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WHILE the workers’ theatres are doing
all they can to avert war and fascist
terror, “The Patriots™ are dlsmbntmg thou-
sands of the card reproduced below in New
York City.

A Call to Patriotic Citizens!
Every thinking man and woman must nof Fail
to see and read

HATE PLANTERS
An allegoarical production in which Com-
munism is exposed. A world-call for the
return of social conservatism, a real Utopia
in color, mausic, light and costumes now being
presented on the New York stage by the
AMERICAN CLASSIC PLAYERS
15th Performance coming to
TOWN HALL
123 West 43rd Street

Saturday Evening, November 24, 1934
Tickets 75c and $1.00

New THEATRE cal's upon every theatre,
film and dance organization, upon every in-
dividual who is against this reactionary
attempt to develop anti-working class sen-
timent, to “boycott” the American (lassic
Players, and to wire protests to Town Hall
against their permitting this incipient fascist
troupe to attempt to develop “Hate” and
vigilante terror.

FROM the Second U. S. Congress

Against War and Fascism, held in Chi
cago, Alice Evans, delegate of the League
of Workers’ Theatres, sends the following
correspondence :

“We are fighting fascist terror. We shall
not be moved”, sang the I.L.D. Negro chorus
of Chicago. Before the song is finished,
the audience has joined in. A pause comes
after the singing, and then Harry Ward,
National Chairman of the League Against
War and Fascism, makes a quiet announce-
ment :

“We will have a demonstration of soli-
daty from the ranks of the armed forces
of the United States. I will ask the audience
to be quiet and cooperate in getting through
this as quickly as possible, so there will be
no disastrous results.”

Quickly the lights are dimmed, the micro-
phone and speakers’ table are moved back.
The wide auditorium is hushed. Three thou-
sand three hundred delegates, representing
two million workers and farmers, lean for-
ward in their seats. Another pause.

On the stage comes a young man in khaki

Carnival Sideshow

aniform, the upper half of his face masked.
“In the name of four divisions of the Na-
tional Guard of the United States, I bring
greetings to the Second U. S. Congress
Against War and Fascism.” There is youth
in his vigorous walk, the strong carriage of
his head, the intensity of his voice. Ycuth
and unbounded courage. “We are organiz-
ing Anti-Strike-Duty groups within the
National Guard, and we pledge ourselves to
carry out the decisions of this Congress.”

As the National Guardsman walks quickly
off the stage, another young man in khaki,
similarly masked, takes his plase. A deeper
voice this time, less tremolo, more power,
more grim certainty: "‘As a first licutenant
in the United States Army, I bring greetings
not only from myself, but from six score
soldiers in Michigan, Wisconsin and [llinois.
Our presence at this Congress is our answer
to the bosses, who try to use the army to
defend their profits against the rising up-
surge of the masses of American peop'e
More and more soldiers stand rcady to hght
with the working class; pledging themselves
to turn imperialist war into war against the

Etching by Reginald Marsh
hosses. [ong live the revolutionary struggle
against war! Hail the workers’, farmers’,
and Soldiers’ government of the United
States !”

When it is over, and we are back in our
seats, beginning to catch bregth, there is a
glow on every face. For a minute we have
touched the flesh and smelled the blood of
this living thing about which we have been
speaking for two days of congress — the
fight against war and fascism. For a minute
we have been close to the core of this fight,
have known its daring and its strength. A
taste we have had—a fleeting foretaste—of
the Revolution. This single dramatic inci-
dent of two young men in khaki, blindfolded
to prevent detection, voicing proletarian
solidarity, has crystallized for five thousand
peop'e the meaning of the Congress Against
War and Fascism. There was wever u more
Jm(uhmg proof of the efficiency of dramatic

- method m winming wmasses of people to ac-
ceptance of an dea and participation in a
struggle.

\s delegate from the League of Workers’
Theatres to this Congress. there are many






and cheered Mother Ella Reeve Bloor. But
the incident, which remains. eaten into the
consciousness of ‘every delegate present, was
that “deémonstration of solidarity from the
armed forces of the United States,” which
became a symbol for the entire Congress.
In line with the decisions of this Congress,
- we-of-the-Workers’-Theatres of America
pledge our services to the fight against war
and fescism. We will send our companies
over the countryside with this message. We
will build our platforms at the factory gates.
We will do this knowing that the technique
of emotional crystallization through human
drama is a certain method of winning the
revolutionary allegiance of the working
class, ™

MEMBERS of ‘Actors’ Equity who are

not familiar with the year’s procedure
in other labor unions must have been star-
tied by two unprecedented events in the reg-
ular quarterly meeting of the Association:
one was the “quite gentle yet firm sugges-
tion” of their President that all groups of
rank-and-file actors “should confine them-
selves to . . . spiritual and benevolent needs
. . . or social relaxation” and leave practical
matters to their officials; the other was an
unanticipated concern for their welfare ex-
pressed in a communication from the Presi-
dent of the American Federation of Labor.
True, William Green’s ardent letter was con-
cerned, not with finding them parts, nor with
adding to the public works openings, nor
with stopping kickbacks on contract sa'aries
—he skips over these, but he wants to pro-
tect them from the Red Menace.

Actors who do not feel themselves so
menaced, but who are threatened by the con-
tinuing economic situation, may find behind
Mr. Gilmore’s mild but firm suggestion a
clue to his sombre repetition of the A. F.
of L. hysterics. Plainly stated, as was not
done at the meeting, a number of Equity
actors last winter grouped together informal-

\ly to try to get through the Association ac-
tion which would be based on the real needs
of the great majority of the membership.
Also, since Equity was barring and ignoring
actors delinquent in dues, these, together
with large numbers of other unemployed
actors, marginally employed, and C.W.A.

~actors, formed the Actors’ Emergency
Association.

Something like this is bound to happen in
any union in which the official leaders lose
touch with, or fail to act upon, the grave
needs of the body of members. The fact

The Puppet Master

that any actor who was a Communist would
see the need for action in the case, and the
fact that plenty of actors at the other ex-
treme who have no interest in politics or
social theory afso felt, through force of their
own circumstances, the necessity for such
action—these are beside the point here.
What the latter have learned, perhaps with
shock and surprise, is that the old red her-
ring has been taken off the ice to block the
actors’ simple fight to make their union rep-
resent their interests. Any longshoreman
could have warned them.

s
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“T'he line on which the group of rank-and-
file actors are working is indicated by the
Cuts Board, an innovation which they pro-
posed last Spring and whose adoption was
announced at this meeting. Under the rul-
ing no individual member may make an
agreement to reduce his salary from the con-

tractual figure, nor may a manager approach
him with a proposal to do so. Every such
proposition must be brought to the Cuts
Board for consideration and action. Thus
the organization quite properly relieves the
actor of dealing alone with managerial pres-
sure for wage-cuts.

The line on which the Equity officials are
working was also demonstrated—by the
amendments which they introduced and
urged upon the meeting. The number of
signers required on a petition for a special
general meeting, formerly twenty, was raised
to one hundred. This puts difficulties in the
way of any part of the general membership
calling a meeting. The reason given for the
proposal was the expense entailed by special
meetings. Since, however, this means of
calling such meetings has never been abused,
the amendment can only be construed as a
neasure to ward off activity by the member-
ship on matters concerning them.

Actors who want to safeguard the chan-
nels for such action within Equity, and to
take part in it, should get in touch (through
NEw THEATRE) with the rank-and-file group
whom Equity officials are forcing into the
position of an opposition.

Orgen of League of Workers Theatres, Film
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end Photc League, and Workers Dance League.
.
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famous: fairy tale, The Chinese Nightingale.

The only bright spots on the program, out--

side of an. excellent performance by the
charming young lady who played the part
of the kitchen maid, were the dances intro-
duced between scenes. Although John Dewey
‘made & speech to the effect that it was the
group’s desire to present “not goody-goody
- but I i ys that children will en-
*: joy”, the kids (about 30 per cent of the
*  audience), the parents, and the old ladies

ibout” 50
the performance disappointing. However,
this new children’s theatre promises a pro-
duction of Don Quixote.

Workers’ kids are not satisfied with fairy
tales that have nothing to do with their hard
livet. They prefer to see the Pioneers’
lively production of Harry Alan Potamkin’s
operetta Strike Me Red (directed by Will
Lee of the Workers Laboratory Theatre),
which will be presented at the Fifth Avenue
. Theatre on November roth and 11th under
the sponsorship of the-Young Pioneers and
the League of Workers™ Theatres. In the
interest of “good theatre” we advise you not
to miss these performances. We intend to
invite the staff of The Theatre for Young
America, and John Dewey, but not Fiorello
LaGuardia, to see Strike Me Red.

T is seldom that the editors of one maga-
zine try to interest their readers in
another, but New THEATRE's editorial
board feels that it is a privilege to urge our
readers not to miss a single issue of Amer-
ica’s most important and most interesting
weekly magazine, the New MassEs.

In its first ten months as a weekly, New
MassEs has published some of the most im-
portant writing in American and world let-
ters. Highlights in a magazine that pub-
lishes indispensible material in every issue
were such ‘“‘masterpieces” as Ilya Ehren-
burg’s Now They Are admen and The
Civil War in Awstria; John L. Spivak’s
Letter to the President, and his amazing ex-
posures of fascist activities in America,
Silver Shirts Among the Gold and Plotting
the American Pogroms; Isidor Schneider’s
Fowr Orations; Maxim Gorky’s Prolctarian
Literature Today, Samuel Ornitz’s play /n
New Kentucky, and many brilliant articles
by Michael Gold, Bill Dunne, Joshua Kunitz,
Joseph North, Joseph Freeman, Robert For-
sythe and others.

This is a sincere effort to interest readers
of NEw THEATRE in a revolutionary weekly
that they will find exciting reading.  We
urge every person who reads these lines to
go to the nearest newsstand and huy the
current issue of New Masses

audience) found.

e been  with' t s
They have moved ahead fast in spite of ine

because, in Cas You Hear Thewr Voices?

presented on October 7 before a New York
standard it New Triearas Nights, they re
ceived justifiable adverse criti Te
two lessons in the experience for all-worker
theatres,. and the Newark group should
progress faster for having learned them.
First; in whatever stage of development

" they may be, each theatre must learn which

types of production are so completely mas-
tered that they are effective and persuasive
to general audiences, Skits or plays or what-

_ever they may be of the type that they can

handle must be found and prepared, for
they are immediately nceded. America,
America, of the Jack London Club is in this
class. Then there must also be constant work
on special problems, on more ambitious
scripts, experiments which stimulate and
train the actors and directors. Without these
the theatres will get stale and stop gréwing.

- unsuccessful production to such an audience

“have na idea of the history and diffculties

‘'of the. group. To show, an’ ambitious but

is to alienate them and expose the group
to unfortunate._criticism. Audiences judge
play, not the difficulties of the actors.™

It was further plain from the production
that in spite of the inexperience of the
actors they were capable of a better per-
formance than was given. There is good
acting material in the group, good energy
and good voices. They were working with
a good script which offers no very compli-
cated problems. If really competent and

seasoned direction had been given them the . .

talent could have been better utilized and
the problems solved. They need and should
get the help of sympathetic professional
actors and directors as suggested at the
L..O.W.T. Conference. Such direction and
advice will speed and improve the turnout
of the theatres.

quu1mbiﬁ’s Call To Arms

ON October 5th Louella Parsons in her
movie gossip column which appears
daily in a national network of Hearst papers
gleefully announced that “You can always
depend on Monsieur Cohn, of the Columbia
Cohns, to have ideas. Here is the latest one.
He is planning an anti-Red yarn. Propa-
ganda, so to speak, against the Communists.”
On the day before, the Columbia Studio-
gram, inter-office communication of the Co-
lumbia Studios, carried this information:

“STARTED SHOOTING QUOTE CALL
TO ARMS UNQUOTE WILL BE DI-
RECTED AND LEADING CHARAC-
TER PLAYED BY WILLARD MACK
STOP TREMENDOUS CAST...STORY
MOST TIMELY TELLING . .. OF A
CIVIL WAR VETERAN WHOSE TWO
SONS BECOME INVOLVED IN COM-
MUNISTIC ACTIVITIES STOP MACK
IN PART OF OLD SOLDIER RE-
CRUITS SERVICES OF VETERANS
AT SOLDIERS HOME AND SUC-
CEEDS IN QUELLING RED UPRIS-
ING AND STRIKE STOP DIFFERENT
AND CHOCK FULIL OF PATHOS RO-
MANCE THRILLS™

As soon as this information was available,
the Fi'm and Photo [eague mobilized cul-
tural organizations and individuals, includ-
ing New Theatre, the League of Workers
Theatres, the Workers Dance league, cte.
to send wires protesting against this film “as
designed to help bring on fascism and de-
stroy civil liberties.”

To the Film and Photo League, General
w1anager Samuel J. Briskin of Columbia Pic-
tures Corp. replied:

‘. We are assuredly disinclined to
distribute any picture designed to help bring
on fascism and destroy civil liberties. It has
always been our policy to avoid propaganda
for or against either side of any public issue.
If you will kindly point out to us precisely
what portions of this picture are susceptible
to criticism upon the grounds enumerated in
your wires, we shall be pleased to cause the
elimination of any such portions which are
reasonably calculated to injure the move-
ment sponsored by your organization.”

David Platt, National Secretary for the
Film and Photo League, poitﬁed out in an-
swer to Mr. Briskin that judging from Col-
umbia’s own description of Cail to Arms,
and from the very title itself, the only way
to eliminate the propaganda and incitement
against militant labor would be to scrap the
film entirely. To date Columbia Pictures
has not declared that it will suspend produc-
tion of this obviously fascist film, nor that
they would carry into action the smooth
promises of their telegram. To insure that
Call to Arms does not reach the screen and
so viciously influence a hundred million
moviegoers, as did Columbia’s pro-war film,
No Greater Glory, we strongly urge every
New THEATRE reader immedtately to write,
telephone or wire his protest to:

Harry Cohn
Columbia Pictures Corp.
72g—7th Avenue, N.Y.C.




EEP your eye on your work. Hot
rivets. Type the following: In reply
hoyourletberdned . In reply to

your... . Four copies, please.
The toul 83. After deducting 20: 136.
Standard Oil leaps to 374. 28 cases of can-
ned goods, Lift the lever. Lower the lever.
Wheels. Belts. Hot dogs. Line a. Line 10.

machines. Shops. Sausage ma-

Linotype
chines. Press, roll, turn about. Rivets, hot
rivets. ’

Then evening comes, the evening of all
cities,” bluish dove-colored, pale. Neon-
signs are aflame. Roxy, ‘Empire, Plaza,
Majestic, Capitdl, Olympia, Rialto, Tivoli,
Savoy, Acme, Ufa, Metropol, Ritz, National,
Strand. These names dance in the narrow
colored tubes of the signs. They could be
mistaken for restaurants or for hotels, but
really they are cinemas.

Evening disturbs the city jungles. Men
pursue one another, hurry and run as
animals scurry to waterholes. Men are hunt-
ing for walls. The Yankees call for their
cars. The Japanese hold their boisterously
undulating frocks together. The Swedes
move festively across the snow, across the
stillness. In Moscow a Komsomol surprised
sees a screeching poster of The Rose and
the Frock-coat. The Parisiens jestingly try
to break away from loving arms. In the next
minute darkness swallows everything.

She typed two-hundred-cighty letters to-
day. His daily work-sheet read three thou-
sand rivets. What are they going to do?
How are they going to save themselves from
emptiness, from boredom? Their home
awaits them. Food from cans and stillness.
At home one must think and thoughts are
difficult. When all gossip is exhausted, when
the last cigarette is smoked, three hours still
remain. Only then comes sleep. When the
alarm rings: Typewriter keys or rivets.
Fhey weary each other. He is silent. “Those
god damned rivets. Deductions for break-
age.” She cannot even force a smile. “My
new stockings are torn.”

Where will we go? To the Rialto or to
the Roxy? Love and the Tiger, or The
Passions of a Violinist?. 1t does not matter
where; hurry. We might be late. Already,
the tiger is bellowing. Already, the dare-
devil is about to make the last and finishing
thrust. Already, the violin is crying over in-
comprehensible griefs. She has seen tigers,
accompanied by military music, in the Zoo.
She knows no passion. Her husband has her
as a matter of course. Peter speaks lovingly,
but with little passior. He is freckled and

! discasc. Let’s BU to the violin-

an ¢ha seae
1a3 i ad

ist, hurry to forget.
Why have they deducted one hundred

By ILYA EHRENBURG

Hya Ehrenburg Addressing Soviet
Writers’ Congress

Sovphoto

eighty pieces from his pay? It was not his
fault. The material was inferior. The speed-
up is terrific. He can ng longer bear it.
Towards noon he is exhausted—on the verge
of collapse. But what is one able to do about
it? He would like to get out of the harness,
never again to think of work, of speed-up.
In another nine days the rent is due. The
devil take it. It is really better not to think.
Let’s hurry to the Rialto, to the tigers.
Hurry. We might still catch the bus. He
breathes heavily. He is dead tired.

The hands of clocks move rapidly in De-
troit and in Osaka; in Kharkov and in Se-
villa. Men hurry. The lights go out. The
dream begins. It is a daydream, an audible
dream, a dream true to the poster.

THE reels move rapidly. Twenty four
pictures to every second. One cannot call
stop. The tiger leaps and bellows. The
violinist weeps. The sunburned Komsomol
laughs scornfully: “So that’s how they live
in Paris!” In Paris a solitary old man
sighs: “Even the tigers live like men.” They
are not aware that the tiger does not exist,
that the violinist is a fake; that only Daddy
Zukor exists, supported by sweating chorus
girls, by David Sarnoff, by electricity and
stupor. 4

Stop magic reel.
heads are n a turmoil.
Dt the shiuw gues un.

The film is not only celluloid, not only
the tricks of Paramount; the film has a soul

Our eyes smart. Our
We can not bear 1it.

>
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Continuous Performance

of its own. It is susceptible to the illnesses
of the soul. When the text crosses the pic-
tures, the symptoms unquestionably resem-
ble simple madness. Why has the tiger
changed into a moustached colonel? Why
has the violinist tail and claws? “Jim,
shoot!” It is Jim who cries. “Mechanics,
help!” There is no mechanic here, there is
nothing here, only film, reels and reels of
film. Hoarse cry: “Harry, I'll remain true
to you.” Continuous performance. for as
long as there is life. Moving pictures ad
infinitum.

A huge ship cuts through the black waves.
Sailors are throwing their officers into the
sea. This is Potemkin, the accursed ar-
mored cruiser. It can find no place to an-
chor: it crosses all the seas, The Flying
Dutchman. Woe to those who come in its
way. Mr. Eastman’s nightmare when he
came to the continent of Rochester. Stop the
frightful ship. Blow it up. Place watches
on the billowing waves. What do you intend
to do, Will Hays?

Will Hays at once crawled upon the play.
He is taller than Harold Lloyd. He is taller
than the Paramount Building. He towers
up to god. He is as flexible as an ape. The
wind tousles his long ears. Yet, he could
never master the Lord’s Prayer, nor eat his
ice cream without dripping some on his tie.
He cries into the telephone: “Hello. . . .
hello . . . Every fleet and soulsaving station:
the ship must be destroyed. Identification:
Red flag and foolhardiness. Its course un-
known. Under the penalty of death.”

Doctor Heller, the erstwhile barber,
jeweler, druggist, cutter, is the censor. He
knows all: “To forbid, to dismember, to
mutilate, hahahah.”

Miss Emma Whits: “Shorten by three
hundred yards. Set the trunk on its head.
Break all false teeth. We are not strict, in
fact we are very moderate. We are like
mothers. Sleep children, sleep.” )

Information : “The censor in Roumania
is unusually tolerant. Only cruelty to animals
and revolutionary ideas are forbidden.” Do
not step on dogs’ tails; do not touch the
oil magnates.

A heavily moustached German blushes
from sheer embarrassment. What is the title
of this ilm? The Woman for a Night. Have
you gone mad? Have you forgotten our
German ideals? Beatrice, Gretchen, Dul-
cine, Pola Negri? Change it, at once. The
Queen for a Night is so much better, don’t
you think ?

Adolph Zukor laughs chastely. Paramount
instructs aii Movie Theatre owners: “Nancy
Carroll appears in the nude in the film The
I'anishing Dream. Display of silk under-
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wear is important. This is a Paramount
Picture.” Daddy Zukor prays for the soul
of his parents: “Kadish . . . Kadish. . ."
An unshaven visionary gazes at the dis-
play of silk underwear, his lips are moist. O,
the bones of Nancy Carroll, O vanishing
Vanished Dreams. O, warm flesh. Castrate
Help! Shooting! This is Alfred Hugen-
berg. Minister. Launching a few cruisers.
. Why are you shooting, darling
Alfred? It hurts, it hurts very much, Dou't
you sec that T have a heart, a very nice heart.
I'm not crying, I'm on the silver screen.
I'm a shadow. We are bountiful. In Pic-
ardie, in Galicia, in Belgium, we are plenti-
ful like the people. Shadows.

__"THE reels run backwards. The tone, at
_ % first distant and hollow, grows in vol-
ume. . Bang! The Minister of Agriculture
pulls at his moustache. The shadows dance.
The shadows undress. The eagles and uni-
forms are gone. There are only bones left.
Someone remarks: “The bones have an ex-
cellent tone quality.” The apparatus of the
firm of Tobis Klangfilm utters very soft
noises. The ear can not bear it. Too much
sound. The world whimpers and crunches.
Now the drum bursts. Glorious silence.
Everything comes to a standstill. The cruiser,
the trumpeter, the minister go to rest. A
hearse moves by. No one is following it.
100 H.P.

Are you Fraulein Else? You lived in the
city of limetrees and philosophers. You
dreamed of the love of Willy Fritsch. But
you were just an ordinary extra. Tell us,
what prompted you to fall asleep in a coffin?
The shooting of films goes on. Stand up!
But little Fraulein Else cannot stand up.
She presents a coroner's certificate. She died
yesterday morning at four o’clock. She bled
to death. Exhaustion. In a butcher's display
window sausages are dancing. Are you
offering your lips to Fritsch or Harold
Lloyd, Fraulein Else? No. To neither. I'm
offering my lips to the glorious hot dogs.
They smell and bloom. It is a wonderful
garden where hot dogs bloom. But Zukor
has never thought of it. Bring me a rose,
my beloved. I love you, darling. I have not
eaten, god knows, how long. On Willy
Fritsch’s picture there are tears, tears and
saliva. The beating of heavenly wings is
heard. Policemen appear. They carry Frau-
lein Else’s soul out of the mortuary into
Paradise. They form a circle and sing. |
went to see L\ve and the Tiger. Upon my
word, I'm not to blame. The materia! is in-
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*This Is the Film!”

ferior. The angels in uniform laugh loudly.

“In the: name of the law; stop. You have.
murdered the Chef. Don't deny it. Upon-

your soul rests his death. Where were you
yesterday at 3.15? You are the murderer.”
Applause. Cold and misery. Dazzling light
meets the eye. The choice is left to the
audience: chair, axe or rope.

It seems the film is finished. Hays is
praying: “And forgive us our sins, for
broken rivets and godlessness.,” Canon Ray-
mond is praying: “Have mercy on us, have
mercy.” The baptists eat cornmeal amidst
a flow of tears. It is raining. Autumn rain.
It rains on the roof of the theatres. It min-
gles in the lives of the shadows. It beats
through the clay of graveyards. One has no
rest whether dead or alive.

HE calls it a good day. Three hundred
dollars in cold cash. He has a seat in
the gaudiest theatre, the Roxy. He is no
stock-jobber nor a gambler, He is Mr.
Robert Elliot, hangman and gentleman. He
tests ropes and buckles stools. He likes
young maidens and stepmothers. He weighs
160 lbs. and yet is lighter than a feather.
He races with the swallows to heaven. There
he fondles the angels, and siumbers on a
cloud as if it were a kiss. In the morning
the clcud is wet from children’s tears.

After the crying spell Mr. Elliot changes
into a vampire. She must keep on typing.
He is choking her. There are two hundred
letters still to be typed. She protests. The
vampire dictates: “In reply to your letter
dated Nov. 16, we wish to advise you that
we are ready . . ... " After a long search
the detective finally locates the place. He
comes to the rescue. Ah, you villain. He
kisses her. He breathes into her face like
a hurricane. He plays the violin. He is the
violinist. This is, indeed, passion. I refuse
to type any longer. He adjusts his tie ard
cries: “You must type.” He is simply her
new superior. She laughs shrilly, aimlessly
in the darkened auditorium. The others
around her seem not to understand. “What’s
so funny?” She keeps on laughing. Gradu-
ally her stupid laughter overtakes everyonc,
it climbs to the ceiling, it chokes the song
of the angels, it drowns the bass of David
Sarnoff. Nothing but a fox trot remains.
Forward, backwards, to place one and two.
One two. The rivets are hot. Let it go.
Merchandise must b sold at any price. Let-
ters must be typed:

The performance is ended. Hurry. We
must catch the bus. \We must get up early
in the morning. Today is tomorrow and to-

T never had the pleasure
Zukor. I work for Smith & Co. Hurry, my-
dear. Hurry home. Hurry.

Night. Its scent is different in every city.
Everywhete it is full of fears and tears.
Night follows the day as the day follows the
night. The night is the frontier. One can
freely cross it. One can still drown in the
river Seine or in the Hudson. One can open
gas jets. One can fall asleep. Sleep.

Immense crowds break out of thousands
of theatres. They run and lose themselves
in narrow black columns. As a farewell
they vomit curses, cigarette butts and tears.
Yonder, a stupid German is afraid. He is
afraid of the “Flying Dutchmen.” Suppose,
it were to break toose. Policemen are uscless
in such a case. The Aunerican cleans his
clouded glasses. The Komsomol looks dqubt-
fully around. All around there is spow;
the crows are flying. Under the snow groans
a little house. What will tomorrow bring?
The Japanese superstitiously titters. It has
started. Earthquake.

They ran out, they scattered almost in a
coma. They feel as if someone were follow-
ing them. Under a window someone sings:
“Honey, I'll be true to you.”

They will not lose these dreams, these
wnagnificent dreams produced in hundreds of
factories. These Paramount-dreams, these
Ufa-dreams. They will bring them into the
musty air of their homes, they will add them
to the passion of their kisses. They will
bring these dreams to every failure and to
every cry. These dreams will linger amidst
the confused multitudes of faces. These
dreams will torment them till the alarm will
wake them, “Six, it is six, six, the rivets are
hot, it is six, the letters must be typed.”

Then these dreams will have the gruesome
shape of mornings, of rivets, and of jobs.
“Step on it. Would you like to be Rocke-
feller? Would you like to have castles and
vachts? Keep on typing. Novarro won't fall
in love with you. However, the chef might.
They will infect you and then discard you.
You may die like Fraulein Else and be es-
corted by policemen to heaven. Type faster.
In reply to your letter, in reply . . . in reply.”

This is the magic box that rules the world.
It is a~great discovery, but also a wilder-
ness, a gruesome, devouring wilderness. This
is the film.

{Chapter from Dic Traumfabrik (Dream Factory)

by Ilya Ehrenburg. Translated from the German
by Nicholas Wirth.]

Drawing by Charles Dibner



Yosel Cutler, one of the most skillfull and

famous puppeteers in the profession once
made an anti-religious satire on the Hebrew
play, The Dybbuk. A puppet spirit or
Dybbuk lodged in the body of a puppet
maiden, bobbing its head out from under
her skirt to make its presence known to the
audience. Two frantic rabbis tried to dis-
Jodge it by means of religious hokus pokus.
They wefe not successful. The puppet
janitor solved their problem by having a
puppet messenger boy appear and announce
that he had a Western Union telegram for
the Dybbuk. The Dybbuk forgot himself
and popped out. The maiden lost the Dyb-
buk and the curtain closed on a happy end-
ing.

It is the exclusive right and heritage of
the puppet to be whoever the puppet
master wishes him to be. In England he is
known as “Punch”, in France as “Guignol”,
in Germany as “Casperl”, in Italy as
“Punchinello” or “Pinnochio” in Mexico
as *‘Mamerte”, etc. But prior to the past
ten years puppets were not widely used in
America. (It is interesting to note that pup-
pets were banned by the Church in New
York state and the old law forbidding their
use was repealed only last year.) When
Meyer Levin and I opened a repertory Ma-
rionette Theatre in the old Relic House in
-Chicago some ten years ago, both the pup-
pet (laced over the hands and fingers and

operated from below) and the marionette |
{operated from above by strings and con- °

trollers) were unknown to the general pub-
lic,
nouncing the presentation of George Kaiser's
play From Morn to Midnight aroused the

QOur Marionette Theatre posters an- |

By LOUIS BUNIN

curiosity and suspicion of the neighborhood.
In recent years there has been a tremendous
gain of interest and use of the Puppet and
Marionette mediums. Today there are over
two hundred listed professional groups, and
hundreds of amateur groups in America.

Poor “Punch” has been suffering the
humiliation of appearing only in innocuous
fairy tales and meaningless circus tricks on
the American puppet stage. Now Puppet
Punch has gone red. And we puppeteers
who know _the traditional role that Puach
has played in public life and his unique
power to spread solemn ideas clothed in
burlesque and satire, also know that the
new recruit, Punch, has entered the only
sphere of activity in which he can exploit
to the fullest extent his unusual powers. We
see of course what a particularly valuable
ally Punch can be in an illegal or semi-
illegal movement. A trowpe of ten puppets
take two humans along to assist with voice
and manipulation. The puppets agree to let
the humans take all the responsibility for
playing dates and transportation, for ex-
penses and profits. And what an ideal
acting company Puppets make' These keen,
mischievous critics are privileged characters
of the theatre world. It is almost impossible
to heckle or hate them for their criticisms,
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Street Performance, Blue Eagle Skit
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iR Pum'r‘h to the Streets

NEW THEATRE

for if you did their stage presence and pe-
culiar expressions would not change one
whit and you would gain nothing by it.

ON Tuesday, October 2nd, President
Roosevelt, Madame Perkins and Bill
Green addressed the workers on the corner
of Tenth Street and Second Avenue, New
York City. The Blue Eagle was there too,
perched on F. D.’s shoulder. But they were
not received with patriotic approval as shown
in the newsreels. In fact they were en-
thusiastically booed, hissed and laughed at
by a large and growing crowd. A puzzled
cop stood by rubbing his thick neck in
bewilderment. No po'ice regulations cover-
ed this situation. Better go to the call box
and find out what the Captain has to say.
But look! Look what those guys are up
to now! Roosevelt dancing with the Blue
Eagle! Bill Green singing as he dances with
Fanny Perkins:

“Oh Bill Green is my name

Of strike-breaking fame

I'm pretty damned clever

At that little game.”

“Jesus”, the cop probably thought, “if
they were four feet taller I'd call out the
riot squad.” The fact that these nationally
known figures were only two feet tall was
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real in self revelation because the masks of
their counterparts, their hypocrisy and de-
magogy, were removed and the people in
the street saw them and the “raw deal” as
they really ace.
The Workers Laboratory Theatre has
" fotmed a ~'sgparate ‘puppet -department
© since Punch and his whole puppet
fainily have gone red. Now you will see them
at outdoor meetings, on street corners, in
jon halls and workers clubs, amusing and
at the same time educating the workers on
the most important political and economic
developments in America.
—__Here is a_puppeteer’s modest vision of an
. effective revolutionary puppet show for an
audience of share-croppers in Alabama. The
actors are a skeleton and 2 vulture who pro-
fess in speech and pantomime a profound
affection for Secretary of Agriculture Wal-
face and President Roosevelt. These two
actors heap abuse on the third actor, Punch,
a worker. The dialogue, simple and clear,
must express perhaps in a fantastic manner
the true conditions imposed on the share
- cropper audience by the A.A A, and must
show through Punch the worker what they
must do to overcome the A.A.A. oppression.
Jack Shapiro wrote these lines for Punch:

“My stomach often rubs my spine
And now it's started shrinking

A Play

BROADWAY producer, whose re-
Aputation for doing clean plays has

not hampered his financial success,
called me into his office.

“My readers report favorably on your
plays,” he said. “But me, I don’t know. I
haven't read them.”

Then turning in his chair he looked away.
with a distant, sad expression.

“Your plays are about the country. The
farmers, they tell me. Way out there in
Nebraska somewhere, aren’t they?”

“Yes,” I said. “That’s where I came from.
I was raised out there.'”

“Yes, 1 know, dreadful things\ happen in
those places,” he interrupted. “But we don't
want to know about them here in New
York.” Then from sadness to a command,
“We've got to have p'easant things in our
theatres. Why don’t you write something
cheerful? About us people. Here in New

. .,,.M"

“I didn’t know my plays were tragic,” I
said, surprised.

“See here,” he said. “This is a triology
you've written, isn’t it?”

“Trilogy,” 1 corrected.

And if it's not. I'm going'¥o fight .
Let's get together, tise - ouf mright::
And then we'll give them hell.” .

< Punch is a gullible, -{ormented, passive
worker at first. His acceptance: of abuses
is always exaggérated.-Towards the -last
part of the skit, however, when he becomes
conscious of the cause of the abuse, he
overcomes it by speech and pantomime;
that is, he drives the vulture off with the
skeleton’s thigh bone, and in speech he

Perkins, F. D. and Green

encouraging and inspiring challenge to:the

-maker. The idea, always clear, is
projected with the particular twist of the
puppet technique. Clarity and imagination

are the prime requisites of & successful pup-

pet play. ) _
The worker audiences have joylully

accepted the Blue Eagle Puppet, with- his -

snapping beak and popping eyes and flap-
ping wings. Oscar Saul wrote this dialogue
for a new skit:
Bil Green
“Many workers are striking
Many complaints can be heard
Roosevelt
1f the workers are striking
We'll give them the bird.”

Enter the bird, only to be driven away
finally by “Punch” who punches the Blue
Eagle off the puppet platform after a hard
but determined fight. And, judging from
the cheers that greeted this unexpected turn
of events, the theatre of the puppeteers is
indeed a sharp weapon in the class struggle

Photo by Messik When Punch Goes Red.

With Two Smokes

By VIRGIL GEDDES

“Triology,” he repeated. “Three. Three
plays. One of those Greek things.”

“I never heard of that word,” I added,
defensively, ‘(I don't think there is such a
word.”

He straightened in his chair, rebuffed.

“See here, young man, l've been called
out to lecture on the drama before college
students, and there are a few things I do
know about the theatre.”

We came to a deadlock, but he quickly
lowered his armor and took on a paternal
manner. @

“Anyway, I don't know about this trio-
logy stuff,” he said, sticking to his word.
“You see I'm in the theatre because 1 love
it. 1 don't need to make money.”

“That’s fine,” I said. But he glanced at
me quickly and answered: “Havent you
any other plays?”

“Yes. One in five acts.”

“Five acts!” He threw up his hands, har-
rified. “Now why do you do that?”

“Because [ like to,” 1 countered.

He shook his head, despond:ntly. “‘Listen,
young man, here is how it is in the theatre.
The people come to the theatre. They sit a

while, then they want to go out and smoke
a while. That's one act! Then they want to
sit a while and then go out and smoke again.
That's two acts! They'll come back and sit
again, but after that they don’t want to
smoke—they want to go home. Can’t you
write me a play with two smokes in it?”

Is it any wonder that to such people any
play which is direct, forceful, pointed in it
social intensions, and aims to raise the level
of the masses instead of lowering it, is either
regarded as “obscure” and aesthetic,” or
“dangerous”? Having educated themselves
so long in mediocrity and downright trash,
is it any wonder they cannot believe that
serious plays can find an audience?

The usua) justification for such .doings is
that they, the producers, are giving “‘the
people” what they want. What is overlooked
is that the longest Broadway run does not
play to the people; it merely caters to a
very small minority of the potential theatre
going public in America. This snobbish and
empty activity of a tiny segment of our
population is hard'y the theatre of the Amer-
ican people.




A Play With Two Smokes
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Three Songs About Lenin

Moscow, October, 1934

' great convincing tradition that

- reached the peaks of Potémkin, Mother,

and Soidl is carried forward gloriously

in- Drigs Vertov’s new film Fhree -Songs
About Lenin,

In America we know Vertov through the-
ory (minus the context of general Soviet
film theory) and hearsay, sprinkled with re-
. jons of stills from his flms. Our

actual knowledge of his work comes only
from his encyclopedic Man With the Movie
Comera and Kaufman's Spring. Kaufman
is the second important member of the
Kino-Eye group. From these inadequate

sources, we were led to believe that the
"value of the Kino-Eye was an isolated

formal value, unrelated to Soviet life and

interests. This absurd error was strength-
ened by Close Up and Esxperimental Cine-
ma. In the Soviet Union one gets a differ-
ent perspective. A Sixth of the World and
Eleventh Year, earlier Vertov films, are
documents of considerable warmth, conv.y-
ing their facts interestingly.

Vertov’s rigid self-limitations, such as his
refusal to film any material that he d'd not

find on the streets, in factories, on farms,

did not seem to do any harm in Vis early
films. But is such a method compatible with
the needs of the U.S.S.R. and abroad in
1934? Evidently Vertov thinks not. He has
consciously developed his method and him-
self far beyond 1924 (the birth of the Kino-
Eye). This is 1934 and Vertov saw that
film theory must grow as fast as socialism
has grown since 1924. Contrast the pitiful
attempt of Griffith to stand still during the
years - -1932, with the world changing
under his feet. Vertov grows with the world,
and presents in 1934, a film with meaning.

The original conception of this fi'm was
to translate into emotional terms rather than
factual terms, the life and meaning of
Lenin. This emotional conception imme-
diately distinguishes this film from every
other documentary film till now. To
the former domumentary types —
the document of Race and Ritual
(Moana), the document of Socialist
Progress ( Turksib), the document of
Time (Berlin), the document of
Place (Salt of Svenetia), the Pol-
itical-Social document (Shanghai
Document) and the early work of
Vertov and Esther Shub ( Cannons
or Tractors)—must be added the
emotional document of Biography.

From the mass of fotklore born out
of the revolution, Vertov chose three
Eastern songs. These songs show us
Lenin as he was seen by the formerly
oppressed races of Middle Asia. For

them Lenin meant freedom. His

Lenin in Red Square, Moscow, 1918

Filss News from the Seviet Union

death a dreadful blow. His teachings the
basis of their future life. These subjects
make up the structural form for the film.

Tt begins with the first song:
“My face was in a prison black . . ."

A song about women. Here is all the weight
of oppression, the chains of tradition that
were upon these women of Tsarist Russia.
Merging into freedom, the real life that is
theirs today. The deep sincerity and tragedy
of the second song, about the death of
Lenin, achieves an emotional impact that
one seldom realizes to be within the capacity
of the medium of cinema.

“W_e loved him . . .”

Only afterwards does one ask how such
profundity of suffering was conveyed.

. . we never looked upon his face,
we never heard his voice,
but he loved us like a father—
No, more than that
for no father ever did for his children
what
Ilyich did for us.”

The third song opens with the triumphant
chords of

“In a great stone city . . .
developing into a magnificent paeon of
achievement under the banner of Leninism.

N

. and if Lenin could see this coun-
try today—"

Vertov uses more than the literal content
of the three songs to guide him. The tech-
nique of each part of the film derives from
the type of song. The first part of the film,
as well as the first song, has the structure
and feeling of a ballad; the second a dil%&
the third a marching song.

Sovphoto

THIS film is important for the revolu-
tionary film workers outside of the So-
viet Union. It exemplifies progress in the
documentary film. Vertov’s former absolute
dependence upon montage has become a de-
sire for more specific and concrete images
on the screen than the pure document can.
ever accomplish. But he has not unreason-
ably discarded all his experiments with
library material and with untouched docu-
ment. In Three Songs About Lenin there
is an enormous amount of library material,
molded so deftly into the structure of the
whole that one does not become conscious of
i's source. An example of this occurs in the
second song where newsreel material of
Lenin’s funeral is juxtaposed to a series of
faces flooded with sorrow, creating a pas-
sag: of genuine tragic beauty. Pure docu-
ment occurs when three spontaneous speeches,
are recorded for the third song, intimately
showing the audience the reactions of three
real people to socialist construction. The
secret of the power of these passages can
be partially explained by the long experience
\'ertov has had in his work with the docu-
mentary film. He knows just how far the
pure document can be useful, because he has
advanced beyond it. -
ACCORDION, by Savchenko (Mejfrabpom-
Film).
TIMOS'HKA was the best udarnik and
the best accordian player on the collec-
tive farm. For his good work he was made
secretary of the village Komsomol (Young
Communist League) unit, and was placed
on the village soviet. As a result he gets a
swelled head and neglects his play with his
fellow workers and his love-making with his
girl, Marusia. She couldn’t understand why
he couldn't be himself, the man she loved,
as well as an official. Along with his accor-
dian playing, he dismissed as being too
frivolous all his former human relationships
with the village. Life in the village
becomes very dull. Then in a band of
young kulaks (wealthy farmers) we
sec a leader (played by Savchenko)
who has more respect for the power
of an accordion than Timoshka has.
An accordian can be an instrument
of counter-revolution. The young
kulaks and their songs disorganize
the village and the work of the col-
lective farm. Timoshka considers
bullets and then realizes that he has
a better weapon. He brings out his
accordion and drowns out the kulak
songs with healthy new ones. Thus
he routs the enemy; recognizes his
error and becomces part of a once
again happy, working collective.
(Contrmued on page 14)
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HAVE before me a prospectus of a
new producing organization, the
Theatre Mass, outlining plans for the
coming season. In this, I find the following

- phrase: “Thg Theatre Mass will present a

clearly defined anti-fascist front, without
however binding itself to any one party.”
I have no quarrel with this declaration.

I think one may assume that a theatre or-

ganization should be based on as broad a
united front as can be honestly achieved.
However, the organizational question is one
thing ; the question as it applies to the theatre

“worker—and particularly the writer—is quite

another thing.

The sentence quoted above struck me for-
cibly because it involves the technique and
method of approach of the dramatist; it
also involves his relationship with any or-
ganization which produces his plays. I have
given a great deal of thought to this as it

“applies to my own work ; it seems to me that

the necessity of being specific in regard to
party and political questions is the first ob-
ligation of the revolutionary writer ; the
propaganda effect of his work depends on
his ability to grapple, in strictly dramatic
terms, with the detailed reality of economics
and politics.

If I am right in this, it means that the
playwright must organize his technique from
this point of view. Furthermore the or-
ganization which produces the work must
emphasize specific meaning in every detail
of acting, direction and scenic design.

I intend to write a further article for
New THEATRE attempting to analyze various
technical problems of dramatic writing. But
I feel that political accuracy is the basic
principle of such writing, and must be the
starting point of any such discussion. A
tendency to avoid this problem leads directly
toward literary romanticism.

The Broadway-Hollywood school of ex-
pression is characterized by turgidness, emo-
tional vagueness—a technique which has
been developed for the express purpose of
avoiding reality in character, background or
point of view. Ome may reasonably say of
the bourgeois theatre—the greater the con-
fusion, the greater the artist! The aim of
this sort of theatre is perfectly realized in
Eugene O’'Neill, who attains éxeat heights
of confusion and pretentiousness.

In contrast to this, the growing revolu-
tionary theatre has already offered us stirring
examples of dynamic clarity in attacking
real problems. Last year, three plays —
Peace on Earth, They Shall Not Die, and
Stevedore—offered the first genuine begin-
nings of proletarian art in the professional
American Theatre. Fach one was a fine
achievement. But it pays us to study these
productions critically in order to learn from

From the Shoulder
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JOHN HOWARD LAWSON

them and get directives for future work. Is
it not correct (and necessary) to say that
these plays would have been more effective
aesthetically if the political line had been
hammered out more clearly?

Peace on Earth gave us a graphic picture
of the approaching war danger—but the
final act, which should have expressed this
problem in devastatingly concrete termy,
was muddled by symbolism. Thus the full
impact of the theme, and. the role of the
working class in connection with this theme,
was somewhat lost.

HE effectiveness u1 Stevedore lay:in its

heroic simplicity: the struggle of the.

Negro masses against oppression and, lynch

law was here presented with glaring glarity.-

But it was curious to note that several of
the bourgeois critics referred vaguely to the
role of the American Federation of Labor
in coming to the rescue of the Negro work-
ers. Of course it is very possible that the
white stevedores in the play were rank and
file members of an A. F. of L. union. But,
when one analyzes the text, one is at a loss
as to the exact background and directives of
the working class groups in the play. What
union did they belong to? If this was an
A. F. of L. union, what was the attitude of
the workers toward the Federation burea-
cracy? To what extent were the bureaucrats
trying to break the growth of race solidarity
inside the union? WhatSpecific forces were
behind the union man who walked out of
the strike quarters to join the lynchers?

Some people may think that these ques-
tions are not significant in relation to the
drama. It seems to me that they are the very
blood and bones of the play; such questions
should be asked, analyzed and answered, at
every stage of writing and presentation.

In They Shall Not Die, the most directly
exciting moment in a very exciting play was
the moment when the attorney for the [.L.D.
came into the prison with the actual message
of the 1.I.D. Here the electrifying political
reality merged fully with the events depicted
on the stage. The effectiveness of this scene
was a direct answer to those who say that
audiences are not prepared for specific pol-
itical material and react unfavorably to it.
The immediacy with which this scene ap-
pealed to the audience’s sympathies or pre-
judices was the reason for its thrilling
quality. They Shall Not Die was less effect-
ive where it was less successful in main-
taining political clarity.

In a recent issue of New THEATRE,
Michael Blankfort spoke of “escape psy-
chology” as applied to the theatre. [ felt
that he was mistaken in his statement that
the play should provide an avenue of escape;
and that he misunderstood the group psy-

chology of the audience. The real case (as
I see it) is that a large part of the audience
at a revolutionary play wonts to escape; I
mean this literally ; the audience (or a major
part of it) wants to evade the emotional
impact of the class struggle. This was abun-
dantly clear at performances of Stevedore.
Although the Theatre Union succeeded in
reaching an audience with marked working
class sympathies, nevertheless a good pro-
portion of the spectators were wavering in-
tellectuals, people without clear convictions.

I talked to many of these people. They
_were deeply moved by the play, but they

- were able to perform a very neat psycho-

Jogical trick—to escape from the real impli-
cations. They regarded the play as a special
qase of Southern prejudice: “Isn’t it a shame
Shat the South is so backward about the
Negroes? Butafter all, it’s because there are
so many Negroes in the South . . . it could
not happen in other parts of the country”,
efc., etc. The New York critics, who praised
the play, gave fine examples of humanitarian
vagueness. They ignored the meaning.

IN a word, many members of the audience
succeeded in transferring revolutionary
content into futile humanitarianism. Now it
is true that tl'ie will always happen, to a
greater or less extent. People will always
make a Freudian escape from truths which
they wish to avoid. But I say emphatically
that it is not the business of the Proletarian
theatre to aéd this escape. In fact, that’s
the business of bourgeois art; the function
of revolutionary drama is to circumvent this
escape; it is successful in proportion to its
ability to force partisanship upon the
audience.

The elderly dowagers who occupied or-
chestra seats at They Shall Not Die were
touched to the point of tears. An old lady
hung with pearls sat next to me—and she
wept copiously. I don't deny the value of
awakening the sympathies of these people.
But the biggest part of the playwright’s job
is to make his conclusions inescapabie, If
the Theatre Guild production of They Shall
Not Die had given the full impact of the
class issues involved, the old lady with the
pearls would have probably been carried
out of the playhouse screaming and kicking
--but the play would have been a greater
play, in the truly Aristotelian sense — it
would have awakened the pity and terror
inherent in its theme. And its propaganda
value would have been greater because of
its gréater aesthetic value. As it was the
Guild subscribers were able to partially
escape—to view Scottsboro as an isolated
and shocking case of persecution. This was
partly inevitable, especially considering the
class-nature of the Guild audience. But it



icies of these parties. In fact his life depends
on a correct estimation of these policies.

If a dramatist wants to write proletarian
bring detailed understanding
to the problems which mean life and death
to the working class. He must know exactly
what he wants to say and he must pound his
messagé home with clarity to the largest
possible andience. He must realize that part
of his audience is anxious to escape, to
sublimate the experience by translating it
into meaningless or sentimental terms. He
must prevent this sublimation. He must pin
douwm his audience to the reality to which
his art is dedicated. Really against thetr
will, he must force them to understand.

F course this does not mean that the

playwright's approach should be nar-
rowly sectarian. This has been a fault in
some Workers' Theatre plays—a tendency
to dry and dusty Academic attitudes. The
theatre is an emotional experience, and the
essential value of clarity lies in the heighten-
ing of this experience.

Nor do I mean to infer that a playwright
must take a purely Communist point of
view. As for myself, ] do not hesitate to
say that it is my aim to present the Com-
munist position, and to do so in the most
specific manner. This is what I believe to
be a correct approach—but I do not main-
tain that it is the only approach tor the
writer sympathetic with the revolutionary
movement. But whatever the writer’s liberal
or radical point of view, his fikst duty in
attacking working class subjects is to clarify
his own attitude; to be specific and detailed
in his presentation, he can not avoid Com-
munism by befogging it; he can not avoid
current issues by mysticism or sentinental-
ity. He must face the problems which the
working class itself faces. If, consciously
or unconsciously, he avoids this realistic
attack, his work can be of very little service
either to the working class or to the art of
the theatre.

... .ByLISTON M. OAK
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NEW THEATRE

Replies

Mewmber of Executive Board of the Theatre Union

TﬂMUMhMﬂyfoﬂMa
non-sectarian, united fromt policy. It is a
workers' theatre, organized to produce plays that
ghepmblemq--&emlku,of contem-

are constructive in
showing the mames of workers in militant struggle
toward a better world. Our playwrights deal with
this drama''c material from the viewpoint of the
working class. ’

Thas Peace onm Earth, with a background of
workers striking against the shipment of munitions,
shows the role of 2 middle clam intellectual, a
pacifist profesmor whosw opposition to war brings
him y into alliance with revolutionary work-
ers. He realizes the futility of isolated individual
pacifist opposition to war, is deserted in the fight
by all but the workers; he is framed aud electro-
cuted, but militant mam action against war goes on.
The relationship of class forces is clearly shown.
It is not vague but specific; its political meaning is
inescapable. Thus also, Stevedore portrays how
Negro workers are terrorized by the bosses. It
shows the subsistence level at which Negro steve-
dores live and the use of Jim-Crowism and lynch-
ing to keep them at this level, to prevent their unity
in struggle with white stevedores. Stevedore ad-
vanpes without equivocation the issue of black and
white unity in organized struggles.

But Szevedore does not label the white union
organizer a Communist. He is called “a red”, is
portrayed as a militant rank-and-file trade union-
ist. There are thousands of such trade unionists in
the A. F. of L. as well as in the T.U.U.L. unions.
The fight against the A. F. of L. officialdom s
not the theme of this particular play—it is not ge:-
mane to the plot, is not “the blood and bone of the
play” as Lawson says. Not all political issues in-
volved in the Negro problem can be dealt with in
a play as in an article—for instance the question
of self-determination for Negroes was not brought
into Stevedore. The action of the white union
members in coming to the rescue of their black com-
rades is one that has been taken by A. F. of L.
locals in the past, and it is what every revolutionist
wants them to do in the future. Thus the play is not
only historically accurate but also gives directives.
Every opposition group in the A. F. of L. fighting
against the reactionary and chauvinistic bureaucracy
1s trying to lead its local toward the type of action
dramatized in Stevedore.

Political accuracy and ideological clarity does not
necessitate specific organizational labels. Both Thea-
tre Union plays have this clarity; neither is guilty
of the charge of “literary romanticism” nor of
vague humanitarianism, mysticism and liberal senti-
mentality. If liberals transfer the revolutionary
content and implications of our plays into humani-
tarianism, that is not the fault of the playwright
but the result of the confusion of liberal thinkiﬁg.
Stevedore does not capitulatg to liberalism as does
Judgment Day. 1Its political line is clearly revolu-
tionary. But there are technical and dramatic as
wel] as political problems involved in the production
of working class plays.

Lawson says the most exciting motent in They
Shall Not Die was when he I.L.D. attorney de-
;ivcred the LL.D. message. He is inaccurate in say-
ing that the IL.D. was named as such—actually

other initials were used. But even if Wexley had
labeled the defense organization the LL.D., the
play was built around a specific case, the Scottsboro
case, in which the conflict between the policies of
the LL.IA and the N.A.A.CP. was central. But the
excitement, the ideological sigmificance, of that
moment in the play lay in the message of the 1.L.D.
—solidarity of Negro and white workers in militant
mam sruggle for the freedom of the Scottsboro
boys. Stevedore is not built upon a specific case in-
volving conflict of organizational policies, and deals
with such conflict only indirectly and by implication.

The Theatre Union has never rejected a play be-
cause it was “too revolutionary.” When we have
rejected a play, or asked the author tw revise it,
this decision was made either because the play was
not good enough and needed rewriting, or because
it involved production costs above our very limited
resources. But every play cannot be a full exposition
of every angle of a particular situation or problem;
nor can the Theatre Union plays advance the full
platform of a party. We do not plan to produce
plays dealing directly and specifically with the con-
flicts in principles and tactics of organizations in
the labor movement. Such plays have value, and
the, so-called agit-prop theatre is organized to pro-
dule them. The Theatre Umion is not an agit-prop
theatre. 1t is a united front theatre organized to
produce plays that all honest militant workers and
middle-class sympathizers can support; plays that,
without compromise on questions of principle, will
appeal particularly to unorganized workers who are
not yet class conscious. This policy enabled us to
reach an audience of 300,000 for Peace on Earth
and Stevedore, establishing a record and making
theatrical history with the first professional workers
theatre in America. Like other organizations which
maintain a united front policy, such as the League
Against War and Fascism, we stick to specific and
limited tasks, functioning as a theatre, not as a
politcal party.

Further Comment

The function of such organizations as Theatre
Union is to present to the largest audience possible
fundamental problems facing the American people,
and to show militant struggle against the capitalist
system as the only way out. The fight against war,
as dramatized in Peace on Earth, aims at the roots
of the capitalist system, as does the united fight of
Negro and white workers against economic oppres-
sion and social oppression (ie., “Jim-Crow”) in
Stevedore. Three hundred thousand workers, intel-
lectuals, and middleclass “borderline cases” have
been reached with the forceful message of these
plays. A great part of this audience have been in-
terested or strengthened (thousands for the first
time) in the struggles represented in these plays.
To demand that the political party and lgbor organ-
rzatsons represented on the stage be “labeled” is to
take a “lefust” position, a postcion that is unreal-
15tic in relationship to the united fromt audience

However, John Howard Lawson’s argument that
a united front theatre cannot produce specifically
communist plays is certainly true; and he has brought
up real but not insurmountable dithculues facing
playwrights (whether Socialist, Communist or just
“sympathetic”) who write for such a united front
organization and audience. His article indicates the
immediate need for a communist professional theatre
that will produce plays as Lawson and others will
write—plays with a clear communist line and
straightforward political statements and references.

The Edsors.
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PP HEY're gonna feed us slops, they’re
: - gonna water our soup, they’re gonna
. give us food that aint fit for a dog,
until we organize and demand our rights!”
' & A member of the Marine Workers Indus-
trial Union is speaking at an open-air meet-
‘ing on the New York waterfront. He ex-
poses the wretched lodging house the city
provides for unemployed seamen—*dog-
house” the sailors call it. He outlines a
method of action. As he finishes, a sandy-
haired youth springs to the platform. “And
now, fellow workers,” he announces, “The

" " Shock Troupe of the Workers Laboratory

Theatre presents a little skit, Dr. Mizemup!”

A show! The news spreads up and down
the docks. A show! The word is a magnet.
Soon, where there were forty, there are
three bundred seamen. When the audience
is large enodllh, the show begins. No house-
lights dim; no curtain rises. This is thea-
tre in its first form—under the sky.

The sailors eat it up. No movie hokum
this. It‘s their show. It's about them. Their
problems. What to do about those problems.
Lustily, they boo Dr. Miremup, the mis-
leader who claims the “doghouse” is really
beneficial, and they laugh and cheer when
the hero exposes the double-crossing “Doc.”

“Swell stuff, boy,” one husky sailor yells,
“Swell stuff !” .

In humorous, dramatic fashion the care-
fully prepared script has repeated the points
made by the M.W.1.U. speaker, has clarified
them, has driven them home—and to a
larger audience.

One hour later on a crowded slum street
on the lower East Side, five young toughs
watch in anticipation as the weekly street
meeting of the Y.C.L. gets under way. For
the past four weeks these hoodlums have
heckled every meeting, and they're not go-
ing to be denied their fun tonight. But,
hell—what's this? No speaker. Instead,
there’s a quartet on the platform. First they
sing a song about “Union Card” and then
one about “N.R.A.” Catchy songs, too. A
few of the hoys begin ﬁumming the tunes.

And now the crowd is getting larger. Up
and down the street, windows open. Heads
pop out. They watch the show from their
“balcony seats.” Soon, the audience in the
street and in thé windows joins in the sing-
ing. Then, a girl explains the purpose of
the Workers [aboratory Theatre. “We're
going to put on a little sketch now,” she
says, “Will you help us make room”

The same toughs who shortly before were
ready to break up the meeting help keep the
crowd back while space is cleared and hoxes
are set up for higher levels. The players
have their backs to a building, and now the
crowd closes in again, surrounding them on
three sides. Then the announcement, “The

Harry Lessin in Newsboy

Workers Laboratory Theatre presents Free
Thaelmann,” and the show is on.

THE audience pays careful attention.

They are impressed by the sincerity of
the. actors and the nature of the theme.
When the sketch is over, they discuss among
themselves their dislike of Hitler made more
real by the performance they have just
witnessesd. As they go homéd, you hear
some of them singing the songs about
“N.R.A. she cut my pay” and “Make me
out my Union Card,” etc.

Sixty thousand New York workers have
witnessed similar Shock Troupe perform-
ances during the past year. In dozens of
Union halls, workers centers, and on many
streets “The Workers Laboratory Theatre
Presents " have become familiar and
welcome words.

The Shock Troupe was organized last
Fall when, with the beginning of the strike
wave and with the intensification of the
crisis, the W.L.T. was flooded with calls
from the field of action. Workers all over
the city demanded performances.

“We just couldn’t meet all the calls,”
says Al Saxe, one of the directors of the

DS SE

Will Lee in Hollywood Bolshevik
Photos by Messik

Troupe, “Most of the W.L.T. members
work during the day and can only give one
or two nights a week to the theatre. That
doesn’t give enough time for rehearsals and
performances. We had to organize a full-
time production unit which would be ready
to play anywhere at any time.

“With the swiftness of events today,”
Saxe declares, “the shock troupe becomes a
political as well as an artistic necessity.
Shock troupes should be built wherever pos-
sible—in dance and film groups, too.”

Not only has the Shock Troupe greatly
intensified participation by the W.L.T. in
the day-to-day struggles of the working
class, but it has advanced the theatre artis-
tically. More time for rehearsal and study
has resulted in performances vastly more
expert and finished. The Shock Troupe has
also had time to experiment with new
form of revolutionary theatre and to adapt
the forms and technique of the bourgeois
theatre to skits and plays of proletarian con-
tent. It was the W.L.T. Shock Troupe
which collectively conceived Newsboy.

“We try to take into considération,” says
Will Lee, another of the Shock Troupe
directors, “that we play before a larger
number of workers, and must therefore use
a form than can be understood by the great-
est majority, so that its contents should not
be politically over their heads and so that
its forms will be easily recognized . . . forms
that the workers are in the habit of seeing
in bourgeois theatre—vaudeville skits, pop-
ular songs, monologues and dialogues based
on famous radio and movie characters.

HE Shock Troupe is composed of the

“cream” of the W.L.T., artistically and
politically. Most of the members came to the
~hock Troupe with previous academic train-
ing and professional experience. Al Saxe
acted in vaudeville and stock and studied at
the University of Wisconsin Experimentat
College. Will Lee taught dramatics at sum-
mer camps and directed Harry Alan Potam-
kin’s children’s operetta Strike Me Red.
Greta Karnot was with the Fokine Ballet at
one time and studied with Wigman and
with  Charles Weidman. Her husband,
Stephen Karnot, a former scenic designer,
appeared with the International Theatre in
Moscow and studied with Meyerhold. Harry
Lessin was a scholarship student at the
University of De Pauw Dramatic School
and appeared with Fritz Lieber’s company.
One of the Troupe was with Jasper Deeter.
Another taught dramatics at a well-known
women's college, etc.

AI.THOUGH it pays no salaries, the W.

. T. now provides the members of the

Shock Troupe with food and lodging. The

Troupe lives in a collective apartment in an
(Continued on page 33
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Hollywood Sees Pink

x

N its mmﬂg puzzied fashion,
f§§ Hollywood attempts from time to time

to realize that this is a changing world
and that some fairly radical social trans-
formations are at hand. ‘ft is d:m on the
whole, a happy discovery for timorous
magnates, because they hate to displease any
one who migiht become a potential customer,
and you can’t make pictures that have some-
thing to say without annoying some one or
other gravely. It is much safer to make
vital matter — which dashing juvenile wins
the handsome ingenue? But world changes
are at their door and since the cinema is
almost unescapably a topical medium, the
Hollywood producers, who are .not com-
pletely blind, cannot quite evade them.
Thereupon they look about them for the
casiest way out and strike what they regard
as a fine compromise between the two. im-

sides involved. They mnnot,.of
course, decide to take a radical viewpoint,
because it wouldn't be good business, and
they are at least shrewd enough not to go
in for extravagant tory-ism. Thus they hit
upon 2 mild and amiable liberalism to satis-
fy the majority of their clients.

It is, ] think, a great mistake to believe
that the Califormia film-makers are, as a
rule, intentionally malicious or studiously
unfair in their attitude towards revolutionary
themes. Undeniably, they are heartily, if
sometimes furtively, on the side of the es-
tablished order, but it does not make their

definite anti-revolutionary bias any more
" pleasant to realize that it is the result of
instinct and the box office, rather than of
intentional malice. My point is that it is
giving the Hollywood magnates credit for
far too great a degree of intelligence to sus-
pect any such conspiracy on their part. In
their hearts they have, I firmly believe, in-
tended to go in for the closest approximation
of harmless, mid-Victorian liberalism they
can hit upon. It merely happens that all of
their handsome investments, all of their
fears of censorship and legions of decency
and the women’s clubs, all their dreams of
being big shots in a great industrial world
—in fagct, all of their instincts and emotions
—make' it subconsciously impossible for
them to be on the side of the expluiled.
They are not scherming villains. They are
just instinctive defenders of a system that
has enabled them to buy those swimming
pools and tennis courts.

Then, too, they are hideously afraid of
the box office. That is not to say that they
are shrewd judges of box office vaiues, by
any means. In fact, their lack of skill in
that respect is quite notorious. Therefore
it is certainly no proof that American film

Hdly'o.d&tll’in; Drewing by Del

audiences are not ready for revolutionary
screen dramas to say that the producers
fear that such works would not make money.
It happens, though, that so far as they can
judge from the frequently inaccurate reports
of their agents, the thing to do is, not to
ignore explosive topical matters altogether—
too many people are talking about them for
that—but to handle them in what the busi-
ness men of the cinema handsomely regard
as a safe and sane but progressive fashion.

ERTAINLY the shifting styles in the

treatment of the Soviet Union indicate
that the producers are making a desperate,
if ineffectual, effort to keep in touch with
what they see as popular sentiment in the
matter. You have only to compare the dif-
ference in attitude of the early anti-Bbishe-
vik melodramas, including Mr. DeMille’s
atrocity, The New Commandment and the
celebrated Rasputin and the Empress, with
the well-meaning British Agent to see that
the Hollywood boys are at least aware that
the days of the more violent Soviet-baiting
are over. British Agent* did try desperately
to be fair. It didn’t succeed, of course, and
its anti-Communist bias was evident, but
obviously that was the result of no foul pur-
pose on the part of the producers. They
mierely tried in the customary futile fashion
to be “fair” to both sides, and their instine-
tive fear of communism was enough to
incline them definitely to the side of the
interventionists. This prejudice came out
chiefly in the manner in which the best
speeches were given to the hero, who at-
tacked the Russians for deserting their noble
allies, while the entirely ineffective replies

® See Robert Stebbins' comment on Brutish Agent
on page 22. (Ed.)

were reserved for the heroine, who was
supposed to be Lenin’s loyal secretary.

At least in this case the effort to be
friendly to the menacing shadow of Bolshe-
vism was great enough to cause some ob-

" servers—including, to my astonishment, that

brilliant and discerning critic, Robert For-
sythe—to feel that the producers were being
curiously impartial, for a change. In the
case of Rasputin and the Empress, a film _.
which achieved the unparalleled feat of libel-
ing even Rasputin, the partisanship was too
obvious to escape anybody. Here the anti-
Bolshevik enthusiasm took the extravagant
position of rushing frantically to the defense
of Nicholas II. I doubt if you can find in all
the records of anti-revolutionary prejudice
any episode as wildly foolish as the one in
which the late czar, about tg, be done to
death by a cruel communist mob, pulled
from his pocket his own five-year-plan
(really, it was) for the salvation of Russia
and presented it to them with his patriotic
compliments. It must be said for screen
audiences that there is no record of any-
body being fooled by that delightful little
dream incident.

At the present moment the counter-revo-
lutionary prejudices of the cinema are re-
vealed chiefly by the frequent sneaking into
pictures of foolish minor characters who are
labeled “communists.” Thus in such films
as Friends of Mr. Sweemey and The Merry
Frinks, disagreeable comic figures supposed
to be hilariously offensive radicals were in-
troduced in extraneous fashion, while in the
melodrama called Whom the Gods Destroy,
there was a cringing, snarling and cowardly
character, introduced for minor plot pur-
poses, who for no good reason was shown
as 2 gabby radical. Lest the introduction of
these three unpleasant personages seem com-
plete evidence of Hollywood malice; I should
remind you that when the stage comedy
called She Loves Me Not was transferred to
the films, the episode in which the two
farcical young communists of the play and
the burlesque communist parade with ban-
ners appeared, was carefully omitted.

The most frank and vicious anti-radical
propaganda that I have found in the films in
several years was in a Fox picture called
I Believed in You. In an early episode, it
introduced, apparently as its hero, a dashing
young radical agitator, who was saved by
the heroine from the police while he was
fieeing from arrest. It seems that he had
been organizing the coal miners. Well, the
innocent girl is quite taken in by his charms
and doesn’t realize that he is a worthless
and mercenary scoundrel, until a handsome
young millionaire, who had loved her nobly
from a distance, proves it to her It hap
pened that this splendid fab'e was embedded
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to figure what share

. its ideas played in the public’s definite re-
-fusal to have any pastof it.-
ISUPPOSE.Mthewefully liberal atti-
tude of the cinema is best illustrated by
such works as I Was a Fugitive from a
Chain Gong, Massacre, Wild Boys of the
a Road, A Cabin i the Cotion and Heroes for
Sale—all of them, by the way, produced by
Warner Brothers and with Richard Barthel-
mess playing the lead in three of them. Of
the five, I Am a Fugitive was the most strik-
ing and effective. Its account of the cruel-
ties of the Southern penal system was vig-
‘orous and impressive, but it was very care-
ful not to point out any particular Southern

" “state a8 the scene of its vividly depicted

atrocities. There was something just a trifle
iromical, too, about the sight of California,
the home of Mooney and Billings, scorn-
fully contemplating Georgia, the land of the
chain

gangs.
Mr. Barthelmess’s Massacre—based free-
Iy on the book by Robert Gessner—told of
the oppression of the Indians at the hands

marked a definite advance in the American
social cinema.

It is that careful contention that a few
evil men, rather than an entire economic sys-
tem, are to blame for social abuses that
chiefly keeps the American cinema from be-
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sion it was revealed that one upright judge,
taking time out for a minute or two, could
find a happy home for all the youthful va-
grants.

(Continusd on page 34)

' The Folk Dance

HROUGHOUT the ages peoples have
expressed in dance their most pro-
found wishes and exultant aspirations
their limitless hopes and intense fears, their
most exuberant sentiments and frivolous
desires. Dance form clearly indicates the
character and organization of a society and
reveals not onlfy its emotional tone but also
its inherited “moeurs” and growing ideo-
logy. Variations in dance forms reflect
progressions, retrogressions and changes in
the ethical, economic and religious structure
of a society—reflect them or parallel them
or precede them. Between the art expression
in life and the organization of the material
practices of life such an emphatic cor-
respondence exists, that the oft repeated
phrase “art for art’s sake” seems a per-
sistent absurdity. Do we not try to fathom
the activities of a lost race by the relics of
its arts? Do we not think we understand
contemporary peoples by their manifested
art expressionsy
In societies less complicated than the one
in which we live or the ones which have pre-
ceded us by calculable years, perhaps be-
cause of telescoped information and the
perspective of time, there appears to have
been a singleness of purpose and a directness
of expression which unified organizationally
the activity of living and the process of
art. The most forceful anxiety in man’s
daily life, the most dominating wish, or
the most compelling gratitude—all or some
of these feelings color the nature of his

By SOPHIA DELZA
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dance. But when the intrinsic need for the
particular dance has ceased, and the original
forms are merely followed, the dance then
becomes degenerate and moribund; if the
original purposes are reconverted for con-
temporary use, however, the dance be-
comes a vigorous and healthy pastime, as
well as a recreation. This is the state of
most of the dances of folk people (i.e. agri-
cultural) ; dances are performed not as
efficacious rites but as self-sustaining dances
which in the light of their origin effect
unity and sympathy among the members of
the community. These dances have a direct

relation to their activities, in practice, not
in purpose. To dance a spring dance will
understandably not bring a fruitful harvest;

. doing this spring dance will express an un-

derstanding of nature’s work and the com-
mon need for a rich harvest.

Folk society was merely a fraction of the
structure of a much greater and many
classed society. Each class built antagonistic
walls of defense aguinst the other, amassing
within its own boundaries and forming self-
protective communities, accenting distinc-
tions among the many working orders (ag-
ricultural and urban) dominating orders,
ruling orders and religious ones. These or-
ders contributed to each other's good in
unefual proportions, in a society where ben-
efits of living were disproportionate. Such
emphatic distinctions isolated the groups to
such an extent that their art expressions
found forms self-sufficient to their special
demands, unrelated to the life and art of
their contemporary classes. Communities
developed independently in work and in
dance. During these many decades the ag-
ricultural peoples, because of the inherent
and destined fundamentais of their work,
because of the traditional solution of their
problems, and the knowledge of ancestral
habits which they could follow protectedly
or upon which they.could institute necessary
changes, were able to maintain a cohesion
that the industrially progressing peoples
have as yet been unable to find.




Russian Felk Dance

IN early medieval society, where the un-
equalized orders in the social structure

hadbecwneﬁxed,ﬂleremsﬁlltobefound‘

an impuise in religious expression common
both to the dominating orders and the pop-
-ulace who were united in their supersti-
tious and fanatic fear of God. But as the
wonder and mystery of the heavens were
supplanted by more tangible problems, this
shared expression was shattered. And more
tangible concerns varied with the given class.
Each class, retired to the solution of its
specific problems, and eventually developed
its unique art from its special way of ex-
istence. The populace, composed of those
who worked for their livelihood, was na-
turally (ie. unnaturally) separated from
those for whom it wurked, from whom its
personal life was consequently removed
Since its personal life was so intimately
bound up with its economic life, there de-
veloped a conscious relation of thought and
emotion between the two with the resuit
that any expression during leisure time na-
turally involved the concern of its work.

THE growing urban communities, by

nature of divers occupations, developed
a series of specialized and specializing
guilds, none of which were permitted to
overlap, dividing and subdividing into in-
numerable occupational classes. Their dance
expressed their work in the same way as
the mimetic dances of the primitives re-
flected theirs. But it must be remembered
that in primitive society there was absolute
unity of purpose whereas in the Middle
Ages there was a like unity of purpose only
among the members of the individual guilds
which were expressive of a divided society
wherein little overstepping was tolerated.
And it must also be remembered that this
urban soctety had little to do directly with
the other working order (the rural com-
munity ) which likewise continued to grow
Urban community dances layv emphasis

From an Old Print

on industrial activity and were barely con-
cerned with the nature of family life. They
knew only “class” (social) dances, which
were being invented and created anew for
appropriate occasions,—industrial, religious
and festival.

Removed from the problems of govern-
mental controversies and from the immediate
influence of new inventions and fluctuating
manners, rural communities, on the other
hand, were more able to sustain and continue
their customs than were those who lived
in the midst of unceasing upheaval. The
demands of agricultural work, being of un-
changing nature, emphasized a psychological
stability which helped make more or less
permanent the habits of those involved in
such work. The people were united by si-
milar problems regardiess of the particalas-
ized phase of the work they pursued. The de-
mands of nature, of growing, of sowing and
harvesting, of winter and summer, rain and
sun, joined them in their work and leisure.
Desires and interests needed the same out-
let: joys and sorrows were caused more or
less by the same external and unapproach-
able fact. And so in the light of the prob-
lems of their lives, the rural folk of the
past had a common and firm hasis of sym-
pathetic understanding which united them in
jov at a successful harvest, in sorrow at
some common misfortune, which stimulated
them to express communally their need for
fertility, for strength. Here there was no
diversity of interests. Their lives corres-
ponded with their arts, expressing unme-
diate concern for their work which was so
irretrievably bound up with existence

Folk dances throughout several centuries
have remamed consistently the same, firmly
entrenched on the land. in the hearts of those
recreating them, 1solated with reason fram
the changing concerns of a more rapgdly
changing world. Essentially, living routines
of early folk people have been similar to
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those of their ancestors, a new gadget or
two, changing. superficially the method of
work, but not the character. Contrast this
with urban conditions—constant change of
individual type, persistent influx of divers
races, drastic alterations in working methods
and repeated disrupting readjustments to
life.

The folk dances of Europe which we
know today are probably the same in most
aspects as of the 17th century, with changes
of 30 slight a nature that our deductions
are little affected. The basic generalities of
the folk dance exist in all the folk areas re-
gardless of race or nationality. Despite the
variations displayed in each ethnological
group, we find the basis—religious and eco-
nomic—common to all; traditions followed
by all; purposes and intentions apparent in
all; and each group has the personality of
its race and environment. *

WHY are these dances still alive, healthy,

spirited in spite of a traditional style
so old, a form repeated again and again?
The strength of the mass dance lies in the
mutual functioning of many who are deal-
ing with the same material simultaneously.
It is re-creation of property common to all;
it releases the individual within the accepted
limitations which form his life. That in-
terest which first was expressed in the dance
is still a vital one; there is a fast bond
among those who equally share and divide a
common task; and there is a subconscious
appreciation of a mass entity.

Our present social dances, fox trot, tango,
etc., which keep superficially changing are
by this time ndirect derivatives of the urban
dance. Due, however, to the externality of
these changes they have no possibility of
important future development. The sig-
nificant values our age needs cannot be ex-
pressed in thi§ social form of the dance
which, no doubt, will continue to be varied
m trivial ways through sheer inertia.

There is another heritage of which we
are the possessors, however, the art dance
type. Jt 65 this type which, by nature of its
being an art and therefore conscious and
creative, can express the world of thought
and reflect its temperament and .which can
show a direction and activity that the folk
dance cannot by its nature offer

A dyvnamic common interest  will help
perpetuate the art of the dance. The fact
that folk dance s still existent as a hiving
recreation and not merely as an historic
memory proves in part that statement. The
virtues basic in the art of the folk people
can be apphlied to th> new dance The mo-
dern dance in order to thrive needs the mass
sympathy. the communahty (either in di-
rect dancing participation or in understand-
ng the audience —relation to dance ), and
the fruttful direction that has sustained the
folk dance tor such a long period.

* For description of structure of these dances see
l'rend magazine, Ma: Apr, 1934
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Mheenjoyedtttoomuchtowmeacnh-
cal review for New Treatze. The implica-
‘tion that a revolutionary theatre-goer ought
. 'mot have a good time above 14th Street
" is one that we repudiaté. The cbarm and
* craftsmanship of the productions are indis-
putable. -The complaint of the revelutionary
f"withthemmtlnttheyarenotopmtothe
~“hundreds of workers the country over who
in them. In a socialist society
stich a recreation of the best of an older
theatre period would be welcomed and
- studied—though it could never, as this has
- done, come among such barren contempo-
rary plays that it would be the outstanding
production as it is on Broadway.

It would perhaps be superfluous in such
a socialist state to point out the social roots

of the operettas. They are the product of ;

a period of expansion of the British Empire,
when audience and authors took this state
of affairs for granted. That is why the satire
scratches only at the surface of its time:
the foibles, the affectations and cliches and
pomposities. It had not occurred to the
authors that below the surface, which had
nothing in common with the Rock of Gib-
raltar, lay the causes of the things they dis-
liked, equally vulnerable and waiting for a
penetrating attack: that the bureaucratjc
asininity of the captains of the Queen’s
Nav-ee was precisely what could be expect-
ed in a society based on exploitation in the
colonies and at home.

As our theatres attack these deeper causes
they can learn from Gilbert and Sullivan.
It is amazing how little adaptation some of
the lyrics and dialogue would require to
sharpen them and give them comntemiporary
point. Pooh-Bah, of The Mikado, Lord
High Everything Else but Executioner:
Lord Mayor, Chancellor of the Exchequer,
Archbishop, Secretary for Foreign Affairs,
and Private Secretary, are cut in the very
pattern of Il Duce, who grabs himself an-
other portfolio every time he remakes the
Italian cabinet. Pooh-Bah, the pot-bellied,
could be turned into a very revealing cari-
cature of the Corporate State. Again, the
songs, with their device of ridiculing trite
phrases by rhyming them in couplets which
show their silliness, are a good source of
music and rhyme schemes for the workers’
theatres. It would not be hard to remake
the” executioner’s list of people who would
not be missed.

We are given to saying that Broadway is
dying. Merrily We Roll Along is the epi-
tome of what we mean by death, and what
Broadway means by success. Some of the

By MOLLY DAY THACHER

best Broadway talent is: concerned. in it— |
and that is real enough talent. George Kauf-
man and Moss Hart have written a play in -
which they set out to treat seriously the
corruption of a talentéd playwright who
falls into writing for cash success and can't
stop. He ends completely empty, surround-
ed by wi and vicious people.
Hart and Kaufman should know. But the
only comment they can make is that their
protagonist started back in college as a nice
boy with such fine ideals, and more’s the
E’:y“ Our moral is that the authors, and

fman again as director, and the cast,
have attacked the play much as their hero
must have gone at his. They know the tricks
of show business, they have tricked out
their idea with catch lines and catch cur-
tains—from acid-throwing to suicide; tricky
costumes and hack settings, and acting that
is a cheap patchwork-—until théy have
turned it into a cash success. A qualified
exception should be made for the acting of
Mary Hay, but the workmanlike attack on
her part is negated by the lack of sincerity
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Margaret Leach and Beatrice Kaufman
in Divided by Three illustrate again the pov-
erty of this “sophisticated” sector of the
population as soon as they turn from wise-
cracks to a serious idea or so much as touch:
an emotion. More talent wasted and unde-
veloped: Judith Anderson, Donald Oensla~
ger's sets, and the intelligence of the two
néw ‘playwrights. Paul Green's play, Rof -
Sweet Chariot, originally unclear and fur-
ther mishandled in production, will be dis-
cussed in the January number of Nzw
Treatre which will be devoted primarily
to Negro plays. The Theatre Guild opened
with 4 Sleeping Clergyman, by a Scotch
doctor, James Birdie. Sparse patches of
sensitive playwriting and a conscientioua
performance by the gifted Ruth Gordon
stand out from an otherwise mediocre play
and production.

/4 Whe Nem York Times OCTOBER 21, 198

D| Birmingham Will Combat Communism
' With Plays Put' On by Relief Workers

BIRMINGHAM, Oct. 20.—Bi~
br | mingham is going to combat com-
munism this Winter with laughter—

the kind somasdies producs,
L | The City Park snd Recreation
{ | Board plans to accomplish its ends
,1 against communism, especially
~ | among Jefferson County’'s 31,600
workers who are on relief rolls,

A |through dramatics.

l The relief workers themselves are
xolnf to administer the ‘‘curs,”
80 on the Recreation Depart-
ment rolls organizing companies
among themselves and neighbors.
Already forty-eight free plays have
r been scheduled for adults, twenty-
g ;‘ o for children and fourteen for
Miss

roes.
, ome peopls laugh when
Agnes Coughlin, Director of Fine
Arts to the board, tells of its aims.
M But she is not to be deterred be-
/7| cause she has ‘‘seen it not only
work onoce, but at least a dozen
times already.’”’
‘‘'There was one man, an avowed
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By The Associated Press,

Communist and agitator, who after
acting the part of a law-abiding| B
citisen in the play, completely|§
changed his character to match | t§
that of the man in the play,’”’ said| I
Mrs. Estelle Marlowe, superinten-| &g
dent of dramatics in Miss Cough-
lin's department. ‘““Now he is the
best worker we have.”’

A widow with a family of eight
or nine to(lupport had become em-
bittered her lot and joined a-

roup the park board supervisors
ﬁnow to be ‘“‘Reds.” The super-
visors gave her a part in a grlajr.

L4

acting as & happy housewife gividg
a bridge party in a splendid home

““That was just what she wanted
to be and it cured her,’’ said Miss
Coughur ‘““Her whole -ttltudt
ward life has changed.

Comedy and comedy dnmn., with |’
all marriage triangle-love eliminat- 4
ed and no reference made to cap- 1
italism or labor, dominate the|®
themes of the program designed to|$
combat communism.

-

REDEEMING THE REDS

“The southern ruling class meets the spreading strike struggles in the milis and mines of

the South with savage terror.

growing solidarity of militant Negro and white workers.
tear gas and bullete—12s a weapon against the workers.

They hate and fear Communism. They cannot laugh off the

Now they use thestro—sas well as
in Birmingham the suthorities may

redeem s ‘red’ here and there, but C

is growing faster there than in somes northern

cities, and will continue to grow until the southern workers finally overthrow the system
that starves and enslaves them.” [Statement by an Alsbama Communiet organizer.}




Scenes From The Living Theatre — Sidewalks of New York

Photographs by BEN SHAMN

Yy
¥4 g

il

XA
W

TRy

s ik

.




SHE dance exists in a society which
- has an irreconcilable and ever-shorpen-
one another, just as the classes from

which they spring. It is the purpose of the

dismiss—oftentimes to
developing art of the

class in. power to

: subtly, at other
times more bluntly. From this viewpoint it
is i ing to examine the issues of the

is
Damce Observer which have thus far ap-

peared.

w..m..w_the _magazine, as an-

nounced in its prospectus, is ostensibly to
provide some would describe as “better
type”critidsminthedanoe,aswellasde-

. fend the so-called modern American dance.

Interesting also is the fact that the sponsors
of the publication announced that it would
be “non-commercial.”

Since the Dance Observer has published
a number of interesting articles, such as
Henry Cowell's Music and Tts Relation to
the Dance, Alex North's The Dance in the
Soviet Union, Alex Field's Dancing Under
the Spanish Republic, and others, it has un-
doubtedly made a contribution far superior
to any other bourgeois dance magazine in
America. Moreover, fhe fact that the maga-
zine does not truckle to advertisers and
managers is, of course, something which
sets it off from the general run of bour-
geois dance magazines. Also the appearance
of Dance Observer broke the virtual mono-
poly of Martin's regular ' department ol
dance comment in the New York Times.

An examination of the content of the
magazine reveals, however, in spite of its
apparent “independence”, that it puts for-
ward sterile art-for-art’s-sake theories of
“bohemia.” In the leading editorial of the
first issue (February 1934), one of the edi-
tors, Paul Love, reveals the nature of the
class of dancers which the magazine sup-
ports when he says that “hidden in corners,
practiced by a few, almost esoteric, it 1s
difficult to know how to approach this art,”
i.e., the modern American dance. Mr. Love
further in the article exhibits confusion,
typical of his liberal viewpoint, in his dis-
cussion,of the ballet. Maintaining that the
ballet cgn say nothing. of the “earth it
spurns”, he adds that “‘at present the fragiie
fairy tale can no longer seriously occupy a
world gome slightly mad” (my emphasis).
Mr. Love continues, “It (the ballet) is an
exotic flower, and we should no more expect
it to bloom in our soil than we should ex-
pect a handful of daisy heads to burgeon
into healthy plants.” To refer to “‘our soil”
as if it were something common to all is
meaningless, for it is obvious that plants

Observer or Partisan

By MIGNON VERNE

aire’s garden than in the backyard of a
city slum. Moreover, Mr. Love’s empty
nihilism is shown by his talk about “a world
gone slightly mad.” This nihilism contra-
dicts his romantic conception about “our
healthy soil”, not understanding that the
bourgeois world is going “slightly mad” on
this “healthy soil”, as well as Europe’s.

Further on Mr. Love compares his sub-
jective reaction to the German dance with
the conception of the American dance, ig-
noring the class features common to both.
“The German dance”, he says, “is the most
subjective form the dance has achieved. . . .
Space is the prime element. The body yearns
for it. . .. It is the struggle of an ego with
all outside of it, and the struggle leads to
naught but exhaustion.” Mr. Love evidently
does not realize he is discussing the mood of
post-war disillusionment of the petty bour-
geoisie. “The approach through the spirit
(speaking of the Germapn dance), the infini-
tude, the outgoingness, are European. The
mysticism is Teutonic, and the muddiement
likewise.” This evaluation is based on na-
tional rather than class characteristics; it
is clear that America, too, is not without its
mystic dancers, the Teutons have no mono-
poly on muddlement.

Further, Mr. Love engages in some chau-
vinistic ballyhoo when he tries to prove the
superiority of the modern American dance
over the modern German dance. He de-
clares that the

*. . . European attitude towards space is an
insatiable will to be extended, to dissipate the
body in atmosphere and touch the infinite hori-
zon.” The modern American dance: ‘“‘cen-
tripetal rather than centrifugal movement, states
their desire. In its simplest terms the Germans
will go to the mountain, the Americans fo.ce
the mountain to come to them. . . . The Amer-

ican dance has strength the German dance with
its fanatic self-expression can never encompass.”

ONFUSION found in the magazine's
esthetic and philosophic approach to

the dance is even more gliringly seen
another article entitled Economics and the
Dancer. The chief contention of the writer
of that article is that the public wants for-
eign and exotic artists. The American danc-
er is not in demand as far as the box office
is concerned. The writer quotes figures to
show that a recital costs a minimum of
$R00, that after the performer makes her
debut and has won acclaim, *'she still has
not won leisure to create. . . . The economic
necessity of earning a living by teaching (the
only way open to her) makes such tremen-
dous physical and nervous demands on the
dancer that creative work cannot but suffer.”
The writer asks, “What is respensible for
this condition of affairs?” Because, “Amer-

NEW THEATRE

ican¥ suffer an inferiority complex in the
light of which foreign culture alone seems
worthy of support.” The author then ap-
peals to the public to support American tal-
ent as a panacea for the economic difficul-
ties of the dancer. Interestingly enough,
the same issue of the Damce Observer car-
ries an article by Alex North on the dance
in the Soviet Union which contradicts this
explanation.

“In the Soviet Union,” reports Mr.
North, “all new forms of art are encouraged
and dancers and musicians are given all
possible aid by the government.” It is clear
that, whereas in capitalistic countries like
the United States, sincere artists are left to
the mercy of the vulgar, capricious and su-
perficial tastes of the Babbitt bourgeoisie, in
a workers’ land, like the Soviet Union, no
dancer with talent need have any financial
worries whatsoever about training and pro-
fessional opportuniies.

The failure to understand this funda-
mental difference explains why Winthrop
Sargent, one of the most conservative of
the Dance Qbserver editors, declared that

«. . . the appearance of the Soviet dancers,

Vecheslava and Chabukani, must have caused
many a qualm and many an argument among
the expectant dance enthusiasts of New York.
It may likewise have set at rest the apprehen-
sion of anyone who feared that a subversive
modern choreographic influence was about to be
set loose on the New York public. This re-
viewer for one found himself wondering why
they bothered to fight the revolution.”

Sargent then gives the two Soviet dancers
who appeared here the highest praise, say-
ing, not without malice, that they were”as
fine as any that had ever appeared before
the Romanoffs—not realizing that these two
dancers of working class origin received
their training free from the Soviet govern-
ment and thus were able to aghieve as
sparkling perfection as any ballet dancers
under the Romanoffs, and were, further, on
the crest of a brilliant concert career which
took them to the shores of America with
absolutely no financial worries. Besides, Mr.
Sargent ,if such fine dancing could grace the
theatre of a Romanoff, it is certainly glam-
orous entertainment for the workers and
peasants of the Soviet Union, who, during
centuries-old existence of the ballet in Rus-
sia, never had the opportunity to see the
art for which their country was almost as
famous as it was for the cossack’s knout.
In another review which discussed the
Workers Dance Ieague competition in
Town Hall (July issue), *he critic sum-
marily” dismissed most of tle dancers with
words like “mediocre”. This technique of
criticism of the revolutionary dances—re-
gardless of their merit—is a labor-saving
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device of the tabloids which vote one to five.

stars to Hollywood films.

IN view of the fact that Martha Graham
is without doubt the guiding spirit be-
hind the policies of the Dance Observer, it
is interesting to see how one of her new
compositions was discussed in the maga-
zine. Here again, Mr. Paul Love says

4%, the third dance (Theatre Piece No. 2
Pantomime) is a formalized statement in pan-
tomime of four ideas: War, March, Death,
Bread. The last is an inner contentment which
izupmeddninimethroughvi‘mmphyaiul
activty. If we dissect these moods it should be
clear that the first, although it represents peace
(Theatre Piece No. i Saraband) infers that the
individual is not active, that it is nét an inner
peace but more of a dead waiting. Mis Graham
calls the next two sections theatre pieces o that
they will imply the imposition upon the indi-
vidual of an artificial comtrol (materialism)
whose only final result can be war. The con-
flicting movements here give an inkling of the
awakening consciousncss of the people whose
maturity resulty in a new piece which is alive

- because the individual has 2 complete awareness
of himeelf.”

This criticism and the dance which is its
subject is a hodge-podge of sociological

"March, Death, Bread?'

fights somebody else; ‘ma 2

head somewhere. These titles in themselves
are meaningless. The trend reflected in the
Dance Observer shows, among other things,
that its editors find it difficult to ignore the
vital stimulus of the revolutionary dance and
so make rhetorical concessions with such
interpretations as “materialism”, etc. The
Dance Observer finds itself in the dilemma
of those who decline to make decisive choices
where decisive choices are the only salvation
—in “a world gone slightly mad.”

Until it does so, its only service will be
to keep dancers in the morass of “pure”
estheticism. To criticize .merely the form
of dancing, to give it merely subjective psy-
chological interpretation, and at the same
time to regard as unimportant and irrele-
vant the concrete ideas expressed by the
dance is sti'l putting the dance above the
battle. To do this serves to distract from
the vital issues and conflicts of our time.
Dancers and dance critics who do not par-
ticipate in the revolutionary dance cannot
remain “observers” without being “par-

. ”
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The Artef

By SAMUEL KREITER

HE Artef is one of the main stems in

Yiddish proletarian culture. Going on

its ninth year it bids fair to survive the
once lively art of the now decadent Yiddish
histrionics.

In 1926 when the rank and file of Amer-
ican Jewish labor were junking bureaucratic
leadership, a group of class alert shop work-
ers with a passion for the theatre formed
a dramatic studio under the guidance of the
actor-poet-regisseur, Jacob Mestel. For three
years they rehearsed and studied the mani-
fold subtleties of stage technique. Following
the period of strenuous training, the studio
matured into a compact artistic players-
ensemble under the more resourceful direc-
tion of Beno Schneider, a student for years
under Vakhtangov. Besides the thirty-eight
active players, the Artef maintains a studio
for workers who desire dramatic training.

The Artef has successfully staged twelve
productions which averaged thirty perform-
ances each, a good average considering that
its playing time is confined to week-ends
and that the Artef opérates without fat sub-
sidies from big-hearted donors. Of the
twelve productions three dealt swith the
American scene: The Third Parade by Paul
Peters and Charles R. Walker, based on the
bonus march to Washington; /n the Koar
of the Machines, an original play of Amer-
ican shop conditions hy the Yiddish writer,
F. Chernet; and Drought, adapted by N.
Buchwald from Hallie Flanagan's Can You
Hear their Voices. The others were import-
ations from Soviet repertory.

Though Jewish life is in a state of con-
stant change the Yiddish bourgeois theatre
has not seen fit to change its threadbare pat-
tern of inane mushy melodrama and chassidic
“romance” for a form of social art. As such
it has failed to identify itself with the varied
and multiple problems that face the masses
today, an oversight which is fast becoming
its downfall. The Artef, on the other hand,
arrived as a robust instrument in the class
conflict. It reflects mass struggle in place of
mass suffering, which was a woe-begone
feature in the “social problem play” that
served early radical immigrants as 3 means
of registering passive protest.

Furthermore, the Yiddish bourgeois plays
are wanting in creative and technical imag-
ination, in live humor, in fresh acting talent,
in good lines. Even the most simple-minded
of playgoers are no longer entertained by
the facial and vocal acrobatics of a Ludwig
Satz, the good-natured crooning and spoof-
ing of the elfish Molly Picon, the prostrate
unreal dilemmas of a Jennie Goldstein. The
better front of the trade, the Yiddish Art
Theatre, fell upon evil days after sixteen
years of near-heroic efforts on behalf of
the finer play. Some of its dishanded troup-
ers are now on the Coast doing earnest but
ineffectual revivals. Others in New York
have instituted themselves as the Yiddish
Folk Troupe and premiered this season un-
der Joseph Bulov in a Soviet melodrama,
The Verdict, now playing at the Yiddish
Folk Theatre. Meanwhile, their lost leader,

«‘@ < - lef .
Mr. Maurice Schwartz, :s i Holl m‘

cbody | ing to ease into film work

‘Defying the ‘confusion in.the Yiddish

| theatrical world, the Artef dramatizations of

dominant revolutionary forces are fearless
and uncompromising, and-transcend the old
smug conception of what constitutes drama-
tic effectiveness. -
Nearly one hundred thousand people saw .
Artef productions in seven months.last year.
In the same time it provided workers’ clubs
with mass recitations, readings, and impro-
visations. The Artef is still in the stage of
development. It has an ambitious schedule
for this season and plans to g5 on “the road.”

THE artistic development of the Artef
is evident in its current production of
Recruits, which had its premiere at the new .

"Artef Theatre on West 48th Street (the

first Workers’ Theatre on Broadway.) The
play creates, in nine impressive scenes, a
stirring recreation of life under the Czar.
The -method Beno Schneider employs in
directing is a synthesis of Reinhardt’s ex-
pressionism and Stanislavsky’s naturalism.
He had to undo the corrosive tradition of
Second Avenue exhibitionism, to steer clear
of sentimental realism, in order to get at
the inner dramatic pathos and intense truth
that underlies mass struggle, without deviat-
ing from character portrayal. This he
achieved through remarkable restraint,
through subtle coordination of line and
movement reaching often into symbolism.
Recruits is unforgettable in its picture of
primitive conflict between the poverty-ridden
workers of a Russian-Polish village and its
handful of rich Jewish proprietors. The
central theme, going back to 1828 under
Czar Nicholas I, revolves around the bitter
system whereby the children of the poor
were impressed into long years of servitude
in the army. The havoc created in the vil-
lage by the arrival of the Czar's decree call-
ing for Jewish conscripts, how the decree
was met by the community elders who seek
to shift the obligation of supplying the Czar
with recruits upon the poor, how they finally
trick Nachmen, leader of the happy-go-
lucky artisans, into signing himself away
for the army, the running thread of romance,
superstition and suffering, the vivid imper-
sonations against the richly toned, slightly
grotesque backdrops prepared by Mr. Solo-
taroff, make a moving, artistic comedy.

See THE STARTLING COMEDY

RECRUITS

direction by by L. RESNICK
BENNO SCHNEIDER

wenw14 ARTEF
NEW THEATRE T H E A T R E
24 W. 48th Street

Every Fri. Sat. Sun. eve. and Sun. mat.
Tickets: 30c, 75¢, $1.00
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for the film-critic to follow than
“Don’t look a gift-horse in the mouth.”
- Especially when casual research reveals the
equally ancient and weighty maxim “Be-
ware of the Warner Brothers bearing gift-
hérses, Robert Forsythe's diffidence in
analyzing Britisk Agent, becomes difficult to
understand. So far as he knew “it was the
first time Hollywood had given the Soviet
Union even a glimmer of an even break.”
No serious consideration of British Agent,
however, could yield this opinion even if
one’s basis of judgment were “the inferiority
of Jean Harlow last week.”

British Agent is perhaps the most per-
nicious anti-Soviet picture yet exhibited and
none the less so for its subtlety. The fact
that the audience broke out into spontane-
ous applause when Lenin is shot indicates
how cagily the maneuvered their
material while, as Richard Watts Jr. would
have it, “attempting desperately to be fair
to both sides.” Mr. Watts, critic for the
New York Tribune, did incidentally detect
a “slight hint of anti-Bolshevik bias from
time to time.” In British Agent, the Holly-
wood taeticians avail themselves of a new

THEREism;pmverbmoredangum

bodied in the person of a virile, clean-shaven
soldier st opposed to Bolshevism
exemplified by cringing, filthy Russians who
can dispense a fate worse than death with
great composure. The particular scheme in
Britisk Agemt is to place a well-meaning,
soft-spoken individual dripping with sincer-
ity, Mr. Leslie Howard’s chief stock in
trade, in a position where unfortunately
the cards are stacked against him. The pro-
ducers depend on that carefully nurtured
American aberration “sympathy for the
underdog” to win their case. The idealism
of Leslie Howard (and what can be as
touching as devotion to a lost cause?),
whose entire existence is consecrated to
winning the war, “humanity’s war” he calls
it, is contrasted with Russia’s treachery in
deserting the Allies. “It simply isn’t cricket,
old fellow.” Elena, secrtary to Lenin, no
less, and Leslie’s sweetheart, can only reply,
“It's no use, darling, we can never under-
stand one another.’”” Elena undoubtedly
learned her history by inference from the
collected works of Elinor Glyn.

I should belie the facts of the case if |
gave the impression that the producers of
British Agent confihe their attacks to in-
direct imputations of cowardice. The ‘‘reds”
are to be seen shooting down peaceful citi-
zens intent on their own business. Two ad-
venturers whose only fault is a perfectly
natural taste for counter-revolution dis-
appear, presumably done in hy the Cheka. A

By ROBERT STEBBINS
third, an oh so insouciant American, is
threatened with execution at dawn and sub-
sequent burial in quick-lime. The Cheka
breaks into the British Consulate, demolishes
the premises and slays a whimsical retainer
who has never harmed a fly in a long life
devoted to the English gentry. The Ameri-
can wants his removed because it
makes him “itchy to look at him.” . . .
These are but a few of the instances that
make one wonder how Forsythe could have
found British Agemt a “far advance from
the shaggy-haired bomb-throwing brutes
who have been Hollywood's idea of the
Communist in recent years.” If anything
British Agent fits very nicely into its niche
in the wax-museum of “red” horrors Holly-
wood has built. In the light of Forsythe’s
undeniable talent, his absorption in the pure-
ly academic problem of relating all future
movie production to It Happened One Night
seems regrettable. Certainly British Agenmt
was a fair sort of opponent and wouldl have
made the going interesting to one of Robert
Forsythe's sporting spirit. In that picture,
at least, it appears “Hollywood” was not
“too easy.”

N the editorial columns of NEw THEATRE,

September 1934, there appeared King
Vidor’s endorsement of the program of the
Film and Photo League, the second pro-
vision of which was a declaration against all
fascist and pro-war films. Both from
Mr. Vidor’s own article in New THEATRE
and from personal reports he emerges as an
individual of unquestioned integrity. There-
fore the unmistakable fascist direction of
Mr. Vidor's latest film Our Daidy Bread
merits special attention. Here the specific
remedy propounded for humanity’s ills is a
variety of “back to the earth” idea similar
to Sinclair’s EPIC plan. Somewhere towards
the middle of the film, our hero, heroine and
comrade derelicts, already back on the farm,
are meeting to determine what form of gov-
ernment shall regulate their lives. The first
speaker, a rotund, unctuous spellbinder, rises
and in the pathetically stilted manner char-
acteristic of the dialogue throughout the pic-
ture makes a plea for democracy. He is
immediately howled down with “Yeah? It’s
just such words as got us where we are to-
day.” The next speaker proposes a Socialist
government. “Baloney,” is the short but
effective-reply. Then up springs a fiery-eyed
farm-hand. “This is a big man’s job. What
we need is a big boss.” By acclamation
voung Tom Keene is made Big Stick of the
farm. In the course of Mr. Vidor’s article
he remarks, “‘Pictures would be better if
they were not controlled by big business.”
What he fails to perceive is that the ideo-
logical concepts underlying his picture (the
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need for a big boss, the segregation of dis-
contented workers in what would eventually
become concentration camps) if carried to
logical conclusions can only result in the
complete fascization by big business of all
art and life processes.

That Mr. Vidor is at cross-purposes with
himself is entirely attributable to his political
uncertainty and the environment of loose,
tentative thought in which he moves. For
instance, Mr. Chaplin, our greatest mime,
but in all else a typical bourgeois dilettante,
was respousible for one of the absurdities
incorporated in the picture: the incident of
the crimin® giving himself up to justice so
that the reward for his capture will help
buy groceries for the farm. This is only one
of the three necessary steps whereby work-
ers may come into their inheritance. First,
the hero’s uncle must own a mortgage-
ridden property. Second, the fugitive at
large must generously sacrifice his freedom
for the benefit of the community, and thérd,
a loyal screen-wife must prop the hero’s flag-
ging courage at a moment when the ma-
chinations of th erubber-stamp vampire
threaten to deflect him from the path of
duty. How such a figmentary concatenation
of trivialities was accepted as a serious solu-
tion of the economic problems of the work-
ers (witness the daily press reviews) can
only be laid at the door of deceit or wish-
fulfillment bordering on stupidity. The only
episode of any validity in a film based “on
the headlines of today,” namely, the fore-
closure auction at which outside bidders are
excluded, misses fire because of the heavy-
handed melodramatic treatment.

Running through Owr Daily Bread is a
pseudo-religious motif obtruding on the
body economic. It is Sunday. Karen Mor-
ley, the leader’s faithful frau—"if it suits
you, it’s O.K. by me”—is sitting in the corn-
field. Suddenly a single, surprising corn
stalk pops out of the ground. She calls to
her helpmeet. He rushes to her. Kneels
down besides her. Slowly a look of rapture
fills his face. “I feel as if God is watching
over us.” The soft music of angelic voices
seems to come from the top of the screen.
*“There’s nothing for people to worry about,”
he continues. “Not when they’ve got the
earth.” In the cinema, then, it appears that
destring a thing is equivalent to possessing
it. Particularly when tenth-rate music and
diffused lighting are thrown in to further
stupefy the mesmerised intellect.

Whatever merit Our Daidy Bread boasts
is purely cinematic. Mr. Vidor has an eclec-
tic mind in the best sense of the word. The
influences of Fck in the ditch-digging scene,
of Pudovkin in the character-casting, of
Efenstein in the emphasis on natural forces
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as material capable of dramatization, are in
evidence and put to good use. But unlike the
work of the Russians whose cinematic de-
vices are inherent and held firm in the solid
matrix of Marxist analysis, Mr. Vidor's
dream children float about like dead flies in
a soup of fantasy and confusion.

N the same program with Owr Daily
Bread at the Rialto is a short newsreel
taken in the Soviet Union called Red Re-
public. Presumably photographed by Mar-
garet Bourke-White it exhibits none of
those excellences we have come to expect
from Miss White’s stills. Mr. Havrilla, the
narrator, stirs up gales of amusement by
remarking that the Soviet government re-
wards its faithful workers with shower
baths. There are perhaps sections of the
United States (the Black Belt, the Ozarks,
not to mention our own East Side), where
this attempt at wit would fail of its purpose.
The beauty of martyrdom and the futjlity
of Jewish participation in a Christian world
are the suggestions of Gaumont's latest su-
per-production Power. Another step in the
campaign of British Films to win a world
audience, Power achieves a minimum of
emotional impact at a .naximum 8f outlay
Consisting largely of costume tableaux, the
film displays no more animation than a
wedding cake under its glass bell. Conrad
Veidt has been misdirected in a performance
that attains the ultimate of bathos. The
spectacle of Mr. Veidt's chin bobbing up and
down on the waters of grief is not likely to
add to his artistic stature.

2

Still from Thunderstorms, directed by Petrov

Whatever satisfaction this movie-goet de-
rived from the month’s offerings was pro-
vided by a recent Soviet importation,
Thunderstorm. Unlike St. Petersburg
Nights, which was vaguely sprawled over
the year, Thunderstorm moves swiftly
through the few months of its action. In
the story of the bewildered bride plunged
by marriage into a family of money-grub-
bing in-laws we have symbolized the com-
plete isolation that all individuals of sensi-
tiveness experienced in pre-revolutionary
Russia. The characterizations are of great

merit and the musical score discloses a re-
freshing originality.

Deserter, now playing at the Acme Thea-
tre, Pudovkin’s first sound film to reach
America, was released too late for adequate
review in this issue. It is one of the greatest
Soviet films made since the epochal Russian
silent pictures, and I suggest you make a
spectal point of seeing it immediately. Deal-
ing with a strike of marine workers in Ham-
burg, Deserter is especially timely. It marks
a great advance in the technique of the sound
Alm.

Shifting Scenes

WEST COAST

“The terror of the late strike still has its
reverberations. But,” writes Ben Meislin,
of the Western District L.O.W.T., “we are
getting into shape to start things moving
again. A new Blue Blouse group is being
organized in Hollywood. The remnants of
the old Blue Blouse troupe in Los Angeles
with some new blood has been combined
with the Prolet Dance Group, and perma-
nent headquarters have been established, to
be known from now on as the W.L.T. of
L.A. Classes have started also. The dance
group will give a satirical ballet at the
November 7th celebration.”

Also sn L. A. The Reinhardt Midsummer
Night's Dream in the Hollywood Bowl im-
pressed one correspondent enough to write,
“It did have a few good moments. Then
there were long dull love clinches and con-
versations of the Hollywood actors. Your
reviewer came out impressed more with the
costliness of the production than anything
else. Yet most of the people were over-
whelmed by dimension and applauded.”
This last sentence is a good comment on
vne type of audience.

And in San Francisco—Ten new mem-
bers joined the L.O.W.T.

New York—The production of Yegor

Bulitchev by the Finnish Workers Dram .

Group, as compared with that of the Artef,

left much to be desired, but the acting re-.

vealed talent. Since this is the only Finnish-
speaking Group in New York, it should
present as part of its program plays dealing
with specific problems of its workers.

OTHER POINTS EAST AND WEST

Boston—This cily will see the premiere
of Gold Eagle Guy, the Group Theatre's
production of Melvin Levy’s play, in mid-
November. New Theatre Players has re-
organized for the season’s activities, follow-
ing the Eastern Conference.

Newark—The Red Star Dram Group
just organized, made up of students and
workers.

Bayonne, N. J.---\ new group organized.
THEY WANT PLAYS

New plays are the urgent need of the
Rebel Theatre of Wilkesbarre, which “‘went

Workers’ Theatre from Coast to Coast

dead? in May through lack of material.

The group has 20 members, and is getting

in more through the Little Theatre move-

ment. A good way to strengthen the work

and draw in new elements. The entire re-

_port shows the struggles of inexperience,
but also a hopeful beginning.

The new Pittsburgh Workers Theaire
Group also wants plays, scripts simple
enough for totally inekperienced people to
work on, and for small numbers of players,
with few enough characters for a small
group.

CHICAGO’'S ONE-YEAR-OLD

“It is almost unbelievable that the L.O.
W.T. hcre is not yet a year old,” writes
Alice Evans. “Since the national festival
we have been going forward fast. Our
school looks like a big success, giving the
groups real technical training.” A booking
and repertory system are also under way.
Work is beginning for the conference to be
held the last week-end in November, with
a big theatre night as the starting event.
We hope that Chicago will establish a
shock troupe soon.






HEADED FOR THE ROAD
firm opinion ‘of most theatre &x-
P"“ at _the ‘re-opening of a play dooms

ve this rule by exception. And one
,oitlmenSfmlon,whebre—openedon
-October 15th, to. dismal predictions, and is
-doing-very well at ‘the Civic Repertory
Theatre. New York readers of Nrw
'Tﬁu'uwﬂlbeabletomtheplayfora

“few more days before it goes out on the

road. First stop is Philadelphia.
Theatre - Union’s annual costume ball takes
-place Friday, November 16th, at Webster
Hall. ‘We hope it’s as good a party as last
ywsandmtendtogomdﬁndout

A NEW THEATRE

"Within one month the New Theaire Group

of Philadelphia was born, grew to seventy-
five members, including scenic designers and
stage technicians and chose its first play,
Too Late To Die, written by one of its own
playwrights—Christopher Wood. The New
“Theatre Group plans a permanent theatre,
with its own workshop, - studios, classes,
music, dance and playwright sections, “de-
dicated to serving the great masses of the

people.”

IN NEW YORK

The Theatre of the Workers School
opened its new headquarters at 47 East 12th
Street at the end of October, with the pre-
sentation of its own sketch, satirizing Upton
Sinclair and his “Epic Plan,” and the Soviet
‘movie Fragment of an Empire. In its new
large quarters the group is preparing for
more extensive work.

Die Neue Theatre-Gruppe is arranging
a night of anti-Nazi dramatics for Sunday,
November 18th, at the New School. Other
German and American groups will appear
at guest performers.

An unfortunate omission from the Theatre
Collective article in the October Ngw
THEATRE resulted in the impression that the
Theatre Collective had not considered the
importance of public performances for
workers’ audiences. The Theatre Collective
reports that an important part of the Studio
Course involves Theatre of Action plays.

SCHOOL TEACHERS AND COPS

The dramatic instructor in a reactionary
schoo! reports that Newsboy was performed
recently by the students, without the school
board’s discovering eithar the origin of the
play (Workers' Lab. Theatre) or the sym-
pathies of the director—who also directs a
workers’ theatre group. The board was so
struck with the excellence of the lit-montage
technique used in the production that the
instructor was surprised and overwhelmed
with praise. “I couldn’t tell them of the
revolutlonary origin of the play and tech-
nique, so I had to take the full credit,” the
director writes. “I wonder how long before
they discover what I am doing and fire me,
but 1 don’t care much. You see, I'm so

“Te &te,ﬂnremonlytvo'

fed up with their ‘Jest Plain Larnin’’ that
1..am anxious {o fake an open part in the
revolutionary tre,”

- Our advice is o, stick to the job as long
as he can. Notevctyone!\astheoppor-
tunity to spread revolutionary ideas within
the colleges and at the same time help to

build the workers’ theatres. The same group
reports that the brother of a local policeman
has joined the group and is doing active
revolutionary work as well. The cop brother
is sympathetic too, which proves that not
all flatfoots are flatheads as well. :

BRITISH WORKERS THEATRES

A November festival is being staged in
the middle of this month by the Workers
Theatre Movement of England.

In Winnipeg, Canada, membership is
growing in the Progressive Arts Club and
the Workers Theatre is busy. Classes have
béen started and are regularly carried on,
with the standards of work improving and
membership increasing as a result. Newsboy
was prepared for production last month.
This group is also working on a subscription
drive for NEw THEATRE.

THEATRE FRONT

The National Office of the L.OOW.T.
has started issuing again a monthly bulletin
called Theatre Front, on inner organiza-
tional problems. Free to members. Five
cents to non-members. Write for it!

DON'T FORGET THESE DATES!

The next New THEATRE Nights are
scheduled for November 4 and November
25 at the Civic Repertory Theatre.

MISTAKE RECTIFIED

What would you do, if you'd get 100
copies of NEw THEATRE instead of your
regular order of 50 a month? Here 1s what
the Jack London Theatre of Newark did in
this situation. John Lee, a member of this
group, went to the Little Theatre where a
Soviet film was opening and sold 46 copies
in two days. In between he sold another
20 copies, and by now, the 100 copies are
gone, the rest of the group finishing the job.
Take your cue, Workers Theatres!

On the L.OJV.T. blacklist for failing to
send in news: Most of the N. Y. groups;
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Unity Players, (New Haven) ; all New Jer-
sey groups except Newark; Workers Little
Theatre, Cleveland; ]ohn Reed Dram
Group, Youngstown, Ohio; Theatre of Ac-
tion, Detroit; Workers Dram Club, Gary,
Ind.; St. Louis Group; individual groups,
Chicago; Kansas City group; Tri-Cities.

Five Month Plan

New THEATRE may be regarded as the
barometer of rising interest in the revolu-
tionary theatre arts. This gauge shows
New THEATRE's circulation has risen 360
per cent (believe it or not—it’s true) from
2,500 in May to 9,000 in November—all
this without benefit of an “angel.”

The Five Month Plan—a revolutionary
way to improve NEw THEATRE and build
the groups, has resulted in about 60 per
cent of the film, dance and theatre groups
spreading their influence by reaching many
new readers. Right now, if every reader of
this column would either subscribe or be-
come an “organizer” for us for one month
and send in at least one sub from a friend,
New THeATRE’s future would be assured.

The Five Month Plan leaders are:

The Detroit J.R.C. Group which sold 7§
copies, got 15 new subs, only onec sub short of
its quota, the best record of all. This group
fell down on “New Theatre Nights” however,
and produced no new plays.

The New Dance Group, N.Y.C. sold the
most magazines, 350, got 1l new subs, one-
fourth of its sub quota, arranged a fine New
Theatre Skit and participated in three New
Theatre Nights—leadjng group, clas A.

The Workers . Theatre, N.Y.C. sold
300 copies, got (only) § new subs, but led in
participation in New Theatre Nights. Three
new plays. Did best labor front concentration
work—in the marine strike.

Toronto Progressive Arts Club sold 175
copies, got 4 new subs, incrcased three-fold,
but no New Theatre Nights or plays.

The other groups are backward in NEw
TrEATRE work. The national executives of
the workers Theatre, Dance and Film-Pho-
to leagues urge every group to step up
the Five Month Plan pace immediately.
Check those prizes offered in the September
issue, and set out now to win.

theatre dynamic

Guest Performers:

N.F. Theatre Group
Workers Lab. Theatre

First Jack London Theatre

Appearance: Ellen and Fred Marios
M. Bauman

THE NEW Herths Pauly

THEATRE GROUP  Eric Burroughs

Chari Burroughs

Sunday Herb Haufrecht
Nov. 18 NEW SCHOOL
$:30 P.M. 66 W. 12 N.Y. C

Ticketst New Theatre, 114 W. 14th and Box Of.
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W LE bourgeois theatre satisfies the
wishes of its audience either by sub-

& limating them, by inflating them, or
hy flattering them. The audience is led,
and often willingly, by these analgesics
through a fake and feverish reality (Grand
Hotel genre), or through an ocean of senti-
mental whippedcream (Ah, Wilderness,
etc.), or through an equally sentimental
pastiche of history (Mary, Queen of Scots,
etc,), onto the plains of a sort of thumb-
sucking, pleasurable Nirvana.

But for our audiences, war is more than
dirt and terror (What Price Glory) and
more than an eternal and inevitable pheno-
menon (Men Must Fight); it is profit-
imperialism which can be overthrown for
good (Peace On Earth); “what are sol-
diers and sailors but workers with guns?”
(Sailors of Catarro by Friedrich Wolf).
Negroes are not fishfry fanatics with a
paradise weltanschaung (Green Pastures).
nor god-struck gamblers and lechers
(Porgy); they are workers with honor
(Stevedore). ‘

Though our audiences do and must con-
sist of workers, sympathetic intellectuals
and petty bourgeoisie, they are not united
in their understanding of contemporary
forces. Thus our plays must not only ap-
peal to the militant and class-conscious van-
guard, but must also attract the mass of less
advanced workers. Our plays must not only
inspirit their audiences, they must organ-
ize them as well.

Our plays must hew to this line: To
present the working class point of view and
revolutionary ideology most effectively and
most dramatically.

The revolutionary theatre in America is
still breaking ground. The half dozen or so
plays which give promise of a great theatre
have uncovered many problems. These
concern themselves chiefly with the tech-
nique of creating effective working class
propaganda. They arise not so much from
the sheer mcchanics of playwriting as from

 Sketches Toward an Aesthetic for the R

e
By MICHAEL BLANKFORT

the lack of a full understanding of what
otur audiences are, and how-to present our
new material to them in the most dramatic
way. '
Pendulum Plays
Revolutionary plays, with few exceptions,
have been “pendulum plays.” These are
plays which show a worker or an intellec-
tual swing from a conservative position in
the first act to a militant, class-conscious
position by the final curtain, eg., 1931,

“"Peace On Earth, Steel and-Stevedors.

There are two reasons why pendulum
plays have been most popular. First, in the
early discussions concerning audiences for
revolutionary plays, it appeared that the
only audience which could be counted on
was a thoroughly militant and class-con-
scious one. This audience, it was thought,
would prefer plays which ended on a cor-
roboration of their own position.

The second reason came later when this
analysis of the potential audience was broad-
ened, and our theatre, as organizers, con-
ceived of drawing unclass-conscious as well
as militant workers to our plays. The pen-
dulum play was and still is considered the
most effective means of intéresting and pro-
selytizing this audience. The reasoning
goes something like this: The unclass-
conscious worker identifies himself with the
hero. The hero turns left; therefore the
worker turns left. Q.E.D.

That the pendulum play will exist for
some time to come is a certainty. 1 am
afraid it will exist to the exclusion of many
other possibilities. Playwrits who notice
how successful such playg#an be are prone
to accept the formulagf/ This formula has
dangerous tendencies. It tends to adopt a
special case, and generalize from it, giving
the false impression that the whole work-
ing class is turning left at the same rate.
Also, it may lull its audience into a kind of
false security by approaching the class
struggle in too mechanical a fashion (ie.,
everybody who goes through a strike is a
class-conscious worker). Thus it may give
rise to a fictitious kind of wish-fulfillment,
an instance where “escape”! in our plays
comes closest to the escape in the bour-
geois theatre.

{1} In a seview of my second article, John How-
ard Lawson in the Daily Worker pointed oug that
the word “escape” used to describe a certain aspect
of our plays was a bad choice. Although Lawson
scemed to have skipped those paragraphs in which
I clearly made the distinction between bourgeois and
proletarian “escape,” the fact that the word has so
universal a connotaticrn has convinced me that on
this point Lawson was right. The following may
be a better formulation: plays which end oT-r note

T HE pendulum play arising from a con-
ception of the identification of the audi-
ence with the hero makes it essential for
us to look into what this term iden¢ification
really is. '
Identification is a projection of the audi-
ence upon and in some character or char-
acters. For the time being the audience
places its bets on some person in the play.
Identification is more than sympathy with
that character; it is a “living in the char-
acter”—what . writers _on__esthetics call
“empathy,”? and may be achieved with
characters that are ordinarily unsympathetic.
Unless there is some common experience
between the characters represented and the
audience viewing them, the characters ap-
pear unreal and identification is impossible.
The audience does not need complete recog-
nition of all the experiesces of the char-
7 acters but there has to be some common
ground. In our plays, this common experi-
ence may be in the realm of ideas expressed
for the more advanced section of our audi-
ences, or it may be in the field of day-to-day
class struggle situations, strikes, etc. If,
however, our plays are to be most effective,
the common experience must always include
universal and immediate wishes (for a home,
for a woman, for children, for security, for
love, happiness, etc.).

If our playwrights kept this factor in
mind, very important flaws in their plays
would be filled in. The bosses would not
be out and out dark villains. Such charac-
ters are not entirely convincing on the stage;
they are unreal and being unreal our audi-
ence will not understand what they stand
for. And from the mouths of villains, as in
Peace On Earth and Stevedore, an impor-
tant part of the play’s ideology comes forth.
It should be obvious that it is as important
to unmask the capitalist villains as it is to
advance the ideology of the proletarian

of future victory for the working class represent
an idealistic approach whenever the victory does not
grow immediately and convincingly out of the class
and character conflicts in the play. This idealism
often satisfies the audience wish for alleviation from
the painful present. Revolutionary idealism, how-
ever, differs from other kinds in that it is a stimu-
lant toward the achicvement of the projected vic-
tory by means of very concrete steps, i.c., demon- -
strations, strikes, revolution. ’

(2) Bourgeois estheticians have misused the con-
cept of empathy to create a theory of *“psychic dis-
tance” in which the audience is said not to be esthe-
tically appreciating a play when it gets involved in
it. Bill Robinson, who jumped on the stage and took
part in a scene of Stevedore, would be described as
having a non-esthetic experience. There is no place
for “psychic distance” in a revolutionary esthetic. If
it were possible, the whole audience ought to be
aroused enough to jump on the stage.
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heroes. But, in order to unmask them ef-
fectively, it is necessary to understand them.

It follows that sympathetic characters
would not be symbols, and as symbols, un-
real, but would have immediate and personal
problems which may grow out of or stimu-
late their activity in the class struggle. For
instance, contrast Peace On Earth, in which
a hero was dramatized by an idea, with
Stevedore in which an idea was dramatized
by the hero. ¥n Peace On Earth® Peter
‘Owens fought against war. In Stevedore,
Lonnie Thompson fought for his home.
Both are class struggle issues, but the latter
is a more successful way of involving the
audience.

If our playwrights keep these points in
mind, they will not be guilty of bad pendu-
Tum plays. A bad pendulum play is one
in which the hero is distorted in order to
get him militant by the final curtain. “1931”
is such a play. There is no indication in
the character of Adam that makes his final
gesture plausible. Such distortion could
not occur if the playwright realizes that
where he distorts identification is destroyed,
and his “point” nullified. “1931” becomes,
therefore, a good play about unemployed
misery but a bad play about a worker turn-
ing left.

But it isn’t as simple as that. I can hear
the playwrights protesting, “Hold on you!
Do you want them to leave the theatre
without knowing what they can do about
unemployed misery? Do you want us to
paint a dark picture and let it go at that?”

And I answer: Make your character
turn left in a way that is consistent with his
past, in a way that is convincing, or let it
go at that, for his turning left by rote, by
distortion, will never win an adherent to
our cause. And yet, I feel it would be
wrong to write a play about the jobless
without indicating “a call to action.”

There are two real problems harassing the
revolutionary playwright. One, the prob-
lem of “the call to action” which I.have
suggested above, and the other is “last
scene trouble.”

The Two Furies

HE two furies they are! One scene in
Stevedore which contained the explicit
“call to action” was rewritten thirteen times.
And a different last scene for Pcace On
Earth was tried out at each of three dress
rehearsals. The one used opening\night and
afterwards was never tried out before the
opening night. The two furies they are,
more with our theatre than with the bour-
geois theatre, because of the nature of the
subject matter of our plays and the class
character of our audiences.
The difference between “a call to action”

(3) In this play although there were worker-
characters, it was the intellectual, Owen, who at-
tracted the audience’s sympathy, and with whom it
identified itself.

to unite against war; the last scene

terrific pressure of capitalist terror. In
Stevedore, the audience was called to unite,
black and white, and the last scene ended
on a dual note: Blacksnake’s cry of vic-
tory, “They’re running. They’re running,”
and Ruby’s cry of sorrow at Lonnie’s death.
The total impression that Peters and Skiar
wanted to give was though the leader may
die, his comrades would carry on toward
the promise of victory.

Although these two elements, a call to
action and the last scene, are dissimilar,
they may often take place at the same time.
The promise of a victorious future that the
last scene gives usually emerges out of
the call to action that is proposed in the
play.

Why are these two elements so difficult?
“Last scene troubles” a¥ise because the
playwright as we have indicated above,
doesn’t want to let his audience go away
depressed. He wants to suggest, if he can,
the revolutionary future. However, unless
the playwright constructs his characters so
that the promise of the future arises con-
vincingly out of the struggles of the présent,
all within the framework of the play, his
good intentions are wasted. This can be
achieved by creating situations and charac-

_ters which allow for identifications and the
fulfillment of the audience.

Piscator* worried about the last scenes
of his productions. He solved the difficulty
by spectacular uses of the stage. This led
him to abstractions. We have to solve this
by the human conflicts in the play. This
leads us to a concrete, personalized and emo-
tional appeal which dramatizes our ideology.
The problem is more the playwright’s than
the director’s.

In "“1931,” in The Third Parade, in We,
the People, in The Belt and in Amaco, the
call to action occurs in the last scene’. This
is also partially true of Wexley’s Steel. Of
course, this means that the most sympathetic
character took a long time to become con-
scious of what had happened to him and
what to do about it. The trouble with plays
of this nature is that too many revelations
within a short time is exceedingly difficult
to make real to an audience. Confusion
often results from having the call to action
in the last scene. But the fact that the two

(4) 1In an article on Piscator by Anna Latsis (/n-
ternational Theatre No. §) the stress is always put
on the spectacle and the spectator. There arc, of
course, many differences between spectators and
audience, spectacle and play. Both are useful. For
less advanced workers, however, plays are more
successful becanse they are simpler to participate
in and easier to understand.

(5) I violently differ with the call to action as
expressed in some of these plays, but as examples,
they are worth looking into.
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elements can occur at the same time must
not mislead us into thinking that both are
necessary in every revolutionary play. '

The Call to Action

T is clear, that the more specific the call
to action the narrower the appeal.
Marion Models, Inc., a Theatre Collective
production, called upon its audiences to join
the Needle Trades Industrial {{nion. This
can appeal therefore primarily to workers
in this trade. Most agit-prop plays have
very specific calls to action, often to their
disadvantage.

When the subject matter of a play de-
mands a call to action the call must be there.
( Attention protesting playwrights.)

The call to action usually, if not always,
arises in the play alongside the ideology of
the bosses. In Peace On Earth, for ex-
ample, the call to action comes only after
studeits have been arrested, strikers killed,
and war-making been effected. This is the
way it should be. You can’t have a protest
in a play unless you have shown what there
is to protest against. But in this play as in
many of the others, there are too many calls.
to action. A play about war cannot success~
fully include every aspect of imperialist war.
The authors not only attempted to encom-
pass too much but, at the same time, they
overestimated the capacity of their audi-
ence to receive.

The call to action is an effective call only
when it is a dramatic call—a call which
comes out of a conflict between two con-
vincingly human forces in the play. The
call to action usually holds the ideological
kernel of the play. Frequently these kernels
come forth in long speeches, and in scenes
whose conflict is irrelevant to or not entirely
integrated with the rest of the play. In an
earlier article I described the close relation
between integrated conflicts and the wish
fulfillment imperative for an audience.

A call to action need not be specific. There
are plays which have an implied call to
action—Precedent, They Shall Not Die,
Gods of -the Lightning, etc. These plays have
the following in common: (1) There i1s a
workingclass hero who struggles against
the bosses and their tools; (2) The situations
arise out of workingclass experience; (3)
They are based on historical events, the
implications of which are well known.

These plays may_lose some of their or-
ganizing ability by not having a specific call
to action, but they have many advantages
especially for the less advanced part of our
audiences. The situations are recognizable
and thus may be avoided in real life. (e.g.
attempts to bribe union leaders, stool pi-

(6) Newsboy is an example of what the agit-prop
play has in store for us. It is a superlative crea-
tion, and the Workers’ Laboratory Theatre and
Alfred Saxe deserve great praise. Agit-prop plays,
however, demand special critical treatment inasmuch
as their purposes and audiences are not typical.
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geons, scabs, legal frame-ups, etc.) These
plays commemorate great workingclass he-
roes (Tom Mooney, Sacco and Vanzetti,
the Scottsboro nine, the bonus marchers).
They are wholesome examples of militant
action and by this virtue imply a similar
action for the worker audiences,

Must our plays have a call to action at
all? What about plays which concern them-
selves with the upper class—their decay
and degeneratibn? Or with political cor-
ruption like Merry-Go-Rownd? What about
plays like Americon DreamhsGentlewoman,
and Charles Walker’'s Crasy American?
WE must attack the bourgeoisie on every

front. If we can- weaken their hold
on the workingclass by exposing corruption
_in high places, or by illuminating the dark
and unhealthy lives of its society, we must
do so. But there must be an indication in
such plays that the whole of society does
not consist of the decadents on the stage;
that there is another world. Of course this
may be done without introducing a Com-
munist, if by introducing that character,
the play appears distorted.

Throughout this article I have constantly
stressed the fact that only through the
characters we create in our plays can we
hope to write effective propaganda plays. I
have stressed the human and personalized
side of what our plays should be. I have
done so because it seems to me that only by
this means will our plays fulfill the wishes
of its audiences. The bourgeois theatre ful-
fills the wishes of its audiences and in doing

so fuses that fulfillment with the interests -

of the oppressor class. We, too, must satisfy
audience wishes, psychological and eco-
nomic, but our task is to fuse that satisfac-
tion with the interests of the workingclass.

The outlook of our theatre is a brilliant
one. We are pioneering. In a sense we are
just emerging from the morality drama.
We await our Shakespeare.
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Technical Advice
To Movie Makers

By RALPH STEINER end IRVING LERNER @,

HIS column initiates a regular feature in Nxw

THEATRE. There is an urgent need for intelli-
gent and honest scientific technical information about
movie making, uninfluenced by manufacturers and
their advertising agencies. Since NEw THEATRE
does not, and has not the desire to depend upon
manufacturers’ advertising, it will print candid
opinigns about motion picture apparatus, film, etc.
These opinions will be based on actual test or ex-
pesimentation. NEW THEATRE asks its readers who
are movie makers or potential movie makers to send
in their questions. The inquiries will be answered
by Ralph Steiner and Irving Lerner. All ques
tions should be addresed to them in care of NEW
THEATRE.

We open this feature with a series of questions
and answers on the use of 16mm film. Most be-
ginners are at loss as to the kind of film they
should use. For the most part they have to depend
upon the statements of the manufacturers. How-
ever, little can be learned from their ads excepting
that Eastman will do the rest if you push the but-
ton, or that 4gfa will solve all your film problems;
and with DuPomt you can’t poesibly go wrong.
Very little help will be gained from the various
amateur movie magizines. They pretend to run
very technical information about various films but
they are as helpful as the advertisers. The reasons
are obvious.

This is the first of two articles on the use of
16mm film. As far as quality and decent results
are concerned, 16mm film is as good as the “pro-
fessional” 35mm stock. It also offers many other
advantages. It is fireproof and does not come
under the strict laws regarding “inflammable” mo-
tion picture film; it is very much cheaper and thus
it facilitates the necessary period of experimenta-
tion by beginners and film groups.

want to make an outdoor movie on 16mm

film and should like to ask some basic
questions: [ wish to get as good photo-
graphic. quality (the most accurate rendering
of textures and tomes as possible.) What
qualities has reversal film that will give the
results I seek?

Extremely fine grain, and, when the ex-
posure is correct, great richness of tone.
Also low cost when only one print is needed.

What are the limitations of reversal
film?

The first difficulty is that since there
exists no original negative from which to
make reprints you can’t experiment with
several ways of cutting a scene.

Secondly, there is the difficulty of de-
termining the correct exposure. Some
brands are processed with compensation of
errors in exposure. All Afga-Ansco
film is processed without compensating for
erfors in exposure thus giving no latitude.
With this type of film (the same holds for
any other brand of the non-compensating
type) an exposure of 30 per cent less or
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more than normal will result in a lighter or
darker print, respectively. And there is no
exposure meter mode that will give cow-
sistent reswlts, Eastman reversal film, how-
ever, is processed with compensation for
errors in exposure. This works out quite
nicely except that when you photograph an
actor against a dark background the com-
pensator “decides” that you’ve made an un-
derexposure and lightens the whole print,
giving you a blank white face. When the
same actor is photographed against a light
background the compensatur says, “over-
exposure”, and the actor’s face is printed
much too dark.

What would yow advise me to do about
thig problem of exposure?

I found that contrary to logical practice
one had to underexpose when using dark
backgrounds and overexpose it for light
backgrounds. As a solution to the ex-
posure problem, I suggest buying 50 feet
of Eastman panchromatic reversal film (not
superpanchromatic) and exposing a series
of shots with ag actor against dark, normal,
and light backgrounds, giving one quarter,
one-half, normal, 2X normal, and 4X
normal exposure for each category. Ac-
curate and sufficient notes should be taken
of the conditions and the actor should hold
some identifying mark for each exposure.
From the projected results plus a check with
your notes you will have the best possible
exposure guide.

Why do you recommend Eastman Pan-
chromatic instead of Supersensitive Pan?

It’s cheaper and since it's not hypersensi-
tive to red you get moge realistic face tones
and textures. If you should want smooth,
idealized Hollywood faces use supersensi-
tive pan.

How about flters?

On regular pan a K2 (yellow) should be
sufficient for proper sky values. If you are
using super pan a K2 will tend to “Holly-
woodize” faces while an X1 (pale green)
will keep them realistic. A series of ex-
posures made with the filters you intend
using should be included on the 50-ft. ex-
perimental roll of film,

How about negative-positive film? And
other questions I might have abowt reversal
fim?

In the next issue we will give you our
finding on negative-positive film and if you
have any other questions just address them
to us care of NEwW THEATRE.



N EW THEATRE

New Dance Group

HE New Dance Group—four years

‘& old—two times winner of the annual
competition sponsored by the Workers
Dance League, originally composed of six
genteelly ‘pink dance students who found in
the revolutionary movement the vitality and
perspective they wanted in their dancing
grew to ‘practically unwieldy proportions
when it organized classes for laymen and
students. The charge being ten cents a class
(bourgeois schools — $1.50), hundreds
joined. Present membership is 239, of which

T TG APE EHbErS 6f TWo perforiing groups.

The slogan and goal of the New Dance
Group is: Towards Performing Groups—
to create and perform dances bearing the
message of the fighting, class-conscious pro-
letariat—to perform wherever it can—be-
fore bourgeois audiences as well as mass
meetings, trade unions, the waterfront,
picket lines, etc.

We approach then our first distinction
warranting discussion and analysis. Two
hundred and thirty-nine members—16 per-
formers. The New Dance Group has a
double function. There are classes to be
taught and performances to be given—teach-
ers and a method are needed for one, dancers

and direction for the other. How is this

work carried on?

Classes are three hours long; divided in
three periods,—one hour for technique, one
for creative work on subject matter sug-
gested by the Educational Committee which
has representatives in each class and to which
the teachers also belong, and one hour for
a meeting which includes discussion of tech-
nical and political problems, reports based
on theme work of the class and suggestions
for further activity. There are children’s

_classes and a men’s class. Mass dance and
folk dance evenings are planned for the en-
tire membership and guests.

Prospective~performers are chosen from
the advanced class. This group meets for
additional technique with the performing
group. Those who are ready for performance
meet twice a week for rehearsals on their
own dances, directed for the time being by
an ¢xperienced director from the first per-
formhing group. Most of the teachers are
members of the first performing group. The
additional technique classes and the men's
class, however, are led by those not closely

affiliated with the group (first—because since -

no specific thematic work is allotted to those
classes, an outsider can conduct them com-
petently ; second—by thus encouraging ex-
perienced dancers and teachers from bour-
geois circles to work for the group, the
group increasingly activizes them into a
movement with which originally they might
have had little sympathy).

- By EDNA OCKO
The second performing group of four
members is only a few months old, and as
yet undistinguished. The first group in its
comparatively brief period of existence has
performed before several hundred thousand

-workers and intellectuals in both bourgeois

and proletarian circles. The personnel con-
sists of an experienced dance accompanist
and composer, and ten dance students (so-
called because they are still studying in
bourgeois schools). Four of them are schol-
arship pupils at the Mary Wigman School,

two have scholarships with Fe Atlf, and the

others study more or less regularly. All,
however, support themselves by outside
work, C.W.A. jobs, posing, teaching, etc.

IT is perhaps this broad and catholic dance
background that the German pedagogic
method so unfailingly gives its pupils,
in addition to the intelligent and sensi-
tive leadership of itd directors, that has made
the New Dance Group the most experi-
mental and rich'y inventive of the groups in
the Workers Dance League. Under collective
leadership, this group has experimented with
many forms of dancing and dance accom-
paniment. It has not hesitated to use what-
ever means available to aid it in putting for-

ward its ideas; it has been amazingly quick

to profit by criticism, to shift its artistic or

ideolog cal course, to re-direct its policies, in
order to achieve artistic clarity-and sig-
nificance in its dances. First among its ex-
periments, let us list its stress on collec-
tive leadership. There is no one dance chor-
eographer, or director. Each member may
direct dances, and these dances are subject
to change through creative improvisations
on the motif by other members of the group.
From general agitational subjects—Awake,
Revolt, Uprising—it shifted progressively to
specific issues : German Fascism, the N.R.A,,
et¢. Group dances, solo dances, mass dances,
American and other national folk dances as
well as revolutionary folk dances have been
created by the group: dances without music,
with percussion, with verbal accompaniment
(Fan der Lubbe’s Head, second year prize
winner was danced to a poem) ; also agit-
prop dances (using stage props and based
on specific contemporary themes, viz., The
Blue Eagle, New Theatre Skit), joyous
dances, satires. Among the subjects dealt
with in their repertoire are a War cycle, the
Scottsboro boys, the N.R.A,, Charity, etc.
Plans at present call for work on a full
length revolutionary ballet.

Still, the New Dance Group has failed to
evolve what seems most imperative in
organizations of this sort—a Shock Troupe
a troupe to live and work collectively and

New Dance Group in Uprising

Photo by Alfredo Valente
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. serions deficiencies in the actual program of
.the-professional group: - . . .o

: 1. There is not cnough rchearsal time for the
s crestion of ‘new dances to-meet the insistent-demands
i -for performance. co ) - :
7.2, Dance directors and choreographers are devel-
oped ooly with great difficulty to assume responsibi
- ity for dances, since intensive work is impowsible
i -at this time.. .
. 3. .In their failure to cover all requests and needs
_for pesformance, contact with the working class
has been comsiderably curtailed, and the group has
not as yet achieved completé identity and sympathy
with the day by day struggles of the working class.
_For_this. reason, their. dances at times have been
"vague and their style too abstract for workers’
e BUlinERS,

THE New Dance Group is a house
divided. Its performing members have
the problems and responsibilities not only of
~their immediate activity, but the activity of
the dancing classes also. Were these classes
. really -the recruiting ground for new mem-
bers to be activized into performance, or at
least into participation in other phases of
the class struggle, there would be no doubt
of the validity of the school. A tabulation
of membership shows, however, that very
few dancers join; there are office workers,
school teachers, shop workers, unemployed,
housewives, college students. The attraction
for these people is recreation at cheap rates
(50c a month to all members).

In order to attain its goal therefore, the
New Dance Group must make one of two
decisions. Either it must raise the price of
membership according to the paying abi'ity
of the pupils, and in this manner gain sup-
port for a professional shock troupe, or it
must send all members who are studying for
relaxation to dance groups formed by the
Workers Dance League in other organiza-
tions (Officc Workers Dance Group, etc.),
and retain only those people showing definite
talent or interest in the dance. In order to
do this, the Group must attract young dance

students by the excellence of its technical

training and its clearly defined point of view.
These students would eventually become
members of the shock troupe or else form
individual units to cover more performances.

The organization should therefore appeal
immediately for young dancers, male and
female, to work with the group cither as
teachers, performers, or prospective partici-
pants along these lines. It 1s important to
reorganize its structure immediately so that
the first Performing Group can tecome a
shock troupe and new performing groups can
be enlisted from the advanced membership.
The entire membership should be activized
into more conscious participation 1 the class
struggle (demonstrations. marches, picket
lines, attendance at the Workers Schoo',
etc.), so that whatever dances are done -
rive coloring and life from the revolutionary
struggle. )

rvice of the cause it es " This -
absence of a shock. troupe Bas resulted in . -

 Daric

_ MODERN. AMERICAN DANCE?

Wz QUESTION that the Guggenbeim. fellow-

~ ship awards in dancing were an attempt to
further the modern dance in America. Oneo;'th
most amusing high lights of the past dance season
was the award to Mis Angna Eaters. This Mil-
waukeean who returns from Greece to
debut in New York December 9th, was the secon
dancer to receive. the honors. To quote Mr.

Martin, dance critic of the Now York Times,
first recipient was Martha Grabam, “who two years
ago was enabled to go to Mexico to carry out a
project for the study of primitive dancing.” We
cannot be too grateful for the thoughtfulness of
the Foundation in having permitted us, through
Mis Graham, a peep into the primitive past. This

of Mim Enters’ undertaking. Her project was “for
the study of archaic and clasic Greek art forms,
including dancing, miming and music, for the ccea-
tion of a cycle of mimes based upon the myths,
religious rites, manners and customs of the Greeks.”
. - . Let us entertain no doubts . .. The Greeks had
a word for it. )

DANCE SCRIPT CONTEST

The New Dance Group is sponsoring a contest for
the Workers Dynce League. This contest calls for
a prize winning dance scenario or libretto for a
ballet or mass dance. The subject matter must be suit-
able for performance on May lst. One need not
know how to dance or direct dances in order to
participate in this contest; leave that problem to the
League. This is for writers, pocts, thinkers, scen-
arists, who have ideas they would like to see danced.
.. . Dance scripts to be submitted before December
1st to the Dance Editor, New Theatre. . .. The prize
will ®e the entire Little Lenin Library.

LET US PRESENT

It is gratifying and significant to note whom the
W.D.L. recruits into its ranks. Along with hun-
dreds of workers, students, and professionals in other
fields, our membership already boasts of the best of
the younger dancers,—dancers who are the out-
standing products of the finest the bourgrois schools
can put forward. We wonder if Martha Graham,
Hanya Holm and Doris Humphrey realize that their
best pupils, almost without exception have allied
themselves, either as teachers, performers, or lead-
ers of groups with the revolutionary dance move-
ment. Jane Dudley and Miriam Blecher of the
Wigman $chool, Anna Sokolow and Sophie Maslow
of the Martha Graham Concert Group, Ernestine
Henoch and Bill Matens of the Humphrey-Weidman
Group, and others have rallied to the support of
working class art. In a few years, what dancers
will the bourgeois field have when all the logical
successors of our bourgeois concert dancers of today
are working with and for the revolutionary, working
chss?

NEW THEATRE NIGHTS

Nor is that all. Somewhere else in this issue, in
the review of the Dance Observer, mention is made
of the heart-breaking difficulties of the concert
dancer. Not only must she be rich enough to buy
a theatre for #h evening, but once she givesa recital,
unless she is well known, she dances before a few
faithfuls and relatives. Contrast this with our own
dancers. On November 25th several of our soloists
will perform in recital at the Civic Repertory The-
atre, under the auspic&fof New Theatre. We pro-
phecy packed houses for Jane Dudley, Miziam
Blecher, Nadia Chilkovsky, Anna Sokolow, Edith
tegal.  On December 22, at Town Hall, several of
Lur groups are combining in recital, and in January,
a program of group and solo dances will be given.

Dancers are being featused on New Theatre
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programs this fall. . Lillian Shapiro's dance, besed

on Langson Hughes revolutionary poem, Geod
Morning Recolution, was rectived with enthusisam
by the sudiences at the Civic Repertory Theatrs oa
October 7th. Sophia ‘Delzs, whoss article oa- the
folk dance appears in this imue, will dance at the
next New Thsatre Night, November 4th at the
Civic Repertory.

John Martin has become suspiciously cautious
and is steering clear of the W.D.L. Lam year he
spoke for us, and well of us; he placed us on the
New School series; he encouraged us at every tura.
This year, however, when broached on our resp-
pearing in the New School Series of Forums on the
Modern Dance, he writes: “1 am afraid we can't
have the W.D.L. in the sfries this year as we have
planoed what is in effect »

ition of our firm

year’s program.
{ast year and certainly hope that we can bave you
again another year” In view of his repeated ss-
sertions that this year is full of hope and promise,
his statement that he is going back to the program
of the first year smacks of liberal evasion of an
issue.

ANN BURLAK SAYS

American workers are hungry for proletasian cul-
ture and art. This is being demonstrated every day
by the eagerness with which they respond to pro-
letarian plays, movies, dances, poetry and ail forms
of proletarian art.

An excellent indication of this desire of Ameri.
can workers, was the response of the Paterson tex-
tile workers to the program given at the 15th Asni-
versary of the Communist Party meeting, beld there
recently.

The Red Dancers, under the direction of Edith
Segal, prescnted an appropriate dance called the
«Sell-Out.” Coming on the heels of the betrayed
national textile strike, the dance, depicting the role
of Gorman and the Arbitration Board, demonstrated
the great value of such groups as the Red Dancers
in the labor movement. It is especially significant
that the Red Dancers are up to date in preparing
a special dance about Gorman and his sell-out tactics.

A young Negro, member of the Jack London Club
of Newark, made such a stirring ithpresion by his
recitation of “Good Morning Revolution” (a poem
by Langston Hughes) that the audience demanded
he repeat the recitation. He was thunderously ap-
plauded and cheered.

The affair ended with the presentation of the play,
“America, America” by th¢”Jack London Club of
Newark. The workers left the meeting feeling
greatly inspired by the program.

We should have more such groups, to put life
and color into our mass meetings. All our talented
groups such as the Red Dancers and theatrical groups
should keep up with the events of the day, and
prepare presentations that are fresh and inspiring.
More power to our Red Dancers and theatre groups.
They should have the whole-hearted support of
every revolutionary fighter.

’ ANN BuRrLak.

Efrem Zimbalist, world renowned violinist, who
recently returned from the Soviet Union, will give
his opening New York recital Sunday cvening,
November 18, at Carnegic Hall. The proceeds are
for the Anti-Nazi Fighting Fund . . . a fund that
deserves the suppoit as well as the interest of all
who are against fascism. Zimbalist says, “In all
my experience in playing before enthusiastic audi-
ences, I have never been so thrilled as 1 was in
Moscow before the Soviet workers, whose spon-
taneity stimulated and inepired me.”

1 was awfully glad to have you




'The ‘Movie Front

National Film Conference

doearly forty recle 'o:’docm& tal film produced
uring past year various groups were
M 1o the conference by the delegates for ex-
hibition discussion, presence of %0 inuch

The conference dealt with practically every prob-
lem that can confromt amateur and profemional
film and p::? workers. Problems of production,
processing developing, distribution, organiza-
agitation, politics, theory, were thoroughly
| and conclusions reached. Resolutions were
pamed in mupport of NEw THEATRE magazine, cen-
tnlorggnoftbeﬂatioml Film and Photo League;
the Ntnon.al Burcas was empowered to work out
for incressing the space allotted for film and

begin also with the simple newareel document, photo-
graphing events as they appear to the lens, true to
the nature of the revolutionary medium they exploit
in a revolutionary way. Aside from the tremendous
historical and social value of the reels thus photo-
graphed, they are also true beginnings of film are.
The reels exhibited at the conference with all their
weaknesmes of lighting, photography, Hirection, are
the only films in America that breathe a spirit of
life and art. They are beginnings on the right track.
The mandate of the conference was
major task beforc the Film and Photo Leagues of
America in this coming period must be the con-

activity in the magazine, to include center-

ti and widespread production of newsreels and

AMERICAN ACADEMY
OF DRAMATIC ARTS
Feunded 1884 by Franklia H. Sargeat
TH.E‘ FOREBMOST INSTITUTION fer Dramutic
Bapressional Training. The imstruction of the
“l'.h.‘ ng- well o fz‘m

snd Espressional Power, of value
lifs and t» the laymen -

|
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FALL TERM OPENS OCTOBER 26th
Cataleg describing di Courses from
THE SECRETARY
Carnegie Hall,

Resm 270 New Yeork

de ts of the class struggle in action principally,
and secondly, whenever and wherever the occasion
calls, semi- or wholly enacted film production dogic-
ally developed out of the firm newsreel base. The
tremendous growth of the workingclam movement
coupled with the increase of strikes and class war-
fare makes it imperative for the Film and Photo
Leagues to concentrate its best film and photo forces
on the field of battle, adequately to record the vital
events of our time. A resolution was passed there-
fore calling vpon every League to institute a shock
production troupe of the most talented cameramen
in the organization, whose main function will be
the production of newsreels and documents. At the

ROTOGRAPH CO., INC.

$17 Broadway, New York City

Leaflets—Posters—Programs
at Reasonable Prices

presents a comilete

® DAUGHTER
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evening

Erskine Caldwell’s Story
@® NANKING ROAD Revelt of China’s Peasants
® JEWS AT THE CROSSROADS

Thanksgiving Eve., Wed., November 28th, 8:30 P.M.
5th AVENUE THEATRE, 28th STREET and BROADWAY
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troupe, to provide a influx of aew members
for this imporant work. The conference adopeed
a resclution to be sent to the newly elected National
Committee of the John Reed Club asking their co-
operation in the preparation of scenarios, and to
the League of Workers Theatres to asist with actors,
equipment, etc. .in the event they are called upon to
help on enacted or documentary film production.
‘The Naticnal League was authorized to go ahead
and make plans for the production of four 3Smm
documents on coal, steel, the farm question, the
South, It was decided that 16mm should be the
basic stock used locally by the Leagues for the
coming period; on a National wxale 35Smm is to
be used and later reduced to 16mm for masm dis-
tribution.

NATIONAL Film Exchange was set up to in-
B sure wide national circulation of all films pro-
duced by the various Leagues. This to avoid a re-
cuffence of & Htuation where Las Angeles, for in-
stance, produced over twenty reels of film, but most
of which were not exhibited outside California. The
central apppratus in New York is to function as a
clearing house and whenever possible hold negatives
from which prints can be quickly struck for dis-
tribution.

A Photo Exchange Department was also estab-
lished to facilitate the publication of photos coming
in from various parts of the country in the working-
clam and other press and periodicals in New York
and elsewhere. In addition the Photo Exchange De-
partment was given power to plan a National Photo
Exhibition and assist the Leagues as much as posible
in photomontage work. i

Plans for carrying on more effective agitational
work against anti-workingclam films were thorough-
ly discussed. The conference agreed that the Leagues
must attempt to draw more liberal pacifist anti-war,
anti-fascist organizations into the fight against re-
actionary films and not as in the past, carclemly
dissipate time and energy in conducting huge mam
campaigns against films like §.4. Mann-Brand and
No Greater Glory, single-handedly. The Film and
Photo Leagues must of course take the initiative in
exposing such films, but the campaigns must be con-
ducted only in conjunction with other organizations,
never alone. The Los Angeles Film and Photo
League, particularly ,was urged to wedge its way
more sharply into the film industry as a vital
means of fighting reaction while it is still in em-
bryo, also to make lasting contacts within the
Motion Picture Workers Industrial Union of
Hollywood.

A RESOLUTION was adopted for the public(
tion of a monthly National Film Bulletin of
organization and agitation under the direction of
the National Educational Chairman.

Resolutions were pamed affiliating the National
Film and Photo League to the national Workers
International Relief; the local Film and Photo
Leagues to affiliate to the local W.LR. if or when
established.

A National Executive Committee consisting of a
National Secretary, a resident National Bureau, and
the Executive Secretaries of the various Leagues
supplemented by endorsers and advisers was estab-
lished. David Platt was elected the first National
Secretary of the Film and Photo League. Other
officers of the National Bureau elected for one year
are; Tom Brandon, Frank Ward, John Masek, M.
Green.

The delegates voted unanimously to hold a con-
vention of all existing film and photo groups next
October in Hollywood, California.

David Platt.
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girl has on a

for your revolutio

1 SAW BOTH

' Te the Rditors of Nxw TuEATRE:

New York City, October §, 1934,
The Center Theatre is part of Radio City, is

i.
is—

Not until after the revolution. That

\: so that the revolutionary thea-

tre may be able to take over the Centerﬂeatre and
Kl i After all, these capitalists, they know how to
build theatres.

It's a fine stage, comrades'
—JOHN JOSEPH SAMPSON.

ofdlemo_u

. The scats are

ven

post. Abaymdag)rlmmthe
stage soft light on them. The
the boy a shirt and a
pair of pants. The theatre is hot and jammed.
People sit on the edge of their seats. The boy and
girl are saying something. Something very prosaic
about love, job, depresion, bastard-luck, baby, job.
They stand stiffly, recite restrainedly.
electric thrill shoots through the audience; clutch
the knee, crack the knuckle, watch breathlesly two
kids talking. No one in this audience is over thirty-
five; most are under twenty-five.
reaches an hysterical crescendo in the lives of the
boy and the girl. The tense audience deflates with
a mam sigh and a2 wondrous gasp. There is a ter-
rific, rocking applause. The Jack Londen Club of
ewark is presenting Alfred Kreymborg’s mas
poem, America, America, on a NFEW THEATRE
night.

I saw both. Everybody used to tell me “thesc
reds, these dogmatists, they deny life to fit their
pheney pattern, they deny human values, they insult
the intelligence, they're a pack of theorists—after
allglife can’t be presed into a mold,” etc., etc.
Those two kids in the corner of the stage, standing
stiffly, summed up for me the strength, the com-
plete relevancy, the zest for life, which the revolu-
tionary theatre possesses. That stinking old 14th
Street Theatre pulsated with a power which the
Center Theatre can never have.

A powerful

The recitation

hy ’m

Hatoff Stationery Corp.
EVERYTHING FOR THE OFFICE
All your requirements under one roof.
THE HATOFF PRINTING CO., Inc.
Modern Printing and Multigrapbing Plant
on the Premises.
19 EAST 14¢th 8., N.Y.C. GRamercy 35-9261

WEBSTER HALL
79 EAST Nith 81, N. Y.

tho Ncw Yocr s Evo Frolic
Smdby&tk&'.f.,ﬁhuth‘u,
Workers Dance League. Benefit New Theatre Magazine

DANCING fo & Hot Orcbestra

ENTERTAINMENT by Stars of Stage, Screen

and Dance. Floor Show by Workers Laboratory

TICKETS:
On sale at: Bex Ofice, Noew Theatre, 114 West
14¢h 3¢, CHel. 2-93523; New Massss, 51 B. 27¢h
St Werkers Lab. Theatre, 42 K. 12th St}
Film end Phote Leagus, 12 B, 17¢th St

OII'CI'

$1.00 ia advancs, $1.30 st deer.

® DUPLICATING
MACHINES
® STENCILS and

INKS Etc.
All Types of Equipment.

@

Write or pbome to
GOLD SEAL
SUPPLY COMPANY
122 East 25th St., New York

GRAMERCY 5-3934-3

TAMIRIS

Scheel of the Americon Desce

FALLANDWINTER
COURSES

. f o r: INTERMEDIATES,
BEGINNERS,
ADVANCED,
CONCERT GROUP

Assistent instructer: IDA SOYER
Addres all inquiries ts New Thestre Magenine

Classes

_
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BLANCHE

EVAN

announces the opening of
ber School of Rbytbmic
Dancing . . .

Classes for childrea, men, amatenrs sad
profossionals. Schedule of Classss semt

spen request.

16 E 39th ST. NEW YORK 4
Wickersham 2-3037

N. Y. DAILY WORKER
MORNING FREIHEIT
YOUNG WORKER-

Bazaar Hearquarters:

50 East 13¢th St., Room 602

Tel., ALgonquin 4-9481

BAZAAR

St. Nicholas Palace

69 West 66th Street, Near Brodway, N. Y.
g Friday, Saturday, Sunday

November 9-10-11

National Negro Theatre Musicale will
entertain every night. Dancing to the
tune of Nationsl Negro Theatre Orchestra
every night till dawa.

Nzw Tuzaras

When petrenizing our sd pleass
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AMERICAN AND RUSSIAN
- *“NEW RELEASES”
R . en 16 mm ’
SOUND nd SILENT
"We alee -"ly Operaters and machines
FOR ORGANIZATIONS, CLUBS, TRADIZ
L UNIVERSITIES AND
HOUSE ‘PARTIES
As Very Low Restels Write for Cataleg
Garrison Film Distributors
Inc.

729 Seventh Avease New Yark City

BRyant 9-296)

® Are you interested

in SOVIET THEATRE?

Then, without fail, you
want the

SPECIAL
THEATRE NUMBER of

foviet Jravel

SOVIET TRAVEL is a richly illus-
trated magazine published in Moscow
in Emglish, covering all pbases of cul-
tural life throughout the U.S.S.R.

~ Single copies 25¢ plus postage

o NOTICE! g

The supply of the Thealre Number is
rapidly. dwindling. You can make
sure of \ copy by entering your sub-
scription NOW,

We are holding a reserve supply for
subscribers ONLY.

ACT QUICKLY!

Rush us your DOLLAR for a year’s Soviet
Trevel and tell us to start with the SPECIAL
THEATRE NUMBER.

AMKNIGA CORP.

LDuk G 258 Fifth Ave,, N. Y. City

ROM .every point of view the Eastern Festival
" and Conference, held September 21-23, in New
York, displayed a development of a sincere interest
in the revelutionary theatre, profemional and ama-
teur, as an art and craft. For the first time in the
history of the American Revolutionary Theatre
movement the bulk of the discussion did not revolve
about_inmer organiastional problems but around
creative problems facing the various theatres.

A definite tendency was manifested by the repre-
sentatives from Detroit, Cleveland and Boston to
isolate the revolutionary theatre from all other exist-
ing theatres: to regard the short forms as the only
true representative revoluti theatre form, and
to leave the whole field of “sationary” theatre to
the_“Little Theatre” movement. While it is de-
sirable to have a certain amount of ‘speciilization in
the larger cities where it is posmible to establish any
number of theatres (wtationary, profemional and
short form), in the smaller centers where there is
almost no bourgeois theatre, the revolutionary the-
atres must undertake the task of producing short
plays of a mobile character as well as two or three
full length productions during a given season. Wher-
ever such work has been attempted (in New York
and Newark) the results have shown that the revo-
lutionary theatre can in short time become the lead-
ing cultural force in the community. Not only that,
but such productions provide the possibility for ab-
sorbing all sincere theatrical artists who are either
working with the Little Theatres or not working at
all. ‘The reports of the delegates invariably indicate
that such artists and technicians are present in every
city but no effort is made to win them over by
providing the means for creative expression. The
fact that such leading theatre artists as George Sklar,
Lee Strasberg, and Mordecai Gorelik participated
fully by contributing their views on repertory, direct-
ing and scenic design, shows that New York has
made great progress in this direction. The con-
ference very definitely recommended to the groups
to make every attempt to overcome their isolation.

Coupled with this is the problem of a more serious
approach to the creation of repertory and production.
It was the general opinion of the conference that
the repertory of the LO.W.T. is still very weak
and schematic. Very little attempt is made to de-
velop and present a situation in a comprehensible
manner. This is largely due to the fact that most
of the plays have been written by inexperienced play-
wrights. The professional playwrights present felt
that it is not enough to ask them to write plays.
Some provision must be made to compensate such
playwrights for their work so that they may devote
their time to writing plays for the revolutionary
theatre.

Complete SOUND
SYSTEMS

$21] and up

Fixed or portable systems for sale or for rent.
Also a complete line of outdoor amplifiers,
horns and microphones at wholesale prices.

Miles Reproducers Co., Inc.

114 W. 14¢th S¢. New York., CHelses 2-9838

please

New Tueamae

NEW THEATRE

. - We Gather Strength -

. Easters Theatre Festival

The conference recognized in principle this point
of view and George Sklar recommended that within
the near future a system of royalties be established
for major productions where larger incomes are
involved, and that 2 fund be created to compensate
playwrights who write short plays which are pro-
duced by theatres of action and where mas work
is the chief object. '

In order to eliminate the low level of production
on the part of undeveloped groups the following
proposals were made:

1. To establish a production and planning council
in each city composed of all leading directors,
whether they are connected with a revolutionary
theatre or not; and to make these directors avail-
able to groups for at least one night a week.
Each group admitted to the L.O.W.T. must accept
this principle, as part of the program of the
L.O.W.T. Professionals who join the L.O.W.T
will find, through the service bureau, a ready field )
for creative activity.

2. A New York District Training School for organ-

izers and directors to be established by Dec. Ist.

. Scholarships to be established for members of

out-of-town groups to work with such groups

as the Workers Lab. Theatre for a period of a

few months.

4. Outlines for classes in revolutionary theatre to
be sent out to the groups by the LO.W.T.

In order to make its possible for every progremive
group to become affiliated with the League of Work-
ers Theatres and to enter into joint actions, t'

1. The L.O.W.T. undertakes to conduct a campaign
through the medium of the theatre against Fas-
cism and War, and for the defense of the U.S.S.R.

2. The L.O.W.T. is opposed to censorship.

The record growth of New Theatre from an “in-
ner organ” reaching only 2,500 average sales per
month as late as May, 1934, to a broad, mass base of
9,000 readers per month, was regarded as ope of the
most encouraging signs of rapidly growing interest
in the workers theatre. The failure of the magazine
to provide the groups with enough specific material
for their use was pointed out, and after the editors
explained what difficulty they had obtaining such
material, cach delegate promised to activize the best
writers in his group to write for New Theatre.

The conference decided that New Theatre is one
of the best mediums for interesting professional and
little theatre artists and technicians in the work-
ers’ theatre. Resolutions were passed to arrpge
New Theatre Nights at once, to support the Five
Month Plan, to attempt to gain new readers and
new subscribers for New Theatre by a concerted
drive in each group.

-

Though the conference itself cannot accomplish
the task of transforming the theatres into vital mass
theatres, we did lay a basis for this transformation.
It is up to the groups under the leadership of the
L.O.W.T. to eradicate all forms of isolation, parti-
cularly isolation from the broad masses of workers.
Too few attempts have been made to duplicate the
experience of the Workers Lab. Theatre, which is
performing regularly in the streets and on the
waterfront. There is even a conscious tendency on
the part of some groups to play more and more
exclusively for revolutionary organizations. The
reason is obvious. There groups feel that the revo-
lutionary audiences are more appreciative and under-
standing. When an audience does not appreciate a
performance of a Workers Theatre it is only proof
that there are new fields to conquer. Improved
quality of production will enable our theatres to
approach any audience and get a warm response.

HARRY ELION.



‘roof. They had .’m ice-box this summer.
"But that wasn't a problem. “You see,” ex-
plains Greta Karnot, “we never had enough

~

" food to keep in an ice-box anyway.”
Food was—and still is—the greatest dom-
estic problem of the Shock Troupe, since
they are dependent mainly on the contribu-
tions of friends and sympathizers. Ten dol-
lars a week, or rough'y about thirteen cents
per person a day, is the average expenditure

for food. They eat no luncheon, '

SENSE of humor, intense devotion to

a common cause, and a policy of fre-
quent self-criticism has enabled the Shock
Troupe to live amicably in their crowded
quarters. They meet once a week for an
hour of self-criticism. Sloppiness in

Each Shock Trouper must adhere to a
rigid schedule. Everyone rises at eight sharp
and breakfasts at nine.

A typical Shock Troupe work day is as follows:

11-11:15—Bio-Mechanice—voice and body train-

11:15-12—Meeting—discussion of bookings, rep-
ertoire.

12-2—=Rchearsal of repertoire: Newsboy.

2-2:15—Rest period.

3-4—Rehcarsal of satiric skit: Hollywood Goes

4-5—Song practise.

5-6—Dinner.

7-8—Waterfront performance: Dr. Fixemup.

9-10—Needle Workers Industrial Union Hall:
Free Thaelmann.

“Playing out in the street is a rich per-
formance for the actor,” they say, "“There
is a powerful reciprocity between actor and
audience. There is no barrier between us.
We're so close to each other that the feeling
of acting disappears. \We can’t pretend or
fake. We've got to give it all we've got.”

As we go to press the Shock Troupe is
taking an active part in the Communist
Party electjon campaign, in addition to their
regular concentration work on the docks.

The Shock Troupe is making thealre a
sharper weapon!

Workers
|48I|Q Theatre

presents
Fri., Nov. 2nd: *“MOTHER”

and BROWDER-HATHAWAY Talkie

Fri., Nov. 16th: “END OF
ST. PETERSBURG”

Fri.,, Nov. 30th: “SNIPER”

and BROWDER-HATHAWAY Tslkie

at OFFICE WORKERS’ UNION
Admission 25¢ 114 W, 14¢ch St

Thocfro Unlon’s

THEATRE
BALL

Dance to Andrade’s Orchestra at Webster Hall

c-.hmnln—hnd-'c-inthmtmmhw
the stars of 14¢h Sc. and stars fvom' B'way. Dance from 10 AM. te 3 P.M. Benefit Theatre Uniea.

TICKETS $1.00 IN ADVANCE . . . $1.50 AT DOOR

mmh\nbuluoﬁqamnmmm14csa.ud¢chu-.,vmu-9-um
Drama Bétkshop, 48 W. 52nd St.; Werkers Bockshep, 58 E. 15th St.; Rand Bosk Seere, 7 K. 13th
$¢.; Gotham Beok Mart, 51 W. 47¢th $¢t.; Columbia University Besk 2960 Broadway; Wash-
iuunlqsnnlakiq.ﬂ'ld&u;mmn'.l&&.;l-ym'h“
122 West 13th Sti, Wobster Hall, 119 East 11th' Sereee.

. B

What's doing in the  Revolutionary Arts?
You can find out Friday, November 9tb

® PAUL PETERS on the DRAMA!

® ALFRED HAYES on POETRY!

® EDNA OCKO on the DANCE!

® ASHLEY PETTIS on MUSIC!

® DAVID PLATT on THE CINEMA!

NEW SCHOOL for SOCIAL RESEARCH, 66 W. 12th St,

NATIONAL COMMITTEE FOR DEFENSE
OF POLITICAL PRISONERS, 156 5th Ave.

Rescrve seats at

New REPERTORY of the League
of Workers Theatres

Daughter—Peter Martin

509, Discount to L.O.W.T. Members {except

full 1 h plays) Court's Witness—Albert M. Block R
% oo full length piays). Step, Workers Thaatre, Pittsburgh .20
Subscription Service—12 plays yearly— Black Is Only I.Cnln—Peln Martin 40
to Members, $1.50; to Non-Members, $2.50 They Had NO Finesse—FHenry Lebensold 30
Special Rates in quantities for bookstores and Plays om tbe Russiam Sceme
. . Hollywood Goes Red—Jeck Shapiro .30
organizacions. Py A Letter from the Village—Olge Shapiro 40
i Full Length Plays / Puppet Plays
Precedent—I. J. Golden .50 *Hot Pastrami—Orcer Sanl 40
Marion Models—Olga Shapiro .50 . . Bl 0
New York to Shanghsi—Friedrich Wolf—Ttans. *Mr. Mocgan’s Nightmare—Ben Blake :
by S. B. Dons 73 ® Can be used for the regular stage.
Short Plays on War and Fascis® ‘( Miscellancous Plays
Dimitrof—Katan and Smith . E The Greast Martiage—Oscer Saul and Will Lee .30
Death of Jehovah—Semuel Rosen 40 John Hencock's Heirs—Paul Lipschiz 40
Who's Who in the Berlin Zoo—O{ge Shepiro .30 A Handbook of Recitations .60

Cuba Libre—Wdlter Anderson .40
Uncle Sam Wants You, Wockers Theatre, Pitsburgh .20

On Workers’ Lives—Unemployment—Relief

Pretty Bad in Chicago—Monologus for 8 Women .20

God’s in His Heaven—Phillip Stevenson (po dis-
count) .

Study Material

Training Series—Parts 1, 2, 3
Concentration Material for Workers' Theatres
Children's Thestze and Ast Seties—Part |
Repertory Bulletin of the LUR.T.

The Puppet Theatre—History and Technique

each

33

Order from League of Workers Theatres, 114 W, 14th St., N. Y.
Payment must accompany orders. Charges do not include postage
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Nov 10 ;
lcggnr on Hor-elnck
NOV. 24 ¢
® Ten Days
Old and New
*rickets 50c.

NEW SCHOOL

FOR SOCIAL RESEARCH

~ 66 West 12th St, N.Y.C.
'SATURDAY EVES.
Two showings: 7 and 9:30 p. m.

The League of
WORKERS THEATRES
anmounces a

SERVICE DEPT.
and Organizers to all Theatre Groups.
114 W. 14th ST. N.Y.C. CH. 2-9323

The Sotvwo Dept. issues Theutre Events every
lendar sad review of g work-
ors’ theatre productions; write ws for space.

CAUCASIAN RESTAURANT
“KAVKAZ""

332 East 14th Screet New York City

TOmpkins Square 6-9132  Most Excellent Shashliks
Banquets and Parties Ne Cover Charge

HERE'S YOUR

CHANCE!

LABOR DEFENDER
SUBSCRIPTION
CONTEST .

Everyone can win a prize.
Sub Cards.

2nd BROWN BOOK
For every 25 Yearly subs

HARLAN KE\N TUCKY
MINERS

The Dreiser Investigation
For every 10 subs

COMPLETE LIBRARY OF
L. L. D. PAMPHLETS
For every 5 subs

Generous Commission, 209,
Sub rates $1.00 a year; 50c half year
Special Rates te 1.L.D. Members, $0c a year

80 E. 11th Street, New York City
S

&
THREE SONGS ABOUT LENIN

(Continued frem page 10)
- Accordion ho'ds its own alongside Shame
and Patriots. This is a real accomplishment
since it is a first film and its director, Sav-
chenko, is 23 years old! The youthful qual-
ity that permeates the film is responsible for
its strength and weakness. Its weak points
are relatively unimportant because the film
shows a fresh approach and establishes a
new kind of Soviet film. i

This is the first film made in the U.S.S.R.
to be built upon an extremely simple plot,
deve'oped by music as a plot element, rather
than as a background. Of course the classic
model for this gemre is Sous les tois de
Paris which the director has obviously seen.
He has not made the mistake of transfer-
ring method, subject, and plot wholesale
from Paris to Moscow. Savchenko has
taken a plot which is truly Soviet, even
though it is much too fragile for a full-
length film. There is no attempt to inflate
the importance of the material beyond its
normal dimensions. The result is gay, fresh;
and the audience enjoys it.

Besides being a gay film, Accordian bears
witness to the wisdom of admitting jhun-
dreds of young workers into the Soviet i'm
industry ; bringing with them the healthy
ideology of the Komsomol, of the factory
and collective farm.

By J. L.

HOLLYWOOD SEES PINK
(Continued from page 15)

At least in Heroes for Sale, Mr. Barthel-
mess didn’t arrange a happy ending by sug-
gesting an equally amiable solution of the
matter of the unemployed ex-soldier, but
he did substitute a sort of mystical vague-
ness at the conclusion of the film that was
similarly stultifying. Then, in the film ver-
sion of Washington Merry-Go-Round, we
were informed, after a good deal of pene-
trating criticism of reform via Congress,
that a fasefst body of ex-soldiers could shoot
a few lobbyists and reform everything im-
mediately. Of course, too, the films have
played vaguely with fascism in Gabriel Over
the White House and DeMille’s This Day-
and Age, but they did so ‘vith even less con-
viction than they displayed in “defending”
the revolution in British Agent.

[To the editors of NEw THEATRE it seems that
Richard Watts seriously underestimates the propa-
ganda of Hollywood’s commodities. However un-
conscious they may be in their pre-fascist interpre-
tations of both revolutionary and bourgeois subjects,
the objective effect of their direction points clearly
and directly toward fascism as even a superficial
glance at the films Watts mentions will indicate.
“Victorian liberalism” is much too mild a term to
apply to the producers of Gabriel Over the Whits
House, Washington Merry-Go-Round, No Greater
Glory, etc., producers who are so closely meshed
with that arch-diocex of finance capital, the Chase
Natioual Bank. Columbia’s publicity announcement
that it has in production “an anti-red yam, propa-
ganda, so to speak, against communists,” should
dispel the notion that the “idiot movie producers”
don’t know what it is all about when it comes to
defending their class.]

When potronising out advertisers, please mention New Trmarnn
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| Anoiher step

FORWARD
in the
progress of
WORKERS
BOOK

SHOP

outstanding
lectures

Seymour Waldman oa “Foreiga Pol-
of the Roosevelt Administration,” Fridsy,
8:15 P.M., Irving Plaza Hall, 15th Street sad
Irving Place, N. Y. C., November 16th, and

M. J Olgm on “Stalin on Trotzkyism”;
Al der Trachtenberg, chairman, st the
Workers School, 35 E. 12th St., N. Y. C,
2%c. (Free with purchase of $1 worth of
Sun. eve., 8:15, Dec. 9th. Sests in advance 23¢
(free with purchase of $1 worch of liceratare)

Overstocked
CASH SALE

Save 20%, to 70%, Now

From 1st to the 2nd 3-Year-Plan—Stalin
($1.50) now $.69
Molly Maguires—Bimba ($1) now $.49
S. S. Utabh—Pell ($.73) now $.39
Storm Over the Ruhr ($.73) now $.39
Azure Citise—Soviet Stories ($1.350) now $.49
Barricades in Berlin ($.75) now §.39
Are the Jews a Race? ($2.50) now $1.1%

Joim Our Circulating Libraries at
50 East 13th Street, New York City
369 Sutter Avenue, Brooklyn, N. Y.
25 Chauncey Street, Brooklyn, N. Y.
699 Prospect Avenue, Broax, N. Y.

New Hours

Now open daily 9:30 AM. till 10:30 P.M.
Tuesday till 9 P.M.; Sat. ¢ill 6:30 P.M.

Write for Catalogue Tel. AL. 4-695%)




GREAT THEATRE EVENTS
Put These'on Your List.

sun. Nov. s NEW THEATRE NIGHT

SOPHIA DELZA in Thres New Dances
BUNIN’S PUPPETS in a New Program
CHALK TALK by “del”

PIERRE DE GEYTER QUARTETTE

THE RED DANCERS in “SELLOUT”

THE ITALIAN WORKERS CHORUS

SYLVIA REGAN IN “MR. GOD IS NOT IN.”
ALFRED KREYMBORG, Master of Ceremonies

CIVIC REPERTORY THEATRE — TICKETS 25c. to 9%
at Workers Bookshop, 50 East 13th St.; Gotham Book Mart, 51 West 47th Street;
New Mssses, 31 East 27th St.; New Theatre, 114 West 14th St.

SUN., NOV.11th  FjLM SHOWING “SHERIFFED"

® MARINE STRIKE NEWSREEL. @ Chaplin Comedy

Tickets 25¢c at the door. Continuous performance 2:30-11:00 P.M.
at Film and Photo League, 12 Esast 17th St.

SUN.,NOV.25th REVOLUTIONARYSOLODANCES

By Five Members of the Workers’ Dance League

Jane Dudley — Anna Sokolow — Edith Segal
Nadia Chilkovsky — Miriam Blecher

Tickets 25¢c to 99c—same places as New Theatre Nigh’t tickets
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This Amazing America’s Reading
BOOK with  Revolutionary
for only 50c¢ Magazine -

\GIESED | NEW MASSES

J OHN L. SPIVAK’S series on “Plotting America’s Pogroms,” now
appearing in NEW MASSES, is a vital revelation of anti-Semitic
propaganda in the United States. Piercing editorials, cartoons by
Burck, Limbagh, Gardner Rea; contributions on the political, eco-
nomic and literary scene by Harold Ward, John Strachey, Gran-
ville Hicks, Robert Forsythe, and many others, appear regularly.

CHINA'’S RED ARMY MARCHES
By AGNES SMEDLEY

THIS book is called "“a new ‘Ten Days That Shook the World,’
but perhaps a more substantial one” by Conrad Komorowski. It
depicts “‘the sacrifices, the heroism, the successes, and the historical
importance of the Chinese Red Army.”

Only available for this low price with a year's sub-
scription to NEW MASSES st regular price of 33.50
(total with book, $4). The book will be sent postpaid.

NEW MASSES, 31 East 27th Street, New York City

When patronuing our advertisers, please mention New Treatas

"
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JOSEPH [FREEMAN

-, “NEW THEATRE is mﬁuu, gmlu, and important
—yumphmgnm;dtnleinthelmddmgofde
revolutionary thutre n? and supplying at the same

time valuable criticism thbaurgm theatre, film, -
and dance. . . . Iamg towriuforyou."

HARRY HANSEN
sqys

“If we want to keep abreast of the hvmg theatre, we

cannot ignore NEW ‘I'H%ATRE—-:: is virile and chal-
lenging.”

MICHAEI. GOLD
| | says

*I find that I have fallen in love with thé theatre . . .
with a clear-eyed, brave, Bhusky, beautiful and some-

times naive young darling who appears at every strike
and demonstration—who hasn’t a miserable drop of
tainted blood in her body—who laughs, starves, fights,
works hard and dreams nobly . . . yes, I mein our
Workers’ Theatre. And, now, our theatre has this fine
magazine to speed and direct its growth.”

ROBERT GARLAND
says

“NEW THEATRE is robust and red, of considerable
concern to every theatre-goer.”

VIRGIL GEDDES
s@ys
“Congratulations on your rapnd development into Amer-

ica’s leading theatre magatmc I am writing my friends
to subscribe.”

SUBSCRIBE
NOW!

51 N ks of New T

] BRINGS YOU i2 iSSUES of NEW

The most talen.ed artists in the workers’ If you want to be up-to-the-minute on the
theatre, dance and film write regularly for world of the theatre arts, this revolutionary
NEW THEATRE. magazine is a necessity.

MAIL $1.00 To NEW THEATRE, 114 WEST 14th STREET, NEW YORK
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