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The following appéal has
been received from Germany.
No comment is necessary.

HANS OTTO

actor from the Staatstheatre
of Berlin was arrested Novem-
ber 15, 1933, by one S.S. Sturm-
fuhrer oand by 3 S.S.-men.

HANS OTTO
ten days idter was token to
the hospital with a fractured
head and entirely disfigured.
HANS OTTO

was hurt so terribly that he
died right afterwards.

ACTORS OF ALL THE WORLD!

The Nazis murdered Hans
Otto, one of Germany's most
talented actors because of his
loyalty to his class and to the
social ideas for which he had
fought all his life. After his
brutal murder, the Hitler gov-
ernment not only forbade Hans
Otto’s friends to take part in
his funeral, but also forced

them to honor his murderers.

Actors of all the world!
Protest! Show your horror of
this barbarism and claim from
everyvone from Germany who
wants to work with you in the
theatre or on the film to de-
clare himself against the mur-
derers! Take your stand pub-
licty and openly against the
murderers of your brother-
actor Hans Otto.

ASIDES

Sharp criticism of the editori-
al policy of New Theatre was
voiced by delegates from sev-

CONTENTS

Cover Design by —Jim Kelly
Cover Rex Ingram as Blacksnake

in “Stevedore”

—Drawing by Jim Kelly

The Winter of Broadway

—Harold Edgar............ 3
From Atlantic to Pacific

2nd National Workers Theatre

Festival-—Ben Blake......... b)
“America, America”

—-Sketches by M Herbst. . ... 7
"Crowd Scene”

—Frank Merlin............. 9

Veice of the Audience:
impressions of a Newcomer

—Paul Arranow. ........... 10
A Theatre of Action

—Alice Evans.............. 11
“Stevedore,” reviewed by

—Jack Shapiro............. 13
Film
The Revolutionary Film—~Next

Step—Leo T. Hurwitz....... 14
Program of the International

Cinema Bureau............. 15
Truth s Forbidden—

Censorship in Chicago....... 16
Dance
Which Technique?

—Ezra Freedman........... 17

The New Dance Advances—
Workers Dance League Recital

—Hy Glickman............ 18
Casualties  Humphrey-Weidman

—E O .. 19
Tamiris: Toward the Light

—E O 20
Workers Dance League

Festival in June............. 21

NEW THEATRE

5 East 19 Street
New York City
Telephone GR 7-9345

eral workers theatre groups at
the  Chicago Festival. The main
point of this criticism stgted
that New Theatre was not suf-
ficiently reflecting the activities
and experiences of the workers
theatre movement but was giv-
ing too much attention to
Broadway.

The National Executive Com-
mittee of the League of Work-
ers Theatres and the Editorial
Board are taking steps to im-
prove New Theatre along this
line. A discussion article on
New Theatre will be published
next month. Next month, too,
a department devoted to dis-
cussion of New Theatre editori-
al and organizational matters
will be begun. Theatre, film,
and dance groups as well as in-
dividual readers are urged to
send in letters of critigism and
suggestions at once. Each group
should also encourage its mem-
bers to write longer articles
based on their work—and send
them in to New Theatre.

One of the proposals accept-
ed at the Second National The-
atre Festival of the L.O.W.T.
was to hold a “New Theatre
Wecek.” During this week each
group is to make a special drive
to popularize and spread New
Theatre—and each group is to
hold an affair to raise funds
for New Theatre. In view of
the pressing situation, New
Theatre Week this year was set
for May 20 to 27. Each group
should act at once to put New
Theatre Week across.
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THE WINTER OF BROADWAY

. OUND-THE-TOWN re-
porters tell us that this
* has been a ‘“great” sea
son on Broadway. By this thev
mean that there have been
more “hits” than there were
last year and the year belore
that. Ths is true, although the
information stated this way does
not give us a real picture of the
situation. The rise of box-office
receipts on Broadway does not
indicate the degree of ‘“‘shrink-
age” that has taken place in
theatrical  production  since
1929. Whereas before that
time at least sixty plays held
the boards at the height of the
season, at the preseng moment
there are no more than twen-
ty-five. This means many dark
houses, unemployed actors and
a general exodus toward Holly-
wood, radio and other forms
of the entertainment business.
So while there is some justifi-
cation for the boast of “pros-
‘perity” on Broadway this sea-
son, it would be more accurate
to say that this “prosperity”
is now rather narrowly limit-
ed, and assumes an almost
monopoly character.

Aside from The Theatre
Guild and The Group Theatre
which are organized for great-
er permanence than the “offic-
es’” of individual theatrical pro-
ducers one may observe a stea-
dy decline in the position of
such “old reliables” as A: H.
Woods, William Brady, the
Selwyns, John Golden. Lee
Shubert by force of a great
accumulated capital and the
control of large spheres of real
estate still holds his own, and
Sam Harris lives off the writ-
ings of the shrewd Broadway
showman, George Kaufman, and
the peremnial attraction of
Irving  Berlin  musical spec-
tacles. A comparatively young-
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er generation of director-man-
agers, Jed Harris, Guthrie Mc-
Clintic, and Arthur Beckhard
might be described as the in-
and-outers, speculating on a
taste that is related to the
artistic standards of the post-
Belasco critical era as well as
modernized  hangovers  of
Charles Frohman showman-
ship, and the “good old days”
from 1900 to 1919! The lat-
ter group are on the whole
more alert craftsmen than the
older producers, being them-
selves workers in the theatre,
not merely entrepreneurs. But
their variable policies make
their careers spotty and their
destinies precarious. Max Gor-
don is the new type of suc-
cessful  theatre  impressario
playing safe with “sure-fire”
names in actors, playwrights,
composers, etc.

Artistically, the Broadway
season has yet to produce a
single play of truly eminent
stature, even from the stan-
dards of good bourgeois cri-
ticism. Of course, “Mary of
Scotland”  was  rapturously
greeted by the daily reviewers
but this can be explained by
the fact that Anderson writes
more fluently and with greater
dignity and schooling than
most Broadway playwrights.
Also the Theatre Guild pro-
duction, though thoroughly
bad as an interpretation, has
a certain external good looks,
and “personalities”, which in
the absence of any more strik-
ing, take the audiences in. It
is difficult for the present
writer to speak conclusively of
the play as a play since its pro-
duction actually garbles it, but
he is sure that the play is not
important as ‘poetic drama’
since it belongs to the reminis-
cent school which derives most

of its inspiration from uncon-
ciously remembered romantic
models rather than* from a
strong new impulse to say
something vital for our day.
Such work, whatever its virtues
may otherwise be, is creatively
inferior to the same author's
“What Price Glory?”, “Out-
side Looking In,” and “Gods
of the Lightning.”

OME critics liked O'Neill's
Scomcdy “Ah, Wilderness!”
but even the most liberal esti-
mate can only accord it about
35 minutes of pleasant ob-
servation of a very minor sort,
the rest being an extremely
weak dilution of Booth Tar-
kington sentiment and O’Neill
“thoughtfulness’”’—pretty false
at best: No one liked O’Neill’s
“Days Without End” except
possibly some lonesome and
naive Catholics. ‘“The Green
Bay Tree” is a physically
smooth production of a play

that pretends to be ‘“strong”
but actually has no theme and
no point of view, and is quite
special in any case (it deals
more or l¢ss with homosexual
relations). “Sailor Beware” is
a hit because the dramatic re-
viewers and apparently a good
part of the Broadway audience

still  react to  high-school
naughtiness (disguised under a
veneer of travelling-salesman
“sophistication”) as if these
qualities were robust.—‘"Her
Master’s Voice” is a come-
hither to the remaining bour-
geoisie which likes a simple,
harmless comedy without ref-
erence to anything but the most
protected nooks of homes that
hardly exist any more in the
world. Typically Broadway is
the farce “She Loves Me
Not”, all plotcontrivance and
jiggly movement, and quite
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funny because it reduces every
topic to unreal, juvenile non-
sense. It reveals the Ameri-
-can middle-class grinning at its
own childishness. From a more
highbrow source (the intellect-
uals who rub themselves close
to money) comes the opera “4
Saints in 3 Acts” by Gertrude
Stein and Virgil Thompson,
which includes some talent
perhaps and colors that might
engage us like a display of
toys, but which is fundamental-
ly a classic of insignificance
and emptiness.

On another level we find
“Men in White”, “Tobacco
Road” and “They- Shall Not
Die”. The first is a thin play
given interest by virtue of a
collective production at the
hands of The Group Theatre
—a  technical? achievement.
“Tobacco Road” brings new
material to the theatre, ma-
terial which is extremely val-
“uable because it is really of
our country and our time and
because the middle-class fears
to deal with it on the stage.
This play has climbed tosuccess
because of the interest of the ra-
(dically inclined intellectuals on
the onc hand, and a general
interest in Henry Hull's vivid
performance on the other. And
there is no use hiding the fact
that the play's reputation for
bad manners has also helped
to put “Tobacco Road" over
as “a show” on Broadway.
As a play of social import,
however, “Tobacco Road’ is
inferior to John Wexley's
dramatization of the Scotts-
boro case, “They—Shatt Not
Die”, the most interesting play
to date that has appeared on
Broadway this season, and one
of the best plays thus far that
the revolutionary movement
has stimulated amongst mid-
dle-class playwrights. But this
play can become a financial
success only if some pressure
is brought to bear on the The-
atre Guild to make them re-
alize that there is a public

clamoring to see it if the price
of tickets will be put within
rcasonable reach of the prole-
tarian pockett The Guild
might be able to learn some-
thing in this respect from the
Theatre Union.

NE of the outstanding

general features of the
features of the season’s plays
on Broadway is the impover-
ished quality of the work of
people who have hitherto been
regarded as our best drama-
tists. Besides O’'Neill and An-
derson, Philip Barry's “Joy-
ous Season” was so bad it was
pathetic, Sidney Howard's
“Yellow Jack” starting with a
highly interesting idea s
thinned out to nothing both in
the author’s execution and in

the production, and “Dods-
worth” - a2 dramatization of
Sinclair Lewis's fourth-rate

novel prospers bécause the au-
dience likes Walter Huston's
manliness! Another very sig-
nificant characteristic of the
season has been the tendency
to deal unrealistically with the

past (costume plays of all
sorts) and not to deal at all
with the present except in

terms of horse-play and circus
tricks. (“Let 'Em Eat Cake”
etc.)

The final word to say, how-
ever, about any summary of
Broadway—whether the plays
of a particular season happen
to be good or bad, prosperous
or not—is ‘that there exists no
Theatre there, in the sense of
a consciously growing collec-
tive of theatre workers bent
on developing themselves for
the purpose of expressing the
definite content of their scripts
in a way that is truly com-
patible with and a heightening
of the playwright's creative
intent . . . The Theatre Guild
is not a commercial organiza-
tion in the sense that Jed Har-
ris, for example, is a commer-
cial manager, but its actual
artistic technique—whatever
plays they do—is no different
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from that of the commercial
manager. In other words,
Broadway has no equivalent of
the theatres of Stanislavsky,
Tairoff, Meyerhold before the
revolution,—all of which re-
gardless of their separate ide-
ologics, were frue theatres—
has not even a conception_of
such a theatre. The o}ly
visible exception is the Group
Theatre. In such collectives
for which proletarian circles
offer much more fertile
ground, lies the true future of
the American theatre.

Blue Eagle

A serious criticism is levelled
against the content of the New
Dance Group’s Blue Eagle. The
group appeared before an en-
thusiastic and extremely sym-
pathetic working class audience
at an East Side Settlement
House. After the performance
members of that audience, in-
tent on expressing their appre-
ciation, flocked backstage and
showered the dancers with praise
and compliments—that is, all
but one disgruntled member, an
Italian laborer, who was ob-
viously displeased. Making his
way through the crowd that
surrounded the  troupe, he
paused a moment and then with
the aid of appropriate gesture,
expréssed himself :

“Your dances coulda been
all right,” he said, ‘“but wan
ting no good.”, When asked to
explain himself, he very heated-
ly exclaimed, “For Christ sake
—why da hell you no killa da
Blue Eagle!”

TO ALL ACTORS

The most important move-
ment of the actors since the
great Equity strike of 1919 is
now taking place. A full ac-
count of the developments was
published in the April issue of
New Theatre. Because the
matter is so important, the
editors will send a copy of the
April issue (while the copies
last) to any actor requesting it.
Let us hear from you—now!
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The Revolutionary Theatre Holds Its
~ Second National Festival

Two years ago in April, 1932,
delegates of workers theatres
met on 2 large scale for the
~ first time in 2 National Work-
ers Theatre Festival. The place
was New York City. One after-
noon and evening was given
over.to 2 dramatic competitiori,
with some twelve of the best
workers theatre groups from
the eastern half of the country
presenting short plays and reci-
tations. A second day was giv-
en over to a theatre conference
which discussed the experiences
and problems of the workers
theatre ind formulated a pro-
gram for future work. To this
conference delegates came from
groups as far west as Illinois.

The most important work
done by, that conference was to
establish the League of Work-
ers Theatres of the U. S. A.
and affiliate it as a section with
the International Union of the
Revolutionary Theatre. This
for the first time established a
national center for guidance, ex-
change of experience and reper-
tory, and organizational assist-
ance to the many scattered
workers theatre groups thruout
the U. S. A. The festival took
place, significantly, in the same
spring when for the first time
in many years the annual Little
Theatre Tournament of the
bourgeois amateur theatre was
cancelled because of the econo-
mic situation. The Little The-
atre Tournament was not held
last year, either, although sev-
eral sections of the League of
Workers Theatres held success-
ful local festivals (New York,
Cleveland, Los Angeles, etc.)
A recent announcement stated
that the Tournament would not
be held this spring, also.

Now, after two years, the

BEN BLAKE

second National Theatre Fes-
tival of the League of Workers

Theatres has been held. The

growth of the revolutionary
theatre movement in America is
indicated by many facts: The
Festival was held from April
13 to 15 in Chicago—a sign
that New York is no longer the
one strong center of the revo-
lutionary theatre.  Delegates
came this time from as far east
as New Jersey, New York, and
Boston, as far south as Louis-
ville, Kentucky, and as far west
as Los Angeles. A good dele-
gation came from the Progres-
sive Arts Clubs of several ci-
ties and towns in Canada.
There were delegates from De-
troit, Cleveland, Grand Rapids,
Milwaukee, Gary (Indiana),
Kansas City (Missouri), Mo-
line, and other cities. New Jer-
sev and Boston delegates
thumbed their way.

Entire performing groups
came to participate in the dras
matic competition at the festival
from New York, Cleveland,
Gary, Detroit, Moline and Los
Angeles. The Shock Troupe of
the Workers Laboratory The-
atre of New York toured to
Chicago, performing in four
cities on the way. The Blue
Blouses of Los Angeles rode a
bus for four days and nights
without stopovers for sleeping,
in order to perform at the
festival |

Another important feature of
the festival was the attendance
of delegates from a number of
stationary theatres, both semi-
professional and professional,
including theatres of high stand-
ing nationally. The Workers
Theatre of Chicago, the New

-
Theatre of Hollywood, and the
Theatre Collective of New
York were represented, as were
the Theatre Union and the
Group Theatre, the latter two
&:gung New York’s best profes-
sional theatre organizatiqps.

Absent were representatives
from farmers theatres, stu-
dents theatres, and all-Negro
theatres, tho there were Negro
players in at least three of the
seven English-speaking groups
that performed. Two Chicago
Negro choruses (one of the
Unemployment Council and one
of the International Labor De-
fense) appeared as guests on
the program, as did a Ukraini-
an Workers Ballet and a Bul-
garian workers children’s dance
group. .

The conference of delegates
met mornings and afternoons
for two days. Three evenings
were devoted to performances.

The business of the confer-
ence was as follows:

“From a Mass Movement to
a Mass Organization,” 2 report
on the present political situa-
tion and the work of the®
League of Workers Theatres
(LOWT) in its two years of‘
existence—by Harry Elion, Na=x
tional Secretary of the LOWT.

“Creative -Problems of the
Revolutionary Theatre”—a re-
port by John E. Bonn, member
of the National Executive Com-
mittee of the LOWT.

Reports of the work of the
various districts and sections _of
the LOWT.

General discussion
previous reports.

“The Theatre and the Press,”

a report with main emphasis on
the development of New The-

all

on
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atre, official organ of the
LOWT-=-by Bea Blake, editor
of New Theatre.

Discussion on press report.

“Organizational Problems of
the LOWT,"” a report—by An-
ne Howe, National Organiza-
tional Secretary of the LOWT.

“Workers Theatre ip Cana-
da,” a report—by Ed Cecil-
Smith, of the Progressive Arts
Club of Toronto.

After the reports and discus-
sions, the conference divided up
into commissions for intensive
study, exchange of concrete ex-
periences, and formulation of
future programs. FEach com-
mission was devoted to one
specific aspect of the revolu-
tionary theatre. Commissions
met on the following subjects:

“Concentration Work" — the
development of workers
theatre groups in the most

important industrial centers,
of farmers theatre groups, of
Negro theatre groups, etc.,
the devélopment of a move-
ment to attract professional
theatre workers to the revo-
lutionary theatre, the devel-
opment of a program in de-
fense of the interests of the-
atre workers in their unions.
~- Chairman, M. Gorelik.

“Repertory” — Chairman, B.
Blake.

“Production and Training”’ —
Chairman, S. Karnot.

“Theatrc  Management”
Chairman, A. Saxe.

“Stationary Theatre” — Chair-
man, J. E. Bonn.

“Children’s Theatre” — Chair-
man, W. Lee.

“Organizational Matters of the
LOWT"” — Chairman A.
Howe.

A special report on radio
work was submitted by E.
Kazan.

The commissions met simul-
taneously for a three-hour peri-
od. Then the conference re-
assembled to hear the resolu-

tions and recommendations of

the commissions. Sentiment
was outstanding among the dele-

gates that the most fruitful
work of the conference was ac-
complished in the commissions,
for there actual experiences
were told in detail. It was felt
that the commissions had been
far too brief, that in the future
a much greater part of such
conferences should be devoted
to the work of commissions.

The time of the commissions '

was too short to allow for the
drawing up of satisfactory reso-
lutions for the theoretical guid-
ance of the various phases of
theatre activity.  Therefore
the commissions submitted only
resolutions on definite practical
organizational steps to be tak-
en.

The copference voted to as-
sign the task of formulating
resolutions summarizing the ex-
periences and sentiments of the
commissions to- the National
Executive ~ Committee, which
was to mimeograph and dis-
tribute these resolutions as well
as the entire proceedings of the
festival.

The commission on LOWT
organizational problems thru
its chairman Anne Howe rec-
ommended that a coast-to-coast
National Executive Committee
be established instead of the
present one which is composed
of New York members only.
Two members of each section,
plus a National Buro at pres-
ent to function from a National
Office in New York but later
to be moved to a more central
point, would constitute the Na-
tional Executive Committee. It
also recommended the re-elec-
tion of Harry Elion, John E.
Bonn, and Anne Howe to the
Committce in their present
functions. It proposed to recom-
mend that a new editor of New
Theatre be chosen. All these
proposals were adopted by vote
of the delegates.
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The Presiding Committee
elected at the beginning of the
conference included Maeislin
(Los Angeles), Marvin (Mo-
line), Romaine (Milwaukee),
Holt (Chicago WLT), Simon
(Chicago Workers Theatre),
Tann (Artes, Chicago), Mit-
chell (Cleveland), Block
(Gary), Tepp (Newark), Bonn
(NEC and Presidium of
IURT), Howe (NEC), Saxe
(WLT-NY), Trufin (Ukrain-
ian Dramatic Circle, N. Y.),
Kazan (Group Theatre, N.
Y.), and a delegate of the
Theatre Union, N. Y. :

Greetings were received and
read from the International
Union of the Revolutionary
Theatre and the New York
District of the Young Pioneers
of America.

In the three evenings devot-
ed to performances, nine the-
atre groups appeared in com-
petition, together with guest
performances by the chorus
and dance groups as noted
above, and a guest performance
of a scene from “Fortune
Heights,”” presented by the Chi-
cago Workers Theatre, a star
tionary theatre. Some of the
competing groups also gave
guest performances which were
not included in the competition”
but which afforded an oppor-
tunity to see more of the work
being done by them.

Guest performances of this
nature included the Workers
I.aboratory Theatre of New
York in “LaGuardia’s Got the
Boloney,” a satirical musical
revue dealing with New York’s
demagogic mayor; and the Blue
Blouses of Los Angeles in
“Recruit” by M. Leon, a mass
recitation against war and for
solidarity between workers and
soldiers.

The dramatic competition
consisted of the following per-
formances:



Impressions of AMERICA, AMERICA, Aifred Kreym-
borg’'s dramatic poem, presented as a shadowplsy at
the Nutional Theatre Fesatival ny tne Workers Little
Theatre of Cleveland.

AMERICA, AMERICA, will be presonted =t the ‘New
Theatre Night” by the Repertory Plavhouse Asso-
clates on May 20 at the Civic Repertory Theatce,
New York City
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presented by the
Club Dramatic Group of De-
troit. A montage-play, made
up of incidents and recitation
showing the suffering of the
workers in the last war and de-
claring for revolutionary strug-
gle against the threatening new
imperialist war. Done with
blackouts and rhythmic move-
ment, as well as realistic ele-
ments.

“Oh Yeah,” presented by the

Ukrainian Dramatic Circle of

New York. A highly stylized
satire picturing the various na-
tionalist factions of the Ukrai-
nian chauvinists and their fail-
ure to dupe a Ukrainian work-
er in this country, who finds
that only the ‘‘red” Ukrainian
tells him the truth and helps
him fight for bread. Simple
movements, skilful caricature,
good make-up, varied rhythmic
action. .
“America, America,” present-

ed by the Workers Little The-

atre of Cleveland. Adapted
from the poem by Alfred
Kreymborg. Done in the in-

teresting medium of the shadow
play. .

“Courtroom Scene,” present-
ed by the Workers Dramatic
Club of Gary. A realistic play
showing the trial of an organ-
izer of the Steel and Metal
Workers Industrial Union,
framed up by company dicks on
the charge of throwing a rock
at a detective from the picket
lige.

“Post Mortem,” staged by
the New Theatre of the Tri-
Cities (Moline, Davenport, &
Rock Island), a symbolic fan-
tasy showing J. P. Morgan,
aided by Franklin D. Roosevelt,
and Norman Thomas, as the
real dead (out of the grave for
a little while) attempting to
rule the living (the workers
and farmers) for a little long-
er—but sent back to the grave
by the aroused masses.

“Newsboy," presented by the
Workers Laboratory Theatre
of New York. A dramatic
montage from a poem by V. J.
Jerome, scenes from “1931”
and the Jooss ballet plus origin-
al material. With music and
dance movement, blackouts.

“A-Shopping We Will Go,”
presented by the Blue Blouses
of Los Angeles. Semi-stylized
Hindu magician show, with the
A. F. of L. rank-and-file com-
ing up thru the audience to as-
sert its determination to strike
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for better conditions in spite of
its leaders, in spite of Roose-
velt's boloney, in spite of the
treacherous NRA. Concluding

with a mass recitation.

“In The Hog House,” pre-
sented by the Workers Labora-
tory Theatre of Chicago. Re-
alistic play showing the Negro
and white workers in the stock-
yards, united in the Packing-
house Workers Industrial Uni-
on, winning a strike.

The judges awarded first
place to the Workers Labora-
tory Theatre of New York
(“Newsboy”), second place to
the Ukrainian Dramatic Circle
of New York (“Oh Yeah"),
and third jointly to the Work-
ers Dramatic Club of Gary
(“Courtroom Scene”) and the
Blue Blouses of Los Angeles
(“A-Shopping We Will Go”).

A critical evaluation of the -
performances, together with
full accounts of various aspects
of the second National Theatre
Festival, will be published next
month and in succeeding months
in the pages of New Theatre.
The National Executive Com-
mittee of the LOWT is also
preparing to issue a secries of
mimeographed bulletins contain-
ing in detail the proceedings
and results of the festival.

On June 1st, Unity Theatre,
24-26 East 23rd St., is moving
to Mineola, Long Island, for
the summer. They are renting
one of the world's oldest and
most delapidated farms where
they expect to do a First Year
Plan. There will be about 20
in the group and they are
planning a season of intensive
work on plays for production
during the summer and next
winter. Many young men and
girls in Mineola are anxious to
become members of Unity The-
atre and thus start a dramatic
group of their own. This defi-
nite strengthening of Unity

Theatre will make it possible to
present plays at all the Work-
ers Centers in Long Island of
which there is an ever growing
number. The repertoire will
include the four short revolu-
tionary plays “Credo”; “Death
of Jehovah”; “Class Collabora.
tion” and “Brodway, 1933”
which are now being presented
every Friday, Saturday and
Sunday evenings at the theatre's
headquarters.

THEATRE ARTS
IN SOVIET RUSSIA

avU O

At THE NEW SCHOOL FOR
SociaL RESEArRCH; Nina Tar-

asova, songs; lLee Simonson,
theatre; Julien Bryan, films.

Mr. Simonson seems to have ~
made a discovery and he is very
cnthusiastic — even inspiring.

-

The most absorbing part of
the program was the films. Mr.
Bryan brought a surprise film
showing the czar, the czarina,
the court and court life in the
vear 1905. Then he showed these
courts, palaces, churches as they
are today. This juxtaposition
was one of the best arguments
for Soviet life.



 “CROWD SCENE”

When Masses Must Walk the Stage

(Mr. Merlin, now a producer,
has directed plays for the last
eighteen years. His ability to
present plays that call for
handling crowd scenes has
been particularly praised by
reviewers. Here a veteran
American . director writes a
technical description, for other
theatre workers, of how certain
effects can be achieved.)

When a crowd scene is to be
depicted on the stage in the
revolutionary theatre, it must
possess far greater signifi-
ance than in the ordinary the-
atre, since, when the revolu-
tionary playwright shows a
crowd on the stage, he does so
not merely to create excite-
ment, but to convey an au-
thentic mass emotion that is an
integral part of the action and
emotion of the play as a whole.

This article does not pretend
to go into the philesophy of
how and when crowds should
be used on the stage in the rev-
olutionary theatre. It will at-
tempt only to present a few
technical points that I have
found valuao.e as a director of
many plays calling tor crowd
effects.

Suppose the director of a
play must snow the mass ac-
tion of workers in a big plant,
or the movement of a whole
town, roused to mass demon-
stration. The first obvious so-
lution is that of reproducing
the scene in detail, using three
or four hundred actors. This
is easy to do. Size is in itself
impressive. Since, however, in
the professional theatre a pay-
ro!l must be faced on Saturday,
and in the non-professional
groupa there are far from
enough devoted men and wo-
men to appear nightly for re-
hearsal and appearance in a

FRANK MERLIN

brief scene or two,—and usu-
ally no stages with sufficient
piaying-space—such a mob must
be cut down to twenty or thirty

people.

The director sometimes em-
ploys the tried and true device
of having the mob offstage, and
only the leaders of 1v visible to
the audience. That seldom
works satisfactorily. The audi-
ence wants to participate by
actual seeing and hearing, and
this participation of the audi-
ence is particularly important
in the revolutionary theatre.

.

In my own practice, I have
used different devices. In
“Rope,” for example, a lynch
play involving a whole com-
munity, I used exactly seven-
teen actors. Omn a stage that
gradually darkened, 1 nad them
come on in groups of twos and
threes, slowly, ominously ga-
thering. Finally, in the pitch
blackness, muffled cries were
heard, sharp commands, and
then, on cue, a sharp white
light cut through the envelop-
ing blacknese, lit a shaft of il-
lumination on a few figures,
and on the outskirts of that
shaft of light the shadows of
the otHers looked like at least
seventy men.

In “False Dreams, Farewell,”
I kept a huddled mass of actors
near the center of the stage,
and during a short hysterical
crowd scene, had these joined
by others who came on from
various entrances. This gave
the effect to the audience of
hundreds more crowding/in the
immediate vicinity, though not
at the moment visible. These
directions in handling crowds
are more or less of a mechan-

ical nature. Before leaving
this point, however, I would
like to pass on one tip to fel-
low workers. In watching
crowds in newsreels, I have no-
ticed that there is always a
‘comparatively large space be-
tween their- component mem-
bers. With this fact as a
guide, I rehearse actors in
crowd scenes to keep a full
arm’s length away from their
neighbors. Try a scene with
100 people on the stage, huddled
together. Try the same acene
with 50, all keeping their dis-
tance from each other. The
effect of the second is much
more realistic and thrilling.

More important in creating
an effect of reality and vigor
is the psychological attitude of
the actors in such a scene.
Actors have a tendency to use
the same words and gestures to
convey the general emotion de-
sired. This makes for a chorus
rather than a crowd. When a
chorus-like effect is desired, a
rhythm fee-this can be worked
out. But when realism is want-
ed, the director must supple-
ment the actors and even the
author in supplying phrases
and movements.

In a prolonged crowd scene,
actors can build up a bit of
“character” for themselves,
and this will dictate movements
that will vary the scene. Thus,
in “False Dreams,” on a ship-
board scene, one passenger was
turned by the actor into the
typical “deck-walker”; another
made himselt a chronic drunk, -
a third appeared obviously on
his first trip—and all this
without a word. In a quick
crowd scene, it is not important
what the actors do, as long as
they don’t . all do the same
thing.

Time after time I have seen
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such famous mob scenes as the
Forum Scene from "Julml

on the part of the actors, in-
stead of the use of actual lines.
This will inevitably happen if
the actors are told merely a
vague general outline of what
they must do. My method in
such cases has oeen to tell the
mob the meaning of the scene,
not in the words of the play-
wright, but in their own words,
to give them a proper back-
ground for what part they play.

I had to use local “extras”
for this work in touring, and
would say to them, to set them
‘for the funeral oration scene,
for example, “You are starving,
things are not going right with
the state. You do not know

As a final point, I would like
to say that I have found that
the mood the director wants to
create must start in himself, It
is almost impossible to get a
group of actors excited if one
does not talk excitedly to them.
Or, if they are playing a sod-
den mass of down-trodden peo-
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ple, one cannot talk to them in
exalted tones in directing this
scene. Having set the general
mood, first in oneself, then in
the group, the problems of
spacing, of brief characteriza-
tions, and 80 on, can be solved
almost mechanicslly. And their
solution, because it grows from
basic rightness of mood, is apt
to be good theatrically, and as
far as carrying on the general
line of play is concerned.

In the case of presenting a
revolutionary ~lay, this would
seem to be particularly ap-
plicable, since it makes for in-
tegrity of the general line of
the production, and for real im-
portance, rather than a mere
exciting interlude, as far as the
use of crowds is concerned.

VOICE OF THE AUDIENCE

IMPRESSIONS OF A NEWCOMER

O one whose meager knowl-

edge of assembling a play
has been gleaned solely from
the movies and plays he has
seen concerning themselves with
this business, the casting of “In-
tervention” has been a distinct
revelation.

The threadbare backstage
play-—of “‘the show must go on”
type, dealing with the harrowed
playwright who agonizedly looks
on while the product of his
brain is systematically and un-
feelingly torn to bits, the cigar
stub chewing director furiously
browbeating the nerve racked
principals and lesser satellites,
the wise-cracking assistant di-
rector, the jumble of odd bits
of scenery, the racket being
made by stage hands, electri-
cians, carpenters, —- the
whole an impression of utter
confusion and chaos, is a theme
already too familiar.

etc.

With this picture in mind,
your apprehensive reporter
came to the Workers Labora-
tory Theatre for a tryout. “In-
tervention,” then being  cast,
was read to the expectant act-
ors, and the fun was on.

We were asked to read one
part, then another and a third.
The readings over, criticisms
were called for. Criticism! From
us! We who had had no ex-
perience of this sort were in-
vited to voice our opinions. The
director here was not the sup-
reme dictator. It seemed in-
credible! After the amazement
wore off and it finally penetrat-
ed that my voice would carry
weight, together with that of
our director, I was ready to
stand up and cheer for the Re-
volution. In the vernacular, this

was ‘‘terrific.”

Subsequently, those of us who

had tentatively been assigned
parts were instructed to attempt
an analysis of each character
from ‘the viewpoint of social
background, education, habits
temperament, etc. Again I was
puzzled. What kind of class-
room tactics were these? Were
we doing a play or psycho-
analysis? Further instructions
to read up on the history of
the period in which “Interven-
tion” was laid, created more
mental opposition. T'o hell with
these pedagogic methods—

Well, 1 got over that too.
Although considerable time was
consumed, some of it apparent-
ly wasted, the schoolroom tac-

tics proved invaluable.

In the writer's humble opin-
ton the Theatre of Action may
be in its infancy but it's a
mighty lusty brat.

— PauL ArraNow
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A THEATRE OF ACTION

THE STORY OF THE WORKERS LABORATORY
THEATRE OF CHICAGO

of a secttlement house

where the Chicago Work-
ers’ Laboratory Theatre was
born. The time: one year ago.
The characters: six members
of the new dramatic group, fif-
teen members of ™2 neighbor-
hood Unemployed Council, and
director—recruited from

THE scene was the stage

one
the little theatre movement,
and come ‘“down” to help the

“struggling young artists"—as
she put it. Wearing a thousand-
dollar mink coat and a direc-
torial air of superiority, s%e
was telling us what to do. The
previous week we had begun
work on a revolutionary mass
chant. Having too few actors,
we had invited Unemployed
Council members to take part.
Copies of the play were handed
out and a ‘reading rehearsal
began. As the unemployed
workers got into the swing of
the chant, the angry refrain
“Revolt” grew stronger and
stronger. At the end, when the
entire group marched forward,

“We'll take the world!

saying:
It's ours,” they gave a stirring
performance.

Greatly agitated, our bour-
geois director called me over to
one side and said: “We've got
to stop this at once. My God,
do you realize what you are
doing? These people take it
seriously. They're not play-
acting. They mean it. You don’t
know what you're starting.
This is dangerous!”

We have not seen the bour-
geois director since that night,
but I feel indebted to her for
expressing the purpose of our
workers’ theatre: A theatre
which the working class takes
seriously. A theatre which ex-
presses the interests, the

ALICE EVANS

strength and the rebellion of
the workers. A theatre which
is dangerous to bourgeois so-
ciety.

[

This incident clarified the
role of the Workers’ Labora-
tory Theatre to its members.
We had begun dramatic activ-
ities at the scttlement house a
few months before as “A The-
atre With Its Footlights Facing
the New Social Order’”—an at-
tempt- by young collegians and
bohemians to make a splash in
the mild waters of liberalism
with a new kind of amateur the-
atricals. “The social problem
play’s the thing” was our only
guiding idea. The group couldn’t
stay agreed long enough ideo-
logically to achieve any expert-
ness technically. After two pro-
ductions, “Can You Hear
Their Voices?” by Hallie Fla-
nagam_uand “l.oud Speaker” by
John "Howard Lawson, the
group split. The liberals broke
off from those who felt the
world economic crisis was so
imperative that we must give
only plays of the class strug-
gle. The small group of revolu-
tionaries began again, as the
Workers' Laboratory Theatre.
In the course of a year, since
that time, we have made every
mistake that a workers theatre
can make. We have learned a
great deal from these mistakes.
It is with the hope that they
may be of help to other groups
in the same position that I am
telling them.

X E started as an indefin-

ite cross between the
stationary theatre and the the-
atre of action. At the time both

-

terms were unknown to us. We
knew that we wanted a theatre
composed of young workers
giving plays about the class
struggle. That was all. Our
first play was “The Hand of
God,” an adaptation by one of
our members of Whitaker
Chambers’ story, ‘“Comrade
Munn.” It was a good little
play, aside from its unrealistic
presentation of a strike situa-
tion, but our first performance
was a flop. It was presented
from the settlement house stage
with a combination of bad act-
ing and elaborate scenery to an
audience of thirty or forty
polite relatives and friends. We
realized then it was not our
function to be a stationary the-
atre. Our members were not
well-trained actors, nor were
they patient enough to work at
becoming so before producing
any plays. Our group was too
small to stand the financial
drain of eclaborate scenery, or
the organizational drain of
promotion and publlcnty in or-
der to get augiences. We re-
cast our ideas of what the
Workers Laboratory Theatre
should be. We got three en-
gagements to give ‘“The Hand
of God" before workers groups
in the city. We rehearsed every
night for one week; we im-
proved the tempo, interpreta-
tion and power of the play.
Finally, we had the thrill of
presenting it to a responsive
audicnce of one thousand work-
ers at a Lithuanian Workers
Ceclebration. From that time on
the Workers Laboratory The-
atre became a theatre of action.

A violent dramatic experi-
ence  which strongly affected
the composition of our group
came shortly after this. We
were in the midst of producing
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one act of “Gods of the Light-
ing."” The personnel of the
group was still confused: a few
workers had strayed in and a
nucleus of radical students had
remained We were, however,
greedy for members with pro-
fessional experience or little
eatre training. Such a one
was our leading actor in “Gods
of the Lightning.” A fellow of
obvious personal wealth, he
nevertheless seemed interested
in the revolutionary movement,
and he was an excellent actor.
Three days after we performed
“Gods of the Lightning” to an
enthusiastic workers' audience
at an LW.W. hall, the Sopkins’
strike broke out. Twelve hun-
dred Negro girls, employed in
four dress-manufacturing sweat
shops on Chicago's South Side,
walked out under the leader-
ship of the Needle Trades
Workers’ Industrial Union.
The largest Sopkins’ shop was
six blocks from the settlement
house where we rehearsed.
Three of us from the theatre
group were on the picket line.
The second morning, turning a
corner with two of the strikers,
I came upon the star actor of
the Workers’ Laboratory The-
atre, standing outside the dress
shop adjoining Sopkins’ (also
on strike), talking to a cop. He
greeted me with a forced smile
and apologized for the fact
that his father-in-law owned
the picketed shop.

“But—can’t you do anything
for the strikers?”" I asked.

“You see,” he answered, ‘“‘we
really can't. If we grant their
demands, we'll have to close
up—couldn’t make any profit.
We're losing money every min-
uté"this strike is on. We've got
to break it. I'm still sympa=«
thetic, you know—but I've got
to make a living.”

I walked on, with two of thc
girls who also had to “make a
living,” and who being were
paid from $1.50 to $7.00 a
week.

After the strike was over, we

invited this “comrade” to at-
tend a meeting of the Work-
ers’ Laboratory Theatre at
which he would have a chance
to defend himself. He refused
to come. At the meeting when
we expelled him, a discussion
took place on the necessary
close tie-up between a workers’
theatre which gave plays about
struggles and the struggles

‘themselves. We lost a few mem-

bers after this- meeting, for
they felt the judgment of the
renegade too severe. Those of
us who remained knew a greater
clarity, a feeling of closeness
to the striking workers, a de-
termination. to build a theatre
which would express their spirit
and be of use in their struggles.

E author of our next

play, however, was neither
a worker nor a Communist, but
a young intellectual whose
father is the well-to-do leader
of a strong union in Chicago.
Experience with him has shown
us that there is value in involv-
ing people not interested in
workers struggles in the group.
We realize now that the The-
atre of Action has an important
function as a mass organiza-
tion, because it draws into its
activities members who cannot
be brought into the movement
any other way. It serves in a
sense the function of a work-
ers’ sport group, offering young
people something they care
about doing, and through par-
ticipation they become acquaint-
ed with and attached to the
revolutionary movement. The
young intellectual in question
wanted to write plays, to see
them performed, to get criti-
cisms. He found opportunities
for this in the Workers Labor-
atory Theatre that he could
find nowhere else. After read-
ing several plays to us which
we discussed seriously, praised
for their good dialogue nad
criticized for their bourgeois
approach, he wrote “The Big
Shot,” an excellent short play in
which the hero joins the Un-
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employed Council, and the final
line is: “If T can’t work for a
living, by God I'll fight for it.”
We have given this play about
forty times to date, with five
different casts, at forums, pic-
nics, strik¢ meetings, and Un-
employed “Council halls. The
author is one of our most active
and valuable members. He just
finished a new play about a
struggle in the South, where an
organization of Negro and
white sharecroppers prevents
the lynching of their Commun-
ist leader.

We have discovered a second
function of the Theatre of Ac-
tion as a mass organization:
the political education and per-
sonal development of its mem-
bers. We have one young work-
er who, when he joined, refused
to submit to group discipline of
any kind. He was irresponsible
about coming to reherasals and
unmanageable when he artended
them. He had an excellent
voice though, and our director
gave him a good part and
worked patiently with hin.
Gradually, through the chance
to “let loose” which he got on
the stage, the excitement of per-
formances, and participation in
orderly rehcarsals, he became
a quieter, more reliable and ef-

fective cqmrade. There are
other cases of workers who
have overcome self-conscious-

ness, learned to speak under-
standably, developed poise and
leadcrshlp abilities through par-
t:c:patlon in workers' theatre
activitics. As for political educa-
tion, we bring our membership
into direct contact with the or-
ganized revolutionary move-
ment in many ways. Last week
we were on the program of an
Anti-War mass meeting. An-
other time, the teacher of our
playwrighting class made at-
tendance at the Second Farm-
ers National Convention Mass
Meeting an assignment to the
students. This expericnce prov-
cd not only valuable in giving
the studcnts playwrighting ina-
(Continued on Page 22)
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“STEVEDORE”

in its program that its

point of view is that
there is but one constructive
gu%e in the prevailing situa-
tion; -the interest of the great
masses of the people, the work-
ing people, the workers as a
class. If this point of view was
expressed with eminent success
in Peace on Earth, its current
production, Stevedore, does so
magnificently.

T HE THEATRE UNION states

Stevedore, a new play by
Paul Peters and George Sklar,
deals with the most bitterly ex-
ploited section of the American
working class, the southern Ne-
gro. It bases itself on factual
material. A program note men-
tions the attacks on Negroes in
East St. Louis in 1919, the Dr.
Sweet case in Detroit, the Bo-
galusa lumber strike, the New
Orleans dock strikes, the Colo-
rado bathing beach fight, the
attacks on sharecroppers at
Camp Hill and Tuscaloosa,
Alabama. It is just as true,
however, of the Scottsboro case
and of innumerable other epi-
sodes which are part of the
daily bread of the American
Negro. Revolutionary drama
is not evolved out of thin air.
It springs from a deep sense of
exploitation and revolt. It is
an exposition and a weapon. It
is true and poignant and rous-
ing. Stevedore is all of that.

The action of Stevedore is
laid along the dock front of
New Orleans.  Its story is a
simple and familiar one-—one
which with some slight varia-
tions, we have read and rercad
in the daily press time and time
again. But it managed in its
ten rapid and intensely moving
scenes to bring home to the au-
dience with amazing power the
cruel injustice, the cynical ex-
ploitation which is the lot of a

Reviewed by
‘JACK SHAPIRO

basic section of the American
people. It also managed to im-
press its audience with the con-
viction that there is a great soul-
stirring hope, that there is an
ever growing will and capacity
among workers, both black and
white, to rise and put an end
to lynching and race hatred and
exploitation. ~ For those who
have been struggling to solve
the problems of revolutionary
drama and theatre, Stevedore
holds an important lesson.

A characteristic fault of
many of our revolutionary plays
is that in their anxiety to im-
press their point they fall into
non-dramatic means. There is
little of that in this play. Steve-
dore manages to induce a cre-
ative attitude on the part of its
audience. It gives us a situa-
tion rather than the play-
wrights' comments, but a situa-
tion translated through the rev-
olutionary vision of the authors.
As a result the audience inevi-
tably draws the right conclu-
sions but draws them creative-
ly from the dramatic action.

HE revolutionary
drama, as well as in po-
litical science, is not superim-
posed upon life but springs
from life itself. The characters
in Stevedore, therefore, move
about the stage not as coolly
planned tools for the conveying
of an idea but as thoroughly
human beings. They weep and
cringe and laugh and play and
fight. They are shown in their
strength and weakness. The re-
sul¢ is immensely thrilling and
convincing, and when in the last
scene black and white workers
leap over their improvised bar-
ricades to rout a lynch-crazed
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mob, the audience in spirit leaps
with them.

The actors, for the most part
Negro, act with a gusto and
spontaneity rarely to be wit-
nessed on the American stage
The settings by S. Syrjola and
direction by Michael Blankfort
are beautiful. The net result is
so overpowering that one is re-
luctant after the last curtain to
begin to concentrate on what-
ever minor weaknesses there
are to be found. There is one
fault, however, which to me
secems too apparent to be easily
overlooked. I for one could
have easily dispensed with the
first two scenes, particularly the
opening scene. It seems to me
out of gear with the rest of the

play in style and spirit and un-
necessary structurally. It may
be argued of course that with
as broad an audience as the
Theatre Union tends to attract
we cannot be too thorough in
exposing the flimsiness and hy-
pocricy of the age old “rape”
cry, but I feel sure that this
could have Been done during the
progress of the play proper
without guch a thoroughly non-
integrated scenc which sets off
the conflict at a false tangent
and which one is glad to have
forgotten at the close of the
plav. ’

But this fault, while impor-
tant, is completely engulfed in
the engrossing drama that fol-
lows. Stevedore is a great step
forward, a tremendous victory
for the revolutionary theatre.
It not only deserves the full sup-
port of the working class and
the broad masses, but will un-
doubtedly get it on the basis of
intrinsic merit.
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The Revolutionary Film—Next Step

HE film movement in Am-
T erica has for some time
been faced With the problem
of what film forms are its true
concern. The Film and Photo
Leagues have up to nmow pro-
duced mainly newsreels. They
are necessary because of the rig-
id censorship and the malicious
distortion that the capitalist
film companies use in their
treatment of events relative to
labor and labor’s struggles.
These newsreels serve an agit-
ational and revelational func-
tion to arouse the working
class, and as a corrective for
the lies of the capitalist agenc-
jes. A strike, demonstration or
hunger march is shown with
the full brutalities of the po-
lice, with the full heroism and
militancy of the workers, with-
out the distractive mocking
comment of the bourgeois an-
nouncer.

Because newsreels are frac-
tional, atomic and incomplete,
the revolutionary movement
has required a more synoptic
form to present a fuller pic-
ture of the conditions and
struggles of the working class.
And so the synthetic documen-
tary film has become an im-
portant form for film work-
ers in the revolutionary move-
ment — a form which allows
for more inclusive and implic-
ative comment on our class
world than the discursive
hewsreel. For this great and
rich medium the bourgeois
filmers have had little use,
" gince they cannot face the
truths that the documentary
camera can report. Their lies
are better served by a more
closely supervised camera in a
shadowed studio under the kind
sun of California. Aside from
a few reels on sports, some
shorts of believeitornots, and

LEO T. HURWITZ

the half-truth-half-lies of in-
dustrial and “educational”
films, Hollywood has ignored
the vast possibilities of the
synthetic film document.

Another factor, besides its
great effectiveness, has deter-
mined the preoccupation of the
radical movie-makers with the
documentary film. At this
time, with the radicalized
working-class as small as it is,
it is almost impossible for eco-
nomic and technical reasons to
undertake the vast task of
producing and distributing re-
volutionary dramatic films,
which, in some ways, are cap-
able of going beyond the docu-
ment (as the synthetic docu-
ment transcends the newsreel)
in its width of scope, its syn-
optic approach, in its ability
to recreate events and emo-
tions not revealable to the cam-
era in the document.

HE problems of documen-

tary montage are very

different from that of
the dramatic film. The former
may be called external mon-
tage, the creative comparison,
contrast and opposition of
shots, externally related to
each other, to produce an ef-
fect not contained in any of
the shots—or, as Samuel Brody
has well described it, “reality
recorded on film strips and
built up into wholes embody-
ing our revolutionary inter-
pretation of events”. For this
type of cutting, “The Man
With the Movie Camera” is
the textbook of technical pos-
sibilities. The dramatic film
presents the problem of what
may be called internal mon-
tage, which is essentially a re-
creative analysis and recon-
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struction of an internally re-
lated visual event in terms of
shots of film, to reveal best
the meaning of the event. The
documentary film embodies the
reporting on film of actual
events and the creative addi-
tion of these bits of cinema-
tographed reality to render an
interpretation of that reality.
The dramatic film involves in
its cinematography the inter-
pretive breaking-up of the re-
created reality, and, in its
montage, the synthesis of these
analysed elements to recreate
the event on film from a given
point of view.

Any acted sequence in an
ordinary film will serve as an
illustration of internal mon-
tage—any direct succession of
acts to render a dramatic
event. An example of external
montage may be taken from a
recent newsreel compilation by
the New York Film and Photo
League. The newsreel shots
are sure: President Roosevelt
signing a state paper and
looking up at the camera with
his inimitable self - satisfied
smile, and a shot of fleet man-
oeuvers—two shots taken in
widely separated times and
places and not essentially (but
externally) related to each
other. By virtue of splicing
the shot of the warships just
after Roosevelt signs the paper,
and following the threatening
ships of war, with the rest of
the first shot (Roosevelt
looks up and smiles), a new
meaning not contained in ei-
ther shot, but a product of
their new relation on film, 1s
achieved—the meaning of the
huge war preparation pro-
gram of the demagogic Roose-
velt government.

External and internal mon-
tage, as described here, are by
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no means mutually exclusive.
Both may be used, and in fact
have been used frequently to
complement each other—some-
times with emphasis on the
document as in Ten Days That
Shook The World, sometimes
with the emphasis on the re-
created d , a8 in The End
Of Saint Peffrsburg.

A mixed form or the syn-
thetic document and the dram-
atic is the next proper con-
cern of the revolutionary film
movement: to widen the scope
of the document, to add to the
document the recreated events
necessary to it but resistant to
the documentary camera eye—
a synthetic documentary film
which allows for material
which recreates and fortifies
the actuality recorded in the
" document, and makes it clear-
er and more powerful.

HE training of revolu-
l tionary film makers in

America has come wholly
from their experience in the

newsreel and documentary
film. What has been learned
of the problems of shooting
and cutting has been learned
in the crucible of events, in
preparing films of workers’
struggles to be used in turn as
a weapon in these struggles.
In order to study the problems
of internal montage and to
prepare for the making of the
type of film indicated above,
ten or twelve members of the
Potamkin Film School, under
the technical direction of
‘Ralph Steiner, are working in
an experimental group at the
Film and Photo League. They
have set themselves a series
of problems, each involving
the writing of a shot-by-shot
continuity for the sequence to
be fi'med, photographing of
the sequence and the final
editing. Two problems have so
far been completed. The first,
to render the simple act of
an unemployed man entering
his room after an exhausting
day of job-hunting, sitting
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down, tired, worn and without
hope. The second, a continua-
tion of the first) the landlord

entering the ro@ the
tenant with a Qfsﬁ for
non-payment of t. This

group works wholly with non-
actors in order to duplicate
conditions which will occur in
making films later. The great
task is to learn how to make
the camera eloquent, hew to
make use of the natural acts
of an untrained actor to serve
the needs of the scenario.

It is too early to indicate the
nature of the films which will
be made along the lines indic-
ated here. However, the plan
is to develop this experimental
group into a production group
within the Film and Photo
League for the purpose of
making documentary-dramatic
revolutionary films — short
propaganda films that will
serve as flaming film-s'ogans,
satiric films and films expos-.
ing the brutalities of capital-
ist society.

Program of the International Cinema Bureau

Work Groups: (1.) The estab-
lishment of work-groups for
theorctical propaganda strug-

gle. 9

a) against bourgeois, fascist
films;

b) for proletarian,
tionary Miris!

revolu-

¢) for Soviet films.

these
work groups reference mate-

Reference matenial: In
rial must be gathered for the
critical current

bourgeois fascist films.

expose of

Short This
must be worked into short
articles to press.
The following work-methods
are recommended: Collective
analysis; discussions of the

articles: material

and sent

Summary of the Decisions of
the Film Cor‘ference held in
Moscow recently to plan a

program for the Cinema
Bureau of the Inter-
national Union of
the Revolution-
ary Theatre

popular  bourgeois
A comrade should be
assigned to write reviews on
the basis of the conclusions
reached during these discus-
sions. Also on the basis of
these discussions a report on
a number of typical films can

most
films.

be drawn up.

Public Discussions: (2) Sug-
gestions of the International

Bureau to be immediately

carried out by appropriate
methods.

a) These theoretical work-
groups must organize
open discussions on the
popular films to which
prominent individuals and
comrades should be in-
vited.

Criticism: b) The screening of
a typical bourgeois film with
an accompanying  analysis.

Before the screening a report

or discussion of the general

characteristics of bourgeois
films and the refined and
subtle psychological methods
used to inject ideological poi-
son therein and the great
dangers involved. Also be-
tore and during the showing
serious or satirical comment
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on the film exposing its hid-
den fascist propaganda.

Revolutionary Film: c¢) Show-
ing a revolutionary film—
with an introduction, when
possible.

Bourgeois Newsreels: Showing
of typical bourgeois newsreel
also ‘with analytical and cri-
tical remarks directed, to-
wards the satirical expose of
the concealed propaganda.

Documentary Films: ¢) Screen-
ing of documentary films.
These must also be accompa-
nied by a lecture. The social
and political  significance
thereof and other facts must
be conveyed.

Dramatized Documentary
Films: f) Showing of drama-
tized documentary film’s.
Many documentary films,
which can be obtained, are
such that with the minimum
of inserted new shots which
can be cut into the film, can
be transformed into films
with socio-political meaning
and thus ‘“‘neutral” films can
be given a revolutionary
point.

Montagefilms: g) Experienced
comrades to make montage-
films on various current po-
litical subjects out of film-
library material. (Anti-War,
Crisis, Unemployment, Soci-
alist Construction, etc.) Also
the insertion of text into
newsreels makes very effect-
ive montage films.

Marxian Study Films: h) The
making of films for workers’
schools which utilize docu-
mentary material and graphs
to illustrate the categories of
price and profit and clarify
the forms of capitalist exploi-
tation.

Mass Action: i) Organization
of mass actign against the
fascist film by means of leaf-
lets, boycotts (attendance
strikes), sabotage, etc.

16mm Production: The most
important problem is the pro-

duction of our own 16mm
films. Apparatus must be se-
cured—at least a camera and
accessories to begin with.
‘Should be gotten from the
other cultural organizations
to whom the great import-
ance of this work must be
explained. It should also be
pointed out to thesc organi-
zations that the making of
films bearing on their own
activities is extremely im-
portant—thus a film on the
sports activities of the LSU.
~Also films for the WIR or
the ILD. Films for the rev-
olutionary theatre organiza-
tions to take the place of
backgrounds and sets.

Proletarian Newsreels: Prole-
tarian newsreel-weeklies on
the labor movement: strikes,
~demonstrations, proletarian
life as found in reality and
in tontrast, the parasitic life
of the bourgeoisie, exploita-
tion, fascist parades, terror,
etc, Such films with explana-
tory titlés can become your
first repertory. This must
be carried out in efficiently
managed fashion, of course.
The existing police regula-
tions and decrees must be stu-
died and remembered. The
film scction can organize un-
der the innocuous name of

some club, and carry on
showing on the ‘“invited
guests” method. It is cer-

tainly advisable to find a neu-
tral name for your organiza-
tion.

Very Important!
Films for the WIR: When you

have reached this point, when
you can shoot films, you
should place primary em-
phasis-on the making of WIR
films. The WIR 1is prepar-
ing a broad film activity and
vour material must and can
be the essential documentary
foundation thereof. On this
point vou may secure further
directives from the local

WIR leadership.

May, 1934

Truth Is
Forbidden

THE MAYOR OF
CHICAGO AS FILM

CENSOR
The following Associated
Press news release makes

news of film censorship which
in fact has been in practice for
years:

From the New York Herald-
Tribune - —

CHICAGO, March 2 (AP).
—All newsreel pictures of riot-
ing or mob sccnes today were
banned from Chicago motion-
picture theatres by order of
Mayor Edward J. Kelly. The
Mayor said he issued the order
because ‘such pictures ‘“‘might
incite Chicago Communists to
riot.”

There have been no major
riots in Chicago for years and
only few instances of mob dis-
orders.

“Some of the scenes cut out
were those of the rioting in
Vienna.” one newsreel official

said.

The public release of Mayor
Kelly’s statement follows the
recent meeting in Washington
D. C. of representatives of all
the major newsreel companies
in response to an  emergency
call of the Dollfuss’ agents in
the U.S.—the Austrian Em-
bassv. Ostensibly with the per-
mifslon of the U.S. State Dept.
the Fascist representative im-
plored the newsreel companies
to eliminate scenes of the heroic
struggle of the Austrian work-
ers against the brutal offensive
directed by Dollfuss. The news-
reel companies agreed, it being
no break in the tradition of
film censorship by the U.S.
Federal Government via the
mcedium of the Hays organiza-
tion (Association of Motion



Picture Producers and Distri-

butors, Inc.)

The special significance of
this official public action in Chi-
cago can only be understood
in the light of the fact that the
Roosevelt Government is ex-
tending its policy of smashing
any attempt of working" class
struggle against the NRA pro-
gram in the field of motion pic-
tares. By using the local police
power of censorship on the
grounds of “inciting to riot,"

an attempt is thus being made

to suppress completely or, what
is worse, to distort newsreels
showing scenes of picket lines,
demonstrations,—mass meetings,
evictions, whether they appear
as hot news through the com-
mercial companies, or through
increasing mass movie showings
of The Film and Photp Lea-
gues in various cities.

The above release mentions
the absence of “mob disorders”
in Chicago recently but neglects
to mention the increasing num-
ber of demonstrations against
evictions, against Fascism, for
unemployment  relief,  which
have been attacked by the very
police under Mayor Kelly's con-
trol. Stating that some of the
scenes cut out were those of
rioting in Vienna, one of the
newsrcel  officials  overlooked
the important fact that since
the  Sacco-Vanzetti newsreels
were burned in 1927 at the
order of Will Hays, there has
becn an uninterrupted ironheel

(Continued on Page 22) #

PHOTOS NEEDED

Theatre, film, and dance
groups should take photographs
of their productions regularly
and send them in for publica-
tion in New Theatre.

Theatre Collective’s new play
“Marion Models Ink.”—a full
length play dealing with Uni-
on struggles in the Needle
Trades, will open late in May.
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DANCE
Which Technique ?

Despite frequent and pro-
longed discussion as to the
technique revolutionary danc-
ers should use, there is still
some disagreement. The dis-
putants fall into three main
groups:
one or another of the bourgeois
schools who think that their
particular technique 1is best
suited for revolutionary themes;
(2) Those who think we must
develop a purely revolutionary
tcchnique; (3) The eclectics,
who believe in choosing what is
best for our purpose from what
all the bourgeois schools have
to offer and rejecting what-
ever i8 not useful to us.

Since progress will be most
rapid under a unified program,
let us attempt to achieve some
sort of working unity. Each
one of these three groups has
something definite to contribute
toward solving the technique
problem.

°

The first, and perhaps most
conservative, category would li-
mit us to the point of stifling.
We must remember that any
particular bourgeois technique
was invented as a means to
project the intellectual concepts
of its creator. It is doubtful
whether even the total intel-
lectual concepts of all the bour-
geois dancers to date contain
as much revolutionary energy
as is latent in any one of our
recognized revolutionary danc-
ers. It is much less probable
that any one of the aesthetes,
mystics, escapists and what-
nots among the bourgeois danc-
ers has devised an instrument
capable of bearing the full
weight of our message. Cer-
tainly no single bourgeois lens
has sufficient scope and limp-
idity to pass the powerful light

(1) The advocates of

and images that we conceive
without much blurring, loss
and distortion.

The second .contention, that
of the *“ultra-radicals,” goes
much too far. It would leave
us with very little or nothing
to work with. To discard even
the valuable contributions to
the dance of the bourgeois
schools would be comparable to
the folly of a Soviet automobile
factory abolishing the belt me-
thod of mass production mere-
ly because Henry Ford, a mem-
ber of the hated capitalist class,
originated it. No one can de-
ny the desirability of and
eventual necessity for a char-
acteristic revolutionary dance
technique, but it hasn’t arrived
yet and we cannot knock away
the old props until we have
built new ones under us. Im-
provement of the ideological
content of our dances comes
first. Then we must fashion
the technical instrumeunt which
will be the most accurate pro-
jector. Only as our ideology
improves wilt the need for new
technique spur creative work in
this field.

: °

The eclectics, who comprise
the “center” or “liberal” party
in the technique controversy,
although possessing the most
plausible policy, are neverthe-
less incomplete.  Because their
bag of tricks is bigger, they are
apt to become too confident of
its all-sufficiency and neglect
the acquisition of new tech-
nique which will become more
and more necessary as the class
struggle and the building of
socialism, our ideological basis,
inevitably grows in volume and
intensity.

The revolutionary dancer be-
longs to no one school, but be-
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longs to all, yet stands out dis-
tinctly from all the rest, head
and shoulders above them, by
virtue of his eontribution of vi-
tal ideology and the beginnings
of a revolutionary technique,
He realizes that the revolution-
ary dance was not miraculous-
ly conceived out of nothing at
all; that it must, for a while at
least, retain many of the char-
acteristics of its forbears, the
various bourgeois schools.

We must first enrich and
vary the ideological content of
our dances by drawing from
the most fertile soil and en-
vironment of the class struggle.
Then, in the interpretation,
while applying the techniques
-we know, we must ever be on

the alert and keep questioning:
Is this technique the best for
this particular passage? If we
alter it somewhat, will it be
more suitable? Can we perhaps
invent something that will bring
out our meaning more clearly
than anything hitherto known?
By this means the new tech-
nique will grow naturally out
of our work. We will never ar-
rive upon it, however, by mere-
ly arguing about the merits of
this or that technique. Tech-
nique is nothing, does not exist
for us, unless considered in
conjunction with the idea-ma-
terial to which it is to be ap-
'ied.

We mﬁst ever be on our
guard against dogmatism and

May, 1934

the inertia of contentedness and
not cling relentlessly to any
particular technique, even if it
be our own creation born out of
hard work and sacrifice, when
changing conditions call for
change or alteration. We must
rather be pliant, mobile and di-
alectical, with the enhancement
of the class struggle as our
measure of progress. If our
art, of which technique is an
essential factor, becomes inti-
mately bound up with the class
struggle, then it must advance
as inevitably as the class strug-
gle is advancing.

(This article is pudblished as
discussion material in prepara-
tion for the Workers Dance
Festival to be held in June.)

THE NEW DANCE ADVANCES

WoRrkERs DANCE

HE
I LEAGUE RECITAL at the
, Brooklyn Academy of

Music on April 20th was an-
other step towards the achieve-
ment of one of the goals of that
organization—the creation of a
revolutionary dance art. Pre-
sented by the United Front
Supporters for the benefit of
the Labor Defender, this re-
cital introduced a new group—
the Modern Negro Dance
Group—and a guest soloist—
Fe Alf.

Miss Alf, a German dancer
of great technical virtuosity and
fine artistic sensitivity, gave a
performance which well merited
the applause and bravos it re-
ceived. Her dances, “Summer
Witchery” and “Fille de Joie,”
were vigorously and charmingly

In the dance “Slave-
ry”’ it scemed obvious that she
was exploring new and not al-
together familiar ground. While
this dance was alsa flawless in
technique, it suffered somewhat
repetition and a too

executed.

from

HY GLICKMAN

abrupt ending. The costuming
and accompaniment in all three
dances excellently supplemented
the work of the dancer. This
reviewer is of the opinion that
Miss Alf, through continucd
nearness to the Workers Dance
League, will be a staunch leader
in the revolutionary dance
world.

It is deplorable that the Mo-
dern Negro Dance Group should
have been handicapped by the
unavoidable absence of several
of their members. Under the

circumstances, they  proved
thcmselves a group from whom
we can expect quick growth and
definite contribution to the rev-
olutionary dance.

The New Dance Group, in
the dances ‘“Van der Lubbe’s
Head” and “Uprising,” showed
an astonishing advance over the
performance it gave at the last
W. D. L. reatal heild in Jan-
uary at the City College Audi-

=

tortum.  Both dances were
choreographically well organ-
ized and excellently staged.
However, along with a good
basically Wigman technique,
they have inherited the short-
coming of overcostuming which
detracts from the effectiveness
of their undeniably dynamic
movement. With the exception
of this fault, I feel that the
work of the New Dance Group
compares more than favorably
with the work of many of the
bourgeois dance groups.

To the New Duncan Dancers
(against whose usc of the name
“Duncan” Irma recently took

legal action) fell the difficult
task of opening the program.
That the “Soviet Cvcle” did not
this task altogether
successtully was due partly to
lifeless and
partly to a lack of the coordina-
tion and spiritedness which this
dance must have. Their dance
“In Memoriam™ was given the
best performance I have ever
seen. Nevertheless it was repe-

perform

accompaniment,
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titious, choppy, and built toward
no high climax. The New Dun-
can Dancers must not forget
that a group dance is an organic
unit which must be carefully
created. They must also guard
against the tendency to display
ability individualistically which
seems to show out from behind
their work.

DD Bates and Irving Lan-

sky gave a creditable per-
formance of “Black and
White.” The dance in its
original form was less drawn-
out and built more effectively
to a strong climax. “Scotts-
boro,” the other offering of the
L_yRcd Dancers, was a more solid
contribution to the program.
This newest composition is
capable of being reworked in-
to a dance which will perfectly
crystallize  the  well-knewn
Scottshoro case. That it was
sadly in need of better accom-
paniment, both vo¢al and mu-

sical, need hardly-be said. But

its greatest fault lies in the at-
tempt to make Negro boys of
white girls. I know of no way
in which this fault can be cor-
rected except by an immediate
drive by the Red Dancers for
male dancers and by their use
of a better *ype of blacking.

The Theatre Union Dance
Group in the closing number
“March of the Pioneers,”
seemed to show that these girls
(who on occasion try to out-
Graham Graham) have come
to realise that they must modi-
fvtheir technique if they are to
dance ,revolutionary dances.
Their dance
. pression” still reminds one of
the  term-—"moving card-
boards”—that has been applied
to their work from altogether
friendly quarters. The T. U.
D. G. is on the right road,
however, and I am sure it will
produce some fine revolution-
ary dances.

To sum up, one can say that,
despite its many problems—the
heritage from bourgeois

“Starvation-De--

CASUALTIES

HUMPHREY-WEIDMAN

Doris HuMPHREY, CHARLES
WEIDMAN, AND GRroup
Sunday eve., April 15—

Guild Theatre

those who follow the
career of dancers in the
contemporary Broadway the-
atre, the story of Humphrey
and Weidman carries a moral.
After_an absence of two years
from the concert platform,
during which time. this pair and
their group were occupied with
several Broadway successes
(“As Thousands Cheer,” and
“School for Husbands”), their
return was slightly less than tri-
umphant. In fact, considered
from any point of view, the
crowds who stormed the doors
of the Guild Theatre were giv-
en pretty small fare for their
money and their interest.

Each new dance on the pro-
gram showed a distressing lack
of distinction, considered either
from the formal or the idea-
tional point of view. FEach old
dance, by which we mean those
previously performed, while of
higher calibre, scemed equally
substanceless.

The couple probably was
drafted into the theatre be-
atre because even their earlier
dances promised much that was
popular, much that was purely
theatrical and  entertaining.
Even “Dionvsiaques,” the most
extensive of their group offer-
ings and by far the best, con-
sidered in the light of group
composition and architecture,
bore, in its excitement, ele-
ments of theatricalism and a

schools, the struggle for self-
clarification, and the need for
finances—the Workers Dance
I.eague moves toward its chosen
goal with a growing strength-
which nothing can hold back.

straining for effect. Now, the
theatre gives these two back to
the concert stage with these
questionable qualities heavily
stressed, and an all-encompass-
ing triviality and superficiality
to boot.

Their new works were with-
out exception light, casually
amusing show pieces. “Rude-
poema” was a love play in
pseudobucolic  simplicity, be-

- tween man and woman, “Kinetic

Pantomime”, the usual, witty
pantomime of Weidman where
the trivial becomes silly and
goodnaturedly laughable, the
“Alcina Suite” by Handel, a re-
working of classic dance forms
again interpreted as amorous
byplay between the two danc-
ers, (it is distressing to note
that whereas their former duets
were usually of dancing part-
ners, now they invariably sug-
gest a man-woman relation-
ship) ; “Memorials,” a group of
three dances, pleasantly satiric
and unprovocative, and finally
an ‘“Exhibition Piece”, an in-
gratiatingly meaningless trio by
Humphrey, Weidman and Li-
mon. N

It is absurd to seek social di-
rection in any of their dances,
were not the absolute absence
of such an approach a direction
in itself. Their dances are most
often called by their technical
terms, and the numbers remain-
ing from former recitals, with
the limitations of this type of
cxpression in mind, at least pos-
scssed  definite dance quality.
The best of these was ‘“Cir-
cular Ascent”, danced by Miss
Humphrey. While her “‘Point-
e¢d Ascent” seemed forced, the
companion piece suggested all
the artistry and sensitivity that
a dancer of the capabilities of
Miss Humphrey could have. It
is to be deplored, however, that
she does not couple her definite-



ly subtle and exquisite sense of
dance movement with ideas
more worthy of portrayal.
While etudes in dance move-
ment possess definite charm and
value, it is the first step of the
dance, not the Ding an Sich.
Miss Humphrey and her co-
_horts scem to feel that a good
dancer should be concerned
purely with the formal aspects
of dance expression, that once
the technical movement and the
choreography have been artistic-
ally combined, the dancer has
performed his function. Hence
the presentation of “Studies in
Conflict,” in “Counterpoint,”
etc. But we contend that, to-
gether with other arts, the
dance is a vehicle of expression,
that it is not there to express
itself as an art, but that through
this sensitive instrument, we
are enabled to ,8limpse the
movements and expressions of
our lives.

We do not know what we
can look forward to from these
dancers. The theatre did not
do well by them. It deflected
their technical development, so
that we sce them now a plea-
sant theatre tcam, using what-
ever gifts they once possessed
for a display of hardly more
than first rate vaudeville enter-
tainment,.

—E. 0.

Don’t miss the erand

NEW
THEATRE
NIGHT

See the

Theatre Collective

wepertory Plavhouse Associates
Unity Theatre

" Workers Lahoratorv Theatre
And Broadway Stars

Sunday 8:30 P.M.
MAY 20, 1934

Civic Repertory Theatre
14th St. and Sixth Ave. N.Y.C.

Tickets 25-35-55-75¢

“TAMIRIS

May, 1834

“Toward the Light”
PROMISE OF THINGS TO COME.

Tamiris, in her second re-
gital of the season presented for
the first time a cycle of danc-
es, “Toward the Light”. Since
the other numbers on her pro-
gram have already been dealt
with in these pages, one is
justified itr reviewing only this
presentation, particularly be-
cause of its tendencies.

Tamiris is to be commended
for choosing as subject matter
for her new work, a revolu-
tionary theme,—a criticism of
the maladjustment of contem-
porary bourgeois society and a
direction “toward the light,”
toward revolutionary society.
It seems unfortunate, however,
that the opus itse!f was inade-
quate. Her primary deficiency
was one that conrronts, in some
degree, our own dance groups:
she sought to impose a revolu-
tionary content on to an un-
‘evoluuonary  dance-thinking,
which alone would spell failure
to any project. In this case
also, the revolutionary content
was 80 obvious and general,
and so poorty fused with the
movement, that whatever vir-
tues the program .possessed

were obscured by certain un-
deniable flaws.

Costumes, symbols, literari-
ness, music, all sought to make
comprenensible what the dance
in its essence failed wo present;
integration of idea with move-
ment. This superstructure of
revolutionary cliches was inef-
fectual in making the dances
revolutionary. They became
understandable not because of

‘arm bands.

their intrinsic clarity but be-
cause of their stage properties.

'I'ne bewilderment and search
“toward the light” was sug-
gested in the first dance by a
musical medley of popular jazz
and nationgl tunes and an in-
terpretation in movement of
these shifting rhythms. The
second dance, also a solo, was
carefully annotated by enor-
mous red poppies in Tamiris’
hair (Flanders Field), an army
gray costume, and black crepe
This, together
with the martial music in con-
trasting dynamics cou'd have
told the complete story of the
dance without any dance move-

ment. From this dance to the
third was an easy progres-
sion. Enter the militarist
(with appropriate, recogniz-

able music, and a disguised
Sam Brown belt) to whip into
action the mourner (Negro
spiritual motif), the jazz figure
(Jazz motif) etc. Again, it
was not the dancing but the
literalness of the presentation
that impressed the onlooker
and created the mood. The
penultimate dance was a solo
again. Here we saw red,—a
red costume, a revolutionary
and agitated swirling around
the stage leading logically to-
ward the end of the quest, the
last number, (which was the
first, incidental'y to possess
definite value as a composition
for group). To the Interna-
tonale, thinly disguised har-
monically, a group of happy
Soviet workers danced freely
and proudly in the light.

No matter what the tech-
nical proficiency of the artist,
good art, while not formed in
a vacuum, also cannot emerge
from a casual and superficial
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.. SECOND ANNUAL FESTIVAL ™
IN JUNE

T HE WORKERS PANCE
LEAGUE is approaching
another milestone.  Prepara-
tions are well under way for
the second annual W. D. L.
Festival which will take place
on June 2 and 3. Last year,
before a capacity audience, in
the auditorium of the New
School for Social Research, ten
dance groups held the first sym-
posium on the revolutionary
dance. The year's activity
within the League was fulfilled
in the success of the perform-
ance, and the function of the
performance in the results felt
by the League. Membership
grew and several groups of al-
readv advanced and profession-
al dancers joined the W. D. L.
—the Theatre Union Dance
Group, the New Duncan Danc-
ers and the Modern Negro
Dance Group.

The culmination of a year's
activity will again be reached
in the June Festival. On the
first day, each group will pre-

sent one new dance, on a revo-
lutionary theme, not performed
at the last festival. Prizes will
be awarded. On the day fol-
lowing the recital, a convention
of delegates from all the W. D.
L. groups will discuss this
year's achievements and next
year's plans. They will con-
sider the artistic level of the
work, the force of its direction
away from the confines of the
various bourgeois techniques and
toward a revolutionary tech-
nique, and the question of or-
ganization. They will include
also more of the specific prob-
lems of the revolutionary dance
movement.

The most important work of
the convention will be to plan
the work for next year for the
W. D. i.. and to establish the
Eastern S:ction which will lay
the basis for the organization
of other sections and ultimately

observation of social phenome-
na. The revolutionary artist
or even the “fellow traveler”
in the arts must delve more
deeply into the source of his
inspiration and study more pro-
foundly the stuff that goes in-
to the forming of his creation.
Tamiris herself is well-trained;
her group is a disciplined and
malleable one. With such tech-
nical advantages and with a
sincere interest in social cri-
ticism and change, she has
much to promise future audi-
ences. We look forward to a
rapid, and what is more impor-
tant, a more complete develop-
ment of her ...nking and her
performance.

— E. O.

a National Workers Dance
League.

— L. R
FREE DANCE
TRAINING
FOR MEN

On the assumption that ac-
tivity in an art makes for
greater appreciation, Blanche
Evan has organized a free class
in the modern dance for men.
Only laymen are eligible. Mias
Evan hopes in this way to in-
crease the present limited male
audience for the modern dance.
The class meets every Saturday
at the Albertina Rasch Studio.
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Nijinsky, by his wife Romola,
a biography of the star of the
imperial Russian ballet, has
been published by Simon and
Schuster. It will be reviewed in
our next issue.

-
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1475 8. Michignn Bivd. Chicago

new book of plays!
FROM THE LIFE OF
GEORGE HENRY BLUM
by Virgil Geddes
Order from “YVirgil Geddes
The Brookfield Players, Ine.
Brookfield, Conn.

THE SEASON'S HIT!

MEN IN WHITE

by SIDNEY KINGSLEY

“Serious and gripping drama.”

Eves. 8:45

Broadhurst Theatre

44th St., W. of Broadway

50c to $2.60

Matinees Wed. and Sat. 2:40
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theatr
ball

by Theatre Collective
. and Vanguard

dance

"From 9 to morning
2 bands
Harlem’s hottest
Jazz Orchestra

all night
program

-

BILL ROBINSON

ETTA MOTON

MARA TARTAR

COTTON CLUB REVUE
WORKERS LAB. THEATRE
" Shock Troupe

VANGUARD THEATRE
THEATRE COLLECTIVE

may 16

~WEDNESDAY

SAVOY -

“World’s Finest Ballroom”
Lenox Ave., 140 & 141 St.

Admission 75 cts

Tickets

Theatre Collective | Harlem Liberator
52 West 15th St.| International Lab.

Ve Defense
Wﬁ:‘lﬂook Shop ! Workers msid“;l
1 t.

56 E. 13th St.| 35 E.

RPA

Third Summer

Session Ten Weeks
Beginning June 24, 1934

PUTNEY, VERMONT
Herbert V. Gellendre, Director
Daily i work, leadi

to possible membership in per-
manent acting company for
Broadway produetidn, TECH-
NIQUES OF ACTING., BODY
TECHNIQUE, CHORAL SING-
1 ING, DICTION, STAGECRAFT,
LECTURE COURSES, PRO-
DUCTION.

For further information apply:
Manager, 116 East 359th Street
Telephone: PlLasa 3-6112

Repertory Playhouse Associates

A Theatre of Action
(Continued from page 12)

terial, but also in showing them -

a stirring phase of the Ameri-
can revolutionary movement.

A member of the Jewish
Workers Clubs tells an amus-
ing story of how their mem-
bers were catapaulted into par-
ticipation in struggle. The
group was booked to present
an eviction play written by one
of its members before an Un-
employed Council branch. "Ar-
riving at the hall, they heard
news of an eviction taking
place around the corner. They
accompanied the Unemployed
Council members to the scene
of action, helped put the fur-
niture back in the house, fought
off the cops, and then pro-
ceeded to present the play.
Thus reality and make-believe
were merged into a decisive
educational experience for ac-
tors and audience.

Through these services of
involving non - revolutionary
workers, giving political edu-
cation and aiding personal de-
velopment of members, we have
found the workers’ theatre to
be a valuable mass organization.
The building of a successful
mass organization, however,
does not guarantee an effective
Theatre of Action. In fact,
often one development works
against the other. The problem
of building out of such a group
as I have described—untrained,
inexperienced students and
workers—a skilled and disci-
plined acting company whose
performances have a real poli-
ticalizing effect on audiences,—
that is the most difficult and
most important problem to
solve. For the propaganda value
of a Theatre of Action to the
revolutionary movement stands
or falls with its artistic merit.

@ May, 1934
Film Censorship
(Continued from page 17)

of internal censorship, increas-
ing in vigilance with the growth
of strike, unemploymeft and
anti-fascist struggles in hte U.S.
since 1929.

Considering the existence of
internal censorship (censorship
by the Federal Government
through the capitalist film com-
panies themselves) the conclu-
sion is inescapable that official
political censorship in Chicago
is a signal for the local govern-
ments throughout the country
to openly castrate all newsreels
and to particularly suppress all
activities of The Film and
Photo League.

The position of the Film
and Photo League on Film
Censorship is as follows:

1. WE are opposed to all
governmental censorship of
films. We are opposed to cen-
sorship by the local police, by
State Censorship (N.Y., Penna.,
Ohio, Md,, etc.); we are op-
posed to the ‘“unofficial” cen-
sors power placed upon the
Hays organization by the film
industry at the recommenda-
tion of the U.S. Federal Gov-

ernment.

<

2. We are opposed to cen-
sorship of full length, short
and all forms of standard size
films; we are opposed and with
most emphasis, to censorship of
newsreels and 16mm film cen-
sorship (at present there are
bills in the legislatures of Ohiv
and several other states for
censorship of 16mm films).

3. We are opposed on the
grounds that film censorship
like newspaper and censorship
of speech, is a breach of the
alleged Freedom of Speech
granted by the Constitution of
the U.S., because it is an at-
tempt to gag the working class,
to distort and suppress news
and opinions, in the interests of
the ruling class.



The THEATRE UNION presmts

stevedore

“ Stevedore’ comes into the theatre

bw'ﬂn:vlthvltlli It is co-
mie, b!uﬂsh md defiant
iﬂi tremendous by

acutedmposed hrgcly Negro
actors. as real
mdriehutlneutb.‘swvedom’do-

e, Eve.
ening of imvxuble excitement,

“ﬁ“ tll d stir.”
al on, s y an
ih el, N. Y. American
PR.ICES 30c to $1.60 NO TAX
Eves. 8:45

Matmeu Wed & Sat. 2:46

CIVIC REPERTORY THEATRE
14th St. & 6th Ave.

Phone WA 9-7460

‘ TOmpkins Sq. 6-9132
CAUCASIAN RESTAURANT

“KAVKAZ”
Most Excellent Shashliks
PRIVATE CABINS

Banquets and Parties
332 East 14th Street, N. Y. C.

f . PRI e,

REPERTORY SERVICE

SHORT PLAYS
LONG PLAYS

"10c to 75¢
" plus postage
Special Rates In Quantities, for
Book' Stores and Organizations
Order from

Repertory Dept.,
Workers' Theatres
42 E. 12th St,, N. Y. C.

Finnish Federation, Inc.
35 East 12th St.,, New York City

COMPLETE and MODERN
PRINTING PLANT

We will be glad to give estimates
on printing.

Special attention given to mail
orders.

Phox}e : ALgouquin 4,4260

League of .

'WORKERS
LABORATORY
THEATRE
The Theatre of

Action presents

“An Evening of

Revolutionary

Theatre”
SATURDAY, MAY 26

at 8:45 P./M.

New School For Social Research

66 W. 12th St., New York
Tickets 25¢, 50c, T8¢ af
Workers Book Store, 50 E. 13¢h St.
Workers Lab. Theatre, 2 B ntl 8t.
All seats reserved.

AY

Subscribe Now —

And Help Us Grow

New Theatre

America’s only revolutionary magazine of the theatre arts

FOR the most important developments from Broadway to Moscow —not
excluding Hollywood.

FOR full accounts of the workers theatre, film, and dance, in the U. S A.

and abroad.

NEW THEATRE

5 E. 19th St., N. Y. C.
Enclosed find $1.00, for which please enter my subscription for one

yvear (12 issues).
Name.

Address

)



Mark th‘e' i)a_te !
May 20, 1934

AT THE CIVIC

REPERTORY THEATRE
14th St. and 6th Av,, N. Y. C.

“New Theatre
Night”

It Will Be the Greatest Night in the
History of Revolu;ionary Theatre!

An All Star Cast!

[ J

Scene One
The Workers Laboratery Theatre
presents “A New Play”.

Scene Two
The Theatre Collective's
DA -CAPO—in RED.”

“ARIA

[ ]

Scene Three
Repertory Playhouse Associates
present a scemne from Virgil
Geddes’ “BLUM THE UNDER-
TAKER” and Alfred Kreymberg’s
“AMERICA, AMERICA.”

o

Scene Four
The Unity Theatre’s anti-Nazi
play “DEATH OF JEHOVAH.”

[

Scene Five
STARS FROM BROADWAY
SHOWS (Names to be announced
later) present a Series of Satirical
Skits,

TICKETS 25¢—35¢—55¢—75¢
At New Theatre, 5 E. 19th St, N. Y. C.
At Workers Book Store, 50 E. 13th St.
At L. O. W. T, 42 E. 12th St, N. Y. C.
Theatre Collective, 52 W. 15th St., N. Y. C.
Unity Theatre, E. 23rd St, N. Y. C.
R. P, A, 116 East 59th St., N. Y. C.

RESERVE SEATS NOW!

Commg In The

New Masses

DAYS IN THE CHINESE
RED ARMY

by Agnes Smedley

Agnes Smedley is a revolutionary writer who
spent many years in China and was
there when Soviet Republic No. 2—
Soviet Chma--was established.

The AMERICAN SCENE

by John L. Spivak

The labor journalist who contributed “A Let-
ter to the President,” “Wildcat Williams™
and other stories during his tour of
America for THE NEw MASSEsS
has several others ready.

L2
A SHORT STORY
by James T. Farrell

The author of “The Young Manhood of
Studs Lonigan” has written a mov-
ing story of young people of the
present day.

WHAT ABOUT THE
PHYSICIAN?

A Sertes

How the years of the depression have
accentuated the desperate economic
situation of overburdened, un-
derpaid doctors and internes

THE SWASTIKA STERILIZES
by Paul Amberson

How the capitalist system uses eugenics
hypocritically to bolster -up race- -
prejudice, chauvinism, and
its other props.

THE NEW MASSES

31 East 27th Street
New York City

I enclose $3.50 for a year's subscription
I enclose $2 for a 6 months’ subscription

Name

City and State
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