was the first
link in a chain of development of which the stage is the last. Strictly religious at first,
the drama originated in the Buddhistic processional chantings of the temples. Through
a process of secularization, these services gradually developed into solemnly chanted
renderings of historical events which were performed with ultra slow movements to
ultra serious music and without stage settings. This phase is still kept alive in the N
plays of Japan.

The first Korean form of drama was a kind of morality play dealing with ancestor
worship and sung and acted in epic style. This early form was the Sohkiungkok,
which was revived in the 15th century of the Yi.dynasty and is still performed today.

The Korean village playhouse is usually a temporary one of poles with bamboo
mats spread overhead for a roof. A small platform and very little in the way of stage
setting complete the outfit. A few rough benches or mats accommodate the audience
who smoke and eat while the show is going on.

The Korean drama is mostly a matter of monologue recitations of events extracted
from popular histories, with a single performer representing the successive roles and
a few others acting merely as necessary accessories. He usually improvises a great deal.

In the higher type of theatre, a program of plays lasts for hours and sometimes
consumes a whole day. The plays are shown consecutively and the leading actor uses
his own judgment as to presentation. Music and theatricals developed greatly un-
der the patronage of the Korean ruler, Pyun-wun-wang. The next great friend of
Korean music and drama was the king Sejong (15th century), who ordered the great
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musicians of the land to study music history and music technique with the thought of
developing new forms. It was Sejong who deemed it wise to exclude female perform-
ers from the stage, believing that they contributed towards immorality. From this
time on, the female impersonator becomes a familiar figure in the Korean drama.

The Silla dynasty (57 B.C.-935 A.D.) was the most glorious period of Korean
history and expansion for the country included parts of Manchuria and Siberia. The
Koryu dynasty (918-1392) was the bloom of Korean culture during which the
Koreans enjoyed the fruits of Silla.

It was at the beginning of the Koryu dynasty, in the 10th century, that there
began a persecution of Buddhist priests which drove them into the mountains to live
as hermits away from civilization. In this inquisition, the drama played a very im-
portant part, for plays were used as propaganda which attempted to show that the
monks and priests were politically and morally corrupt. Buddhism never quite recov-
ered from the blow that the propaganda play dealt it. These plays were performed for
hundreds of years and some are still to be seen today.

But the drama itself, though usually serving a much nobler function, has always
been despised by the scholars and sponsored by the nobility. Like the Chinese plays,
Korean plays are classified as Civil and Military. Kuk is the word for “stage perform-
ance.” A very recent classification is Hikuk (Comedy) and Pikuk (Tragedy), the
result of Western influence. However, regardless of classifications, Korean plays
show a complete dramatic formula with a hero, heroine, villain and comic person
usually in the guise of a messenger or servant.

Korean drama is very difficult to translate. In translation one loses a great deal
of the humor which lies hidden in puns and word plays. However, the essence may
be gleaned from a few synopses.

About 1440, a celebrated monk named Kasan wrote The ddventures of H. ong
Kil-dong. Later, another monk, Ha Jong, wrote The ddventures of Kyong-op. Both
of these were successfully dramatized and the first is extremely popular in Korea. Its
story concerns Kil-dong, the son of Prime Minister Hong’s concubine, who is de-
spised and abused by the Prime Minister’s first wife because he is a beautiful child
and wise, and because the father is growing fonder of him than of the first wife’s two
sons. The boy grows to manhood and leaves his family to make his fortune. He finds
crushing disillusionment because a world disproportionate to his own compassionate
spirit refuses to recognize the son of a concubine as a social equal. Through a series
of fantastic adventures, Hong Kil-dong becomes the leader of a band of thieves who
rob corrupt priests and government officials only to give their loot away to the op-
pressed in the most approved Robin Hood fashion. Finally, Hong Kil-dong forces the
king to remove the stigma of his birth by getting himself conferred with his father’s
official title. Shortly after, he rescues a beautiful maiden from a band of savages, falls
in love with her, marries and lives happily ever after with his wife and his aging con-
cubine mother. Thus Good triumphs over Evil, as in most, if not all, Korean dramas.

Around 1760, Yi Munjong wrote a novel bearing the Aristophanean title of The
Frogs which was dramatized. Also in the 18th century was written The Adventures
of Yi Ha-ryong. The most famous history is really an historical novel called The
Story of the Long North W all, dealing with the Great Wall which Korea once had
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which extended from the Yellow Sea to the Sea of Japan. This history of the Three
Kingdoms was written by Kim Pu-sik, the greatest writer of the Koryu dynasty
(918-1392).

Perhaps the best known classical play is Chunhiangchon (Story of Chunhiang),
written in Korean, instead of the traditional Chinese, by Lie Kiuhiung in the 16th
century. The play is composed in an ornate yet delicately beautiful song style, filled
with the most exquisite love poetry. The story tells of Toh Ryong, a handsome young
scholar and son of a Minister, who is about to compete in the government examina-
tions, and who falls in love with a kisang, Chunhiang, whom he meets at a banquet.
Despite the knowledge that his father will object to the match, he marries the
dancing-girl. He is away for several months dispatching his scholarly and official
duties, and meanwhile, little Chunhiang is thrown into jail and tortured because she
will not yield to the advances of the new City Magistrate and remains faithful to her
Toh Ryong. He returns finally, having been promoted to the rank of Government
Inspector, and, learning of his wife’s fate, determines to get to the bottom of the case
by disguising himself as a beggar. He manages to free Chunhiang and punish the cor-
rupt Magistrate, as the countryside rings with praises for the faithful wife.

An interesting work is Hwasa (History of Flowers), which is rather like a collec-
tion of stories and ancient legends of flowers wherein flowers symbolize human per-
sonalities. The original Hwasa was edited by a Chinese writer of the Ming dynasty
called Chung who published it in Chinese in twenty-seven volumes. Late in the 16th
century, Lim Ch’e wrote a novel from this vast work which was later produced as 2
play.

The Story of Sim Chung is also well known as a play. It treats of a scholar an¢
his talented wife who are childless for fifteen years. One night she dreams that a sta-
has descended to her from heaven. It isn’t long before they have a child, but to their
dismay it is only a girl. The mother soon dies and the father gradually goes blind.
Sim Chung (our heroine) grows mto a beautiful creature who is extremely dutiful
to her blind parent.

The blind man hears from a priest-prophet that if he makes an offering of 300
bags of rice to the Buddha of his temple, his sight will be restored. The blind man is
poor, but he agrees that if the priest furnishes the rice, he will pay him back in install-
ments. When the daughter discovers the pact he has made, she is greatly distressed
and, in order to pay back the debt, she plans to have herself cast to the evil spirit of
the sea, the dread of mariners, as a maidenly sacrifice, for which she receives in ad-
vance the 300 bags of rice necessary to pay the debt. When the father discovers the
fate that awaits his daughter, a very passionate and touching scene of fatherly love
and filial piety ensues. Sim Chung is thrown into the sea and finds herself in the sub-
marine palace of the King of the Sea. The King tells her that once she was a star in
heaven who fell in love with another star, and through an action which made the
King of Heaven angry with her, the lovers were banished to Earth. Fearing a recur-
rence of the affair on earth, he sent her lover first, keeping her imprisoned for a long
time, after which she was sent as daughter to her former lover. He is the man she
claims as father. Heaven has seen her filial piety, however, and repents. Sim Chung
ascends to the surface of the sea concealed within a giant flower. In this state she is
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taken aboard the same ship off which she had been cast. The wonderful flower is
brought to the King’s palace and there presented to him. The King keeps it in a glass
house inside the palace grounds. Every night, Sim Chung creeps forth from her hide-
away unobserved except for one night when the King spies her, falls in love and, after
elaborate preparations, makes her his Queen. But Sim Chung, always thinking of her
poor blind father, is unhappy. One day the King sees her weeping and discovers she is
desirous of helping all the blind men of the country. The King summons the blind to
a great feast at the palace. Among the gathering she locates her father. He, in despair
because he cannot see her, tears at his sightless eyes and, to his amazement and joy, the
scales fall away and he sees once more.

Drama, left-wing. Plays of social consciousness and generally marked by more
than a little Marxist ideology. Clifford Odets is perhaps the most brilliant member
of this school. His definitely left-wing plays include: Waiting for Lefty,; Till the
Day I Die; Awake and Sing and Paradise Lost. John Howard Lawson’s Proces-
sional; Elmer Rice’s The Adding Machine; Ernst Toller’s Man and the Masses and
John Wexley’s They Shall Not Die (on the Scottsboro case) are all illuminating
works of this school. In 1933 a producing organization called the Theatre Union was
founded in New York for the express purpose of performing leftist plays. Here were
put on such plays as Peace on Earth by Sklar and Maltz, Stevedore by Peters and
Sklar, Black Pit by Maltz and several others. The Federal Theatre’s productions of
the Living Newspaper, Auden’s Dance of Death, Haiti, The Life and Death of an
American, the Mercury Theatre’s The Cradle Will Rock, and Pins and Needles and
others are all signs of the vitality of the left-wing theatre. Other left-wing plays like
Auden and Isherwood’s The Dog Beneath the Skin and The Ascent of F 6 and
Spender’s Trial of @ Judge have been produced in England, but not yet professionally
in the United States.

Drama, liturgical. A short play or dramatic scene in Latin performed as part
of the service in the Roman Catholic church. This form was developed by the clergy
in its desire to present the salient facts of Christ’s life more realistically to the con-
gregations. The two great festivals of the church, Easter and Christmas, provided the
principal occasions for plays of this type. Roughly, the form lasted from the 10th to
the 13th century. A.D. Latin hexameters, especially from Virgil, were introduced.
Between 1100 and 1200 A.D. vernacular languages were substituted for Latin. Also
during this time various Old Testament and New Testament stories from the lives
of the saints were introduced. Gradually more ambitious effects were attempted and
laymen began to join in with priests as actors. Comic elements were interpolated into
predominantly serious plays, and those who played the parts of devils contributed
most of the humor. Finally these plays, at least many of them, grew unsuitable to the
churchly setting and were forced to move to the market-place.

See also Drama, medieval.

Drama, medieval. A form of theatrical presentation that sprang from the lit-
urgical dramas performed in Latin in the Roman Catholic church. The next stage
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was the separation of these dramas from the body of the church service to accom-,
modate the increasingly large audience, performed on the steps of the church. With
the growing popularity of these dramas the clergy, feeling them too great a force in
the lives of the people, issued edicts restricting them, finally prohibiting all the clergy
from taking part in their performances. Hereupon the dramas were taken over by the
town guilds, which made up the greatest social force of the day. While the subject-
matter remained Biblical the plays were worked into mystery or miracle cycles, deal-
ing with the entire Old and New Testaments, and including some of the Apocrypha.
After a time these miracle plays gave way in turn to morality plays.

Drama, modern. Assuming the beginnings of the “modern” era to be in the first
days of Ibsen, and proceeding with Chekhov, Strindberg and Hauptmann, through
Shaw, Galsworthy, and O’Neill up to and including Rice, Anderson, Lawson and
Odets, the prevailing characteristics of modern dramaturgy may be properly said to
be the following: (1) a powerful new realism, stemming from the intimate, middle-
class naturalism of Ibsen (in such plays as 4 Doll’s House and Hedda Gabler) and
Chekhov (in Three Sisters; Uncle Vanya; The Sea Gull and The Cherry Orchard)
through the peasant themes of Hauptmann (in The W eavers), to the strikingly nat-
uralistic New York of Odets (especially in Waiting for Lefty; dwake and Sing;
Paradise Lost and Golden Boy); (2) the priority of ideas over action, a trait of
which Shaw is easily the prime example (in such static works as Back to Methuselah;
Heartbreak House; Man and Superman) and one also manifested in the near-closet
quality of T. S. Eliot’s poetic plays Murder in the Cathedral and The Family Re-
union and the sparkling polemics of S. N. Behrman’s Rain. from Heaven,; (3) an
emphasis on revolt, a quality absent from the work of no single modern playwright
of major importance, but most notable in the plays of Ibsen (in their progressive
pioneering, all), Hauptmann (especially in The W eavers, also in other plays such as
Lonely Lives), Shaw (in all his works bearing more than his usual socialist slant,
dmong them Man and Superman; Mrs. Warren's Profession and Heartbreak
House), Ernst Toller (in all his plays, the best known of which are Man and the
Masses and No More Peacel), Odets (especially in his W aiting for Lefty and Till
the Day I Die), Maxwell Anderson (particularly in his two plays on the Sacco-
Vanzetti case Gods of the Lightning and Winterset and his exposé of political graft
Both Your Houses), John Wexley (with his picture of the Scottsboro case They
Shall Not Die), and John Howard Lawson (with his indictment of the Ku Klux
Klan and picture of labor conflict in Processional) ; (4) the prevalent concern with
sex, which is exemplified by Ibsen (in Ghosts), Strindberg (in many of his plays,
particularly The Father), Wedekind (in practically all his works, most notably in
The Awakening of Spring; Earth-Spirit and The Box of Pandora), O'Neill (in
Desire Under the Elms, Strange Interlude and Mourning Becomes Electra), Bour-
det (with his treatise on Lesbianism, The Captive), and Mordaunt Shairp (with his
depiction of male homosexuality in The Green Bay Tree). Characters in these plays
are typically restless, emotionally tortured and searchingly introspective. Through
the shifting fashions of symbolism, naturalism, expressionism, impressionism, futur-
ism and surrealism the emphasis of morality has been completely altered and action
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has given way to suspense or mere polemic. A major trend during the last thirty years
has been the revival of the comedy of manners, which served the social-revolutionary
themes of Shaw (particularly in such plays as Too T'rue to be Good) although the
witty Irishman had previously learned much about the comedy of manners from
Wilde, and gave impetus to Somerset Maugham’s satirical commentary on the upper
and middle classes in such plays as The Circle and The Constant Wife. In later years
S. N. Behrman in America has been the most brilliant exponent of the modern com-
edy of manners, evidencing his skill in such brilliant tracts as Rain from Heaven;
End of Summer and No Time for Comedy. What was at the time considered a new
trend was the introduction of a surrealist note in the recent (Spring, 1939) Saroyan
play, My Heart’s in the Highlands, which was also considered to have a social com-
mentary. During the season of 1938-39 on Broadway the dramatists rediscovered
America as a dramatic subject, notably in Kaufman and Hart’s The 4 merican W ay,
Sklar’s Life and Death of An American, Sherwood’s Abe Lincoln in Illinois, Rice’s
American Landscape and Anderson and Weill’'s Knickerbocker Holiday.

Drama, neo-Latin. Latin plays and themes introduced into England under the
quickening influence of the Renaissance and Reformation.

Drama, Né. See N¢ drama.

Drama, Norwegian. In the latter half of the 19th century Bjérnson and Ibsen
came to the front in Norwegian literature through their dramatic treatment of char-
acters and episodes of the saga period. Bjdrnson’s trilogy Sigurd, the Bastard, 1862,
and Ibsen’s The Pretenders, 1864, are the best of this group. In the Seventies they
left their contemporaries far behind by turning to the field of social drama. In 1874
Bjornson’s 4 Bankruptcy caused a sensation in Europc As one who turned earliest to
the theatre for the discussich of social problems, he is considered by his countrymen
as the founder of their national drama.

Ibsen inaugurated his realistic period with The Pillars of Society, 1877, a title
emblematic of the great social dramas to follow. Two years liater came 4 Doll’s
House, prophesying the realistic Ibsen and the modern theatre that was to be rooted
in his work. Then followed Ghosts in 1881, rousing the fury of Europe to which
Ibsen retorted with 4n Enemy of the People, 1882, an attack on the stupid majority
who preferred disease to the acknowledgment of their fault.

The following year Bjérnson made a plea in 4 Gauwntlet for the abolition of the
double standard, and that same year completed the symbolic drama Beyond Our
Power, dealing with the abnormal features of religious ecstasy. Ibsen had already pro-
duced the poetic dramas Brand, 1866, and Peer Gynt, 1867, which early emphasized
the playwright’s major theme of the supreme importance of the development and en-
richment of the individual. Lyrical beauty came again in The Wild Duck, 1884,
along with devastating satire.’ While Bjérnson turned to the novel and poetry to
preach his liberal doctrines, Ibsen continued an almost yearly attack from the theatre.
In Rosmersholm, 1886, he reached his greatest height in pure tragedy. Lady from the
Sea, 1888, was the first of his plays in which the masculine character was as strongly
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delineated as the woman. Hedda Gabler, 1890, is one of the finest examples of mod-
ern dramaturgy with a character portrayal of classic Greek proportions. In 1892
Ibsen returned to poetic symbolic expression for The Master Builder. The two plays
written in 1894 Little Eyolf and John Gabriel Borkman were further comments on
the conflict between love and the claims of other desirable things. His last play ##7 hen
We Dead Awaken, 1900, was his final statement of the poet’s creed that he who loses
love loses all.

Ibsen’s plays have influenced the modern theatre more than the works of any
other single playwright. From them stems the play of ideas, the fearless outspoken
realism of playwrights with a purpose on the Continent and in America. He brought
elasticity to the well-made play of the French, dealt deftly with exposition, estab-
lished the value of the catastrophic play and strengthened mental climaxes to equal
the physical in excitement for intelligent playgoers.

Since Ibsen’s last play at the turn of the century, Norwegian dramatists have
produced little of lasting worth. Heiberg’s The Balcony, 1894, and Love’s Tragedy,
1904, are perhaps the strongest social dramas. Klinck’s The Cattle Dealer, 1908, has
been compared to Peer Gynt by some critics, and his 4 gilulf, the Wise, 1910, is inter-
esting for its unconventional rhythm and poetic form.

Drama, pastoral. A form of drama that was largely Elizabethan and which
took as subject matter themes of rustic life. In this type the main story is always one
of unrequited love and the chastity motif is rarely absent. The same plot devices are
used again and again—the inconstant lover, the untrue friend, the lovers’ merry-go-
round in which everybody loves somebody who does not love him, identity concealed
through disguise or ignorance, the discovery of gentle birth, supernatural betrothal,
assault upon innocence by deity or one of the nobility—all these changes are rung
over and over. Arcadia, or some similar forest, is the setting. Among the foremost
examples must be counted Ben Jonson’s The Sad Shepherd; Daniel’s Queen Arcadia;
Shirley’s 4 Pastoral Called the Arcadia; and Fletcher’'s The Faithful Shepherdess.
The finest writers of this type were Jonson and Fletcher.

Drama, plays within plays. A piece performed, as in a theatre, and forming
part of the larger play in the real theatre. The play arranged by Hamlet to “catch
the conscience of the king”’ is one example. The piece written by Fanny, the character
of Shaw’s Fanny's First Play, is another.

Other examples include: Middleton and Rowley’s The Spanish Gipsy, Massin-
ger's The Roman Actor, Sheridan’s The Critic; Rice and Barry’s Cock Robin; Kelly's
The Torch-Bearers.

Drama, poetic. The very roots of theatrical writing are in verse, from Aeschy-
lus, Sophocles and Euripides through the Elizabethans in England, Corneille and
Racine in France, W. B. Yeats in Ireland, to the present with such dramatic poets
as Auden, Eliot, MacLeish and Anderson. The poetic play during the last century
or two, however, has acquired connotations of the closet drama, and in fact all works
belonging to this school have been generally more literary than dramatic. Shelley’s
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The Cenci is perhaps the foremost example of a poetic closet play. Coleridge’s Re-
morse was performed, but still it is better read than played. Byron, of all poets not
primarily theatrical, achieved the greatest success in the drama. His Manfred, Werner
and Sardanapalus are all powerful dramatically. Walter Savage Landor should be
mentioned for his effective Count Julian, which is the greatest of his several poetic
dramas. Though no writer of specifically cadenced verse, J. M. Synge must be in-
cluded for the cogently poetic cast of his plays, particularly his Riders to the Sea,
generally credited with being the greatest one-act play ever written. His Deirdre of
the Sorrows is also genuinely poetic, a drama taken from Celtic lore and used also by
W. B. Yeats. Yeats is perhaps the greatest exponent of the poetic drama of the last
century, having produced works with an explicit use of verse, as against the poetic
prose of Synge, coupled with a predominant flavor of mysticism. His Cathleen Ni
Houlihan is probably his greatest dramatic masterpiece. He is remembered also for
his The Land of Heart’s Desire, The Shadowy Waters and Deirdre. Other poetic
dramatists of the early 20th century are John Masefield, with his Philip the King
and Good Friday, Thomas Hardy, with his closet drama The Dynasts, and James
Elroy Flecker, with his Hassan. In the last few years, generally through the 1930,
there has been a renaissance of this school with T. S. Eliot’s Murder in the Cathedral
(produced in America by the Federal Theatre) and Family Reunion (produced in
London), MacLeish’s Panic (produced on Broadway by the short-lived Phoenix
Theatre) and his two radio plays The Fall of the City and 4ir Raid, Auden’s The
Dance of Death (produced in New York by the Federal Theatre), Auden and Isher-
wood’s The Dog Beneath the Skin and The Ascent of F 6, Spender’s Trial of a
Judge, and MacNeice's Out of the Picture. Of course Maxwell Anderson has long
been crusading for the poetic play, of which Winterset, High Tor, The Masque of
Kings and Wingless Victory are best known. Producers are generally wary of plays
in verse as they are not considered good box-office, but the trend would seem to be
toward a larger public for them in the future.
See Dramatic Poesy, Poetics, Aristotle, Poetics, Scaliger.

Drama, Polish. Creating a body of Polish drama has been Sisyphus’ work, for
hardly have the dramatists had a breathing spell and an audience than war has de-
stroyed both. The result has been not to kill Polish plays, but to make writers choose
strongly nationalistic themes. Fredro (1783-1876), with his Maiden’s Vows and
other brilliant pieces was—and has remained—the preeminent master of comedy.
Contemporaneous with him Slowaki, Mickiewicz, and Krasinski wrote tragedy.
Stanislaw Wyzpidnski, most notable of pre-world war playwrights, sounded pro-
phetic notes in his tragedies and sympathetic portrayals of the ignorant peasantry.
The chapter of new burgeoning and great hopes in the theatre after the World War
will have to be written all over again, for again war has blotted it out.

See also W yspidnski, Stanislaw.

Drama, Polish, since the First World War. There was a rebirth of theatri-
cal traditions and ideas following the war which, pursuing a middle course between
outright political tracts and mere depictions of manners, embraced the expressionism
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already established in other places in Europe. Zeromski, the novelist, turned to the
theatre, carrying into it his strong social views. Rostworowski wrote poetic dramas
on ethical and religious subjects; he also wrote expressionistic plays and other works
which manifested the turn to the new realism. Szaniawski’s works propounded a
poetic realism. Other dramatists have been: Nalkowska, with her subtle psychological
plays; Jasnorzewska-Pawlikowska, with her concrete, albeit poetic, works on social
themes ; Nowaczynski, with his social and political satires. The general tendency in
the post-War Polish drama had been the treatment of current social or political prob-
lems against an earlier historical background for the purpose of contemporary
analogies.

Drama, problem plays. See Problem play.

Drama, religious. In the elaboration of liturgical responses given in the church,
drama grew. Thus the first dramas of any kind were of church, often by the church
(i.e. its priests), and for the purpose of teaching vividly the lessons of the church.
Though liturgical plays may be traced as far back as the founding of the Church of
Rome, it was not until about the 12th century that they became drama to the extent
of having costuming, properties and business. The mystery, miracle and morality
plays, drawing upon Scriptures for their subjects, were the chief types, and with cer-
tain changes they persist even today in such productions as the Passion Play of
Oberammergau; the Pilgrimage Play of Los Angeles; The Miracle of Max Rein-
hardt, and numerous less spectacular presentations. '

See also Church Theatres, drama, British, earliest; drama, Spanish, 15th-17th
century; miracle plays; morality plays; mystery plays; passion plays.

Drama, religious (children’s). Among the themes more frequently used are:
The First Christmas; Easter Morn; A Thanksgiving Service (Miriam) ; The Good
Samaritan; The Secret of Success (Nehemiah); The Value of Preparation (Ten
Virgins) ; A Search for a Wife (Isaac and Rebecca); A Woman who Dared
(Esther) ; A Mother’s Faith (Moses) ; In Quest of a Great Treasure (Naaman) ;
David Livingstone; The Building of the Temple (Solomon); The Parable of the
Talents.

Drama, Roman, ancient. The Romans followed the suit of the Greeks in their
theatrical output, but were not nearly so rich in the quality of their works nor so pas-
sionate in their theatre going. The most significant dramatists were Terence and
Plautus in comedy and Seneca in tragedy. Roman drama, like its Greek counterpart,
originated in rituals performed in honor of rustic divinities, for the goddess Victoria
in particular. Comedy derived largely from the early Fescennine Verses, which were
lyrical dialogues, marked by coarse banter, sung at harvest festivals, and the saturae,
which supplanted the Fescennine Verses in public favor, and which were composed
of short comic sketches, without much plot but showing improvement in dramatic
skill. In the domain of comedy the rustic Atellan farces, brought to Rome from
Atella in Campania, are the most distinctive. Their subject-matter is generally rural
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and the actors in them are presumed to have exercised a free improvisatory hand. This
type reigned supreme in popular favor from late in the 3rd century B.C. until the not
dissimilar mimus usurped its throne. These Atellan farces were usually made up of
two distinct kinds: (1) the palliatae, which were based on Greek models; and (2) the
togatae, which were more native and treated of indigenously Roman themes. The
mimus, or mime, which followed these Atellan comedies, was destined to be so popu-
lar as to hold sway in Rome until the very end of the Empire. It was a pantomimic
farce dealing with subjects of low life and marked by an occasional crudeness which
today would be considered licentious. When, in the 3rd century B.C., with Plautus,
true literate comedy came into its own in Rome, it was the New Comedy of Greece
that was the predominant model. The influence of this form, indeed, was so strong
that the characters in Plautus’ plays were performed as Greeks and dressed in Greek
garb. Because of the scant attention or respect paid the theatre of his time Plautus
was hard put to it to attract the interest of the crowd and yet maintain the criterion
of his art. For this reason he'is not to be too severely dealt with for catering to the
tastes of this crowd. Furthermore, admission was free, inducing the audience to
depreciate something to be had for nothing. That Plautus borrowed copiously from
the Greeks is a fact for which we have the dramatist’s own substantiation. He ex-
pressed a Greek point of view and did not hesitate to refer to his own people as
barbarians. He coined new words in Latin form out of Greek derivations. His works
abound in references to Greek, rather than Roman, places and figures. The mixture
of Greek material and viewpoints with Roman background and temperament is,
indeed, so pronounced as to confound almost any historian of the ancients. Among
the most famous plays of Plautus are: the Menaechmi, a story of complication and
mistaken identity between twins, each of whom is unaware of the other’s presence in
the same locality; the Aulularia, a portrait of a miser; the Captivi, a play without
female characters and telling of the heroic self-sacrifice of a slave; the Pseudolus, a
play of intrigue, again centering about a slave; and the Bacchides, a comedy of great
complications and handled with unusual skill. In all of these, perhaps because of his
untutored audiences, Plautus evinces a strange amalgam of culture and crude vul-
garity. If Plautus was the virile dramatist of ancient Rome, Terence was certainly
the elegant one. Where Plautus’ work was distinguished by its vigor and sharp
individualism, that of Terence was marked by a refinement and subtlety of insight.
Where Plautus showed the impress of Greek “New Comedy,” Terence evidenced an
interest in keeping alive the qualities of Menander in a smoothly polished Latin style.
Much of his enduring fame rests on his pre-eminent quotability, for more household
.expressions than are commonly realised derive originally from his plays. The best
known of Terence’s plays is The Eunuch, which is a fable of slavery and prostitution
.in which the seduction scene most clearly shows the contrast between Terence and
Plautus in its delicacy and restraint of treatment. Among his other plays are: 4ndria
and Adelphoe. In tragedy Seneca was the one great name. Many other dramatists
wrote in the form during his time,. but Seneca alone reached major stature. He was
perhaps the first writer of closet drama as a deliberate form, and most of his works
bear the scholar’s intention to be read rather than the vital dramatist’s concern with
being performed. His tremendous influence in the Italy of the Middle Ages and the
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Renaissance as well as upon many of the Elizabethan dramatists, including Kyd,
Shirley and Shakespeare, accounts perhaps in large part for his surviving fame. Among
plays generally accredited to him are: Phoenissae; Hercules Furens; Troades;
Medea; Phaedra; Oedipus and Thyestes.

Drama, Rumanian, before the First World War. Cathon Theodorian
wrote plays of middle class problems, such as Bujorestii; A. de Herz wrote facile,
well-constructed light comedies like Paigjenul; Victor Eftimiu wrote plays in many
popular styles, but remained most attached to the romantic fairy-tale.

Drama, Rumanian, since the First World War. The present day dramatic
literature in Rumania is best represented by Camil Petrescu with his social and
psychological dramas like Suflete Tari; the poet Ion Minulesco with his grotesques.
Others include : Popa, Sin-Giorgiu, Musatesco and Blaga.

Drama, Russian, 18th century. Few names figure in the history of Russian
drama of this period, for neither theatre nor drama flourished. Such mystery and
morality playlets as continued to be given in schools were imitative, Alexander
Sumarokov, author of a tragedy in the French classic style, in 1747, however, gave
a start to original Russian drama.

Drama, Russian, 19th century to the Revolution. The beginning of the
19th century found a fresh force influencing the drama. In the audience a healthy
middle class was clamoring for bourgeois drama. Kotzebue, who was living in Russia
at the time, gave the initial impetus by permitting his plays to be translated. There
followed a Russian school of ‘“Kotzebuists” extolling the calm life of the average
family in hugely popular plays. Typical was Illin’s Magnanimity; or, The Conscrip-
tion, 1803, which tells of peasants noble on the battlefield and prompt in their pay-
ment of taxes.

After the War of 1812, the public demanded patriotic plays. Prince Shakhovskoy’s
operetta The Cossack Poet was the most popular of these and remained in repertory
until the close of the century. A majority of the early plays were unoriginal in theme
and treatment, following in almost every instance the French classic style. A brilliant
exception was Griboyedov’s verse satire upon Russian official society Trouble from
Reason, 1821. It represents one of the classic peaks of Russian comedy and is histori-
cally interesting in that its hero speaks the liberalism of the young generation which
reached its climax four years later in the military insurrection against Tsar Nicholas.
During his reign there was a strict censorship of drama. Playwrights were constantly
suspected of trying to spread republican ideas. There was nothing to do but revert to
melodramas and romantic tales.

In 1831 Pushkin introduced the Shakespearean pattern for historical drama with
his verse-tragedy Boris Godunov. It became a popular form in the Sixties and Seven-
ties in close association with Russian opera. It was at Pushkin’s suggestion that Gogol
wrote The Inspector General, 1836, a brilliant satire on bureaucracy thit escaped
the persecution of censorship only because of its unbounded humor. It is one of the
.most skilfully constructed dramas in Russian literature with true proportion and
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forceful characterization; it greatly influenced the playwrights of the day who re-
ferred to the author as “our great Gogol.”

Russian drama increased in realism when Turgeniev denied the dramatic to bring
to the stage simple people who lived inert and lazy lives. 4 Month in the Country,
1853, has a subtly woven poetic atmosphere. The characterizations, particularly those
of the women, are marked by elaborate naturalness, in line with 19th century taste.
The accession of Alexander II brought leniency in censorship and permitted a prolific
writing career to Ostrovsky, who created a new type of dramatic realism based on
character drawing and local color. There is epic serenity and psychological character
development in his tragedy Live Not As You May but ds God Wills, 1854. In the
exceptionally beautiful fantasy The Snow Maiden, 1873, Ostrovsky retold in verse
a favorite national legend.

Realistic tragedy in the tradition of Gogol was continued by Pisemski, whose
Bitter Fate, 1863, depicts peasant and gentry life. With A. K. Tolstoy’s trilogy
Death of Ivan the Terrible, 1866, Tsar Fedor Ivanovich, 1868, and T'sar Boris,
1870, the historical epic returned in all its logical detail. Heavy and slow moving,
these plays are nevertheless intensely interesting through unsparing characterizations
of the three tsars. Tolstoy wrote a valuable introduction to the second in the trilogy
indicating to directors the mise en scéne, character delineation, and basic idea of the
play.

At the end of the 19th century, Chekhov carried the Russian tradition of inactive
drama still further. The principal thing became not the action but the emotional
accompaniment to the action. In avoiding the traditional theatrical effects Chekhov
introduces a new kind of atmospheric effect. There is no central figure in The Seagull,
1896, but the characters have more or less equal rights. For this reason the play lends
itself to ensemble playing. This play is the poet’s cry against the hack writer, and a
plea for the right to “depict life not as it is, and not as it ought to be, but as we sce
it in our dreams.” Chekhov’s last play T#e Cherry Orchard, 1904, depicts the con-
flict of a useless but artistic past with a useful but inartistic present. It holds the
characteristic rhythms of Russian life, is filled with beautiful symbolism and repre-
sents a lyric naturalism that has not been achieved by any other playwright.

At Chekhov’s insistence Gorky turned to dramatic composition. He adds no more
action to his play than he puts in his novels. Philosophy becomes the action, his char-
acters the tapestry woven background for this questioning of the meaning of life in
his one great drama The Lower Depths, 1902.

A third Russian master of naturalism, Leo Tolstoy, avoids dramatic form. There
is no selectivity in his development. Rather than beginning catastrophically as did
Ibsen, Tolstoy elaborates the details of exposition. His plays The Power of Darkness,
1886, and The Living Corpse, 1912, are valuable because of their remarkable pictures
of Russian life made vividly alive by accurate characterizations.

Andreyev turned from naturalism and realism to what he termed the “theatre of.
the soul,” which should represent the inner action of the spirit. Thought was the
most dramatic thing to him. His Life of Man, 1906, is the pageant of man’s life. The
fears, hopes and joys of man are-dramatized through symbolic stage effects as well as
voiced in rhythmic dialogue. The characters are abstractions, and the entire play is a
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symbol of worldly suffering. He W ho Gets Slapped, 1915, is a tragedy of disillusion-
ment. Both Strindberg and Maeterlinck have influenced Andreyev. Block introduces
the mystic and grotesque in Little Booth, 1906, the pathetic story of Pierrot’s love
for Columbine who assumes now the mask of death, now the mask of a beautifui
maiden. The essence of theatricality, it lent itself to Meyerheld’s abstract staging in
which the masked actors could achieve that statuesque quality and become, as Craig
believed all actors should, an integral part of the scenjc design.

Evreinov is another symbolist who has had many theories he changes at will with
the exception of his invention of the “‘monodrama” which removes reality from the
stage and replaces it with man’s dreams. T'he Theatre of the Soul, 1915, shows the
soul broken in its rational, emotional and subliminal entities. Then the different
concepts of the dancer and the wife and the professor lecture on this dissection of
man’s soul. .

The growth of Russian drama from realism through naturalism to expressionism
and symbolism has at all times revealed the Russian creative genius, the individual
detailed approach, with emphasis always upon character, be it real or an abstraction.

Drama, Russian, since the Revolution. The literature of the Russian theatre
since the Revolution can be roughly divided into six categories or periods: (1) plays
about imaginary revolutions, such as the Mystery-Bouffe produced in 1918; (2)
plays about actual historical revolutions, such as Stenka Razin, written in 1919; (3)
plays dramatizing the Russian Revolution, such as T'he Days of the Turbins in 1927
and, in the cinema, Eisenstein’s Ten Days That Shook the World (known in Russia
as October) ; (4) plays about peasant life and problems since the Revolution, such as
A Window on the Village in 1928 and, in the cinema, Eisenstein’s Old and New;
(5) plays about industrial workers, their life and problems since the Revolution, such
as The Rails are Humming in 1928; (6) plays about general, and variegated, social
problems, such as Squaring the Circle and Fear.

Gorky, in Yegor Bulitchev and Others and Dostigaev and Others, continues the
essentially realistic method. Afinogenov (author of Fear) is the leading younger
Russian dramatist. The most exhaustive treatment of the Soviet period is to be found
in H. W. L. Dana’s Handbook of Soviet Drama, published by American Russian
Institute, New York, 1938.

Drama, Scandinavian. See Drama, Danish; Drama, Norwegian; Drama,
Swedish.

Drama, sentimentalism in. In English drama by 1800 sentimentality came to
include errant wives who are forgiven ; all sorts of checks to virtue, peace and happi-
ness; poverty; robbers; death sentences; imprisonment ; excitement and showy senti-
ment which were relieved only by comic interims and sidelights.

Drama, social. Plays embodying a philosophy of civilization. Ibsen was probably
the first great social dramatist. In his treatment of what came to be known as
“feminism” (in 4 Doll’s House) and the necessity of candid sex education (in
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Ghosts), he was the theatrical herald of a new order. Beside him, in his native land
of Norway, if not equalling his stature, is Bjérnson, who wrote plays of peasant life

- with a deep realism and political plays from a pronounced liberal viewpoint. Gerhart
Hauptmann was also engrossed in social themes; his play, The W eavers, is a great
study of the working class. After these came George Bernard Shaw, with a different
dramatic approach, but with a social cause his predominant master. In Major Barbara
he treated munitions, in Mrs. J¥ arren’s Profession prostitution. During the last few
years, through the upsurge of the left-wing theatre, social dramatists have had a new
lease on life and consequently have been numerous. Among the finest of these are:
Elmer Rice, with his Street Scene on city penury, his Judgment Day on the burning
of the Reichstag in Germany; John Howard Lawson, with his Processional, a study
of strikes, with a reference to the Ku Klux Klan; Maxwell Anderson, with his two
plays on the Sacco-Vanzetti case, Gods of the Lightning and Winterset, and Both
Your Houses, his muck-raking study of political intrigue and corruption in congress;
Clifford Odets, w