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HE increasing importance of the drama-

tic arts as a stimulus to thought and action
is evidenced by the remarkable growth of the
revolutionary theatre, film, and dance dur-
ing the past year. The strength and grow-
ing influence of the workers’ theatre has
alarmed the ruling class of every bourgeois
country . . . for the slogan, “Art is a weapon
in the class struggle,” has penetrated the
broadest strata of worker-artists the world
over. This slogan has been translated into
“terms of life and blood and death in far
off China and in Germany where the revo-
lutionary theatres have agitated against the
war lords Chiang Kai Shek and Hitler,
where their leaders have been imprisoned,
tortured, murdered and even buried alive.
. Whether in fascist Austria or “democratic”
America where hired provocateurs (Heim-
wehr and Nazis in Vienna, police and “vigi-
‘lantes” in -San Francisco) have attacked
and destroyed -workers’ centers, held Hit-
lerite “burnings of the books,” defaced
murals and wrecked stages and scenery,
cameras and pianos, and jailed and beaten
artist-workers, the revolutionary theatre
groups have not hesitated to take an active
part in the class struggle. They are al-
ways to be found where the fight against
war and fascism, against the starvation and
degradation of the mases is raging. For
every Hans Otto murdered, for every
Peter Maccharini beaten, for every Jan
Wittenber imprisoned, the revolutionary
theatre workers are determined to add new
cadres, to raise their work to higher artis-
tic and political levels.

The fascist governments and governing
fascists have issued their challenge in terms
of terror. . . . They seek to intimidate work-
ers and intellectuals who are fighting capi-
talism on the cultural front. They pro-
pose to destroy the workers’ theatres—not
only in San Francisco but wherever the
theatre groups take an active part in the
class struggle. Despite ‘the combined on-
slaught of that unholy trinity, Capital,
State and Church, revolutionary theatre
workers the world over will continue the
fight against war and fascism, for a social
system in which the arts and sciences serve
not the Morgans and the Mellons, the
Rockefellers and the Rothschilds, the
Krupps and the Comite des Forges, but the
mass of mankind. Revolutionary workers,
not idealists, these workers know what they
are after—peace and security, bread and
beauty. And they know that without revo-
lutionary practice, revolutionary

theory

ANSCSNENCSRN N

isn’t worth a damn. Their fearlessness and
determination even in the face of open ter-
ror is revealed by this excerpt from a letter
written by a member of the San Francisco
group: “They have destroyed our theatre
completely. But they can‘t beat us. We've
only begun to fight.”

NFORTUNATELY our art, our

“weapon”, has often been as blunt as
our fight has been brave. Frequently we
find ourselves lagging behind the high de-
mands of revolutionary art. While worker
audiences will tolerate amateurish work for
a while, they will not tolerate work of a
low level indefinitely. We must analyze
the weaknesses of our work now, and begin
an intense and immediate drive to remedy
them, to raise our art to a new high level.

Drawing by William Gropper

The conference on creative problems held
after the International Theatre Olympiad
established the following as serious short-
comings:

(1) Too much schematism and slogan-
ism; low artistic technique, inability
to express political tasks through ar-
artistic images, elc.

Theoretical and political backward-
ness; lack of knowledge of Marx-
tsm-Leminism and consequent inabil-

« ity to solve problems facing revolu-

tionary art.
(3) COrganizational work lagging behind
political work and the influence of
the movement on the masses.

Although conditions are somewhat dif-
ferent in every country the basic problems
are the same. The Theatre Olympiad con-

(2)



ANAN

Drawing by William Gropper



Drawing by William Gropper



£ 8

4

ference revealed the tremendous tasks fac-
ing revolutionary art. It mobilized a fight
against the underestimation of the essence
of art. As a result the quality of our work
has greatly improved.

It is our chief task to make our move-
ment a mass movement. We must, win
over more and more competent artists. We
must indeed professionalize the revolution-
ary theatre arts with their assistance, and
assist them in revolutiomizing the profes-
sional theatre arts. An essential part of our
work is technical. The outstanding theatre
workers and playwrights who have gone
“Left” must be activized to work directly
with us, to teach us the art of the present
that they have built on the great-art of the
past, and to aid us in our first fumbling
strides toward new forms. :

NEW THEATRE is pleased to offer to

its readers Rubber Stamp Movies, an
article by King Vidor which instances the
growing dissatisfaction with Hollywood
even within its own ranks. We agree with
Vidor’s statement of the artistic inadequacy
and emptiness of Hollywood films, but wish
to point out that the basic cause is not so
much the producers’ failure to address “dis-
criminating audiences,” but their failure to
say anything of interest and value to the
masses which the movies reach. That a
mass art of the films is possible is well at-
tested to by the film production of the Soviet
Union where the highest level of artistic

“standards and the broadest mass base have

proved not only compatible but essential to
the true flowering of the movies. Needless
to say such a development is impossible to
Hollywood, the smug servant of ruling
class ideology.

King Vidor, one of the most capable and
sensitive of American directors, famous for
The Crowd, Hallelujah, etc., heartily endorses
the program of New THEATRE and the Film
and Photo League. Briefly the program de-
clares: (1) against federal or state censor-
ship in any form, and against the attempt
of the Legion of Decency or any other cleri-
cal groups to foist censorship on the movies ;
(2) against all fascist and pro-war films;
(3) for the creation of a workers’ audience
and production film movement, that honestly
pictures social conditions and workers’ strug-
gles in America today.

SO‘ME of our readers may feel that we

are exaggerating the fierceness of the
fascist onslaught on culture in America.
Fascist elements in California have raised
a red scare the implications of which should
convince the most incredulous. Rev. Wil-
liam B. Spofford, Protestant minister and
editor of The Witness clearly indicated
these fascist tendencies in a recent sermon.
“Only yesterday,” he declared, “we read
in our newspapers of a district attorney in
California threatening to indict for criminal

“Let’s get that red.”
“Aw! But Mickey Mouse is my favorite movie star.”

syndicalism a moving-picture star because
he is said to have presented a friend, who
is secretary of a labor organization, with
typewriter ribbons.

“A story out of Hollywood that a star
was interested in the struggle of the work-
ers of California for decent working con-
ditions, instead of all-night orgies, one
might suppose would cause general rejoic-
ing, but apparently such is not the case.
From reading the press reports that come
from California I am sure all of us could
suggest better ways for the district attorney
to occupy himself. For the past year Im-
perial Valley has been ruled by vigilantes.

NEW THEATRE

They have kidnapped, beaten up, robbed,
and in scores of ways thwarted the consti-
tutional rights of citizens.

“This is but one example of the marked
trend toward fascism in the United States.

“Fascism does two things—limits pro-
duction and creates an artificial scarcity, as
we are doing under the New Deal, and
drives for foreign markets in which to
dump the goods denied their own starving
people. And this drive for markets leads
straight to the next international war, for
which we are so energetically preparing.”

AFTER seeing Brother Mose, a P.W.A.

super-production, one suspects that the
dramatic big-wigs on the Actor’s Project
deliberately chose the piece to counteract
the revolutionary influence on Negro work-
ers of Stevedore. Brother Mose, by Frank
Wilson, Negro actor, is a heart-rending
lesson to Negroes that it doesn‘t pay to ob-
ject to the superior judgment of the white
men. Originally called Meek Mose, it was a
Broadway flop in 1927, even the “carriage
trade” being sickened by its stupid moral.
Briefly, it deals with the mistreated
Negro workers in a Texas town. A large
corporation in need of the land on which
their miserable shacks stand, orders them
to move to a disease-infected section of
town. The Negroes are divided, one-half
refusing and defying the whites. The other
half, headed by Meek Mose, deciding there
is no course left them, move to the new
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quarters. As Meek Mose puts it: “If Mr.
Walton wants us to move then they ain’ no
use in us arguin’ ’bout it, we jes’ gotta
move.” Isn’t it the white man who feeds
them, gives them work and protects them
from starvation? Why cause trouble?

So poisonous is the play that the militant
workers are depicted as drunken and
rowdy; whereas the Meek Mose element
possesses all the admirable qualities, in-
cluding an unquestioning love for the

e
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News Item—Capt. Hynes of the Los Angeles Radical
Squad accuses Hollywood film stars of supporting

“red activities.” Courtesy of Daily Worker

teachings of Christ. “Turn the other
cheek,” etc.

When the Negroes are falling ill and dy-
ing of disease, their white benefactor, Mr.
Walton, who moved them into the death-
trap, discovers oil on their land and mag-
nanimously sends Meek Mose a thousand
dollars in advance with a promise of many
more to come. The play ends with Meek
Mose waving his thousand dollars in the
air and warning the audience that the
“meek shall inherit the earth—an’ I done
got my share.” From another character
comes the wise remark that the white man
is all right after all, but “yo’ cant’ live with
him an’ yo’ can’t live without him!”

When the Actor’s Emergency Associa-
tion, an organization of unemployed actors
fighting,” among other things, against
Negro discrimination, discovered that
Brother Mose was being cast with an en-
tirely Negro company in spite of the fact
that the play calls for two white characters,
they immediately wired the P.W.A. authori-
ties and objected against such Jim Crow-
ism. The next day their delegation inter-
viewed Mr. Earl Booth and were told that
the original script was not being used and
that the new play had no white parts in it.
This was only a half truth. After receiv-
ing the wire, the authorities had set to
work feverishly to so change the script that
no white characters would be necessary and
this was accomplished by putting a Negro
sheriff in a Texas setting!

$6-A-Week Actors

ALWAYS a gambling proposition, the
commercial theatre has furnished its
employees at best a very precarious liveli-
hood. Figures obtainable from Billboard
and the Theatre Arts Monthly show that in
1927-28, the peak year of the American
legitimate theatre, approximately 30 per
cent of 8,500 actors Equity members in
good standing were unemployed in drama-
tic and musical productions in New York
alone. The 70 per cent who did find work
were “gainfully employed” an average of
only 28 per cent of the time, or less than
15 weeks a year!

Of the 6,031 actors who worked in New
York productions that year, 79.per cent
averaged less than nine weeks and 40 per
cent less than four weeks’ employment.
(Of the 2,563 actors engaged for dramatic
plays 89 per cent averaged less than eight
weeks’ and 42 per cent less than three
weeks’ employment). Estimating the aver-
age salary in both musical and dramatic pro-
ductions as $100 a week (above average),
this means that over 4,700 actors received an
average income of $880 or less that year,
and that of these, 2,400 received only $350
for the year; less than $6.00 a week aver-
age weekly income.

At that time the average failures of pro-
duction was a mere 65 per cent! Today
with the average of failures risen to about
80 per cent for New York productions, the
odds against the actor are appalling (ac-
cording to Frank Gilmore, president of
Equity, in his June 1, 1934, report). Mem-
bership in the Actor’s Equity has dropped
from approximately 12,000 to 4,000. Ex-
act figures on membership in Actors’
Equity for the fiscal year ending March 31,
1934, are: Members in good standing—
2,127. “Out of benefit” for non-payment
of dues—i1,228. Total membership (in-
cluding those not paid up but not deliquent
enough to drop)—4,216. The annual dues for
an Equity member are $18. This means that
within a period of four years there has been
a tremendous drop in membership, a de-
crease of 8,000.

Add to these 8,000 known unemployed
actors, 5,000 unemployed members of
Chorus Equity (reported on June 4, 1934,
by Mrs. Dorothy Bryant, executive secre-
tary), and this brings the total number of
unemployed in these two actors’ umions
alone to the staggering total of 13,000. The
Negro actor is even worse off. It is mod-
estly estimated that there are 2,000 unem-
ploved Negro actors in New York City
who are in dire need.

Fifteen thousand unemployed actors in
New York City alone. Of 17,000 unem-
ployed actors on relief in Hollywood, 15,-

4co were laid off by the N.R.A. adminis-
trator as we go to press. Add to these the
thousands of unemployed actors in vaude-
ville, burlesque and other branches of the
theatrical profession equally as hard hit by
the depression and the figures mount well
over 35,000.

What has the N.R.A. code done to
remedy this situation? = Practically nothing.
Unemployment continues to increase and
the minimum wage code is being continual-
ly violated through “kickbacks” and pri-
vate agreements, although the more “re-
spectable managers prefer to wring con-
cessions from their employees by pitting the
stage unions against each other.

Equity requires every player to give free
performances for the actors’ fund, thus
forcing semi-employed actors to support
those who are still worse off. And it is no-
toriqus that actors even if they are starving
must dress well in order to obtain jobs.
The Equity “old guard” shows little inclina-
tion to take arms against this sea of
troubles ; it is sufficiently absorbed in col-
lecting dues and paying the salaries of
Equity officials. At best these officials hope
for the realization of plans for the so-called
National American Theatre which will fur-
nish seasonal work to only a small fraction
of the membership.

The “progressive” movement in Equity
is fighting for the unemployed actors as
well as for improved working conditions
for employed actors. They are forcing the
conservative Equity leaders to represent the
rank and file of the actors, instead of al-
ways compromising with the managers and
producers. The Actors’ Emergency As-
sociation, which represents the interests of
unemployed actors in all fields, dramatic,
musical, burlesque, etc., is putting up a
militant struggle for immediate and ade-
quate relief. Both groups favor enlarging
the public relief works’ programs to in-
clude dramatic projects that will give work
to all. NEw THEATRE urges all actors to
support the efforts of these organization to
obtain necessary relief for needy actors.
The actors must join with members of
other stage unions in calling an All Union
Stage Conference. All stage umion mem-
bers who have been dropped for non-pay-
ment of dues must be brought back into the
unions, otherwise these unemployed, who
are now in the majority, will be the logical
source of ‘“‘scab” labor at the first show-
down between the unions and the managers.
A united relief body of the employed and
unemployed stage workers can obtain re-
lief and decent working conditions far more
effectively than disunited and warring fac-
tions. The united efforts of all theatre
workers will raise living standards through-
out the industry.
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ELMER RICE

ROBABLY it was a good thing that
Elmer Rice began his career as a maker
of melodrama—a type of play in which the
author first invents sensational situations,
then straw men to participate in them—as
against the drama, in which the situations
arise out of the characters themselves and
out of the conditions of which they are part.
On Trial was a smashing box-office success ;
the middle-c'ass spectator lapped up the
melodrama with joy;. but -even in this
sleight-of-hand performance the dramatist
displayed social bias, a sentimental approach
toward the injustice of an uncharacterized,
undifferentiated contemporary society.
justice was negatively criticized from a hu-
manitarian viewpoint without the slightest
indication that all contemporary justice is
class justice. Working with unusual success
in the melodrama, Elmer Rice, while in-
sulating himself against serious thought on
the stage also insulated himself against in-
tellectual snobbishness. Perhaps he was
plotting better things all along.

In 1923 came a play in a higher form
which revealed what Elmer Rice was think-
ing. The form of The Adding Machine was
symptomatic of its time; it was labelled
“Expressionism”; it sought to reveal its
characters not only through the medium of
action and utterance, to clarify them
through their deeds and those thoughts
which they speak aloud, but through a min-
imum of action and utterance, and a max-
imum of the soliloquy of the unconscious.
The emphasis of Expressionism upon. the
internal psychology of characters was part
of the intellectual movement of that period
which just preceded and just followed the
World War, which in psychology gave us
Sigmund Freud, in the novel James Joyce,
in the theatre men like Ernst Toller. We
cannot say that these three movements—to
take three of many—are parallel results of
the identical social situation, That would be
true only to a limited extent; the process is
more complicated. Each of the intellectual
fields is affected by the others; in addition
to their cd-existence in time they have dif-
ferent, as well as analogous, social back-
grounds in space; and each has its internal
history. In the post-war period, various
social classes in various countries at various
times took what they needed for their social
objectives, as they did half a century earlier
from Darwin. We distinguish between the
evolution of the theory of evolution and the
social slogans which the bourgeoisie fash-
ioned from the vulgarisations of that theory,
such as that the survival of the fittest is
identical with the right of capitalists to ex-

In-

By JOSEPH FREEMAN

ploit the workers. The Freudian theory of
neurosis loomed upon the cultural horizon at
the moment when war was a traumatic shock
which made Europe “neurotic”’—creating
millions of what Lenin called “the petit-
bourgeois gone wild.” Post-war disillu-
sion broke down those social myths which
enabled the bourgeoisie to hurl millions into
carnage. There followed the sense of isola-
tion among middle class intellectuals, that in-
trospection which in the drama resulted, as
in the novel, in the stream-of-consciousness.

EARLY among American playwrights,
Elmer Rice took over this method from
Europe and applied it to an American theme.
But note the theme—the horrors of the
white collar slave’s life. The office-worker
is nothing more than an “adding machine”.
In economics this plaint of the white-collars
is old; in the novel not new. On Broadway
of the year.1923 it had little or no precedent.
In that specific place, at that specific time
The Adding Machine was something of a
“radical” gesture, considered in its form, its
content, its author, its audience, not to men-
tion its producers. On a Broadway where
the upper class and the smug kleinbuerger
is the hero of the drama of the Return to
Normalcy, a successful melodramatist dares
to remind the employers in the baldheaded-
men’s rows, who come to the theatre to for-
get their “troubles”, of the real troubles of
their white collar slaves; dares to shout that
their subordinates at the office suffer barren,
pitiful, horrible lives. That is a gesture of
rebellion, but of a specific kind. The
dramatist identifies himself to a certain ex-
tent with the white-collar, ignoring social
classes which not only, from the humani-
tarian viewpoint, suffer more, but from the
scientific viewpoint, are more exploited.
But he does not appeal to the white-collars
to revolt; the sermon is to their masters.
Look, gentlemen, your slaves suffer. The
white collars, it should be added, although
in the upper category of slaves, are here sup-
posed, incorrectly, to symbolize all the slaves
of capitalism; they are “humans” no longer;
they are Adding Machines; they do not
think, they cannot love, their lives are me-
chanical and sterile. And whose fault is it?
The answer is typical of the British intel-
ligentsia in the nineteenth century and of
the American intelligentsia in the twentieth.
It is the fault of the machine which has
made “man” himself mechanical and which
holds out to him only one prospect, that of
becoming more and more mechanical. The
American intelligentsia shortly after the war
was pessimistic about “civilization”, without

realizing that it was wrong because it was
capitalist civilization. The fault was the
machine’s; Samuel Butler was slapped on
Broadway with an American accent; Mr.
Zero, the white-collar, the Adding Machine,
the unskilled intellectual had nothing to look
forward to except bigger and more mon-
strous machines which he would operate no
longer with his fingers but his toes. Prog-
ress and irony, irony and pity. And no way
out? Indeed yes. Irony without pity. The
Adding Machine, the white collar, the un-
skil'ed intellectual will find escape from the
machine, the all-pervading, all-oppressive
tyrant, the Frankenstein of contemporary -
(not capitalist!) life in hope; not an ab-
stract hope, but a real honest to goodness,
flesh and blood Hope with a capital H—a
woman! Against the machine—sex! That,
as a matter of fact, was the way in which
the intellectuals, the middle class in general,
escaped from the capitalist-controlled ma-
chine in the twenties, through the pursuit
of Sex. But the author—and this is worth
nothing—suggests Hope-Sex not as a solu-
tion ; he points his finger at it in irony. Sex!
Hope! The poor sap! In addition to a
poetic, psychological, expressionistic descrip-
tion of the life and moods of the post-war
middle-classes we get a revelation of Elmer
Rice’s position as a playwright, a position a
little ahead of his own class. But thus far
the dramatist is capable only of negative
criticism of surfaces. Something is wrong;
but what is really wrong, Rice does not
know; or knowing, does not say on the
stage; how to get out of the horror he por-
trays into something better is a question
which, as dramatist, he has not yet raised.

EARLY in 1920 came Street Scene, from

the literary viewpoint a dramatic con-
tinuation of Sinclair Lewis’ method. Nat-
uralism, now nearly a century old, was
staged and applied on Broadway to a new
milieu, the slums of New York. The Street
is one inhabited by the “poor”; not by the
industrial proletariat engaged in basic pro-
duction, as in the case of John Howard Law-
son’s Processional, which appeared on
Broadway six years earlier ; but by janitors,
musicians, stage hands, school teachers ; once
more the kleinbuerger, the little citizens, the
lower middle classes, those who belong to
the “toiling masses” without belonging to the
proletariat. The play has, on the surface,
no viewpoint ; no one character predominates
over the others—which in itself is a definite
viewpoint, that of the “impartial” observer
deceiving himself that he is evading deci-
sions in the struggle of the classes. We get
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here the Main Street of the East Side; we
get photos remarkable in their surface ac-
curacy. Here is the melting pot, the im-
migrants inter-marrying, living in the same
house, maintaining their racial heritage in
the midst of a common attempt to become
“Americans” ; here are Italians, Jews, Irish,
Swedes, oppressed races all, feeling inferior
to the mythical “pure” American, and hat-
ing each other in the light of the myth and
under fire of ruling class policy which is to
conquer by dividing; here are the conven-
tional concepts of the races—the Jew is rad-
ical, socialist, intellectual and intellectually
aggressive; the others are workers and
physically aggressive on behalf of their con-
servatism. Unions, charity, the family are
discussed ; now and then the theme of the
argument is capitalism itself. “Ve got
prosperity in dis country”, says the Swed-
ish janitor Olsen, and, this being some
months before the 1929 crash which sent
prosperity and with it millions of workers,
farmers and little citizens hurtling into the
abyss of unemployment and starvation, the
socialist Jew can argue only contrasts:
“Sure, for de rich is planty prosperity!
Mister Morgan rides in his yacht and up-
stairs dey toin a woman vit two children in
the street.” The Jewish socialist preaches
the “sushal revolution”; the dramatist is
presumably the pure reporter “impartially”
presenting “types” of American “humanity”.
Yet the impartiality is deceptive; there is a
negative criticism of society implied in the
shabby, filthy, drab life of the Street. But
this criticism is on the surface only; the
tragedy "is of the customary variety; the
“eternal triangle” is transferred from Park
Avenue and Westchester County to the East
Side. We are all “human” ; the voice of so-
cialism, echoed by Kaplan, the Jew, is not
an integral part of the scene; it is the Greek
chorus commenting on eévents, but a Greek
chorus which speaks not the truth behind
the events, the truth which is wiser than the
characters, but as one of the characters, no
more valid, no wiser than the rest, just an-
other “type”.

The play, for all its power, turns out to
be “reportage” of the familiar liberal order;
inferior, if not in technique, certainly in con-
cept to Em Jo Basshe’s “street scene,”
which the New Playwrights produced two
years earlier, in 1927, and in which there is
not merely a “type” preaching social doc-
trines, but an exposition of the social con-
flict itself; a “‘street scene” where the Rice
process is reversed, and the love story is
subordinated to the conflict of social groups
and is conditioned by it, a dramatic ratio
approximating not the conventional dra-
matic devices of Broadway but the truth of
contemporary life. The New Playwrights,
however, was a revolutionary theatre, fight-
ing in isolation from the main American
theatre for a new kind of play. On Broad-
way, Street Sceme, for all its limitations,

Scene from We The People

marked a step forward. Into a theatre at
that time devoted to glorifying the gangster,
bootlegger, and racketeer; amidst plays de-
voted to the world of sports, movies and
tarts, to Elmer the Great, Jack Dempsey in
disguise, Jarnegan, Diamond Lil, Eva the
Fifth, the Royal Family, the Gentlemen of
the Press; to the thin “c'éan” comedies of
domestic life; to the clumsy sentimental
criticism of capitalist society obliquely im-
plied in the dramatization of the Snyder-
Grey “passion murder”, Rice brought the
slum street, tense with the life of the “low-

-er classes”, and loud not only with the re-

volver shots of raw passion, but with the
voice of working-class criticism. No won-
der Broadway—the theatre of the bour-
geoisie—just then drunk with prosperity,
would not touch Street Scene, compelling
Rice to produce it himself. The play, while
not revolutionary criticism, was liberal crit-
icism; in the halls of the masters it was bold
to shout: this is not the best of all possible
worlds. Yet remember that in the halls of
the masters there was applause—the Pulitzer
Prize, a Hollywood screening. . .. Below, in
the slave galley, heads nod: true, true! Now
say more, cut below the surface, more of
the truth!

RICE, always somewhat behind the times,

always picking up both the stage and
the social “experiment” when it is ripe, even
overripe, expressionism with one hand, the
Rand School with the other, waited for the
economic crisis to say more of the truth.
Some talents hitch their wagons to a star at
a safe distance. In 1931 came Counsellor-
at-Law. It was all the reviewers said—re-
vealing, true in characterization, showing
a genius for turning the commonplace for
effective use on the stage, convincing, sim-
ple and pugnacious'y real—but its approach,
like that of Rice’s The Left Bank and See

Courtesy of Coward McCann

Naples and Die—street scenes of the post-
war American intelligentsia inhaling the
poison gas of European cafes —like The
Adding Machine, Street Scene, and The
Subway, is that of the radical little citizen
sensing without understanding, or under-
standing without stating on the stage, the
essential things which are undermining the
basis of contemporary society. Great tal-
ents are serving a great evasion; irony and
pity, pity and irony ; pity, the evasion of the
heart; irony, the evasion of the mind. The
law is crooked; the lust for power is foe
to—love. Meantime the crisis grows bitter;
not only the workers and farmers suffer;
even, O even the middle class; indeed, O
merciful heavens, EVEN the intellectuals,
they too suffer. At last our dramatist leaps
out of irony and pity, which was itself a
height above the melodrama of mere situa-
tion, into the realm of an outraged sense of
justice, The year 1932! Three years of
crisis, unemployment, suffering ; the collapse
of illusions; No chicken in every pot; No
car in every garage; papa has lost his job
as foreman after twenty years of loyal
“service”; his daughter, the school teacher,
gets it in the neck, too; his son, the college
student, faces a black future. The security
of life has co'lapsed. The miseries of the
skilled workers and the unskilled intellec-
tual, the two social groups which so often
concern the literary intelligentsia when it
becomes social-minded, form the theme of
We, the People. The play, within its lim-
itations, is full of sensitiveness and in-
sight. For the first time as dramatist Rice
speaks out about American society with a
full voice; he is no longer the “impartial”
reporter ; he indicts, he accuses; he exposes
unemployment, misery, the persecution of
the Negro, the firing of school-teachers;
he denounces the emotional frustration
which capitalist culture imposes on most
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people; hie holds up before his audience of
citizens and little citizens the horrors of im-
perialist murder, the injustice against the
shell-shocked veterans, the bank failures,
the breakdown of the home; the killing of
the jobless demanding work or bread.

On Broadway, the theatre of the ruling
class, this play is tremendous as a social
document. It ends, from our viewpoint, in
a muddled ineffectual manner; an agitator
vaguely appeals to the audience in the name
of the Declaration of Independence. The
conclusion is naively liberal ; the ideology of
rising capitalism is raised, like Banquo’s
ghost, to plague the conscience of dying cap-
italism. But a system of exploitation, es-
pecially in its death throes, has no con-
science. - Yet this agitational speech—the
very fact that any kind of political appeal is,
openly, directly made from the dramatic
stage—is an innovation, a revolutionary step.

In the world theatre this gesture is not new ;
remember Meyerhold, Piscator, the New
Playwrights. Once more Rice has followed
rather than initiated. But the pioneers need
epigones. Rice brought this technique to
Broadway ; he gave it conventional standing.
In the halls of the masters he portrayed,
from a liberal viewpoint, the radicalization
of American workers and intellectuals as a
result not of foreign or domestic agitation
but of the conditions of life in capitalist
America. Class-conscious bourgeois critics
sneered at the play. Again his own pro-
ducer, Rice lost money, revealing himself
once more the idealist. We the People
stressed and brought to fruition two of
Rice’s tendencies: his old social-democratic
view of life, his gift for giving solidity to
new dramatic forms. The play came after
Rice’s visit to the Soviet Union where his
radicalism and technique were reinforced by
the bolshevism and sublime technical courage
of the Soviet theatre. Rice possibly reatized
that, taking the world as a whole, his men-
shevism and expressionism are mild matters.
Hence the relative radicalism and insolence
with which he returned to the stronghold of
the American bourgeoisie on Broadway.

OVER a period of years devoted to sin-

cere labor in the theatre, Rice has ac-
quired a genuine technique. That may be
enough for the mere craftsman pleased to
control a medium among the illiterate; for
him who has ventured into the realm of
thought, control of the medium is the be-
ginning, not the end of wisdom. Rice has
also sincerely, within limitations which he
has imposed upon himself, spoken on impor-
tant social questions. Themes and forms
new to dramatists just awakening from the
bedroom p'ay are second nature to him.
But now he has an audience such as existed
until recently only on a small scale ; there are
thousands today who will listen attentively
to the playwright who will rip the last veil
off the fraudulent, shabby, diseased civiliza-

tion of the bourgeosie, who will switch the
spotlight of his talent to those social classes
which are struggling to raise humanity out
of its present morass. What an opportunity
for a man of Rice’s gifts and experience to
create a Carter Sloane who, with passion,
insight and eloquence can stir his “fellow
citizens” to something more effectual than
the contemplation of the dead ashes of the
spirit of ’76. These new Carter Sloanes,
today filled with the spirit of the twentieth
rather than the eighteenth century revolu-
tion, have spoken in American, yet interna-
tional accents in New York, Minneapolis,
San Francisco. The dramatist who can
make them speak as articulately on the stage

NEW THEATRE

will be an artist worthy of his epoch.

It is worth considering now, whether Rice,
who has grown so steadily, if unoriginally,
from the clever melodrama of Oxn Trial, to
the honest, burning social indictment of e,
the People, will grow still further. He has
the equipment for becoming not merely a
clever playwright but an important one,
seeing and speaking, like Ihsen and Shaw,
ahead of his audience. His new plays, to be
produced shortly, will show whether he has
taken advantage of his oportunities to sur-
pass himself, as John Howard Lawson has
done, in the light of that knowledge of con-
temporary life which the revolutionary
working-class gives us.

Workers Theatre Advances

By GEORGE SKLAR

THE past eight months have seen a

tremendous burst of vitality in workers’
theatres throughout the country. Its main
impetus has come from three very definite
theatrical developments. The first of these
was, of course, the successful demonstra-
tion by the Theatre Union that a workers
theatre could function professionally, attract
large audiences and maintain itself finan-
cially. The second was the Workers
Laboratory Theatre’s production of News-
boy, and its subsequent presentation at the
National Theatre Festival in Chicago, which
set a challenge for the creative ingenuity of
groups all over the country. And the third
was the reorganization under new editorship
of NEw THEATRE and its increasingly im-
portant role in stimulating these groups with
news and guidance. The result has been an
unprecedented acceleration in the growth
and development, not only in terms of num-
bers but also in the level of its technical
and artistic expression.

I had the good fortune to witness concrete
evidence of this growth about a month ago
when I attended the first performance of the
newly formed Stationary Theatre of the
Jack London Club of Newark, N. J. Play-
ing before a jammed house of more than
800 people the great bulk of whom were in-
tellectuals and uncontacted middle class who
had quite obviously never seen a revolu-
tionary group in action before, the actors
succeeded in provoking them from polite
passivity to a spontaneously voiciferous
response as the performance went on.

The first of the two plays on the program .

was a production of Alfred Kreymborg’s
America, America by the Shock Troupe of
the Club. The opening which was affixed
to the original by the director of the Troupe
gave a cross-section of the American scene
in terms of news flashes, and served as a
very exciting introduction to the poem,
which was presented in the mass recitation
technique. The direction in general was
patterned after that used by the Repertory

Playhouse Associates in New York, but was
a development and expansion of it. There
was a clarity and sureness which the New
York performance lacked. I was particu-
larly impressed by the almost professional
quality of the action—its precision, its en-
semble feeling, its conviction and sincerity.
The acting level of this group struck me as
being even higher than that of the Workers
Laboratory Theatre of New York.

The full length production of Can You
Hear Their Voices—the first full length rev-
olutionary play performed in the state of
New Jersey—was also marked by the quality
of the playing. It was especially noteworthy
because realistic acting is much more diffi-
cult for amateur performers than the
more simple chanting or slogan shouting of
the mass recitation or agit-prop play.

The play itself has deficiencies. It is
much too episodic and scrappy in construc-
tion; its situations and its characters are
often underdeveloped and meager. But it
does have a theatricality, especially in its
bourgeois scenes, which lifts it out of dull-
ness and brings a climax excitingly to life.

The episodic and scrappy quality of the
scenes demand a swift moving production
which does not wait for scene shifts. The
director failed to give it such a production, '
and as a result there were some dull
stretches which were saved only by the
verve and sincerity of the acting. A little
technical ingenuity would have shown him
that the play should have been set in terms
of spotted areas, with at least two areas
set at a time, so that one scene could flow
into the next without interruption. The use
of news flashes before a curtain while the
next two scenes were being set could have
maintained a continuity and swiftness of
pace which would have compensated for the
dead waits after unclimactic, choppy scenes
which couldn’t stand on their own. But
aside from this technical short-sightedness,
director and actors deserve high praise for
the quality of the performance,
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HE trouble with writing about Holly-

wood now is that Mr. Hearst and the
little Black Fathers are not through with it
and the fate of Mae West is still undecided.
As an ordinary thing my sole contact with
Holy Church is sitting behind the Brothers
from Fordham who come into the Polo
Grounds on a pass and root for Chicago.
But for the past several months I have never
entered a movie house without looking into
the far left and right corners for Cardinal
Hayes with a pop gun. It makes motion
picture reviewing a matter of {fortitude
rather than aestheticism and it has quite up-
set Luella O. Parsons and Mordaunt Hall.

My first feelings in the controversy were
pleasurable. There was once a fight between
Aurelio Herrera and Willie Ritchie or Joe
Rivers and Ad Wolgast which ended in a
double knockout. It seems that Mr. Rivers
hit Mr. Wolgast at exactly the same mo-
ment Mr. Wolgast hit Mr. Rivers and they
both landed on the backs of their necks
simultaneously and out. Without really be-
lieving that such a thing could happen in the
purity campaign, it was delightful to con-
template a situation which would call for the
concurrent annihilation of Jesse L. Lasky
and Archbishop Bologna.

- This was before I saw a picture called

Grand Canary (Fox). It was plain at once
either that an edict from Rome or the Hol-
lywood blight had fallen on the gentlemen
who made this piece of scrapple. There
were evidences that it had been completed
just at the moment Mr. Winnie Sheehan
had decided that an Irishman had obliga-
tions other than those to the Chase Na-
tional Bank. I haven’t read the book but
the film epic ended as if Mr. Sheehan had
seen the next to last rushes and decided to
get in touch with his Lord. I still don’t
know what the ending was supposed to mean
but obviously it was meant to bring it to. a
full stop and to hell with it. This of course
is .not the proper attitude and I don’t know
whether to blame the Pope or Mr. Will Hays
or simply the man in the cutting room. On
second thought it may be all right. In a
erisis I might be persuaded to sign a peti-
tion asking that all Hollywood films be cut
in half.

But in a campaign between Hollywood
and the Church, I'm afraid I’ll have to take
the side of Hollywood. Its morals have
never worried me.
get very angry at Carole Lombard but I
am not one of them. What is so disgusting
about Hollywood is not the female shapes
but its cheapness, its vulgarity of taste, its
lack of even the simplest good sense. I have
discussed this with earnest writers who have

There are those who can -

20° COOLER INSIDE

By ROBERT FORSYTHE

gone to Hollywood with the intention of
elevating its standards.
illusions that they could win Junior Laem-
mle or Mr. Harry Rapf or Mr. Irving
Thalberg to their side but they had hoped
that by utilizing the more elementary forms
of suasion they might be able to produce
pictures which could be enjoyed by people
who had managed to get through the seventh
grade.
the psychology of these Same writers after
six months in California. If they have any
ideas of surmounting the stupidities of
Beverly Hills, they involve such intricate re-
formations that only a bomb explosion in

R

They have had no

What has always interested me is

the Irving Trust Co. could make them pos-
sible. For the rest they throw up their
hands.

But in spite of this it is necessary to be on
the side of Mr. Zukor against Father Cough-
lin. The movies after all are only concerned
with the movies. They may corrupt the
stage to some small extent by producing
flops which will later be successes for Joe
E. Brown but it is rather late to be worry-
ing about the people who make up the
typical Broadway audience . The Catholic
Church, however, can be concerned about
things other than movies. I have made this
point elsewhere and am not going to be-

.«.

Drawing by Esther Kriger
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labor it here but it is evident that the censor-
ship which begins with films can be carried
over into-the more important field of litera-
ture and the press. The Catholic Church
does not like ideas and certainly not revolu-
tionary ideas and anybody who thinks that
repression will stop with the cleanup of the
movies is too light witted for human com-
panionship.

The pictures turned out by Hollywood
prior to the Crusade were good run of mine
products. I still feel that Fog Over Frisco
was almost an ideal Hollywood movie in that
it was entirely devoid of ideas and gave the
marvelous mechanical forces of the place a
chance to.go full blast. It had the char-
acteristic Hollywood pace and sharpness and
the photography was superb. On the other
hand Thin Man which was hailed so rap-
turously (by the people who had not read
the book) seemed to me a diluted something
or other after It Happened Omne Night,
which is undoubtedly the best picture of the
year and of many years. Because it kept
resolutely away from anything but the most
trivial subjects, the latter film was a triumph
for Frank Capra and the actors, Clark Gable
and Claudette Colbert, not to mention Rob-
ert Riskin, who wrote the script and the
dialogue. ‘

. Mr. Wallace Beery made a terrific ass of
himself as Pancho Villa and Ben Hecht
made an even more extreme fool of himself
as the author of the same ludicrous treat-
ment of the late bandit whose idea of the
way to place the land in the hands of the

peasants was to take a considerable slice of

it for himself, this perhaps on the theory
that he was after all one of the most thor-
ough and -complete of all peons. As for
Little. Man, What Now, it was, with the
exception of the happy ending, a most faith-
ful reproduction of the book and thus a per-
fect confirmation of the fact that. the novel
itself was nonsense. The film incorporated

-a character something like Tarzan of the

Apes to represent Communism when noth-
ing of the sort was to be found in the book
but it did reveal the hero of both the film
and the novel as a man of such sub-normal
capacities that any resident of Park Avenue
would be justified in holding that unemploy-
ment was much too kind a state.for such
pathetic creatures,

The point I'am making is that Hollywood .

would be a fine place if it weren’t for the
propaganda.
does, to the higher forms of objectivity and
art, it is a litt.e disturbing to come across
Stand Up and Cheer, which practically
wiped the depression off the map by stand-

ing up and cheering. You can gauge the:

exact calibre of that great American phile-
sopher who stts the tone of the New York
Times, that profound student of govern-
mental problems, when I tell you that Will
Rogers furnished the idea for this pictorial

Confining itself, as it usually

dramatization of Science and Health by
Mary Baker Eddy. Mr. Rogers is prob-
ably now at work on a saga of Oklahoma
entitled Lie Down and Die, which will ef-
fectively overcome the drought.

Lester Cohen made an excellent transcrip-
tion of Somerset Maugham’s Of Human
Bondage but in that case again he succeeded
only in showing up the bullheaded moronity
(is that a word?) of Mr. Maugham’s hero.
If T had time I should like to analyze the
book as a typical bourgeois example of self
pity but it really isn’t worth it. What was
extraordinary about the picture was the act-
ing of Bette Davis, who practically took her
screen career in her hands in doing a part
so ungrateful that not even national.legisla-
tion would have forced any other actress to
attempt it. She was excellent in a similar
part in Fog Over Frisco and is undcubtedly
the dramatic find of the year.

But as I say the pictures themselves mat-
ter very little if we are to have Norma
Shearer appearing shortly in Tony the Boot-
black or Lavender and Old Lace. Having
succeeded in bringing whimsy to a point of
nausea (a point where it invariably insists
on arriving), Wallace Beery has just made
Treasure Isldnd and somebody is making
Mrs. Wiggs of the Cabbage Patch. Al-
though Little W omen was a success, Alice in
Wonderland was a reverberant bust and it
is a little difficult to see just where the pro-
ducers are going to secure the audiences
which will make the Monsignors and Bishops
so happy. After all Mary Pickford didn’t
stop ‘making pictures because she was tired
of it. She stopped when the red ink threat-
ened to wash away the cashier’s cage.

If Grand Canary is an example of what
can happen when God and Mr. Hearst
come to California, I am afraid that I am
not on the side of the angels. = At its best
Hollywood is bad enough. The assistance
of Joseph I. Breen, the Catholic layman who
is now acting as censor, is hardly likely to
improve it. What is even less likely to im-
prove it is the promised flood of films based
on the Soviet Union. Mr. Hecht, with. his
great flair for the historic, is now preparing
a satire on the subject and Ursula Parrott,
the author of Ex-Wife, has just been sent
by McCall’s and the Saturday Evening Post
to report on the progress of the socialist ex-
periment.. She is getting $50,000 for her
labors and tidings of it are bound to trickle
out .to Hollywood, where Miss Parrott is
regarded as second only to Moliere as a
dramatist. '

I have not mentioned films from the So-
viet Union because comparisons are odious
and Hollywood has enough to worry about
now. Even the Soviet failures, however,
are superior in drama and content and act-
ing to the best of our product and I hear
that the supremacy in mechanical brilliance

-of Hollywood has been overcome 'in the
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forthcoming Moscow films. This is a com-
forting matter to me at least because if
Hearst can frighten the Hollywood pro-
ducers almost to death with his strictures on
their chief stock in trade, to wit, the female
body, he will have little difficulty in convinc-
ing them that anything but a definite brand
of American nationalism will smack of
treason. The fascist phase is upon us and
we may as well be prepared to- face it. For
that reason what Moscow does in the cinema
is of the utmost importance. It will be im-
possible to find anything but the most per-
verted and juvenile ideas elsewhere. It is
because of this that I am so enchanted by
Fog Ower Frisco and others of its general
kind. Our only hope is that Hollywood will
be so frightened by the Holy Fathers that
they will cease attempting ideas at all. The
only danger with that is the stimulus such
success may have in inciting attacks on other
and more important forms of art. If I
thought that the insertion of a slip of cheese
cloth across the bosoms of the Hollywood
sylphs would appease the Church, I should
be quite content, but one look at Ireland or
Italy or any other priest ridden land is
enough to convince me that repressive ideas
never stop with such mild triumphs, Just
as Northern California has seen ‘the Red
purging when the crisis became threatening
to the ruling powers, so we are likely to
experience a new phase in motion pictures
when the Communist will cease to be a
comic character and will be the object of the
most ferocious attack. Any way you re-
gard it, Hollywood seems to be in another
transition period. Just what the future
holds is beyond me, but at least Hollywood
can be given credit for one thing: in the

- hottest summer in history, even the theatres

in the small towns have been. air cooled.
You can’t be too lofty about a thing like
that.

o
CHILDREN’S PLAYS

HE International Union of the Revo-

lutionary Theatre anounces an interna-
tional competition for the “best play, skit
or scenario for the professional and ama-
teur’s children’s theatre.” Themes may be
taken “from the life of the workers’ chil-
dren in the U.S.SR. and in capitalist
countries.”

Awarded in honor of Felix Kohn “for
his heroic struggle in the first ranks of
the revolutionary proletariat, and on the
front of art within 50 years” this competi-
tion is announced as a permanent annual
award. Prizes for foreign authors; first
prize is. a free trip to and a three weeks’
stay in the U.S.S.R.; second prize: a free
+ip and ten days’ stay. The contest closes
January 1, 1935. Manuscripts should be
addressed to Children’s Play Contest, L.O.
W.T.,, 114 West 14th St., N.Y.C. '



” SEPTEMBER, 1934

A PRODUCER was planning to make a

picture against a background of Ger-
man submarine activities during the World
War. I was to direct the picture. The
story was insignificant and I was not en-
thusiastic. I had used every manner of
argument to talk the producer out of his
plan, to no avail. Over a week-end holiday,
I learned from several friends that five
other studios were preparing the same type
of picture. This fact, I thought, would be
my defense against having to make the sub-
marine picture, so Monday morning I
eagerly awaited the producer to report my
findings.

When I told the producer that if our
submarine picture were made it would be
the sixth, as five others were already in
work, his reply, to my utter astonishment,
was: “That proves I'm right.”

Walt Disney makes fantasy popular with
his delightful Silly Symphonies and Para-
mount produces Alice in Wonderland and
makes a bust of it. Before Alice was rated
a failure, Goldwyn planned to do Frank
Baum’s Wizard of Oz. Now he will be in
a complete quandary because of the con-
tinued success of Disney fantasy and the
failure of Paramount’s venture.

A producer told me that the success of
Little Women was due to the fact that the
public was beginning to demand costume
plays. Ridiculous! As if the public all
got together and passed a resolution de-
manding costume plays. As a result of the
success of Little Women there will be a
flood of similar films and a consequent raid
on the “classics” until the public is nause-
ated and yells for mercy. One exhibitor
when asked what picture he liked best last
year replied Three Little Women.

Five years ago when sound pictures were
first inaugurated, musicals were extremely
popular until the producers made so many
of them, and all exactly alike, that the
public simply went out on strike against
over-teethed sopranos. The same thing
happened again because Warner Brothers
sneaked out with a grand little picture,
42nd Street, and the flood was on.

After many months of dickering, the
Greater Garbo was persuaded to return to
Santa Monica and a new contract. Then
followed months and months of story con-
ferences and many, many changes of writ-
ers to get the proper vehicle to carry the
“I-tank” girl to her poor clamoring public

Actually one year was spent on the story
but when the picture reached the theatres
it was the same old story that has been pro-
duced dozens of times before. John Gil-
bert should know by now that that pretty

RUBBER STAMP MOVIES

By KING VIDOR

blond he meets_ in the crowded tavern in
the snow country is a woman and not a
pansy. Think of the time he loses. Any-
way, the story is so familiar I think even
Marion Davies would have rejected it.

What causes all this, you may be think-
ing. Well, the first offender is high-cost.
For example, an author may write any book
he cares to, and the production cost against
the completed article could be as little as:
Food and lodging for three months, $86.10;
paper and pencils, $3.16; clothes and bar-
ber shop, $0.00.

But if a motion picture director gets a
big idea he has to dig up a hundred thou-
sand some place even if he does go without
shaves and haircuts. A man will gamble
two bucks on an old horse at a race-track
but if he bets a thousand he’s going to pick
out the horse that’s won the most times
before. Consequently, in the movie busi-
ness the final decisions are made by busi-
ness men, not artists. If a writer or di-
rector could finance himself, and if his
work of art could fail completely without
the artist going to the poorhouse for the
rest of his life, more interesting pictures
would be made more frequently.

11°

But the purse-strings are held as I said,
by business men and not by artists and
when they weigh those hundred thousands

.on one side and the director’s talents on the

other the decisions are generally made in
favor of the pot of gold.

Many original ideas are accepted for pro-
duction in Hollywood studios but by the
time they reach the screen they appear to
have been poured from the same mould
as all the others. With a few exceptions all
pictures that make a definite step forward
come from outside studios and individual
producers.

On account of the high cost of produc-
tion Hollywood producers are afraid to
take a chance. They will spend all kinds
of money on a picture but they will not
gamble with subject material. The hope-
ful public continue to frequent the picture -
theatres but in most cases comes away un-
moved. The physical aspects of the pic-
ture are beyond reproach—direction, cast-
ing, acting, photography, settings, dialogue,
are the best money can buy. But what of
it? The inspirational basic idea has been
distilled out of it and what does the public
get for its money that it hasn’t gotten hun-
dreds of times before?

Still from Vidor’s Our Daily Bread

United Artists
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Intelligent people try to forget the pic-
ture as quickly as possible. The result is
usually a.bad taste in the subconscious.
How long they’ll continue to abuse them-
selves in this manner no one knows; but the
gross attendance has been falling steadily off
and the people will stay away in mobs as
soon as they find something better to do.

A few years back they used to say, “Let’s
go to the movies tonight,” now they say,
“Let’s see if we can find a picture tonight.”
And usually they are unsuccessful. Some-
times they go anyway and the evening ends
with the ultimate resolve to be more care-
ful next time.

One of the different obstacles in pro-
duction is the fact that a script or scenario
is only the foundation on which something
else is to be built. That is, the scenario that
the director submits to the supervisor is the
skeleton upon . which his finished picture is
going to depend. If the scenario expressed
all the emotion that the finished picture will
contain it would have to be written in lite-
rary or book form. The supervisor with
his lack of visual imagination, is unable to
fill in the gap between the scenario and
the finished article. Consequently he or-
ders that each detail of the script be so

obvious and over-written that when the

ingredients of good-direction, good-acting,
and good photography are added the ulti-
mate whole is all too obvious and dull. The
audience cannot use its imagination, and it
is the use of the imagination that is the
psychological meaning of most entertain-
ment. That was the great value of the
silent picture. In the silent picture the
audience was compelled to use its imagina-
tion at every moment. That is why Charlie
Chaplin will do a lot of thinking before he
makes a talking picture. We, in America,
have never thought of Charlie as an Eng-
lishman while watching one of his pictures
and neither have the natives of Afghanis-
tan, But let him speak, and English he will
be, and all your imagination will not be
able to make him anything else.

A scene in a silent picture could be more
intense than a similar scene in a talking
picture. A talking picture is literal, you
take what you are.given. In a silent pic-
ture we could mix in our sound and dia-
logue to taste. As soon as some of our
stars of the silent days spoke they were
finished. Their voices couldn’t live up to
the imaginative aura with which we had
surrounded them. This, however, is not
true of Chaplin. Charlie is just as amus-
ing audibly ag he is pictorially.

NEW THEATRE

‘The second drawback to better pictures
is “catering to the mob.” Pictures, being
expensive, are made for what the producers
call the “mob taste,”’synonomous in their
minds with “infantile.” Every other pro-
ject has the element of discrimination in
its appeal. Imagine trying. to make a pair
of shoes that would satisfy every human
animal from nine to ninety, male or female.
anyone who can solve that riddle is not
only a Houdini but a phenomenon. Even
with as universal an article as a newspaper
you can read what you like and ignore the
rest. But with a picture you must swallow
it all. Silent pictures did have the element
of flexibility: they could be seasoned to in-
dividual tastes by adding imagination.

But this is not supposed to be a discus-
sion of silent pictures or talking pictures
but a bark at the producers with a hope that
it will have a widespread effect and an
ultimate beneficial result.

Pictures would be better if they were not
controlled by big business. Big business
could make better pictures at much less
money by dividing its studios up into in-
dividual units and encouraging individual
expression instead of throwing all creative
endeavors into the same stew-pot.

From A Director’s Notebook

NOTE: This article is a continuation of the notes,
published in the June issue of the NEw THEATRE,
on the problem posed at the National Conference
of the League of Workers Theatres, viz., “What
is the elementary production procedure for a newly-
formed, inexperienced aworkers’ dramatic group?”
The previous article dealt with the assembling of
script material and the selection of a script. |

AFTER the selection of the script, we go

into production. The first step in pro-
duction is the organization of the Produc-
tion Staff, and the defining of their respec-
tive functions. The head of the production
is’ the Director who is responsible for the
creation of the production as a whole. He
must prepare in advance of casting a

PRODUCTION PLAN

which will outline clearly how he proposes to
treat the play, the style of production, the
interpretation of the various scenes, sugges-
tions for revisions, questions of setting,
costuming and lighting and a time limit for
the completion of the production. The di-
rector, in preparing his plan, must apply
certain
PRINCIPLES OF PLAY
i PRODUCTION

1. Analysis of Content

Here the same basic question as outlined
in the principles of script-selection must be
answered. These answers are now formu-

By STEPHEN KARNOT

lated, however, in terms of the specific
scenes or episodes of the play. For ex-
ample: What scenes introduce the major
theme of the play?

Which characters carry the positive argu-
ment of the play? Which characters carry
the negative argument? What is the rela-
tionship of scene to scene (in terms of con-
tent) 7 What is the relationship of char-
acter? Itis not enough, however, merely to
determine the nature of the script as it is
written. It is next necessary to determine
what its nature should and must of neces-
sity be for our purposes. This means that
certain - characters may be strengthened,
others changed, emphasis in certain scenes
shifted, scenes and characters added, etc. At
this point we see clearly the fact that the
director (and actor) in the revolutionary
theatre is not simply a faithful reflector of
the script but a conscious creator of the
production. As such his understanding of
the workers’ economic, social, and cultural

~development must be based on a scientific

(i.e., Marxist-Leninist) analysis and method
of work. If the director is a worker with
class-struggle experience, this phase of his
work will be easier for him, although add-
ed theoretical development will always be
necessary. The director who is unfamiliar
with the worker and the class-struggle, will

find this lack of subjective experience (no
matter how high his theatrical technique) a
distinct handicap. However the class-strug-
gle is just outside the door of the Workers
Theatre, and this experience should not be
hard to get. The director must understand
one thing definitely—workers’ theatre means
plays presenting the world, society and in-
dividuals, with all their problems, from one
definite point of view, the point of view of
the class-conscious, revolutionary working
class. The desirability or necessity of this
point of view cannot be discussed in these
notes, but accepting it as axiomatic, as
nearly all workers’ theatres do, we see that
the director (and actor) in analyzing the
script-content must understand this both
subjectively and objectively (practically and
theoretically) ; in other words he must be
able to feel it as well as explain it.

AVING made every effort to analyze

the content of the script, and to pose
clearly the various problems to be brought
out by the production, the director must
make :

11. An Awnalysis of Form and Style

Here again the questions posed in the

notes on script selection must be gone over
and answered—this time in terms of stag-
ing. What is the relationship of the con- .
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tent to the form? Does the form presented
in the script give the best expression to the
content? If not, which form should be
used to properly present the content of the
script? Will this form be easily understood
by the given audience?

The answers to these questions involve
many complex esthetic considerations.
However the experience of the director
shows that certain forms are more suitable
for certain problems. For instance, it is
obvious that a play dealing with the intense
psychological conflict of an individual will
be presented in the ‘‘straight dramatic”
form rather than a musical revue. We also
find that the one act play is generally lim-
ited to plays of situation, of conflict con-
cerned with a small group, i.e., O’Neill’s
one act plays; while the dramatic sketch
uses still more restricted locale, few char-
acters, a single incident. The revue how-
ever is more flexible and broader in its
scope, and therefore very useful in present-
ing a panorama of topical events. The epi-
sodic play is similar in construction to the
revue and likewise useful to cover a broad
series of events. Other forms such as the
vaudeville sketch, and the slapstick song-
and-dance are important forms for the thea-
tre-of-action, since they are familiar to the
native American audience and can be used
effectively for a graphic and satirical pres-
entation of political topics. Puppets and
marionettes, especially the former, are a
medium which is extremely effective for the
presentation of plays treating the subject
matter in'a symbolic or fantastic style. The
dance-pantomine and shadow-graph are two
forms as yet hardly touched by the workers’
theatre ; forms which offer tremendous pos-
sibilities for plays of simple theme but deep
emotional powers and mass movement. Here
in general, are the existing, tested, histor-
ically developed forms. The new and inex-
perienced groups should select their forms
from these, master them, learn all their pos-
sibilities, before attempting innovations. The
conditions of performance of the workers’
theatre will generate variations of the old
forms and lead toward creative experimen-
tation,

Form Content

Detailed depiction of
inner development of
character—psychological
conflict.

“Straight Drama”
(Three-Act Play, etc.)

One-Act Play Single dramatic in

cident—small group of

characters — restricted
locale.
Dramatic Sketch Single dramatic in-

cident — two or three
characters — restricted
locale.

Broad social conflict
series -of events, many
different locales, many
characters.

Episodic Play
(Realistic Style)
Revue

(Satirical Style)

Detail from Mural at Workers’® Theatre

Los Angeles

Broad survey of po-
litical figures and is-
issues.

Revue

Musical Comedy
(Satirical Style)
Puppets
(Symbolism, Satjre)
Vaudeville

(Broad Comedy)

Generalized treat-
ments of broad social
or political theme (e.g.,
international politics,
war, mass unemploy-
ment, etc.)

The mass recitation needs special atten-
tion. It is not a native form, and it is one
of the most abused and “misunderstood
forms in the workers’ theatre movement.
The mass recitation as used by the early
“agit-prop” groups was not mass recitation
—but group recitation. As employed it was
a vehicle for some of the most abstract,
schematic and unconvincing scripts we have
seen. Its apologists claimed it was the form
for the revolutionary theatre, because it re-
quired no individual “talents”, because it
emphasized the “group” as against the in-
dividual, because it was a highly effective
political agitational weapon. Time proved
all these contentions to be false—it was sec-
tarian in approach both in content and in
form. It did not educate, and strangest
contradiction of all, the mass recitation de-
mands a very high degree of training along
specialized lines, i.e., voice rhythm and
movement. Discovering this, most groups
abandoned the mass recitation. But the mass
recitation properly conceived is a form of
tremendous possibilities. The secret of it
lies in proper use of orchestration of the
spoken voice (study of oratory) plus broad
graphic group movement, orchestrated
sound, tympani and musical accompani-
ment. It is a vehicle for the epic, narra-
tive, polyphonic poem. (Study Vachel

Dance Drama
Shadow Graph
Pageant

Mass Recitation

(See below)

- fectly familiar to the spectator.

13,

Lindsay’s works in this connection, and cer-
tain Soviet works in “rythmic declama-
tion””). :

BRIEFLY on the question of style. Many

of the mentioned forms are susceptible
of treatment in several different styles. Of
course, the style is usually suggested by the
nature of the script, but it does not always
follow that this will be the style of staging.
One of the director’s means of recreating a
script in production is to stage it in a style
which conflicts with the original. For ex-
ample, a play is written. in a straight
naturalistic style, presenting certain prob-
lems of the bourgeosie in a serious light. By
staging this in satirical style, without chang-
ing a line, we can expose our point of view
on the issues involved., Or again, a play of
social and revolutionary implications is writ-
ten in a romantic style (i.e., Hauptmann’s
The Weavers). By staging the play in a
strong realistic style we bring out its strong
points and minimize its weaknesses. Some
forms carry a traditional style—for in-
stance the revue is usually satirical in style.
The same with the puppet. One style in
particular, symbolism, is used very indis-
criminately by our workers groups. A sym-
bol is an abstraction, a sign in place of the
real thing. To be effective, it must be per-
For the
class-conscious worker, a silk hat means
capitalism. For a worker who is not class-
conscious, it may simply mean a dude, or
a rich guy, or even something to be desired.
For the class conscious worker, a clenched
fist and upraised arm means the height of
militant working class solidarity. To some-
one else it may simply mean a punch
or violence. Examples are innumerable.
The understanding of any symbol is
conditioned by the class, and general cul-
tural condition of a spectator. It is there-
fore necessary to be extremely careful in the
use of the symbolic style, and in the choice
of the style in general. Ounce the style is
determined, it should be carried through
consistently in all phases of the production.
Style in the visual presentation setting,
lighting, costuming is important.

CONCLUSIONS

The director must take all the above out-
lined problems into consideration in prepar-
ing his production plan. For help he may
turn to other qualified members of the
group, to critical literature, etc. All details
of the plan need not be determined before
the production process begins, but it is es-
sential that the key problems be defined in
advance, ie., major theme, minor theme,
key scenes, key characters, audience to be
played to, which form, which style, and the
concrete applications of the answers to these
questions to each scene and character, and to
the play as a whole.

The next article in this series will outline the
duties of the rest of the production staff, their rela-
tionship to eack other and the production procedure.



Detail from Mural at Workers’ Theatre
Los Angeles
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‘The Magic Of Meyerhold

THE name of Meyerhold has long been

of unusual significance. To the theat-
rical Russian it has been a rallying-cry or a
danger signal. People still tell you of the
actual fist fights in the streets about this
man. To the foreigner with the added bur-
den of the language difficulty, unaware of
where to seek for the “why” or “wherefore”
of what he sees before him, this is still a
constant puzzle.

One sits in the Meyerhold Theatre await-
ing the start of The Forest. There is no
curtain. The scenery stares back at you,
a bridge, a see-saw, a pair of swings. You
do not know whether to smile or to be im-
pressed. The audience babbles on quite
unconcerned by now. A gong. The lights
go out. On the stage the last props are
brought on, candles are lighted; positions
are taken. A gong. The lights go on. The
play is on.

As you don’t know the language, you
watch the scenery, the acting. You are an-
noyed and shocked by the latter. It looks
old-fashioned. The actors move too much
and posture and strut. You are sure you
don’t like it. It is all so unreal. You feel
out of it. You don’t know whether to be
disappointed. It is certainly “different” and
“unusual”. But is this the man of whom
Vakhtangov said, “He is a genius. Every
production creates an epoch in the theatre”?
The play goes on however and before long
you are thinking different’y. You are
caught by the scenic action, by its imagina-
tiveness, by its flair. The entire life of the
people begins to unfold. You feel you have
misunderstood the scenery. It is not un-
real. It actually makes possible more real-
ity than would be possible in a realistic set.
It stems from the desire not to be limited
by thz stage—the conventional set. Thus
Meyerho'd in The Forest can have the girl
ironing, hanging clothes, chasing pigeons,
people on a road, fishing, love scenes on the
road . . . marvelous in its effect of throb
and pulse—the large swings used for the
first love sczne, the action on the see-saw,
a'l these following one another or inter-
twining one with the other, creating the en-
tire atmosphere of the life on the old Rus-
sian farmstead, bringing out and sharpen-

ing the drama. The taps of the rolling pin,
used to wring water from freshly washed
clethzs, serves to accentuate a quarrel, be-
comes the dynamic rhythm of the scene.
The see-saw becomes an instrument to bring
out a Freudian comment.
scene, a simple text involving two minor
characters, the actors climb into the swings.
They swing higher. '

In the first love

By LEE STRASBERG

Vsevolod Meyerhold

“The spurts of hope are designated by Pe-
ter’s three upward flights, punctuated by the
words, One day in Kazan, the other in Samara,
and the third in Saratov! With every swing
he goes higher . . . The swing of the upflight
exactly conveys_the movement of the intona-
tion; the higher the tone, the steeper the up-
ward flight.”*

The young people in love swing up, as
they fight to rise from their environment,
and your own blood, as you watch, leaps
with them. The girl stands on the bridge.
The boy swings towards her. The mood is
very lyric. The text is very simple. When
you go back and study it, it is hard to realize
it was not written to be played this way.
But none of this would be possible in a
confined, conventional, “cottage” set. The
canvas of the production is elastic. It is a
room or the whole Russian countryside.
And sometimes it is both together ; two men
walk along a road toward the house, far
away, the internal and related life of which
is visible to us.

IF it is Camille you are watching, you are

first dazzled by the amazing luxury of
th= sets and costumes. Each object is care-
fully arranged in its place in a magnificent
comoosition, the whole breathing the very
spirit of French art. And into this scene
Camille tlazes, literally stunning us by the
told theatricality of her entrance. Blind-
folded, her body poured into a dress the
soft red velvet of which accentuates her
body, she drives before her two fatuous
gentlemen harnessed like circus zebras. Her
hands are covered with black gloves: one
of them holds the reins, the other a scarlet
whip -with which she slashes at her two
male steeds.

* Slominsky’s article on Tke Forest, in the col-
lection Theatrical October, to be privately published
by The Group Theatre.

By the time the second scene comes on,
we have been whirled into a maelstrom of
movement and action. The scene in which
Armande meets Camille is, from some slight.
hints in the text, turned into a party at her
house. The whole life of the period swirls
here. From one part of the stage to another,
weaving increasingly in a steady beat, the
songs, the dances, the poetic declamations,
masquerading, move. Confetti and gay bal-
loons appear out of nowhere. The whole
becomes a riotous carnival mounting at ter-
rific pace throughout the scene, creating a
strange foreboding in its hecticness, an ex-
hilaration, a desperate gaiety.

And yet throughout this entire episode the
director’s magic succeeds in constantly rivet-
ting our attention on the almost motionless
figures of Armande and of Camille, whose
eyes behind her fan constantly search and
flirt with him.

There are memorable touches in this
scene. One comes at the moment in which
Camille is prevailed on to sing. Her voice
rises chi'dish and strange, hardly in tune,
wavering and hesitant as the notes picked
out on the piano by a child. And at the
end of the song, the actress collapses.

Again, there is the suggestive and grisly
introduction of a mask of death, coming
sharply on the end of a love passage. It
it noteworthy that this element, bizarre as it
is, has been marvelously prepared for us by
the introduction of two men in simple
masks, and by the act of one of the char-
acters in the play who, left without a part-
ner for the dance, picks up one of these
masks, fastens it to his cane and dances
with it. Already, then, the masks have be-
come symbolic, and when the friends of.
Camille enter in a procession with masks,
we accept that one which represents death
as a foreboding of doom. Thus the first act
is a complete cycle, which like a musical
overture repeats all the themes to be treated
in the play—life, love, and death.

Meyerhold’s stage is not and has never
been a mere striving towards theatricality—
tho his effects are so brilliant and unusual
that you forget the reason for them and
tend not to notice the new,content uncovered
or interpreted. His technical inventiveness
derives from a desire to mirror and explore
life more fully by means of the theatre. His
form derives from his content.

The production of Don Juan in 1910 is
the beginning of Meyerho'd’s “new man-
ner”. Here for the first time he worked
without the stage curtain. He brought back
the us> of the foresiage. He lighted. the
auditorium as well as the stage, made use

of the stage servant, Japanese manner.
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But this was no effort at historical recon-
struction for its own sake. Meyerhold’s
productions have never been “revivals” ; they
are creations. He saw Moliere as the first
of the masters of the stage of the Roi-Soleil
who aimed to bring the action out of the
middle of the deep stage into the apron,
the very edge. Moliere, according to Meyer-
hold, needed to come before the pros-
cenium to bring out fully and freely the
overbubbling hilarity, to give space “to the
expanse of his large, truthfully sincere
touches, in order that the wave of denuncia-
tory monologues of the author might reach
the audience, in order to bring out fully the
free gesture of the Moliere actor, his gym-
nastic movements unimpeded by the col-
lonades of the wings.” The proscenium
molds the acting. The forestage will not
tolerate an actor with an inflated affectation,
with insufficient elasticity of bodily move-
ment. The dancing, movement, gestures, of
the Moliere actor must aim not to make
him the “unit of an illusion,” but to express
fully all the designs of the playwright. In
the old theatre the actor was the only one
who could and had to convey the creative
design of the playwright. Thus, having
chosen the proscenium as the only tradi-
tional platform fit for a Moliere play,

Meyerhold speaks consistently about the .

necessity of restoring the technique of the
proscenium acting, of tricks natural to the
old scenes, of the vivid lighting of the audi-
torium, and finally the analogue of the old
Japanese Kurambo, the stage servant.

THE second problem in Don Juan was to

create the environment. Meyerhold holds
that the full grasp of some plays require
the reproduction of an environment such as
enveloped the audience for whom they were
written.  Apart from the epoch which
created the genius of the author, this script
might give the impression of a tedius tho
charming play. In order that the modern

audience might listen without getting bored

by the long monologues and altogether for-
eign dialogue, Meyerhold held it necessary
“to become intimately familiar with the
most trivial traits of the epoch which created
that work.” In recreating the perfumed,
parasitic Versailles court against which
Moliere’s comedy temperament struck out,
Meyerhold supplied the second party to the
conflict which is not contained in the script
because originally it existed in the audience:
the Versailles stiffness, the dissonance be-
tween the king and the poet, the sharpness
of the Moliere grotesque against the luxu-
riously decorated proscenium.

Since Don Juan there has been a steady
and uninterrupted development of his art, a
development that flowered under the Revolu-
tion, fostered and inspired by a new, sym-
pathetic, audience. There is a widespread
misconception of Meyerhold as" a sort of
will-o-the-wisp, changing his shape in each
production, never continuing in any one di-
rection, continually breaking with his past
achievements, affirming his theoretic beliefs
one moment only to throw them overboard
the next. This impression is created by the
unusual, spectacular and original nature of
each of his performances, which so dazzles
the observer that he sees no more than this,
and those elements in his work which have
steadily and continuously developed are lost
to sight. The judgment is fostered by his
own statement, made in 1913, that the di-
rector should never codify his theory, but
should simply state to his co-workers the
premises on which each production is to be
based.

During the early period of the proletarian
revolution the old academic” theatres main-
tained, to justify their existence, that they
were the guardians of the authentic tradi-
tions of the past, “the only basis on which
the new proletarian art can be built.” In
1920 Meyerhold, the leader of the revolu-

*15-

tinary front, wrote an article accusing the
academic theatres of

“deliberately and systematically destroying the

traditions of the great masters of the theatre,

of diligently cultivating the theatrical rubbish
of the second half of the XIXth century, the
most poverty-stricken and hopeless of all the
periods in the history of the Russian theatre.

I accuse all those who hide behind the fetish of

imaginary traditions of not knowing how to

preserve the authentic traditions of Schtchep-
kin, Shumsky, Sadovsky, Lensky.” (Russian
actors of the XIXth century.)

Coming especially at the time it did, this
statement is of the utmost importance for
the understanding of the work of Meyer-
hold. Since 1910, in his productions and
in the work in his Studio he has tried to
study the classic periods in order to dis-
cover those rules arising out of the very
basis of theatrical material. But this work
is not an absorption with purely technical
problems. It aims to restore and continue
the line of the “folk-theatre”, lost in the
bourgeois epoch of our history.

THIS folk theatre however, is not to be

. confused with the liberal idea of a peo-
ple’s theatre or with the popular theatre
which we know. Popular theatre is no more
than the sunken theatre of the upper classes
permeated to the masses in the period of
its decay. Folk-Theatre is indigenous and
class-conscious. It rises from the masses
whose interests it represents, as against the
theatre of the upper classes. In the vari-
ous periods of its existence, whether in the
theatre of the Greek mimes or the old
Roman comedy of the masks, the medieval
histrion-jongleurs or the old Russian
zanies, the Italian Commedia del’Arte or the
wandering actors of England and Spain, the
creators of the profoundly national theat-
rical systems, as in the folk theatre of Japan
or China—“everywhere we find such traits
of resemblance that we are able to discern
a single style of folk theatre common to

(Continued on page 30)

Scene from Meyerhold’s production of Camille

Meyerold Theatre
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Scene from Meyerhold’s production of Camille
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Scenes from The Living Thec

By PHILIP STE

HE Workers’ Theatre and the Film

and Photo League of San Francisco,
quartered in the Ruthenberg House® at
121 Haight Street, did not escape the
Fascist fury during the bloody week of
terror against the organizations which were
giving their best men and efforts to the

General Strike. They did not escape but -

they survived.

It is difficult to write a report of what
happened to the Workers’ Theatre of San
Francisco. It’s like writing of what hap-
pened to an eagle during a hurricane. Read
the papers, talk to people who lived
through the General Strike, dig through
the magazines, and still you can hardly
begin to reconstruct the magnitude of the
event. Still you cannot plumb the depths
to which it shook the American working
class and all its roots and branches.

For a week the newspapers of the en-
tire country cried out against the “menace.”
Editorials, news pictures, news dispatches,
cartoons, conjured famine, violence, pes-
tilence and chaos as the four horsemen of
a new Apocalypse called down by the
embattled workers of San Francisco and
the Bay counties. Radio and cinema
joined in the holy crusade against the “dis-
aster.” At this date the reason for the
nationally concerted cry of hunger, dis-
ease, violence and disorder is obvious. It
was the necessary prelude for the violence
of the governmental forces which broke
the strike. Without the barrage of horror-
cries it would not have been possible to
smash workers’ headquarters, to jail 300
or more of the most important supporters
of the strike.

The general strike offered the best dem-
onstration since the war days, of capitalis:-
controlled popular cultural agencies in ac-
tion. Not since the war has so much money
and organizational effort been expended by
the ruling class in a drive to poison the
minds of workers against the working
class.

Now the Workers’ Theatre 'and Film
and Photo League in common with other
West Coast organizations are taking up
where they left off, every cultural agency
of the revolutionary movement must look
with new understanding and determina-
tion on its ro'e as working class fighters
against ruling class terror.

NOT so long ago, workers’ theatre and

film groups which fe't the comnlete-
ness of their bonds with the struggles.of
the workers had a difficult time getting
themselves taken seriously. Those davs
are gone. One need not point to the il-
legal Blue Blouse groups and the Agit-

Prop theatres of Japan, which appear sud-
denly at a street corner and present their
dramatic message before the police can
interfere. Just look at San Francisco.

The actual circumstances of the raids
and the history of the Workers’ Theatre
just before the raids present an instruc-
tive picture of what a workers’ theatre
means.

During the first days of the general
strike, NEw THEATRE received a letter re-
porting on the progress of the Workers’
Theatre there.

“On May 1,” he said, “We had our first
anniversary affair, for which we produced
five short plays, The New Road, Charity,
For Christ and Constitution, Cell No. 1
and The Bulls See Red.

Without having seen any of these save
Charity, one gets the feeling that at least
three of the remaining titles were prophetic
nf the theatre’s expcriences two months
later. .

“Lo~kirg backward to the day when we
start~d,” the letter continues, “it is pleasing
to see the progress we have mads.  Our



17

Theatre . .. San Francisco 1934

By PHILIP STERLING

our first
produced
Charity,
Il No. 1

1ese save
t at least
prophetic
» months

when we
5 pleasing
d2.  Our

first plays were . . . short and very crude.

. However we worked hard and our
members increased until we could afford
to put on The Follies and Blunders of 1933
in May. This was quite a success but in-
stead of doing us good it had the opposite

‘effect because we had no organization. . . .

Things went from bad to worse until we

had only two members left, a girl of 14 and -

myself. We decided to reorganize.”
There follows a detailed description of

the slow and painful process of correcting

the organizational mistakes which nearly

cost the life of the group. New quarters
were taken in Ruthenberg House, a stage
was built, modest production ventures were
successfully undertaken, round tab'e dis-
cussions organized. ‘
In the next paragraph: “. . . the Blue
Blouse group was doing very well until
two weeks ago. . . . They went down to the
waterfront here to put on Recruit. The
police attacked and severely clubbed them.
Peter Maccharini organizer of the Work-
ers’ Theatre got a fractured skull. Little
hope was held for his recovery. However,

he has improved a little and it is thought
that the danger is over.”

THAT’S the way it stood until New

THEATRE received another letter two
weeks ago. This letter from the organizer
who has replaced Maccharini describes the
raids which wrecked the Workers’ Theatre
as well as the other working class organ-
ization offices quartered in the Ruthenberg
house.

The new organizer writes:

“The Ruthenberg House was raided
three times. The first two times the vigi-
lantes were repulsed by David Merrihew
who, to quote the bourgois press, “bran-
dished a sword like a character. out of
Dumas. . . .

“During the first raid the hired thugs,
masquerading as union men, succeeded in
breaking nearly all the windows, in upset-
ting furniture on the first floor, and they
got up on the stage and ripped the front
curtain on which the symbol of the Inter-
national Union of Revolutionary Theatres
was painted. )

“But not until Merrihew was safe in jail
and his sword confiscated by police did the
vandals dare to venture further into the
interior of the building. . . . This time fur-
niture was broken, cameras were smashed,
stair-rails were chopped into, kindling.

“Again the Workers‘ Theatre stage was
a mark for the thugs,” the letter reports.
“. . . they ripped flats, broke frames, tore
the curtain into shreds and smashed props.
The meeting room was broken into and
there a complete file of NEw THEATRE
along with a bundle of the current issue
was taken from a locked cabinet and de-
stroyed.

“Peter Maccharini was up for trial July
23. The jury stood eleven to one for con-
viction so another trial will be set. The
day after the trial his home was raided
by police. . . .”

There is no note of defeat in the letter.
“As a result of the fascist terror there is
an excellent possibility of drawing into the
membership of the Workers’ Theatre a
large group of workers . . .” the letter de-
clares. “At present, the stationery theatre
and the Blue Blouse groups are joining so
that mass chants and short plays can be
given at street meetings and demon-
strations.” ‘

Increasing numbers of workers and in-
tellectuals realize that the only hope for
a culture of continued vitality, capable of
reaching higher levels lies in the culture
which the revolutionary movement is using
as a social weapon. To those who have
not yet realized it, the fascist onslaughts

(Continued on page 30)
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Perspectives of the Dance

DURING the past few years I have
watched with keen interest the develop-
ment of the Workers’ Dance movement. One
cannot deny that much has been done toward
the development of this field of proletarian
culture. However, while I was watching
the dances presented at the Dance Festival
it became clear to me that a thorough exam-
ination of the aims and methods of the
workers’ dancers is necessary if the:dance
movement is to make immediate progress.
The weaknesses so glaring in almost all the
dances result mainly from a lack of under-
standing of the relations between content,
form and style. Although one could notice
a general improvement in the mastery of the
technique of dance form, the content, though
selected from class struggle events, did not
get across the footlights clearly. It was as
though content and form were not integrated
but paralelled. At times content overshad-
owed form and at other times form com-
pletely obscured the content. This seeming
contradiction between improved technique
and lack of clarity in expression is the very
basic difficulty of dancers. It arises from
the rigid adherence to formal technique when
the question of a new content is involved,

It is a generally accepted principle that
revolutionary art forin is dependent upon its
content. This principle was reiterated
at the last Dance Convention and was ac-
cepted as a basis for work. When we ex-
amine the content of the various dances pre-
sented at the Festival we find that most of
it was abstract. In Bruno Tesch Memorial
dancer after dancer walks to death of his
own free will. Intuitively they are drawn
to the butcher’s axe. These dancers may
have reason for doing it, but the audience
was never let in on the secret.

In the same manner were the dancers in
Dirge attracted by the light. In Uprising
they were drawn, just as intuitively, upward,
forward, as a moth is drawn to the light.
Certainly terror, upsurge and uprising are
manifestations of a very bitter class strug-
gle. In this struggle every gain, every de-
feat is a result of terrific class conflicts. If
the subject matter of workers’ dances is to
be class struggle, these conflicts must become
more apparent in the content of the dances.

If the workers’ dancers honestly and truly
make it their task to use the manifestations
of class conflicts in life as content for their
dances, the form of the dance will of neces-
sity have to undergo some development in
the direction of becoming more dramatic. I
stated in my introductory paragraph that
most of the dances failed to develop their
subject matter. This failure was due to

By HARRY ELION

the fact that the dance embodied no conflict.
Development without conflict is impossible
because such conception is undialectical.
Every dynamic art form must base its con-
ception upon conflict. Eisenstein formulated
this principle in the following manner:

“In the realm of art, as the fundamental basic
principle (this dialectic principle of dynamics incar-
nates itself in conflict) of the substance of every
art-work and every art form. For art is always
conflict.”

The static influence in the dance concep-

tion comes from the bourgeois dance. There
is only one way to overcome this influence
and that is to make dramatic development,
or conflict, part of the dance form.

THE problem of style and its relation to the
“+ content of the dance requires a thorough
analysis; for it is in the field of style that the
workers’ dances show most the influence of
the bourgeois dance. The dance images
with few exceptions are not derived from the
content of the dances but from some pre-
conceived styles. As a result, it would prob-
ably be necessary to equip every member of
the audience with a dictionary, defining the
meaning of every movement in order to
make the dance understood. If the content
of the dance is a specific incident in the class
struggle the basic image, in order to be com-
municable to the audience, must be derived
from that incident and not from any abstract
movements. The content of a dance, if it is
specific and not abstract, will provide a basis
for a communicable image. From the parti-
cular the general is derived. Lenin form-
ulated this truth in the following passage
quoted by V. Adoratsky in Dialectical Ma-
terialism

“The approach of the mind (of man) to a par-
ticular thing, the taking of a cast of it (in other
words, an impression) is not a simple direct act;
a lifeless mirror reflection, but a complex, twofold
and zig-zag act, which harbors the possibility that
the phantasy may entirely fly away from reality;
what is more, it harbor§ the possibility that the
abstract conception, the idea, may be transformed
(imperceptibly and unwittingly on the part of man)
into phantasy (and in the long run into God). For
even the simplest generalization and the most ele-
mentary general idea is a fragment of phantasy.”

How much more are we subject to flying
away into the realm of phantasy when we
begin with the most abstract ideas, such as
Uprising and Upsurge?

The researches into the art creations of
the aborigines can teach us much in this re-
gard. Harrison writes in Themis, p. 44, that

“ . . when the men return from the war, the

‘hunt, the journey, and re-enact their doings, they

are at first undoubtedly representing a particular
action that actually has taken place. Their drama
is history, or at least narrative; they say, in effect,
that such and such a thing did happen in the past.
Everything with the savage begins in this particu-

lar way. But it is easy to see that if the dramatic
commemoration be often repeated, the action tends
to cut itself loose from the particular in which it
arose and becomes generalized, abstracted, as it were.
The particular hunt, journey, battle is in the lapse
of time forgotten or supplanted by a succession of
similar hunts, journeys, battles, and the dance comes
to commemorate and embody. hunting, journeying,
fighting.”

This is not only confined to the savage but
is the life history of every idea or concept.
The dancers can learn from this that if they
proceed in the same manner to dance out
the specific incidents of the class struggle
they will in due time acquire a dance lan-
guage which will enable them to represent
struggle in general. This does not mean
that they will remove the “possibility” of get-
ting into the field of phantasy.

The contradiction between the facts that
the dancers have reached a higher level of
technical development while the content of
the dances remains obscure, results from the
fact that while the dancers generally accept
the proposition that form is derived from the
content, their preoccupation with the exist-
ing technique in the dance makes it impos-
sible for them to carry this truth into prac-
tice. The dancers cannot find the solution
to their difficulties in the study of the con-
temporary dance alone; they must ac-
quire a historical perspective of the dance in
its relation to other cultural forms and to
society as a whole. When they do this they
will of necessity come to the conclusion that
while dance throughout its history had its
internal development, it had to undergo-
changes in accordance with the demands
placed upon it by every change in society as
a whole.

Historical Perspective

IN the primitive communities, the dance

plays a very important role. Every func-
tion, birth, education of the young, religion,
sickness and death, and above all the strug-
gle for existence finds its expression in the
dance.

The content of these dances varies with
the specific conditions of obtaining a liveli-
hood. Among the hunting and fishing tribes
it deals mainly with the invocation of the
spirits and the forcing of the evil spirit to
supply herds of animals for the hunt. When
there is a scarcity of animals, the tribe will
get together and perform a ceremony which
represents a hunt. This will be continued
until a herd appears. The witch doctor usu-
ally does not hold these ceremonies until he
gets tidings that a herd is not far away. He
fears for his prestige. 4

In more developed communities where
agriculture is the dominant means of sup-
port, worship of the elements, the sun, the
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moon, the wind, the rain, is more closely
- tied up with the contents of the dances.

The Greek dances were no exception. The
content and form of the dances were closely
associated with the life of the time. The
dances fall into two distinct classes: dances
designed for war training, and work dances.
During the decadent period of Greek life
another class of dances appears, the enter-
tainment or sex dance. Xenophon describes
one of these dances in the “Banquet” and
concludes that:

“When the guests saw that they (the dancers)
were embracing one another and seemed to be going
to repose, such of them as were unmarried vowed
that they would marry and such of them as were
married mounted their horses and rode off to join
their wives; while Socrates, and the others who
stayed behind, proceeded, with Callias, to accom-
pany Lycon and his son in their walk.”

Such were the effects of the dance. How-
ever, another dance was performed at the
same banquet and is described in the fol-
lowing manner :

“A hoop was brought in, stuck round with swords
standing upright. Into the midst of these swords
the dancing-girl leaped head foremost, and sprang
out head foremost over them so that the spectators
weze struck with terror lest she should be hurt.”

A guest remarked that this dance should
be exhibited to the youth as a feat of cour-
age to train the youth to run upon swords
without fear.

There are more direct opinions of the
ancients as to the value of the dance. Athe-
neus states in “Deipnosophists”:

« . the kind of dancing which was at that
time used in the choruses, was decorous and magnifi-
cent, and to a certain extent imitated the motions of
men under arms. . . . For the dance is very nearly
an armed exercise, and is a display not only of good
discipline in other respects, but also of the care
which the dance:s bestow on their person.”

It must be remembered in this connection
that dancing was prescribed as part of the
training of the youth for war. The contents
of two dances described by Atheneus show
clearly how the content of the dance was
used to inspire the Greeks to fight and
struggle.

“After the libations were made, and the guests
had sung a paen, there rose up first the Thracians,
and danced in arms to the music of a flute, and
jumped very high, with light jumps, and used their
swords. And at last one of them strikes another,
so that it seemed to every one that the man was
wounded. And he fell down in a very clever man-
ner, and all the bystanders raised an outcry. And
he who struck him, having stripped him of his arms,
went out singing sitalces. And others of the Thra-
cians carried out his antagonist as if he were dead;
but in reality, he was not hurt. After this some
Aenianians and Magnesions rose up, who danced the
dance called Carpaea, they too being in armor. And
the fashion of the dance was like this: One man,
having laid aside his arms, is sowing, and driving
a yoke of oxen, constantly looking around as if
he were afraid. Then there comes up a robber;
but the sower, as soon as he sees him, snatches up
his azms and fights in defense of his team in regu-
lar time to the music of the flute. And at last the
robber, having bound the man, carries off the team;
but sometimes the sower conquers the robber, and
then, binding him alongside his oxen, he ties his
hands behind him and drives him forward.”

A great many of the dances dealt with .

work subjects, (i.e., the sower’s dance). The
songs used as accompaniment to these dances
show that almost every phase of work had
its song and dance. The movements were
derived from the particular work the dance
represented as was indicated in the above
quotation. The audience recognized these
movements very easily and were very def-
initely involved in themes of the dancers.

The Romans used the dance for enter-
tainment’s sake even more than the Greeks.
However, the Romans developed pantomime
to a very high form; pantomime became one
of the most popular forms of entertainment.
G. Vuillier in his History of the Dance
quotes an incident which shows how popular
this form of entertainment was, and at the
same time sheds light on its role in the class
struggle. The supporters of two mimes,
Pylades and Bathythis, would have battles
in the streets of Rome as to which of the
two was a better performer. Every person
was either a Bathylian or Pyladian. Augus-
tus reproved Pylades on one occasion for
his perpetual quarrel with Bathythis. “Cae-
sar,” replied the dancer, “it is well for you
that the people are engrossed by our dis-
pute; their attention is thus diverted from
your actions!” It would be a mistake to
think though that the dance did not have
any class struggle content.

THE exponents of “art for art’s sake”

who get their inspiration from the an-
cients, base their knowledge of the dance not
on the content of these dances but on the
movements divorced from the content and
preserved on frescoes and vases. As a result
these movements, though they had meaning
at the time, have no meaning to us. Thus
Maurice Emannuel in The Antique Greek
Dance has taken up the positions of the legs
and their movements, the positions and
movements of the arms; and those of the
head and torso, as used in the modern clas-
sic dance and depicted upon ancient vases,
high and low reliefs, and upon frescoes of
Pompeii. Simiarly Duncan states in The
Art of the Dance that

“. . . the most beautiful dream is that of find-

ing agaln the Greek theatre that is ideal for both
spectators and actors. To bring to life again the
ancient ideal. I do not mean to say, copy it, imi-
tate it; but, to breathe its life to recreate it in
one’s self, with personal inspiration; to start from
its beauty and then go toward the future. The sub-
ject of the dramas can be modern. But to find
again the ancient idea, and by a miracle of love
and devotion, to unite anew the arts and the artist.”

Another time Miss Duncan denies that
she was inspired by the ancients and states
that she is “American” foremost. Duncan’s
creative ability and her eclectic philosophy
fortunately permitted her to create in spite
of the Greek influence. However, she might
have been much more effective had she com-
pletely divorced herself from this influence.
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I shall not ‘attempt to give an exhaustive
historical analysis of the development of the
dance, for neither space nor time will permit
me to do this. The object here is to give a
perspective that will aid those who are pre-
occupied with the dance in further re-
searches. The medieval period was less fruit-
ful as far as dance creation is concerned.
This was largely due to the fact that the
church interfered and permitted only church
dances. The rise of the merchant bourgeoisie
brought a fresh wave of cultural development
and with it the revival of the dance. The
dances however were mainly confined to the
ruling classes and reflected their preoccupa-
tion with court manner and chivalry. G.
Vauiller states that:

“. .. the dances of the eighteenth century had

a charm all their own; with their supple and rhyth-
mic grace they combined a dignity which surrounded
man, and in a still greater degree, woman, with
an atmosphere of beauty. . . . But there was a
fearful morrow to those days of supreme elegance
and careless gaiety. . . . The roar of Revolution
broke in upon the dream; kings, women and poets
were dragged on tumbrils to scaffold. . . . And yet
dancing went on . . . men and women danced round
the scaffold, their feet stained with blood. . . .
Twenty-three theatres and eight hundred public halls
were open every evening immediately after the
terror. . . * A veritable revolution took place in
dancing at this period. The middle classes developed
a passion for balls, which had hitherto been con-
fined almost exclusively to the aristocracy, save for
the rustic festivals of country districts. Unable, how-
ever, to enjoy the amusements in their own small
rooms, dancers soon flocked to public saloons. . . .?

Dances such as polkas and waltzes became
very popular. However, the bourgeoisie soon
got rich and could afford large enough
rooms. The modern dance was revived as
private entertainment. It was again divorced
from its social function, and assumed the
character of entertainment. Its content was
sex and exaltation with pure being. The
bourgeoisie was growing, prospering. A
healthy body, an apple, grapes, and other
objects became subject matter of art. The
technique that developed under these con-
ditions was suited to the needs of the
audience.

While it is true that the workers’ dance
could not cast aside bourgeois form and
style at its inception, it is equally true that
such a slavish adherence to such form and
style will not permit proletarian content to
get across to the audience. During the proc-
ess of creative work it is necessary to de-
velop new forms, to experiment with style
and above all to make every attempt to
derive both from the content.

The workers’ dance took over a great deal
of the bourgeois technique. In fact most of
the leaders in the dance were trained to be
bourgeois performers. The workers’ dance
must free itself from this influence and create
a dance form that is expressive of the work-~
ers’ nzeds. This form will come as a result of
the revolutionary content, providing the
dancers free themselves from the idea that
all that has to be done is to give the bour-
geois dance working class content.
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THE SHADOW DANCE

ICHAEL GOLD in commenting on a
recent evening devoted to the prole-
tarian dance, asks, “where is the elan, the
courage, and passionate warmth of the re-
volution? Is this rattling dance of corpses
on Walpurgis Night around the coffin of
a corrupt world OUR revolution? Can you
inspire the workers to struggle with such
a dismal message?”
While I am in agreement with Gold on
the relative ineffectiveness of the contem-
porary dance as revolutionary art in the
political sense, I do not wholly accept the
formulation of his criticism. It seems to me
incorrect to expect the dance to play as im-
portant or as similar a part in the revolu-
tionary movement as other mediums. Ob-
viously, it is not as easily available, nor so
directlyand explicitly comprehensible to large
masses as e.g. the printed word, the movies,
the newspaper cartoon or the play.

Furthermore it must be made clear just
what kind of dancing one is talking about.
If by urging dancers to “come out into the
revolutionary streets,” Gold means that
they should teach workers. themselves to
dance, I am in hearty accord. Certainly
that is a great and hitherto neglected field
for the members of the Workers Dance
League to operate in, just as it is impor-
tant for musicians in the revolutionary
movement to write songs which workers can
sing.

But there is also the field of performing
for others—on the concert stage before foot-
lights, or out in the open air or anywhere
else. It is this aspect which we usually have
in mind when referring to the dance today.
Putting aside, for some other time, the
broader questions of the role of the prole-
tarian dance during the period of revolu-
tionary struggle and in the socialist state,
it is my opinion that the unsatisfactory de-
velopment. of the modern dance movement
—both bourgeois and revolutionary—is due
not to a lack of ideas or of things to say or
even of how to say them, but rather to cer-
tain inadequacies inherent in the dance it-
self. In this article I shall offer a remedy
for some of these shortcomings.

Until quite recently, the dance was not
thought of as an independent art medium.
In its earlier forms it did not usually exist
in its own right but was connected with the
different festivals and the wvarious cere-
monial rites of hunting, religion, marriage,
etc. In those times, the dance was a more
or less subordinate part of the ritual itself,
and it was natural, therefore, for it to be-
come conventionalized. These factors of
formalized movement and subordination of
the dance were carried over in the ballet of

By SIMON BREINES
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recent day, which was usually of a fixed
pantomimic pattern and a minor feature of
the opera.

The modern dance sought to express our
time. Since contemporary society had elim-
inated or changed the foundations on which
most of the old dance structure had grown,
the first step was a break with the conven-
tionalized patterns. This historically in-
evitable development led to the establish-
ment of the dance as a medium of expres-
sion in its own right. In its own right, the
dance, freed from the domination of ritual,
music, pantomime, etc., is essentially varia-
tions of more or less abstract movement.
And so, in winning its independence, the
modern dance had lost precisely those ele-
ments which in the past had provided the
framework for its existence.

In addition to becoming abstract, in the
sense implied above, the modern dance dif-
fers from the old in being intellectual. It
attempts to function as a creative medium
for conveying ideas.

Unfortunately, no basically new form or
technique was developed in support of the
radically changed objectives contemplated

by the dance. In this writer’s opinion the
reason for this inability to balance theory
with practice, is undoubtedly due to the lim-
itation of the medium itself—in other
words, to the human body.

We have many illustrations of the in-
ability of the contemporary dance to cope
with the problems it has set for itself. For
example, there is the work recently exhib-
ited in this country of the Joos Ballet—in
particular the dance cycle called The Green
Table. In one of the sections in this work,
the figure of Death dances with each of the
several protagonists, and after brief strug-
gles, succeeds in overpowering them one by
one.

Here is an excellent idea for a dance com-
position. The oppositional elements, while
abstract and symbolic, are sufficiently clear
and plausible. The spectator quickly com-
prehends the nature of the ominous and in-
exorably powerful force of Death, the tragic
and unequal struggles of the other char-
acters, and the relation of the denoument to
the central theme of the cycle. Neverthe-
less, the complete emotional potentialities of
this idea are never realized.

In his mind, the spectator understands
this conception of Death as an awful, un-
feeling presence, as a tremendous and
brutally powerful associate of the diplomats
of the Green Table. But with his eyes, he
sees this figure as a mere man, five feet,
eight inches in height and, in spite of the
mask and the painted ribs and the greys, a
figure which does not begin to fill the role.

Poetic conceptions and symbols such as
Death in the Green Table, Capital, Labor
and Revolt in the revolutionary dance, had
their counterparts, of course, in the dance
of other times. But as I have indicated
earlier, the success of the dance in the past
was due in large measure to the emotional
assistance of the ritual or conventionalized
ceremony or other function, of which it was
a part, but which is no longer an accessory
of the dance today. The contemporary
dance, independent and intellectual, is there-
fore faced with the problem of providing
an added element in its technique which will
give emotional validity to its conceptions.

Evidence that the normal human body is
inadequate in expressing many of the ideas
peculiar to such a medium as the dance is
found in the numerous attempts in the past
to alter and en'arge the body of the dancer
with headdress, costume, stilts, etc. If we
could have varied the size of the above men-
tioned Death so that this figure actually
loomed and towered at will above the others
and presented a visual justification of the
unfolding idea, we could have unleashed the
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emotional force inherent in the situation.

It is obviously impossible to change the
size of the body of the dancer sufficiently or
flexibly enough. However, if the spectator
sees, not the dancer himself but his image
projected upon an interposed, translucent
screen, there exists immediately the oppor-
tunity for infinite variations in the actual
and relative size of the images.

The reader can grasp the possibilities of
the use of the shadow in the dance by an
experiment which he can perform without
moving from his chair. Let him hold his
hand between the light and the wall. By
moving towards the light, the image on the
wall becomes larger. By moving away,
smaller. If the process is repeated freely,
and, at the same time the fist is clenched and
unclenched, and if in addition the hand is
twisted from the elbow, the variety of the
resulting images is infinite.

Everyone has observed the interesting
shadows of objects or people cast upon the
walls of a room by a strong light, and of
course dance enthusiasts have noticed the
exciting, constantly changing incidental im-
ages of the performers thrown by the foot-
lights upon the backdrop of the stage. The
Chinese and others have used the shadow in
the theatre and all children who have gone
to camp know the shadow-play. But thus
far, no attempt seems to have been made to
deliberately use this phenomenon as a con-
trolled, creative element in dance technique.

In the first place very little special equip-
ment is necessary. Between the spectator
and the performer ‘is interposed a translu-
cent screen. On this screen the images of
the dancers are cast by a light, with adjust-
able focus lens. The technique of body

‘movement remains substantially the same as

before, but, of course, choreography is con-
ditioned by the compositions desired upon
the screen.

Shadows immediately suggest a limitless
number of possibilities for the dancer—es-
pecially the revolutionary dancer. Ina com-
position where Labor is opposed to Capital,
the former can at first be many times
smaller than the other. As the dance un-
folds and Labor becomes stronger in strug-
gle, the representative figure can actually
grow larger and larger until, in the climax
of revolt, it fills the stage while its crushed
opponent lies in a relatively tiny heap at
its feet. Suppose the choreographer wants
a hero coming forward in a critical mo-
ment. Instead of a mere man he could have
a really heroic figure whose size is limited
only by the demands of the conception. Of
course, these are rather simp'e examples but
they show how the dancer has at his com-
mand a new factor for making plausible the
ideas he wishes to convey to the spectator.

The shadow dance falls heir to the limit-
less range of distortion, contrast and force
which the political and the animated cartoon
use so well. In addition, it can avail itself

of many tricks of the moving pictures, such
as double or triple exposures (two or three

sources of light), fade-outs, softened or ,

strengthened values (weaker or stronger
light), etc. Of course, the shadow is not
necessarily a complete solution but rather
one of other possible ideas which may sug-
gest themselves from the analysis outlined in
this article. It would be possible, for ex-
ample, to have dancing before and behind
the screen. On the screen could be devel-
oped a contrapuntal subordinate theme
which could be similar to the minor themes
in music, or the “asides” of the drama. The
minor theme might even develop into the
major, as in the approaching storm technique
of Beethoven’s Sixth Symphony.

There are any number of possibilities.

"For example, using colored lights, or even

movable lights or superimposed images.
And there is the use of cut-outs or masks
over the lens for setting effects, such as for-
ests, houses, clouds, etc. These masks
could be of varying translucency and com-
bination. The writer has done a little ex-
perimenting with a small screen and card-
board figures, but experiment with dancers
is certain to yield rich results.

Naturally, there will be objections raised
to the use of this technique in the dance. It
will be said that the shadow is flat, is two-
dimensional and has no depth. It is correct
that the screen figures are two-dimensional,
but in the truest sense these images represent
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an abstraction of the three-dimensional
dancers. Certainly the reader did not ques-
tion the “depth” of the image of his hand
upon the wall. If he knows the theories of
perspective, he will understand that this im-
age -is formed by the projection of all three
dimensions of his hand and therefore gives
the illusion of depth. This illusion is a most
important factor because its boundless poten-
tialities offer to the dancer a technique
suited to the new aims of his art.

Stripped of formality and convention, the
dance is essentially movement. Movement
can be faster or slower and it can change its
form. Music, a complete art, can also vary
its tempo and its tonality. But it can do
something more. It can vary its volume—
it can be louder or softer. Similarly the
shadow can be larger or smaller. The screen
therefore gives to the dance a new element—
an additional variability—of magnitude.
This element has always been sought by the
dance, but it was not really necessary that
it be found until today.

Another objection to the shadow will be
advanced by the dancer himself. The screen,
he will say, removes the personality of the
performer. It will be lacking in life and
interest. The writer’s opinion is that it
will do nothing of the kind, in a funda-
mental sense. The personality of the danc-
er, if it really amounts to anything, will be

(Continued on page 30)

On The New Season

By EDNA OCKO

THE concert dance in the,bourgeois world
stands, at the close of one season and
the beginning of another, at a puzzling
crossroads. It has either to swerve unequivo-
cally left in order to gain the active support
of broader masses of people, or else lose its

" formal identity completely by merging

wholeheartedly with the theatre. Already
both directions have beckoned. Travelling
along the first road, as yet uncertainly and
tthesitatingly, to be sure, we find The Green
Table, an indictment of diplomacy and war
by the Ballets Jooss, Cycle of the Masses, a
confused portrayal of suffering and rebelli.n
by the versatile Pauline Koner, an unclear
bit of pantomime by the virtuoso Martla
Graham in Theatre Pieces, and Toward the
Light and Group Dance by Tamiris. It
would be absurd to assume that all dances
mentioned in this incomplete category are
revolutionary, or even casually concerned
with revolutionary ideology; the fact re-
mains, however, that more and more the
bourgeois dancers are finding the class strug-
gle offering stimulating material for artistic
exploitation,

Taking the other direction are those re-
sponsible for the revival of interest in the
spectacle of the ballet. A tremendous
theatre audience was mobilized for Monte

Carlo Ballets, Ballets Lifar, Ballets Jooss,
the Foxine Ballets, etc., this past year, ex-
ceeding by far the numbers attending mod-
ern dance recitals. This was not due en-
tirely to the high-pressure publicity of nos-
talgic White Russians: rather did it suggest
that the modern dance is failing to advance
the gains made in the last few years. The
resurgence of the ballet will not build up
the modern dance movement in America; it
has become a rival, not a co-worker. Dan-
cers, realiizng the strong appeal theatre has
for the layman, have attempted to recall its
audiences. They have chosen, in some cases,
to be nominated by critics and public
“Theatre dancers,” and have labeled their
studies “Theatre Pieces,” though the dis-
tinction is seldom a flattering one.

The concert dance as it is being practiced
now in the bourgeois world has little chanceof
survival in these days of crises and social
upheaval. Either it shall cease to be a spe-
cific independent art form, and serve as an-
other prop to bolster a collapsing bourgeois
theatre, or else recoup its waning prestige
by becoming sympathetic and cognizant of
the changing times, and readjust its outlook
to dppeal to the needs and desires of masses
of class-conscious and art-loving workers
whose star is now in the ascendancy.
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Revolutionary Movie Production

EVERY one will admit the potential im-
portance of the film in the struggle for
a sane and decent world. Few realize its
actual importance today. The present size
of the organized audience which now sees
Soviet and other working class films turns
that potential importance into a very real
and exciting fact. Last year in 1,580 thea-
tres, workers’ groups, and organizations in
the United States, Canada, Mexico, Cuba
and South America 400,000 people were en-
tertained by, excited by, educated by, and
strengthened by seeing revolutionary films.
This great audience should not only be a
great inspiration to film makers but also a
definite responsibility.

I assume that the primary function of a
film group is film production. Certainly the
counteracting of reactionary propaganda in
films through reviews and general activity in
the class struggle is essential, but unless a
film group is actively engaged in making
films its function will be incomplete. If
the film is eventually to be a powerful
weapon in the class struggle, film groups
must learn to speak effectively through the
medium of the film rather than with words.
The use of the film by the bosses neces-
sitates the use of the film by the workers.
And even though we must continue to use
words for articles and reviews of capital-
ist films, those words will have more
strength and meaning after we ourselves
have increased our knowledge and Judgment
through our own production.

What activity and progress has there been
in the revolutionary film movement? What
have film groups produced in the past few
years? No one acquainted with the few
films made so far, can deny that film pro-
duction—in quality and quantity—is pain-
fully in need of a stimulus. In relation to
the exciting activity and progress in the
fields of literature, theatre, music and dance
the film has not even started to move.

Good film making is not easy, but also
it is not impossible. None of the arts are
easy, but good work is being done in them.
If we, the potential revolutionary film mak-
ers in America, believe in the necessity for
good films and are serious in our desire to
make them, then an examination of the ob-
stacles in our path is immediately impera-
tive. These obstacles are two-fold: the in-
herent limitations of the medium and the
difficulties of proper organization.

Before going into the limitations of the
fi'lm we must start by defining the Revolu-
tionary Film. It is one which clearly and
forcefully reflects and directs the class strug-
gle. For the highest standards of effective-
ness we must demand the clearest exposition
of the theme ard the maximum impact of

By RALPH STEINER

that theme on the audience. The first re-
quires of the film maker a clear political
knowledge, * the ability to transfer that
clarity into the scenario, and a high order of
technical proficiency.

For a clear political understanding it is
obvious that the producer must have a basic
foundation in the principles of the class
struggle.

The foremost obstacle is then the lack of
a high order of technique, which can only
result from training and experience. Since
we have in this country no background of
revolutionary film making and no Pudovkins
or Eisensteins to teach us, we must find our
own direction and we must train ourselves.

How can we train ourselves? By a
school, perhaps, but not a school in the tra-
ditional sense, since we have to admit that
we have no one in this country who can
lead and instruct us. Therefore the only
school possible is one based on production.
A school based on production should differ
very greatly from a film group making films
for public exhibition. Such a school would
first formulate the basic problems of the
film, and then proceed to solve them with
very short films. The success or “failure of
these short problem films would not depend
on whether they resulted in films “good” or
“bad” in themselves, but on how much they
could teach us. Since there would be no
thought of exhibition, these films would need
to be only long enough for the completion
of the problem—perhaps as short as two or
three minutes on the screen. The problems
would have to be kept so simple that their
solutions or failures would lead to clear,
definite, and helpful conclusions—the selec-
tion of too complex problems can easily re-
sult in films too complicated for analysis.
From long, expensive and painful experience
I have learned the importance of selecting
film problems which are not beyond my
ability to carry out, and which will not take
so long for completion that I may get lost
before finishing. The natural ambition to

* Not only is there a definite relation between
the political understanding (a basic comprehension
of politics, economics, history and sociology from
a Marxist point of view) of the producer and the
political validity of his film, but more than that,
a muddy political viewpoint will result in a muddy
technique; only from political clarity can come a
clearly stated scenario, and good technique can de-
rive only from the exercise of technical knowledge
applied to the clear ideas of a scenario. Thus in
an “anti-war” film I recently attempted, my lack
of understanding of the political nature of im-
perialist war affected. the conception of the film.
My lack of clarity of the real issues underlying
war came out in the scenario as vague symbolism.
And awhat is important from the technical angle,
the wagaries of the scenario presented no technical
problems for me or the camera to sink our teeth in.

make important and impressive films must
be tempered at first by the realization that
one can learn only from work which one
is able to carry to a profitable conclusion.
“Biting off more than one can chew, and
then chewing it” is certainly not the motto
for a film school.

All the revolutionary films that have been
attempted in this country have been docu-
mentary (news reel, non-acted). This form
has been adopted because of the immediate
need for incontrovertible visual evidence of
what is actually taking place in the struggles
of the workers. Another reason for the sole
use of this form is the belief that it is easy
to use or that it is easier than the acted film.
The immediacy of the need cannot be denied,
but there is no truth in the idea that the
documentary film is simple to make or that
it is necessarily simpler than the acted form.
It would seem natural to assume that the
documentary was an easy form since the
material to be photographed is already in
existence, and does not have to be created
by the producer. This idea is not only fal-
lacious but very harmful.

. The documentary film demands first that
the director and cameraman locate and se-
lect the truest, most accurate, and strongest
examples from the material which exists in
the world to illustrate each image in the
scenario. It then demands that they record
that material on film so that it will say
clearly, accurately, and forcefully to the
audience what that image in the scenario
had to say. The word-images of the
scenario must be turned into visual images.
That step in the process has so far con-
stituted the big stumbling block in the way
of film makers. Saying something on film
is akin to writing a sentence: there must be
nouns, verbs, adjectives and adverbs, but
they must be visual nouns, verbs, and adjec-
tives, and if each is not a strong and accur-
ate visual image the film sentence will
necessarily be weak or meaningless. I say
this, all “montage experts” to the contrary.
The erroneous idea that the effectiveness of
the shots does not matter so much since
through montage (the manner of putting
them together) they could be made effec-
tive has weakened us too long. The skill
necessary to handle expertly the elements
of the documentary form can only be ac-
quired from laboratory work designed to
educate and develop producers in this field.

One great limitation of the documentary
film lies in the difficulty of photographing
certain events and material: events that have
happened in the past, events which happen
only once, and those of which capitalist so-
ciety may not be sufficiently proud to want
recorded. The revolutionary cameraman
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may often find the police and other agents
of the present order not too helpful to him
in getting the best shots of strike scenes,
cops “preserving the peace” and shots of
what the rich do with “their” wealth. Even
when these hindrances are not present there
is the annoying fact that events happen in
time. They will not slow up, stop, or re-
peat themselves to allow the cameraman to
photograph them in the most dramatic man-
ner. A documentary film of the October
revolution made by the most sensitive and
capable director alive could not be as ef-
fective as the created films Ten Days That
Shook the World or The End of St. Peters-
burg. The cameraman and director would
have had to be omniscient (in advance), om-
nipresent, free-floating, impervious to bul-
lets and invisible in order to photograph the
events with the maximum dramatic effect.

All these difficulties are inherent in the
documentary form. As in any art form, the
limitations do not detract from the art, but
serve to define and direct the creator toward
the utmost use of that art. The acknowl-
edged limitations of his medium can be one
of the artist’s most serviceable instruments.
‘When these limitations are recognized and
utilized, only then will result the true revolu-
tionary form for the revolutionary docu-
ment,

Another obstacle in the way of film pro-

duction is the expense. The cost of the
negative, developing and printing is high.

However, those unacquainted with film
making costs have exaggerated ideas,
perhaps based on Hollywood costs. One

reel (ten minute) standard size films have
been made for less than one hundred dol-
lars. With substandard film, adequate for
audiences of 500, the cost of a ten-minute
film, can be as low as fifty dollars.

Even these amounts may be formidable tz
workers’ film groups. Successfully promoted
showings of Soviet and other films can
defray these production costs. Well man-
aged periodic showings would create an or-
ganized supporting audience. Again an-
other reason for short films presents itself:
short films are proportionately cheaper to
make than long ones.

‘Finally, organizational and structurai
faults have to a great extent held back film
production. The leadership of organiza-
tions may have good political and organiza-
tional ability but their lack of understand-
ing of the problems involved in production
has contributed to no small extent to the
backwardness of the revolutionary film
movement in this country. The leadership
may not have the qualities necessary for
making good cameramen or directors, and
never intend to engage in those capacities,
but a certain amount of experience in film
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making would give them a conception of
“what it takes” to make films.

In any large group of “enthusiasts” there
are necessarily only a few with sufficient
ability, energy, responsibility, and purpose
for a high standard of film making. The
major portion of the leadership’s time,
energy and thought should be concentrated
on those selected few. The major portion
of the group’s finances should be concen-
trated on them and their work. They should
be supported by the group as a whole so that
they can devote their full time to produc-
tion. A fine example of this concentration
idea is the Workers’ Laboratory Theatre
“Shock Troupe.” Here a small group live
in cooperative quarters and are financed by
the theatre as a whole . They are thus able
to spend ten to twelve hours a day accom-
plishing an extraordinary amount of excel-
lent work.

If the film groups of America are to re-
tain a right to the word “film” in their
names, they must immediately get into ac-
tive, planned, and continuous production.
Nothing less than fine workmanship will be
acceptable in their product. Film makers
must keep in mind that the statement “there
is no art without propaganda” is also true
in the reverse: there can be mno effective
propaganda without good art.

The Films of the Bourgeoisie

A Lecture Delivered to Moscow Film Workers

T HE events of the past two years in Ger-

many have shown us very clearly and
brutally how important it is to analyze and
clarify bourgeois film propaganda. Fascism
did not drop from the sky overnight. Seven-
teen million votes—a great mass movement
—must have been prepared over a long
period, and by means of the most diverse
methods of influence. We, in Germany,
were not sufficiently prepared theoretically
to evaluate and combat the subtle, uncom-
monly cunning forms of influence used in
pre-Nazi films. We did not see just
what psycho-technical methods they en-
listed to bring the petty bourgeois mass into
the fascist current. It is our problem now
to liquidate this theoretical shallowness. In
countries other than Germany the danger is
still in the stage where it can be opposed
more successfully than is now possible in
Germany.

A few examples will show how the bour-
geois film has been used not only to divert
but to convert—how it was used in Germany
and how it is being used elsewhere now to
create a definite fascist ideology. I want to
indicate the psycholog cal influences that were
employed in Germany to snare the sympathy
of the blindly confident, blissfully ignorant

By BELA BALASZ

petty bourgeois mass which was not clearly
conscious of its own interests.

Why does every bourgeois film employ
love as its theme? Not only because it is a
pleasant thing, which diverts, but also, be-
cause love is portrayed as a power of nature
that has nothing to do with social concerns.
We know that this is not true. But the
bourgeois film presents it in this manner.
In these films love is victorious over all
class contradictions. They influence the
petty bourgeois by suggestion; there are
powerful contradictions in the social situa-
tion, but in the movies, love is all.

The second main theme is crime, the de-
tective story. The film shows how a safe is
cracked, but not how it is filled. The petty
bourgeois is diverted by one danger (that of
the robber) from the other. But how does
conversion enter here? Who is the detec-
tive, the hero? The protector of private
property. Because this figure is idealized,
the worth and the meaning of private prop-
erty is idealized. Have you seen films in
which the burglars are poor people, who
steal for a piece of bread? The social prob-
lem is not mentioned once in this form. We
are in such high society that even the bur-
glar appears in a full dress suit. However,

in Germany, poor people were shown in
films. These films about “poor people” are
no less dangerous than the others. Even
in the best of them only those who have
fallen by the wayside, the lumpen-prole-
tariat are shown: drunkards, thieves, beg-
gars, people who are so humbled and poor,
that they are portrayed as victims.

What is the psychology and influence of
this type of film? When the petty bourgeois
sees misery where help is no longer possible,
he is partly soothed. Because, when you
cannot help any more, you need not help
any more. Therefore these broken creatures
are not dangerous people.

Have you ever seen a film showing the
awakened proletariat? Never. Even in our
films, those made by our own side, this error
was committed, e.g., Mother Krausen. This
film which was praised by us as proletarian,
is really the opposite, because it does not
show the fighting proletariat at all, but the
fallen, lumpen-proletariat. There is an-
other form, the smug, but very efficient fas-
cist film. These films are fashioned after
historical anecdotes in monarchist style.
The princes and kings are magnificent
people. No money is spared in production.
Imposing decorations produce a splendor



Still from Pudovkin’s The Deserter

that always intoxicates the petty bourgeois.
He thinks, “Ah, it was beautiful then.” He
forgets what is close to home. Thus it goes
step by step until the fascist taint of the
production becomes most distinct. I speak
of German experiences, but we know that in
other countries similar forms exist.
For years it was the custom in Germany
to make charming light opera films about
small principalities. It is worth analyzing
the fascist effect of these films, for they
were not so primitive that they merely
praised the feudal court. Our enemies do
not work so obviously. These courts were
even caricatured, made ridiculous. They
“certainly were not dangerous; they were
such little illusions, somehow very congenial.
One laughs; it would not be unpleasant to
live there. But in every one of these films
there is one person who is not ridiculous—
the young prince or the young princess. He
is modern, thoroughly; he makes the great
court appear very ridiculous, and the petty
bourgeois feels sympathetic with him. He
appears in the films as one who no longer
represents the old feudal ideology, but as a
modern and democratic man. The petty
bourgeois approves. of such a man. This ten-
dency is pursued in a seemingly accidental
way, but the flood of these films demonstrate
that this is no accident. Anyone can name
ten such films. For years the German film
prepared for fascism. There was a series of
films in Germany on “Old Fritz” and Queen
Louise. There was one year in which seven
pictures about “Old Fritz” and five about
Queen Louise were made. What is there in
them that is not simply diversion, not simply
historical nonsense? The “Old Fritz” is
not shown as a ruler in his castle, but as a
friend of the soldiers, who also wears torn
boots, who eats the same meals as the sol-
dier. The petty bourgeois is deeply im-
pressed by seeing a king sip his soup! “Then
I too can die for him. When he goes about
in such worn boots, how can I complain
that I have none.

How can I complain of.
the danger of war when' the king himself
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shares this danger with me?” The power-
ful comradeship ideology which is intended
to bridge over class distinctions, is the fas-
cist ideology. ‘

A year later there was another flood—the
military farce. It is uncanny to see, when
you look back now, how systematically this
line was pursued year after year. It was
as if they had a five-year plan, to accom-
plish their fascist propaganda. The mili-
tary farce was tremendously successful.
War was still unpopular at that particular
time, even with the petty bourgeoisie. For
many years neither military films nor war
films could be shown. But they showed pre-
war barrack life in the form of parodies and
comedies. Life there was really so comical
and comfortable, When one sees these films
one cannot understand at ald the high per-
centage of soldier suicides. The uniform
again becomes likable. When I laugh I hate
no more. It really seems as if it were not
at all bad.

During the next season, the serious war
films, “pacifist” films, suddenly appeared.
These films must be analyzed a little dif-
ferently. There are some among them that
should really have revolutionary effect sim-
ply because war is shown with all its hor-
rors. But the psycho-technique of the war
films, as of the literature that came at the
same time, is: War is terrible, but it is a
natural catastrophe; nobody can do any-
thing about it. No word, no question about
who causes it, who gains by it. In All Quiet
on the Western Front there is a scene in
which the soldiers discuss this problem.
The answer is to the effect that war is like
the rain. In all these films the characteris-
tic attributes inherent in war were idealized :
comradeship, manliness and loyalty. This

is now clearly defined fascist ideology por- -

traying war as a moral institution. The
film takes on a dangerous form the instant
that comradeship and loyalty transcend class
distinctions. In the trenches all are alike, it
is said, and therefore, when in the trench a
shell can kill a private and an officer with
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one shot—with that, class distinction seems
to be removed. To the happy-go-lucky pro-
letarian and petty bourgeois this is really a
sensation of satisfaction. He has the feel-
ing that here we are equal, here there are no
class differences.

There are films that make war disagree-
able because they show war too clearly, but
even this type of film has the ideological
point that shows war as a natural catas-
trophe. There is a French documentary
montage film called For the Peace of Hu-
manity. This is not a revolutionary film in
our sense, but it is truly pacifist. It was is-
sued by people who have been wounded so
horribly that they can no more mingle with
others. The film is dedicated to the eight
cameramen who were killed in photographing
it. It is an original cinema study of a group
of French soldiers who capture a German
trench. One of the subtitles reads: “As
soon as the German soldiers were released
from the firing, they helped us to gather
the wounded.” One scene shows the de-
stroyed vineyards of Champagne. The au-
dience sighed so at this point that I was sure
there would be an anti-German demonstra-
tion. But the title to the scene is not “The
Germans did this,” but “This is war.” We
wanted to exhibit this picture in the Volk-
filmverband in Germany, but it was impos-
sible. All Quiet on the Western Front was
publicly prohibited, though actually every-
one could see it, since it was allowed to be
shown at closed organizations. This was
only a matter of form, since everyone could
enter. The Peace of Huwmawity was sup-
pressed. ’

It becomes clear that theme itself can be
a transition toward fascist ideas. Nature
films, for example. Man in his battle with
Nature has nothing to do with class war,
they point out. Take North Pole expedi-
tions. Why they are made is not discussed.
Naked man is pitted against naked Nature,
and so they seek to camouflage the class war.

The film is the first art that originated in
the bourgeois era. None of the other arts
(which still retain some feudal forms) ex-
hibit the bourgeois ideology as clearly as the
movie. It is characteristic that, although the
movie apparatus was invented in France and
the first movies were made there, film mak-
ing did not advance a step in that country
for twelve years. Films remained panto-
mime. The artistic form of the film stems
from America. It was the Americans who
discovered continuity, montage, etc.

The other arts as a whole, which have an
older tradition are, so to speak, isolated from
their spectators. A picture is framed and I
look. at it. In the theatre I sit before the
stage as before an altar. There is a distance
between me and the theatre; I cannot enter.
These arts have grown out of the Church
arts, and the early form, the holy unap-
approachability, was retained. The film has
created an entirely new art form, since it
annihilates distance. The fashion of five
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thousand years of art is thereby destroyed.
The distance of the spectator, the enclosed
art form, is destroyed. That was an Ameri-
can discovery, a bit of bourgeois demagogy ;
I might say a bourgeois revolution.

The Russian film needed and developed
new forms to express a new life. It is not
by accident that the bourgeoisie considers
montage a peculiarly Russian art. Montage
in revolutionary Russian films is different
from montage in bourgeois films. In the
latter, it is employed only to make the plot
clear and lively. In the former, montage
means connection between facts which have
a social content. For example, in The End
of St. Petersburg, the Bourse is shown. The
next scene is a battlefield. This is montage
which does not relate to plot, but to a politi-
cal idea which indicates a definite relation.

In conclusion it is necessary to analyze
the bourgeois film thematicaily more thor-
oughly than we have done so far, We must
not dismiss this issue with the word “diver-
sion,” but in every case we must unmask and
uncover the psychological method. Further,
we must consider the formal problems of the
films for their ideological effect, so that we
can recognize the difference between the
bourgeois and revolutionary influence, We
must not, on the other hand, descend to rev-
olutionary formalism, which sometimes hap-
pens in bad Russian films. There was a

 time when the bourgeois was always the fat

man from whose jaws grease dripped. Cap-
italism, of course, is not to be fought be-
cause one individual is bad, but because the
system is bad. These are the problems
which we must work out.

Translated by H. BermaN and F. LAUFER

Notes on Contributors’

LEE STRASBERG, one of America‘s

most talented directors, just returned
from a trip to the U.S.S.R. He is now di-
recting the Group’s production of Melvin
Levy’s Gold Eagle Guwy. Joseph Freeman,
author, critic, poet, formerly editor of New
Masses, is preparing an article on Maxwell
Anderson for NEw THEATRE. Robert For-
sythe seems to us about the wittiest writer
“Left” in America today. Philip Ster-
ling is well-known to readers of New
Masses, the Left and other revolutionary
magazines. Stephen Karnot is a director
in the Workers’ Lab. Theatre. Horace
Gregory’s trip to Ireland delays his essay
on Virgil Geddes until November. Bela
Belasz, famous film critic, who was ex-
pelled from Germany by Hitler, is now
living in the U.S.S.R. John Howard Law-
son promises an article on playwriting be-
fore long. Meanwhile Paul Romaine,
is preparing an article on Lawson and Dos
Passos. “A Playreader Looks at Revolu-
tionary Playwriters”, by John Gassner of
the Theatre Guild will appear in October.

Revolutionary
Dramatic Art

By VIRGIL GEDDES

WHO is a revolutionary dramatist? Of
what does revolutionary dramaturgy
consist ?

These will soon be burning questions
wherever dramatic art is discussed, since
no alert dramatist or theatre-goer today can
ignore the deep importance of the revolu-
tionary front, whether he be stubbornly set
against its ideals, a revolutionary in the
making or already actively at work for our
new theatre and drama.

On one point I think we can all agree:
that a dramatist is a revolutionary dramatist
in so far as his revolutionary outlook and
talents find expression in his work—his
dramatic writings. Seldom, however, can a
playwright contribute more than one or
two elements of a revolutionary character
to the drama. Some may strengthen dra-
matic technic, others may make complete
changes in style, call for reversal of methods
from the actors, etc., while still others may
contribute to the theatre a revolutionary
ideology necessitating a new approach to
subjects. Any or all of these may be in one
sense or another revolutionary dramatists.
Strindberg, for example, unquestionably
made revolutionary changes in the drama,
as did many of the German expressionists
who stemmed from him. On the other hand,

a man may be definitely revolutionary in

active life but as a dramatist be ineffectual
in a revolutionary way—as in the case of the
plays of Lunacharsky.

What is important is that the dramatist
must recognize that the theatre is not the in-
srument of revolution but on of the revolu-
tionary aids towards a fuller and better life:
that his purpose is to use the power of the
theatre in .expressing revolutionary con-
tent through the use of the strongest possible
dramatic art.

The first question which confronts the
serious dramatist is: “Is it so?” To this
the bourgeois playwright may answer “Yes”
in his plays, but the revolutionary play-
wright asks himself another question: “Does
it matter?” “Is it so?” may equal art of a
kind but it does not equal revolutionary
art.

Physically, art is a seed, a pregnant germ,
which on the slightest encouragement seeks
the sunlight and air. Seeds do not always
receive careful attention and if, when drop-
ped on ash-heaps or confined to cramped
flowerpots in stuffy lodgings—which bour-
geois artists have long been doing with
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Raphael Soyer
them—we observe slow and scrubby growth,
the seeds should not be blamed. '

Experience, for all its value toward
bringing decision and definitiveness to a
writer, is arl uncertain and often misleading
factor. In a true philosophic sense there is
the experience of illusion, real luminuous
and full of length and imaginative truth,
as well as the more factual and concrete ex-
perience of mind, flesh and blood. Poetry in
its live and growing state is the result of an
acute experience, derived from the extreme
pressure of common realities upon a swiftly
developing intelligence. But poetry and sin-
cerity are not in themselves the powers of
great art: they are merely the driving and
energy providing factors. The guiding ele-
ments are the pressure and control which
revolutionary knowledge exercises over this
energy. ‘

A strong sense of poetry is the foundation
for any dramatic art, and in this American
drama it is well fortified from beneath
through a throbbing body of poetic con-
sciousness and by numerous examples of
poetic expression. But where our theatre
writers of the past have been content with
experience for its own sake the revolution-
ary dramatist begins to value and select.

Dramatic literature and philosophy have
for a long time suffered an unnatural di-
vorcement. In the deepest sense they are
attributes of a common process of inter-
pretation and when dramatic talent is work-
ing maturely a  motivating philosophy
heightens the emotional conflict. When
drama runs high on the stage we should
experience emotion in the presence of the
power of a philosophy of life. Drama is
activated by desire but drama does not
surely live until it reaches the climaxes of
desire.

On the stage, all is an arrangement and
flows to a rhythm, to be sure, but what is
expected is the rhythm of drama as people
live it and not the mere rhythm of speech.
When dramatic content yields to the picture
in which it is set or to the manner of saying
it, reality and conviction are lost. _

It ‘apparently takes man a long time to
learn that it is impossible to see a thing as
it is withcut first being able to see beyond
it. The revolutionary dramatist is constantly
aware of this fact. Which makes his task
twofold: he must quicken the pulse of
thought and desire, and he must constantly
indicate what lies beneath and ahead.
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Send Us Scri«pts

The Workers Theatre Appeals for Plays

AT HE crisis has a tight hold on the Ameri-

can playwright, professional or aspiring.
He is not only kept from a living; he is
also forbidden an audience and the right
to develop his craft.

The workers’ theatre cannot, at the mo-
ment, offer a livelihood. It can and does
give to writers for the theatre a channel
through which to speak. It presents a tech-
nical medium capable of intelligently por-
traying plays of nearly all forms and stat-
ures. It has at hand an audience and a crew
of fellow craftsmen literally hungry for new
plays in which to participate.

Already there are several hundred groups
from every part of the country affiliated
with or working closely with the League of
Workers’ Theatres. They are to be found
wherever there is a struggle—on the docks
in New York City and San Francisco, in
halls in Gary and Detroit, on the streets of
reactionary Los Angeles.

These groups and the audience to whom
they give courage and guidance are badly in
need of new plays. Those already available
have almost been exhausted by repetition.
Collective writing is too slow to supply the
need, and consumes time needed for other
work. Many of the old plays—brief sketches,
simple group recitations and schematic sym-
bolisms—can no longer satisfy an audience
which has become trained and critical, nor
actors, designers and directors now able to
interpret mature and subtle scripts. The
crude and youthful workers’ theatre move-
ment of yesterday already has at hand a
technical prowess which demands expres-
sion. Audience and theatre workers alike
are turning to the playwright to satisfy their
needs; and to join them in forging an effi-
cient weapon in the common struggle.

The plays needed are of all kinds. There
is probably not an existing form in the
theatrical catalogue which one group or an-
another is not prepared to undertake, nor a
conceivable experiment which could not be
given form and life. The problems of
straight drama, vaudeville sketches, revues,
musical comedies, puppet plays and dance
dramas have already been met and over-
come somewhere in the structure of the
American workers’ theatre movement.

There is a call for work cast in the already
established theatrical forms. Co-operation is
needed in exploring the realm of new forms
which must inevitably grow out of the con-
flict of traditional media and new content.

This content is, of course, an essential fea-
ture of work designed for the workers’ thea-
tre movement. And yet it is hardly a re-
striction on the creative powers of the
writer. The streets, factories and farms

seethe with the drama of workers’ struggle.
It takes every form. It expresses itself in
every experience and emotion. Love, hunger,
sorrow, victory and defeat, growth and de-
cay, bewilderment and enlightenment—these
are as much the domain of the revolutionary
playwright as they are of the bourgeois play-
wright. And the forms in which they can
express themselves are fresh and young,
rather than devitalized and worn.

The day of cliche and mechanical state-
ment has gone by for the workers’ theatre.
The brilliant polemic of Lenin may be in-
tensely dramatic to the writer, but it is so
much Esperanto to the worker who wants
that polemic presented in terms of flesh and
blood—not to mention a little thunder. An
animated symbolic pantomime in a whirl of
top-hats and red-front fists punctuated with
appropriate slogans, may clearly illustrate to
the intellectual the theory of surplus value,
but the worker would prefer a vivid dia-
logue between a worker and a boss in terms
of cash and cabbages. The class struggle
has many channels and facets. A prevailing
monotony apparently assumes that a worker
has no life outside his place of work; for-
gets that he also thinks in terms of love, life
and death outside the shop—with his job
always a conditioning factor. There is thea-
tre to be created in graphic portrayal of
the anxious hours of waiting for the Home
Relief investigator, or the heartbreak of
trying to make love or get married or keep
house under the easing administrations of
N.R.A. This theatre calls for characters
that breathe, in situations that are real, As
compared to the bourgeois theatre, which
stresses its “liberty of action” but forbids as
a matter of course even the mention of
nearly every serious thing, the workers’
theatre offers the writer freedom of vision
and form.

Formal freedom, however, is inevitably
subject to certain physical limitations. The
first of these is economic. The presenta-
tion of a script by workers for workers must
not involve a great expense for settings or
lighting. The writer must also keep in mind
running time and mobility. While there are
some groups capable of producing and ex-
ploiting a full length play, there are even
more which must seek their productions in
the shorter forms. For most of them thirty-
five minutes is a maximum. And in almost
every case, the workers’ theatre goes to its
audience, carrying by necessity a minimum
of technical equipment. Such restrictions,
though, can become writers’ tools for the
development of ingenuity and economy.

The problems which the workers and
farmers desire to see in their plays are those

which face writers themselves. The workers’
theatre calls on them for collaboration. And
those who respond will find—as others have
found before them—a warm greeting, a
receptive audience, faithful and serious in-
terpreters, and even, so far as possible, an
attempt at financial return. The collabora-
tion itself will feed all these things. Artistic
quality and financial return will grow as the
writer struggles to free himself and the
workers he writes for.

.

Prize Play Contest

O stimulate the writing of revolutionary

plays for immediate production by the
workers’ theatres, NEw Masses and NEw
THEATRE join in offering the following
prizes:

1. $50 for the best revolutionary play,
anti-war,- anti-fascist, strike or relief
struggle, etc. Any dramatic form; real-
istic, symbolic, musical, comical, etc.
Maximum playing time, approximately
35 minutes.

2. $25 for the best short revolution-
ary play; any form, any subject. Max:i-
mum playing time, approximately 15
minutes.

3. $25 for the best revolutionary po-
litical sketch suitable for performance
at street meetings, workers’ clubs, picnics,
etc., as well as on the stage. Maximum
playing time, approximately 10 minutes.

The contest begins at once, closes Decem-
ber 15. Winners will be announced in the
January 1, 1935 issues of NEw Masses and
New TrEATRE. The prizes will be given in
cash immediately, and the two magazines
will sponsor presentation of the three prize
plays by workers’ theatre groups at the Civic
Repertory Theatre in New York, and in
other cities.

RuLEs: NEw THEATRE and NEw MASSES reserve

“all rights including publication and performance of

winning scripts. Royalties to author, wherever pos-
sible. No full length plays will be considered.
Scripts submitted should be typed on one side and
double spaced, and accompanied by return postage.
Contestants may submit any number of plays. Judges:
Harry Elion, L.O.W.T.; Al Saxe, Workers’ Lab-
oratory Theatre; Herbert Kline, NEW THEATRE; -
Stanley Burnshaw and Joseph North, NEW MasSEs.

* * * * *

International Children’s Week will be held Octo-
ber 8th to 15th. The Pioneers of America need
plays, songs, poems and skits, to be used then to
give the children an idea of the character of the
revolutionary movement in this and other countries.
NEw THEATRE appeals to all who can write in a
way that will appeal to children to do so at once.
Send manuscripts to NEW THEATRE.
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Nijinsky’s Tragedy

By LYDIA NADEJINA

NI]INSKY’S life, in the presentation of

his wife, is a deep tragedy of a great
dancer. Human passion and the passion for
art overflow each other ending in a sinister
tragic way—in insanity, for which the Rus-
sian term is “soul-sickness.”

The tragedy is Nijinsky’s. His tempera-
ment, his childhood, his life-experiences did
not prepare him for defending himself, for
struggle and strife. He gave his genius,
soul and mind to his art, and realized his
unlimited possibilities. He sincerely be-
lieved it to be all that one needed to do to
achieve harmony and happines in life.

It proved not to be enough. Something
else, besides the great artistic self-expression
and gentleness, was needed to overcome the
obstacles of life to find the balance and to
make it a success.

Mme. Nijinsky stresses the dominant fac-
tors in Nijinsky’s tragedy—Diaghileff’s pos-
sessiveness and her husband’s lack of Wes-
tern-European practical perceptiveness of
life-realities. Diaghileff assumes the aspect
of an unsurpassible monstrous myth, while
the inner life and ideas of the incomparable
dancer remained for his wife an enigma till
the end of his conscious days.

The book consists of two themes: art and
love. Through it Mme. Nijinsky develops
the story of her own life and love for Nijin-
sky. All the facts are tinted with an over-
emotional, personal interpretation. The
events surrounding the Russian Ballet and
its great dancer Nijinsky are inserted into
the story of her life in patches of glittering
mosaic.

The first part of the book is written in a
more objective vein. It is to a great extent
the contribution of Nijinsky’s friends and
deals with the youth of Nijinsky and with
the Russian Ballet in that phase of its devel-
opment which sharply divides the old and
the new in the world of art, resulting in a
Renaissance of the ballet dance. It gives
a panorama of an exciting world of art and
personages, in a manner that could be pre-
sented only by one to whom it is a vital
reality. For the “immense labor and patient
researches into the history of ballet” by
Lincoln Kirstein the readers may well add
their thanks to those of Mme. Nijinsky.

The second part of the book is a personal
story of a woman distinguished by a single-
ness of purpose in her love and suffering for
the great and gentle Russian artist. Mme.
Nijinsky is never-failingly aware of her
dramatic element of her life-story, of her-
self. She matches her wits against Dia-
ghileff’s against all influences that may have
threatened her supremacy over Nijinsky's
life. There is an abundance of insignificant
detail now and then told in the fashion of
drawing-room chat, However, the collec-

tion of vivid facts will be appreciated by a
wide range of readers: by the future biog-
raphers of Nijinsky and Diaghileff, by those
interested in the dance, and by lovers of
thrilling fiction, who will find in this book
all the elements of an absorbing novel.

The portrait of the dancer is ever-present.
Though drawn in silhouette, it stands out
movingly alive, human and pathetic—the
target of monstrous circumstances from
which insanity seems to be almost a release.

Nijinsky’s gentleness and submissiveness
to a mode of life patterned by those he
loved, makes evident how narrow a margin
there was left for his own creative life.

Are not those limitations responsible for
his search of an outlet now in a weird
theatricalization of his life by playing the
lunatic in the village of St. Moritz, now in
the craving for the simple existence of a
Russian moujik according to Tolstoy’s
teaching, and always wishing to return to
Russia, to his native artistic environment.

Mme. Nijinsky, evidently unconcerned
with the literary methods of modern biog-
raphy writing, succeeded in presenting an
unusual book of her own life. She shows a
fine skill of a story-teller and gives an hum-
bling tale of the life of Nijinsky—the great-
est dancer of our time.

International Theatre

THE first issue of the new magazine, The

International Theatre (No. 1, 1934), en-
larged from its previous bulletin form and
published by the International Union of the
Revolutionary Theatre (LU.R.T.) as a
64-page bi-monthly, has appeared with
informattion on the development of the
revolutionary theatre all over the world.
There are articles on the Blue Blouses of
Chicago and the Rebel Players of Los An-
geles; on the workers’ theatres of England
and Holland; on the revolutionary theatre
of Korea, and on many Soviet theatres.
Extremely interesting are two articles de-
scribing the birth of national theatres among
two nationalities which had no theatre at all
before the October Revolution created the
U.S.S\R.—the Mongolian theatre and the

~ Gypsy theatre.

There are interesting articles on the out-
come of the first Five-Year Plan in the So-
viet cinema and the course of fascism in
German music. The first Dance Spartaki-
ade of the Workers’ Dance League, held last
summer in New York, is reviewed by So-
phia Delza. Brief informative articles are
included on three revolutionary playwrights
—Paul Peters, American—Maurice Mag-
daleno, Mexican—and Giovanni Germa-
netto, Italian. The first part of an interest-
ing but rather general theoretical article on
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“The Theatre of Feudal Society” by A.
Gvosdev (under the unclear heading of
“Conclutation”. appears in this issue, to-
gether with articles on various sectors of the
Soviet theatre. There are also short items
of theatre news, news of the IL.UR.T. sec-
tions and center, and a book review.

The editorial articles deal with the most
vital problems confronting the revolutionary
theatre today—the sharpening of the class
struggle in the field of art and the necessity
of learning (as Lenin taught) to use every-
thing that is progressive in the culture of the
past for the fight against fascism and re-
action, methods of developing a mass revo-
lutionary theatre around the struggle against
fascism and the need for mastering artistic
theory and technique—the development of a
revolutionary science of art. There are also
editorials on the death of Anatol Lunachar-
sky and on the murder of Hans Otto, revo-
lutionary actor of the Berlin State Theatre
arrested by Fascist Storm Troopers and dis-
covered a week later with a fractured skull,
dying in a hospital.

This first new issue of The International
Theatre gives promise of becoming a mighty
force for the progress of the revolutionary
theatre arts in the United States as well as
all over the world. Some of the best mate-
rial on the art of the theatre ever written
has appeared in previous issues, and will no
doubt continue to appear.

But The International Theatre would be
improved if it published, in addition to the
short articles on playwrights (and other
theatre artists), articles analyzing carefully
the dramatic work of the playwrights.
Thus, while the article on this issue on Paul
Peters gives an interesting account of his
background, it is by no means a study of
Peters as a dramatist—a study which should
certainly be made. «

There is far too much material that is
purely informational. There are no major
articles on creative problems and on the
creative methods of major Soviet theatres
(of the kind that distinguished Bulletins
Nos. 4 and 5 in 1933). There are no ar-
ticles on important phases of the bourgeois
theatre in any country—a tremendous short-
coming. Although the magazine aims to
deal with the theatre, music, film and dance,
there is only one article each on the latter
three arts. The page of “Theatre News,”
which contains short items on the bourgeois
theatre in several countries, is (except in
the case of the material on France) sorely
in need of editing. Much of it is presented
in the form of isolated facts, not at all
analyzed from the revolutionary viewpoint.
Some. of the material in this issue is not
brought up to date—a fact explained by the
great organizational and translating difficul-
ties of getting out the English edition. (The
I.T. is published in separate Russian,
French, German and English editions) of
the new bi-monthly. This weakness is al-
ready being overcome. BEN BLAKE.
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Shifting Scenes

Workers Theatre from Coast to Coast

INVITATION PERFORMANCE

Before the theatrical scene shifts from the barn
theatres and outdoor shows at picnics to rehearsal
halls, scenic studios and fall openings, a glance
backward at summer activities is in order. . . . For
the first time in American history a theatre group
was invited by the mayor of a city to give a public
performance of a revolutionary play. . .. The
mayor of Platt, Michigan, invited the John Reed
Dramatic Group of Detroit to play there. . . . How
come this official sanction at a time when revolu-
tionary theatre workers are being clubbed and their
headquarters smashed up (e.g., in San Francisco and
New Orleans) . . . the mayor of Platt is a Com-
munist! . . . In New York, without any invitation,
the Shock Troupe of the Workers Laboratory Thea-
tre introduced Drs. Mixemup and Fixemup to the
seamen on the waterfront . . . they are now very
popular with the seamen, who like the way they
explain the N.R.A. code and other current mys-
teries. . . . The W.L.T. has been doing other active
outdoor work this summer. . . . At an open air
meeting of the Y.C.L. Unit 6 an audience of 200
workers cheered their performance of Free Thael-
mann. . . . It staged the Summer Fascist Follies of
1934 at picnics and excursions, performed at camps,
its own headquarters, and parties to raise funds for
Herndon and other class war prisoners. . . . A swell
summer record. . * . In Toronto the Workers’ Thea-
tre Progressive Arts Club raised funds for the
Hunger March Committee by giving shows at camps
and picnics.

A REAL SUMMER EXPERIMENT

One successful theatre experiment this summer
was made by the Plainfield, N. J., Jack London
Dramatic Group . . . a shadow-graph, Newsreel,
given during a workers’ movie performance . .. a
skit after the manner of a screen newsreel as the
name implies . . . the content was taken from three
poems, Van der Lubbe’s Head, In a Movie, and
Great Man Knows No Fear . . . the actors moved in
back of a screen lighted from behind to produce
shadow effects . . . spotlights picked out a speaker,
then moved to the next as he finished, etc. . . . The
shadowgraph is traditional in Japan and Greece, and
still very popular with mass audiences there. . . .
Newsreel is the result of the group’s policy of
dramatizing current events. . . . It is at present
writing and rehearsing Harbor Strike, based on the
West Coast struggles, for the fall. . . . It also par-
ticipated in the August First demonstration, giving
Troops Are Marching from a truck that moved
through the crowd.

CHICAGO CONFERENCE

A high spot of the summer’s activities was the
conference of eleven affiliated League of Workers’
Theatre Groups of Chicago at the Nature Friends’
Camp there. Reports showed that the Blue Blouses
(10 members) gave many street corner performances
and held classes in dramatic technique through the
hot weather. . . . They stress the need for sim-
plicity in staging ‘“so you can grab scenery and false
whiskers and run before the cops get you” . .. a
timely suggestion. The W.L.T. added S/kare Croppers
Unite to its repertory. Scandinavian Workers’ Thea-
tre Group (30 members) rehearsed and produced all
summer. The Artes held classes and rehearsed Harry
Sims for fall. The Bulgarian group, which- now
has 15 minutes weekly on the air, is working out
radio sketches for its program. . . . The Theatre
Collective was busy fighting neighborhood hooli-
gans who object to the fraternization of its Negro
and white members.

Among the important resolutions passed were:
the establishment of local schools for political and

artistic training of theatre workers, with one course
on Revolutionary Workers Theatre included in the
curriculum of the central Workers School; estab-
lishment of a Chicago repertory department, and
playwrighting shock brigades in every group; sup-
port of the fight for the release of all class war
prisoners.

The Oakland group writes, “The terror has
been playing hell with our activities—it’s as bad
here as in San Francisco, with the papers telling
10,000 lies an edition to arouse prejudice against
the workers.” The group is carrying on, however.

“The skits we are doing resemble poltical cartoons
. . . fantasy, humor and satire are the dominant
notes. In spite of a definite artistic weakness the
plays are very effective and the workers are en-
thusiastic about them.”

BROADWAY-IN-THE-BARNYARD

Meanwhile pretty ladies and gents in nice white
mess jackets were attending dozens of revivals of
Broadway shows and try-outs for its fall season
in the country playhouses. . . . Broadway-in-the-
barnyard remains Broadway. . . . nothing of any
real importance in production or content was staged.
. . . Revivals of Shakespeare with Walter Huston
and Maude Adams was the “big news.” . . . They
had nothing new to say. . . . Rollo Peters, the well-
known actor, told Scene-Shifter he wishes the sum-
mer theatres would fulfill a real function—that of
giving actors and other theatre.workers opportunity
to do work they have no chance to do during the
months they earn their living on Broadway, and
give plays not designed primarily for the theatre’s
commercial arena . . . but they can’t do that while
Broadway money and the Broadway idea is what’s
back of them, Mr. Peters.

New York—the Theatre Collective membership is
concentrating on basic studio work under instructors
of fine professional standing, and productions in the
immediate future will be experimental outgrowths
of the studio courses . . . the Theatre of the Work-
ers School, which' gave 100 performances in 9
months at workers’ clubs and schools, mass meet-
ings, rallies and strikes, is now writing collective
new plays, some of which will be ready for produc-
tion in a few weeks . . . the Shock Brigaders of
the Boro Park (Brooklyn) Cultural Center is re-
hearsing a two-act play, Toward A Soviet America,
written by its director, to be given in early fall. ...

IN NEW YORK
Late August saw five plays on Broadway . . . plans

for a big season continue highly optimistic . . .

though Sceneshifter agrees with the Herald-Trib-
une that maybe a third of these glowing programs
will be carried out . . . one show, all set as to
opening date, theatre, cast, etc., was called off at
the eleventh hour . . . the backer backed out.
Farces, melodramas, leg-and-girl shows form the
major part of the 1934-35 theatrical menu on
Broadway . . . the producers all agree that the
public wants to forget its troubles when it goes
to the theatre . . . what, it still has troubles under
the N.R.A.? . . . a typical schedule is that of the
Shuberts, it includes bringing back the philosopher

"NEW THEATRE:

of the outhouse, Chic Sale, and some little French
importations, one titled Sexes and Sevens. . . . Jed
Harris is going in for melodrama. . . . 4maco, by
Martin Flavin, anounced for fall, is said to be
about the American public’s reaction to the “1929-
1933 depression” (hadn’t heard it was officially
ovér in 1933!) . . . also anounced, a new play by
Sophie Treadwell (the futility of whose Machinal
was criticized in Moscow when produced there)
“dealing satirically with present-day conditions in
Russia”. . . that sounds old-fashioned, it’s no longer
smart to be satirical about present-day Russia . . .
Elmer Rice’s first is Judgment Day, a melodrama
on the attempted assassination of a European dic-
tator . . . and there are dozens of little master-
pieces like Raw Sleeping listed by shoe-stringers who
want to cash in on the movie censorship of s-x. ...

GETTING SET FOR NEXT SEASON

Los Angeles—the Rebel Players, four years old,
has changed from a combination of theatre of action
and stationary theatre to a purely stationary theatre
to help solve its problems, and has united all its
forces to meet the demands of various workers’
organizations for full-length plays . . . its first will
be Peace On Eartk . . . the fall program also calls
for drawing in professional actors, writers and tech-
nicians . . . Hollywood is nearby . . . Please note:
the circulation manager of NEwW THEATRE says hur-
ry up with a payment on your badly delinquent
account . . . Detroit’s Theatre of Action may have
all expenses of staging a three-act revolutionary
play paid by a workers’ organization, proceeds to
go to some working-class defense committee . . .
sounds like a chance to do good work unhampered
by money worries, and to link more closely to a
workers’ audience and the mass struggle. . . .
Toronto—the Workers Theatre wants to organize a
children’s group this fall . . . a fine, sound idea
that other groups might follow. . . .

More on the Fall Outlook—

The Cleveland Workers Little Theatre is prepar-
ing Nanking Road and Alice in Hungerland for
fall presentation. . . . New Orleans production of
Scottsboro, delayed by a police raid of the home of
one of the actors, and the carrying off of the
scripts, is once more under way. . . . Detroit will
see Dimitroff, scenes from Peace on Eartk and
James Victory, written by the writers group of the
John Reed Club . . . it’s based on the successful
LL.D. defense of a Negro charged with rape . . .
the Nature Friends dramatic group of Philadelphia
is developing a fine technical department . . . the
audience cheered the moving conveyer, revolving
gear wheel, pounding piston and other mechanijcal
effects (all made by the scenic workers of the
group) in Thke Gong Is Striking . . . the Jewish
Dram Section, now affiliated nationally with the
L.O.W.T,, plans a four-month course for directors
. . . the Hungarian National Conference also affili-
ated with the L.O.W.T., Milwaukee group is con-
centrating on drawing in Negro actors.

The Group Theatre company, now in the country
doing intensive studio work under the direction of
Lee Strasberg and other of its members, and re-
hearsing its next plays, will bring Gold Eagle Guy,
first play by a left-wing novelist, Melvin Levy, to
New York in November after a short Beston reper-
tory season. . . . Eva Le Gallienne, under the pro-
tection of the new Selwyn-Franklyn-Cochran firm,
is retreating to Broadway with the safe and sane
L’4iglon and Romeo and Juliet . . . leaving a clear
field at the Civic Repertory Theatre for Theatre
Union shows and New Theatre Magazine’s Sunday
Theatre Nights. . . .
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While the Theatre Unijon, not on Broadway, after
re-opening Stevedore Oct. 1st at the Civic and seeing
it started on the road, will offer its mass audience
a “red revue”—George Sklar and Paul Peters are
now working on it—then either Crazy American, a
play on the steel industry, or the revolutionary
Sailors of Catarro, adapted from the German of
Frederich Wolf, now an exile from Nazi Ger-
many . . . having established itself as one of the
important theatre organizations of America in any-
body’s language, it plans also to continue its studio
work to develop actors for revolutionary produc-
tions. . . .and is steadily building up a permanent
mass audience through its subscription campaign .
the 158 theatre parties of workers’ organizations for
Peace On Earth turned that play into a hit that
made even the critics who had panned it and labelled
it bad box-office eat their words . . . and Stevedore
did even better. . . .

And Others—

The Theatre Guild, on Broadway, but “non-com-
mercial”?, will give its subscription audience a mu-
sical re-hash of Porgy, its Negro “folk” play suc-
cess of some seasons ago, and new plays from its
usual stable of authors, Shaw, O’Neill, and Behrman

. it may bring in the anti-Nazi Races that fell
by the wayside last year and a dramatization by
Albert Bein of Grace Lumpkin’s revolutionary novel
To Make My Bread....Lynn Riggs whose
Green Grow the Lilacs was produced by the Theatre
Guild a few seasons ago, has written More Sky,
said to be an anti-Fascist, anti-Capitalist, anti-im-
perialist play. . . . Robert Garland, critic for the
World-Telegram, in taking another swipe at John
Howard Lawson, the dramatist, who did some good
reporting in Alabama and got jailed for it, said,
“Lawson is going all the way left and entering the
fold so that all will be forgiven.” . .. Mr. Gar-
land, please read the article on Lawson in the Oc-
tober NEw THEATRE . . . we can criticize those
whom we respect and admire . . . Lawson’s Marching
Song may be done by the Group Theatre this
winter. . ...

As We Go to Press:

“Reported Communistic activities among fifty
girls attending an FERA school for unemployed of-
fice workers here were subjected today to an in-
vestigation . . . dramatic skits staged by the students,
citizens said, showed Communist leanings. . . . Major
E. O. Brought, state relief director, and Charles C.
Stillman, Federal representative attached to Ohio

relief headquarters, left Columbus by airplane to
open the investigation here . . . from an A, P. dis-
patch from Oberlin, Ohio. . . .

([Last But Not Least

There’s real news for play-hungry New York
workers . . . the 1st BIG “New Theatre Night” will
be held Sept. 7th at the Civic Repertory Theatre . . .
the Workers Laboratory Theatre will present three
new revolutionary plays. . . . Jane Dudley of the
New Dance Group will be featured in a widely
hailed new dance Iz the Life of @ Worker . . . an
exciting puppet show. . . . Guest “Broadway”
stars are on the bill. . . . George Sklar will be
Master of Ceremonies . . . other “New Theatre
Nights” for Sept. will come the 21st and 28th . . .
starting with October there will be two feature
“New Theatre Nights” given each month at the
Civic Repertory Theatre . . . remember, you’ve a
date with us Friday night, Sept. 7th.

SCENE SHIFTER

Five Month Plan
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A Competition for the Groups

EW THEATRE’S Five-Point FIVE MONTH
PLAN is on! Already many groups have
agreed to participate in this competition to

1. Increase monthly circulation of NEw THEA-

TRE to 10,000.

2. Obtain 1,500 new subscribers,

3. Raise $1,000 sustaining fund for the maga-

zine.

4. Increase individual groups’ repertory 50 per

cent or more.

5. Increase individual groups’ membership 50

per cent or more.

After a half year of hard work and vigorous
growth, NEW THEATRE has arrived at the point
where such a campaign is practical and necessary
for its future development, and for the develop-
ment of the revolutionary theatre arts in America.

Less than a year ago, the magazine was a roughly
gotten out sheaf of leaves. True, it was already
giving valuable service to the workers’ theatre
groups. But the demand for a fine, professional
organ for revolutionary theatre workers and audi-
ences far exceeded the abilities of the magazine to
meet it. A reorganization took place. The maga-
zine, far more attractively and serviceably gotten
up, was revamped editorially to include sections of
the professional theatre arts as related to the revolu-
tionary movement. Some of the best writers in
these fields now contribute stimulating and valua-
ble material. The circulation has more than
doubled in the past four months (2,500 in May to
6,500 in Sept.). Our subscription list has widened
to include many more workers in the theatre, film
and dance, as well as such noted professionals as
Sidney Howard, Elmer Rice, John Howard Law-
son, Frank Merlin, J. Edward Bromberg, Mordecai
Gorelik, Sidney Kingsley, and John Dos Passos etc.
Our “New Theatre Nights” have proved most in-
spiringly that there is a large audience eager to
see revolutionary plays.

There is still a great deal to be done in improv-
ing our magazine, in giving more«direct service to
the groups, in enlarging our scope. This Five
Month Plan campaign, if successfully put over by
the theatre, film and dance groups, and by sym-
pathizers, will advance the workers’ theatre arts tre-
mendously, as well as put NEW THEATRE on a sound
financial basis. It will draw thousands of new
adherents into the revolutionary theatre movement.

To the groups participating in this campaign, this
is a call to stay with it and make a genuine effort
to meet and exceed your quotas. To those readers
not affiliated with any group—this is a call to send
in all the subs you can obtain from your friends,
to circulate the magazine at meetings which you
attend, and to help raise money for or contribute
to the sustaining fund, to send in articles, letters to
the correspondence section, and to help in every
way you can.

First prize, for the group that reaches the high-
est standard artistically, politically and organiza-
tionally, as well as most exceeds its quotas, is a Na-
tional Tour, managed and financed by NEw THEA-
TRE, playing in over fifty cities, towns, and farm
centers.

Second group prize is choice of any equipment,
lighting, make-up. kits, literature, etc. Not to ex-
ceed $25 in cost. Third group prize is equipment
up to $15 cost.

Prizes for individual “shock troopers” for the
Five Month Plan are: To those who get 20 or more
dollar subs to NEw THEATRE, autographed copies
of all three of the years’ best revolutionary plays,
Stevedore, They Shall Not Die and Peace on Earth;
to those getting 10 to 19 subs, an autographed copy
of any of these books; those who get 5 subs, get
NEw THEATRE free for a year; those who get 3
subs, get a 6-months’ free sub to NEW THEATRE.

The New Theatre group of the Tri-Cities (Mol-
ine and Rock Island, Ill., and Davenport, Iowa)
writes “Congratulations on the great improvement
in NEw THEATRE . . . we read it eagerly, and find
most of the articles of great help in our work . . .
the Five Month Plan contest sounds stiff, but we’re
going to try our hardest to win” . . . this group
gave a successful performance at a Mother Bloor
meeting.

A detailed account of the plan and how to carry
it out is already in the hands of all workers thea-
tre, film and dance groups on our mailing list. Any-
one may get a copy free by writing a postcard re-
quest to NEW THEATRE.

Five months is a very brief time in which to
accomplish our objective. There will be time en-
ough only if every group and every individual
reader gets off to a good start righkt mow. Order
your NEw . THEATRES immediately to be sold at your
performances, your “theatre nights”, at meetings of
allied organizations, and among your friends. Get
those dollar-bills for new subscriptions out of their
hiding places foday. Organize your plans for a
“New Theatre Night” at your next meeting. Be-
gin work on the play, skit, dance, or film scenario
you are submitting to the competition today. And
remember, send in news reports about your activi-
ties before the September 12th deadline, for the
October issue. We’re ready to be swamped with
good news.

IMPORTANT NOTICE

Tke Eastern Theatre Festival and Conference of
the League of Worker’s Theatres, U.S.A., will be
held in New York, September 21-23, 1934. The
conference work will be concentrated primarily on
the activities and problems of the individual groups.
Each group will present a detailed report on its
history, artistic and organizational achievements,
method of work, plans, experiments, and experi-
ences. Committees of specialistis from the bour-
geois as well as the revolutionary theatre will
analyze and evaluate these reports, and present their
statements to the conference for discussion. The
analysis of these statements will add new and valu-
able material to the experiences of each group. As
a result of this conference, the groups will be
brought closer together, their work coordinated, their
efficiency improved, their artistic standards height-
ened. :

The program of the Festival is as follows: An
introductory general survey by the National Secre-
tary; a short report on NEW THEATRE, which de-
veloped during recent months into the principal or-
ganizer and coordinator ino the theatre movement;
the main part of the sessions will deal with the re-
ports and statements described above. As a color-
ful supplement to the business sessions, there will
be a gala “Theatre Night” at the Civic Repertory
Theatre September 21, and dance groups, the
Pierre De Geyter Trio, etc. On September 22, a
special night show of revolutionary plays will be
given at the Workers’ Laboratory Theatre.

The Conference will analyze the vital problems
facing the developing art of the workers theatres
of America. Therefore participation is not limited
to delegations from member groups of the L.O.W.T.
representatives of mass organizations, “sympathetic
theatre groups, and inldividuals, theatre workers,
playwrights, actors, artists, etc., are invited.

Thé groups are urged to begin the preparatory
work ,at once that is essential to making the Con-
ference a success. Reports should be gotten up,
discussed, sent in with suggestions on matters to be
taken up. Registration blanks, detailed programs
and directives, and all information can be obtained
from the Eastern Conference Committee, 114 West
14th St., New York City.

ANNE HOWE
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The Movie Front

FROM ABROAD

Beginning with the October issue, Jay Leyda,
will

our correspondent in - Moscow, report
on the new film productions of the *Soviet
Studios in NEw THEATRE . . . Advance stills

from the films discussed will accompany Leyda’s re-
ports. . . . We hear from PARIS that Jean Renoir
—the noted director, Claude Heyman, and Claude
Autan-Lara, three leading figures in the Syndicat des
Chefs Cineastes Francaise, resigned because of the
chauvinist and fascist policy adopted by this film
directors’ union in barring non-French directors from
the industry. This policy was aimed at English,
American and German refugee directors. . . . June
film grosses dropped 13 per cent as against last
June. . . . 35 French theatres went bankrupt. . . .
A report from PRAGUE states Czechoslovakian
movie attendance dropped 50 per cent since 1933.
... The Austrian Catholic Film Committee has
endorsed new' Nazi films. . . . This action of the
archbishops who O.K.’d §. 4. Mann Brand, Hitler's
Youth, etc., because the films showed “fresh and
youthful optimism and sound moral attitude” is
indicative of the depths to which the American
church crusade for censorship may descend. . . .

NAZI INVASION CHECKED

All movies in NEW YORK are scissoring
scenes of Hitler and Nazi material. . . . “Too
much audience disturbance;” ‘they say. ... The
Rialto, at the crossroads of the entertainment world,
42nd Street and 7th Avenue, has adopted this pol-
icy after several lobby fights between pro-Nazis
and anti-Nazis. . . .

Variety reports that the Yorkville Theatre is tak-
ing it on the chin. . . . It seems that the campaign
led by the Film and Photo League against the
showing of Nazi films in this theatre (owned by a
Jew, Mr. Joseph Scheinman) has almost completely
isolated the depraved Goebbels creations and the
Nazi cesspool in which they were screened from the
mass of moviegoers of New York. . . . 1800 neigh-
borhood theatres showing the vicious war-glorifying
film No Greater Glory have been picketed by the
Film and Photo League, the League Against War
and Fascism, and the United Council of Working
Class Women. Leaflets and outdoor meetings in
front of the theatres helped expose this film that
said, “There is no greater glory than to die for
your country.” . . . Slavko Vorkapich, one of the
most advanced movie-makers in America, has joined
the National Advisory Board of the Film and Photo
League. Vorkapich has done special work on Viva
Villa, Turn Back the Clock, Wolf of Wall Street,
etc. He will work on an experimental short in Cal-
ifornia when he gets time off from David Copper-
field. . . .

THE CASE OF BLANDER VS. CINELAB

Mr. Frank Weisser, burly Nazi super, at
CINELAB, 33 West 60th Street, New York City,
has fired Herman Blander for being a Jew. The
Anti-Nazi Federation, the American Civil Liberties
Union, the American League Against War and
Fascism, and the Film and Photo League have
joined in exposing ths instance of Nazi anti-Semit-
ism, and have picketed CINELAB . . . leaflets and
street meetings have called for reinstatement of
Blander. . . . Cinelab say they cannot recall Blander
while Weisser is there . . . The anti-Nazis have
raised the slogan “Fire the Nazi that Fired the Jew!”
. . . Murray Levy, 1417 Maryland Ave. N. E. is
acting as organizer of the WASHINGTON, D. C,,
Film and Photo League. . . . I. Prager, 77 West-
minster Ave., Roxbury, Mass., is one of the organ-
izers of the BOSTON League. . . . The PHILA-
DELPHIA League (write 136 South' 8th St. for
information) has been very active . . . classes in
dark room work, studio lighting, lectures on pho-
tography and film taking bave been held. . . .
Philly’s first Still Photo Show, Men at Work, was

held recently, and another, 4merica Today, will be
held Saturday, Sept. 15. . . . Also, the League will
hold a symposium: Whither Hollywood, in which
the chief speakers will be Eric M. Knight, film edi-
tor of the Philadelphia Evening Ledger, Tom Bran-
don of New York, and Leo T. Hurwitz, film editor
of NEwW THEATRE. . . . The Animated Film Group
of the W.LR. (870 Broadway, New York City)
will be ready to shoot its first film October 1,
if animators and artists join and help now. Helen
Kay’s story Battle in the Barnyard will be animated
under the direction of L. Barnes and A. Prestiss. . . .
Ralph Steiner has only a half dozen more shots to
go on his new anti-religious film Pie in the Sky.
The Los Angeles League has finished California 1934.
. . . Chicago League has shot two newsreels. . . .
The New York, Philadelphia and Detroit Leagues
have failed to make even one reel during the entire
summer. . . . Ralph Steiner’s suggestions in - this
issue should stimulate more film production . .. we
hope so. . . .
FLASH FROM HOLLYWOOD

News flash from one HOLLYWOOD movie
worker who hasn’t been frightened by the
“red scare” campaign. . . . He writes: “The Hearst
press continues its yellow journalism and the rest of
the papers are almost as bad . . . even the ads are
viciously provocative. One ad for Cagney’s Here
Comes the Navy quotes a review, ‘We don’t ordin-
arily care for propaganda films, but here’s one we’re
enthused about» This latest film about the navy
makes you want to go out and clean up a whole
nest of reds’ . . . thus the papers in sunny Califor-
nia whip up anti-working class hysteria.” . . .

Mimeographed statement on The Church Vs. The
Movie Industry by the Film and Photo League,
which can be secured by writing to NEw THEATRE
or any branch of the League, declares: “The main
drive of the ‘decency campaign’ is a drive for ‘aw
and order’, anti-labor, jingoistic and pro-war films
as the principal fare for the movie audience, to be
insured by whiping up sentiment for Federal Film
Censorship” . . . National Film Conference to be
held in Chicago during the last week in September.
.. . All film and photo clubs, societies, guilds and

unjons invited. TOM BRANDON

Shadow Dance (Continued from page 21)
just as distinct on the screen. However, if
it turns out that this value is lost, it must
be remembered that many new values are
added to the dance by the screen.

Until actual practice proves or disproves
this proposition, it might be well to offer still
another theoretical justification of shadow
dancing. The form of the ceremonial or
ritualistic dance was well adapted to its pur-
pose. It was conventionalized and suited to
constant repetition. It was performed in the
open air or indoors, as in houses of worship
or ceremony, or even in homes, and the spec-
tator was often the participant. The con-
temporary dance, with the qualifications
noted at the beginning of this article, has be-
come an art of the stage. The screen image
is also primarily a stage technique and there-
fore a technique sympathetic with the nature
of the modern dance.

Meyerhold (Continued from page 15)
all.”” The distinguishing features of that
theatre are: (1) Independence from litera-
ture and gravitation toward improvisation;
(2) the prevalence of movement and ges-

NEW THEATRE

ture over the word; (3) the lack of psycho-
logic motivation of acting; (4) a rich and
trenchant comic quality; (5) easy transi-
tions from the lofty-heroic to the base and
the ugly-misshapen and comical; (6) the
spontaneous combination of ardent rhetoric
with exaggerated buffonade; (7) an effort
at generalization, synthesizing of the char-
acters by singling out sharply a given fea-
ture of the character, leading thus to the
creation of conventional theatrical figures—
masks—(8) the lack of any differentiation
of the functions of the actor : the coalescence
of the actor with the acrobat, jongleur,
clown, juggler, mountebank, songster, fool;
(9) the universal technique of acting con-
ditioned by this versatility, built upon the
mastery of one’s own body, upon an innate
rhymicality, upon an expeditious and eco-
nomical use of one’s movements.

As Mokalsky writes in The Revolution of

‘Tradition in the forthcoming Theatrical
-October:

“In their totality all these singularities form
a pure theatre of actor’s craftmanship, inde-
pendent of the other arts whose role in the
theatre becomes merely auxiliary. The folk-
theatre is free from the esthetic pretensions of
the aristocratic and bourgeois theatres; it does
not endeavor to create an esthetically gorgeous
and immobile show to feast the eye, and that
is why it can do without the painter-designer.

The decorations of the scenic platform and

the actor are confined to the minimum neces-

sary.”

If we examine Meyerhold’s work carefully
we find that the continuation and develop-
ment upon a higher level on the basis of a
new content of this type of theatre is the
key to all his work since 1910. The tech-
nical means which he has developed: the
breaking up of a play into episodes, the
musical principle, emphasizing the second-
ary characters and introducing new ones
sometimes without any line, foreplay, trans-
formation, the principle of grotesque, play-
ing with objects, etc., etc., must be closely
studied by all students of theatre to whom
the problem of producing a play is a crea-
tive problem of interpretation and comment.

San Francisco (Continued from page 17)
against workers’ theatres, film and photo
leagues, book stores, libraries, writers and
artists groups help to make this clear.

The attack on theatres and bookshops
are not merely incidental. The fury with
which a vigilante tears a fistful of revolu-
tionary pamphlets grows from his realiza-
tion that he cannot ever shed enough blood
to drown the ideas embodied in the print
he is destroying.

There is no middle road. San Francisco
brought into clear relief the implacable
opposition of one culture against another.

The San Francisco and other West Coast
theatres and cultural organizations are comn-
tinuing to build where they left off when
they bowed without breaking before gov-
ernment-made terror. The rest of the na-
tion’s revolutionary cultural front must
built with them.



WHAT DO YOU
KNOW ABOUT

THE

San Francisco Strike

Growing Fascism in this country

Whipping up the “Red Scare” in this
country

Rooseevlt’s N.R.A. Program

Lynching and legal lynching of Negroes

Building of Socialism in Soviet Russia

History of American working class

The growing power of the Chinese
Soviets

Communism, etc.

*

For a clear and honest answer to
these questions and many others,
visit or write THE WORKERS BOOK
SHOP, 50 East 13th Street.

¢

To belp you in the selection of
proper material we suggest and
offer the following books and
prices:

List Our
Price Price
RED MEDICINE
(Kingsbury & Neusholme) $2.50  $1.35
COMING STRUGGLE FOR

POWER (Jobn Strachey) 3.00 1.75
CHINESE DESTINIES

(Agnes Smedley) 3.00 1.95
THE MENACE OF FASCISM

(John Strachey) 2.25 1.15
IRON HEEL

(Jack London) 1.65 95
KARL MARX CAPITAL in Litho-

graphs (Hugo Gellert) 3.00 1.95

4
IN STOCK

AND QUIET FLOWS THE DON—Sbholokhov
DIALECTIC MATERIALISM—V. Adoratsky
LIFE AND TEACHINGS OF LENIN— Fos
LABOR FACT BOOK—Labor Research Bureau
CHINEST SOVIETS—Victor A. Yakbontoff
HISTORICAL MATERIALISM—N. Bukbarin
HITLER OVER EUROPE—Ernest Herri
BERLIN DIARIES—General X
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WORKERS BOOKSHOP
50 East 13th Street, New York

Hatoff Stationery Corp.
EVERYTHING FOR THE OFFICE

All your requirements under one roof.

THE HATOFF PRINTING CO., Inc.

Modern Printing and Multigraphing Plant
on the Premises.

19 EAST 14th S.,, N.Y.C. GRamercy 5-9261

Drama Book Shop, Inc.
48 WEST 52nd STREET
NEW YORK CITY

“RACES”

Ferdinand Bruckner $2.00
“MAN AND THE MASSES”

Ernst Toller $ .90
“THREE PLAYS”

Jobhn Dos Passos $2.50
“SOUARING THE CIRCLE”
Valentin Kataev $1.25

“THE THEATRE OF THE
SOCIAL MASK”

B. Alpers $3.50
«“LEFT TURN FOR AMERICAN
DRAMA?”»

Virgil Geddes $ .25

Mail Orders Filled Promptly.
Our mailing list is sent free
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Workers Laboratory Tbheatre
FIRST ANNUAL BALL

A Political Masquerade
THREE PRIZES FOR MOST UNUSUAL
COSTUMES
A hot jazz band

Short Program:
PAUL PUNCH’S NEW PUPPET SHOW
WORKERS LABORATORY THEATRE

Sept. 29th at Irving Plaza

Irving Place and 15th Street

TICKETS ON SALE at:
Workers Bookstore, 50 East 13th Street
New Masses, 31 East 27th Street

© New Theatre, 114 West 14th Street
Workers Lab. Theatre, 42 East 12th Street

Tickets: 50c in advance and 75c¢ at door.

LERMAN BROS., Inc.
STATIONERS, UNION RPRINTERS

29 E. 14th St. Phone AL. 4-3356-8843

Reduced rates for organizations

CAUCASIAN RESTAURANT

“KAVKAZ?
332 East 14th Street New York City
TOmpkins Square 6-9132  Most Excellent Shashliks
Banquets and Parties No Cover Charge

- AMERICAN ACADEMY
OF DRAMATIC ARTS

Founded 1884 by Franklin H. Sargent

HE FOREMOST INSTITUTION for Dramatic

and Expressional Training. The instruction of the
Academy furnishes the essential preparation for Direct-
ing and Teaching as well as for Acting.

The training is educative and practical, developing
Poise, Personality and Expressional Power, of value to
those in professional life and to the layman.

FALL TERM OPENS OCTOBER 26th
Catalog describing all Courses from
THE SECRETARY
Room 270 Carnegie Hall, New York

R.eopenin g October 1

STEVEDORE

by Paul Peters and George Sklar
“Obviously the finest production of
the season”—SIDNEY HOWARD.

CIVIC REPERTORY THEATRE
103 WEST 14th STREET  WAtkins 9-2050

Tickets on sale September 11

Benefit Theatre Parties at reduced rates may
be arranged after September 11.

Beginning October 1st

TAMIRIS

School of the American Dance

FALLANDWINTER
COURSES

Classes for: INTERMEDIARIES
BEGINNERS,
ADVANCED,
CONCERT GROUP

Assistant instructor: IDA SOYER

Addpress all inquiries to New Theatre Magazine

A
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AMERICAN AND RUSSIAN
“NEW RELEASES”

on 16 mm
SOUND and SILENT

We also supply Operators and machines

FOR ORGANIZATIONS, CLUBS, TRADE
UNIONS, UNIVERSITIES AND
HOUSE PARTIES

At Very Low Rentals Write for Catalog
Garrison Film Distributors
Inc.

729 Seventh Avenue New York City

BRyant 9-2963

When patronizing our advertisets, please mention NEw THEATRE

GALA THEATRE FESTIVAL

of
THE EASTERN CONFERENCE

League of Workers Theatres
at CIVIC REPERTORY THEATRE

14th St. at 6th Avenue '
September 21, 8:30 p. m.
Program REGISTRATION
WORKERS LAB. THEATRE INFORMATION
ARTEF TickKETS
JACK LONDON GROUP L O W T.
JEWISH GROUP 114 W. 14th Street
NEW DANCE GROUP CHolsea 29523

YUSEL CUTLER'S PUPPETS
GUEST DELEGATES ARE WELCOME
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FREE00 A COPY OF THIS

GREAT PAMPHLET

with a year’s
subscription to
NEW THEATRE

THE late Harry Alan Potam-
kin was one of America’s
greatest film critics. In “The
Eyes of the Movie,” published
just after his death last year, he
presents a complete analysis of
the development of the movies
from the Nickelodeon to the

Talkies. This pamphlet is the During September only we will give a
only complete historical inter- copy of this brilliant pamphlet, free, with
pretation of the movie industry a year’s subscription to New Theatre
from the revolutionary point of ($1.00—12 issues). Only 250 copies of
view. “The Eyes of the Movie’’ are available for

this special offer. We urge you, therefore,
to mail the coupon at once to be sure of
getting your free copy.

!
NEW THEATRE y 1 NEW THEATRE :
114 West 14th Street 1 I 114 West 14th Street
New York City 1 I New York City :
! I
i ‘1 Name .. ... .. .. . . ... ......... !
] i .
| Address .. ....... . 00 euaenid 1
i
|

Mail One Coupon Now for Yourself—Another for a Friend!
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