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EXTILES, the genera name applied to
the products of the weaver, the derivation
of the word being from L. texere, to
weave. For details see the articles under
the various fibre headings, such as wool,

) cotton, silk, flax, jute, artificial silk and
. cellulose. See also SPINNING, WEAVING,

CarpING, ComBING, FINISHING, DyE
ING, etc.

TEXTILES AND EMBROIDERIES. Inasmuch as "tex-
tile" is a general term for all woven fabrics, and "embroidery"
is the ornamentation thereof, it iswell, in treating the history and
development of the two subjects, to consider the two together.
The following sections are made: (1) Europe and the Near East;
(2) America; (3) India; (4) The Far East.

EURCPE AND THE NEAR EAST

Weaving was one of the earliest crafts, if not actually the earli-
est, practised by primitive mankind. Whether its invention goes
back to a time when men were still nomads we cannot say; but
at the stage of human development when lake-dwellings were
erected threads were already woven into fabrics. Implements for
preparing the threads, and fragments of the fabrics themselves,
have been found on such sites. There is nothing to show that
these stuffs were enriched with a pattern. The first attempts in
that direction were probably made by the application of pigments
or some sort of simple embroidery.

The East is the natural home of patterned fabrics. The Chinese
were the first cultivators of the silkworm for the textile threads
it provides. Recent excavations have shown that the valley of the
Indus is the native home of the variety o the cotton plant still
cultivated for weaving purposes. To the valey o the Nile
has long been attributed the origin of linen weaving. To one of
these regions we should naturally look for the first patterned
stuffs.

Egyptand the Crimes.-Theearliest known to exist are some
linen stuffs from Egypt of the I jth century z.c. (see TAPESTRY).
I'n them pattern-weaving has already reached a highly developed
stage, and far earlier examples may only await the spade of the
excavator. For the thousand years which follow we again have
nothing in the way of patterned stuffs. The next in chronological
sequence come from the graves of Greek colonists in the Crimea,
and are now in the Hermitage museum at Leningrad. They are
mostly of wool, with woven, painted or embroidered ornamenta-

tion. The patterns include figures on horse-back, warriors, god-
desses, chariots, animals, birds, vines, flowers, anthemion
ornament, scrolls, diapers and stripes. A few fragments are of
linen; there is one silk stuff of uncertain age, and some of the
embroidery is in gold thread. For the most part the graves are
of the 4th and 3rd centuries B.c., but some are earlier and others
later. Stuffs of late Graeco-Roman times from the burying-
grounds o Egypt share the common features of Graeco-Roman
art then spread around the shores of the Mediterranean. Linen
isthe principal material, but coloured woollen threads, particularly
in purple, are generally used for the ornamentation, and as time
passes the whole fabric is sometimes o wool.

For early Christian textiles we are still dependent upon Egypt.
The Cross, plain or jewelled, and sometimes of the looped form
borrowed from an Egyptian hieroglyph, first appearsin the zrd or
4th century, to be followed by Alpha and Omega, the dove and
other emblems. A little later, subjects from the Gospels and the
Old Testament are found. By this time two significant changes
have come about. Embroidery tends to replace woven ornament,
and silk becomes a common material.

Persia and Syria. — Persia, the land whence came the first silk
threads used in the West, now claims attention. From the begin-
ning Persia held the monopoly of the import trade in raw silk
from China, and thisit long kept, in spite of efforts made to evade
it by exploring a northern route round the upper shores of the
Caspian and a southern one by sea. The earliest known Persian
textiles belong to the time of the Sassanian kings, who ruled from
A.D. 211 until the Mohammedan conquest towards the middle of
the 7th century. No silk fabrics of that time are now known to
exist in Persia, but their nature may be learned from contempo-
rary rock-cut reliefs, representing the royal exploits and amuse-
ments. Textile-patterns shown in thesb are so characteristic,
and so faithfully rendered, that with their aid a number of silk
stuffs from various sources may be identified. Chief among them
isa green silk with a dragon of peculiar design evidently derived
from the art of ancient Babylonia and Assyria. It is identical
with that on the robe of the Sassanian king Chosroes II. in rock-
cut reliefs at Tak-i-Bostan near Kirmanshah. The same relief
identifies as Sassanian a silk stuff with cocks in roundels, found
in the Cappella Sancta Sanctorum in Rome in 1g9o5. Other stuffs
of this group are in the cathedral treasury at Sens in France, in
the treasuries of Sion and Saint Maurice d’Agaune in Switzerland,
and at Aachen in Germany. Fragments have also been found in
the buried sites of the Gobi desert region in Central Asia.
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A few other silk stuffs of the period are more obviously imbued
with the spirit of Greece and Rome, and these may have been
woven in Syria. The chief among them, with a pattern of Nereids
riding on sea-monsters, isin the church of Notre-Dame de Vabre
at Sion in Switzerland. Another remarkable example, with a
leopard attacking a bowman, isin the treasury of Sens cathedral.

One dof the finest of al existing early silk stuffs has a pattern
of large circles with representations of the Annunciation and the
Nativity (Plate V., fig. 3). It was found in the Cappella Sancta
Sanctorum in Rome, and it is now in the Vatican museum. An-
other fragmentary silk of great interest, at Sens, represents the
story of the patriarch Joseph. A few silk stuffs with Christian
subjects have been found in Egypt, as well as a far larger number
o Persian origin. Among the latter, those with bowmen on
horseback shooting arrows behind them are typically Persian.

Sassanian' influence persisted long after Persia had been over-
run by the Mohammedans. It isvery plainly seen in two remark-
able silk stuffs which were carried to Germany in early mediaeval
times. Oneis in the church of St. Ursula at Cologne. It shows
a Sassanian king riding on a griffin and slaying a mythical beast.
I'n the other, found in the neighbourhood of Tréves, a Sassanian
king holds aloft a lion cub which he has snatched from a lioness.
This exploit is told of Bahram Gor. The silk is now in the Berlin
museum. The most remarkable Persian silk weaving of these
times was found in the year 1920 in the church at Saint Josse-
sur-Mer near Boulogne, whence it was transferred to the Louvre
(Plate VIII., fig. 1). It has a large design of elephants, and a
string of Bactrian camels for a border. An inscription in Arabic
characters indicates the province of Khurisin as the place of
origin, and approximately the year A.D. 960 as the date.

Byzantines.— Very little silk weaving (g.v.) was done in
Europe before the secret of silk-cultivation was learned. Both
Aristotle the Greek in the 4th century B.c., and Pliny the Roman
in the 1st century A.D., give an account of the silkworm. Aristotle
seems to have gained some knowledge from the soldiers of Alex-
ander the Great, and apparently he had heard of wild silk, but
neither he nor Pliny knew much about the matter. Heliogabalus
(A.D. 218-222) is said to have been the first emperor to wear a
robe entirely of silk, and Aurelian (270-275) declined to alow
his wife a silk mantle because o its high cost.

Silk-weaving was already carried on at Constantinople in the
4th century, but the industry cannot have been of much impor-
tance until the eggs of the silkworm were surreptitiously brought
over by Persian monks from Chinain the reign of Justinian (527-
565), as Procopius relates, and the long-guarded secret of the
Chinese was exposed.

Constantinople was situated at the junction of two continents,
and as it was the entrepét of the trade between Europe and Asia,
the influence of the East was paramount there. The emperors
maintained their own weaving school in the capital, and some o
the stuffs were intended solely for the use of the emperor and
the court. We learn a little about this from Liutprand, bishop of
Cremona, Who went to Constantinople in the year 968. H e bought
some silk stuffs there for Otto I., but five purple stuffs were con-
fiscated by the officersof the customs, on the plea that they were
only to be worn by the Byzantines. The bishop protests that he
had seen as good stuffsin the West, brought by the merchants of
Venice and Amalfi, and he asks why he, a bishop and an emperor's
ambassador, should be treated as no better than a Venetian mer-
chant

Three very remarkable Byzantine silk weavings are of such his-
torical importance that a brief description of them must be given.
Thefirst was found in the shrine of St. Annein the abbey church
of Siegburg. Two lions in profile advance towards one another.
Between them is a Greek inscription to the following effect:
"Under Romanus and Christophorus, our most Christian rulers.”
These two emperors ruled jointly at Constantinople from 921 to
g31. The two lions with the intervening inscription cover a length
of about fivefeet. Perhaps it was a stuff of this kind which formed
the subject of Liutprand's complaint. The second silk is similar,
but the inscription refers to Constantine and Basil, whose joint
rule lasted from 976 to 1025. |t was found in a church in the
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Lower Rhine district, and pieces are néw in the Berlin, Diisseldorf
and Crefeld museums.

The third fabric was placed over the body of the Emperor
Charlemagne in his shrine at Aachen. It has a pattern of large
circles, each enclosing an elephant, strongly conventionalized and
bearing rich jewelled trappings. Along the bottom there is an
abbreviated inscription giving the names of certain officials. This
stuff is later than the time of Charlemagne; it probably belongs
to theend of the zoth century. For boldness of design and general
splendour these three silk faBrics, woven on the imperial looms of
Constantinoplein the 1oth century, are among the chief mediaeval
stuffs we now possess. Weavings of this character probably came
to an end with the sack of Constantinople by the Latinsin 1z04.

Sicily and Spain.— It is remarkable that Mohammedan tex-
tile art flourished nowhere asit did on European soil, and partly
under rulers who were the enemies of Islam. The first Arabic
incursions into Sicily took place in the 7th century, and during
the course of the gth century the island fell definitely under Mo-
hammedan rule. Silk and gold stuffs were woven in Sicily in the
roth century, but they cannot be distinguished from those woven
in other Mohammedan lands. In the year 1060 the Normans
arrived in the island, and the Mohammedans were finally sub-
jugated. Weaving went on very much as before, though with
greater magnificence and luxury, if we may judge from the two
imperial robes produced at Palermo in the years 1134 and 1181
(described later). The lining of the great mantle is woven in
silk and gold thread with figures representing the Temptation in
the Garden of Eden, trees, birds, interlacing bands and Arabic let-
tering. A similar stuff, with horsemen, animals, birds and serpents
isin the tomb of Roger, Norman ruler of Sicily (z072~1111), at
Palermo. A brocade in pink silk, with a small pattern of gazelles,
birds and trees in gold, formed part of the robe in which the
emperor Henry VI. (d. 1197) was buried at Palermo; there is a
fragment of this stuff in the British Museum.

The other great centre of Mohammedan weaving in Europe is
Spain. There the Arabs landed in the year 711, and within seven
years they were masters of the whole peninsula except the north-
west. By the gth century the weaving of silk fabrics was estab-
lished in Andalusia A remarkable woven fabric, known as the
"veil of Hishim,” bears the name of Hishim Il., khalif of Cér-
doba from 996 to 1021. The material is a thin gauze, and thein-
scription borders a stripe of ornament woven in silk and gold
thread, similar to the contemporary weavings of Egypt. In the
12th and 13th centuries some remarkablesilk and gold fabrics were
woven, with pairs of animals or birds, often in circles. Before the
end of the 14th century the peculiar type of arabesque ornament,
relieved by bold lettering, associated particularly with the decora-
tion of the Alhambra at Granada, began to be seen in silk fabrics.
The colours are bright — red, yellow and blue predominating. Upon
the final subjugation of the Moors at the end of the 15th century,
and the re-entry of the whole peninsulainto Christendom, the skill
of the Mohammedan weavers was still employed for producing
stuffs“oeuvrés a la moresque,” but the influence of Italian design
grew as the 16th century advanced. With the rise of the textile
industry at Lyons French influence began to be felt.

Italy and France.— The great textile industry of Italy, though
much influenced by oriental art, followed a more independent
course than that of Spain. The soil and climate were favourable
to the growth of the silkworm, and Italy became the chief centre
d that industry in Europe. Looms were set up for weaving the
thread into fabrics. As early as the 12th and 13th centuries silk
weaving industries were found in the great cities of the north,
such as Florence, Venice or Genoa. In the south they grew
up as the political upheavals of Sicily led to the migration of
craftsmen to more peaceful industrial centres. In the r4th cen-
tury Lucca became famous throughout Europe for its woven stuffs.

Silk weaving was also carried on at Venice, Genoa, Vicenza,
Florence, Bologna, Milan, Turin, Siena, Naples, Catanzaro, etc.
In the second half of the 15th century Florence had a large num-
ber of factories, sending stuffs to Rome, Naples, Genoa, Catalonia,
Seville, Lyons, Avignon, Antwerp, Turkey and elsewhere. In the
18th century stuffs were still sent to Holland, Germany, Turkey,
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BY COURTESY OF YAMANAKA AND COMPANY

WOVEN BROCADE HANGING

A wall hanging of woven silk brocade attributed to the Ming Dynasty. This hang-
ing, woven entirely in one piece, is said to have come from Jehol, northern China
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PHOTOGRAPHS, (1) HERBERT G. PONTING F.R.P.S., (2) BURTON HOLMES FROM EWING GALLOWAY, (3) PUBLISHERS PHOTO SERVICE

EMBROIDERERS AT WORK

1 Japanese embroiderers at work in Kyoto, Jaran. Theseworkers show great
skill in rendering the pictorial effects favoured by their countrymen

2. Swiss embroiderers working on embroidery-frames outside a shop in embroidery characteristic 0
Lucerne, Switzerla Customers are thus enabled to see how the create many of the effects produced

. . . of .
3. Hungariar, needle woman d'?p{ﬁé'tn%oﬂntsr?/rnpllfeavy ?ﬁ;g%&ly cologr?g

is use




PLATE V TEXTILES AND EMBROIDERIES
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BY COURTESY OF (1) THE METROPOLITAN MUSEUM OF ART, NEW YORK, (2) H. A. ELSBERG, (3) BIBLIOTHECA APOSTOLICA VATICANA, ROME

EUROPEAN AND NEAR EASTERN SILKS AND VELVETS

1. Italian velvet brocade of the 16th century; red ground with design in 3. "The Annunciation™: 6th century; one of the finest early woven silk
gold thread stuffs; found in the Cappella Sancta Sanctorum, Rome, 1903, now
2, “Le Char du Soleil”; French brocade made at Lyons about 1760, the in the Vatican

design as reproduced is one-third actual size
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Barbary and South America. The Venetians, too, carried their
operations far afield. It was claimed for them that they studied
to suit the colours and quality of their fabrics to the markets for
which they were destined, both in Italy, and "al over the world."

The foundation o the silk-weaving industry in France in the
16th century, and its subsequent enormous development, chal-
lenged the Italian monopoly. Italian weavers were attracted to
France. At Toursthere were numbers of Genoese, and in the early
days of theindustry at Lyons there were many Genoese and Flo-
rentines. Weaving was also carried onin other French towns, but
during the 17th century the highly organized industry at Lyons
gradually grew until it outstripped the Italians and reached that
eminence which it has since maintained throughout Europe.

Great Britain.— For many centuries Great Britain was pro-
vided with the silks it needed from abroad. Henry V1., when he
desired to give some vestments to Westminster Abbey, had
specially woven for him at Florence at great cost some mag-
nificent fabrics of red velvet and cloth of gold with a pattern of
roses and portcullises. One of these vestmentsis still preserved at
Stoneyhurst college (Plate VII1., fig. 3).

In the r6th century much silk was worn in England, but very
little was woven, and Italy was still the chief source of supply.
I'n the following century, in a speech from the throne James |.
urged mulberry-planting for rearing the silkworm. It was tried,
and foreign weavers were brought in. Silk culture did not pros-
per, on account of the late spring, but weaving went on, and there
were already large numbers employed when the revocation of the
edict of Nantes brought in many thousands more refugees con-
nected with the silk industry. Voltaire, who spent some years
in England a generation later, speaks of an entire suburb of Lon-
don (i.e., Spitalfields) peopled with French manufacturers of silk.
Others settled in Soho, Long Acre or Seven Dials. Weaving in-
dustries also grew up at Canterbury, Norwich, Sandwich and other
provincial towns. It was claimed that the Canterbury stuffs
equalled any foreign silk.

During the 18th century the brocades of Spitalfields followed
pretty closely the work of Lyons, and it is not always possible to
distinguish between the two. Although gold and silver thread were
made in the parish of St. Giles, Cripplegate, metal threads were
not so freely used by the Spitalfields weavers, and patterns tended
to be a little simpler. The industry has now left Spitalfields, and
subsequent work in East Anglia, though shrunken in output, still
maintains the same high standard of craftsmanship and materials.

Persia and Turkey.— When Persia emerged again from alien
rule early in the 16th century under the Safidian dynasty, a new
era for the arts wasinaugurated. The Shahs had their own estab-
lishments of craftsmen with a director-general, and overseers for
the separate crafts. Some followed the movements of the court,
others were settled on the royal estates and in convenient centres.
The best materials were supplied, and there was no stint o labour
or expense. Under such conditions, some of the most remarkable
stuffs ever woven were done in Persia. The most sumptuous
velvets, with human figures, birds and trees, often on a gold
ground, were made (Plate X1V, fig. z). Brocades represented
historical scenes, figures, landscapes, animals, birds and flowers.
The floral patterns of Persian stuffs are unsurpassed anywhere in
the world. During the 18th century and subsequently, foreign
intercourse has led in some degree to the adaptation of European
patterns.

What is geographically classified as “Turkish” art is not the
indigenous art of the once nomad Turkish tribes who ultimately
overran Asia Minor and south-eastern Europe and there estab-
lished a heterogeneous empire. It is the art of the conquered
races under Turkish rule. Nevertheless there does gradually
emerge, in those lands a unified art, largely under Persian influence,
but not altogether unaffected by the relations of the Ottoman
Porte with Italy (particularly with Venice) in the 16th and subse-
quent centuries. A brocade in the Lyons Museum, with a pattern
of pairs of lions within roundels, in gold thread on a red silk
ground, has an Arabic inscription giving the name of Kai Kubad,
the Seljuk Turk, sultan of Iconium (Ronieh) in Asia Minor in the
early years of the 14th century

EMBROIDERIES

This important stuff shows some &ffinities with Byzantine art.
In the 16th century velvet brocades recaling the contemporary
lobed or " Gothic™ patterns of Italy but with a strong oriental bias,
were woven in Turkey both for home use and for export.

Embroidery. — Like all other crafts, embroidery had its origin
in the daily needs of humanity. The problem how to join two edges
d afabric together must have arisen very early, and even a seam,
& so many oriental embroideries show, may be treated decora-
tively. Once the needle was invented, whether a sharp fish-bone,
a thorn, a pointed stick, or a metal wire, the natural instinct to
pass the limits of mere utility and to indulge in decoration would
'make itself felt. A good deal of what has been said above about
‘woven patternsis applicable to embroideries. A few embroideries,
‘mostly in wool, though gold thread occurs as well, were among the
stuffs found in Greek graves in the Crimea (see above). One
in particular, of the 4th century s.c., shows an Amazon on horse-
back. In later Roman times embroidery was practised very much
inthesameway as it is today, as examples from Egypt show.

Perhaps the most sumptuous o all mediaeval embroideries is
the imperial mantle at Vienna. Itisof red silk, with alion spring-
ing upon a camel, worked in gold thread and silk and enriched with
pearls and gems. An Arabic inscription round the edge records
that it was made at Palermo in Sicily in the year 1134. The de-
sign probably has reference to the capture of the island from the
Arabs by the Normans, which had then recently taken place. The
imperial alb, also at Vienna, has a border o griffins in gold em-
broidery. An inscription in Latin and Arabic records that it was
made at Palermo in 1181,

England was renowned for its embroidery (" opus anglicanum™)
in mediaeval times, and a number of remarkable English vest-
ments are still preserved in England and on the Continent. Emi-~
broideries of Elizabethan times show much beauty in design (see
Dress). A strong oriental bias, due to trade with the East, is
found in the r7th century. The great flowering trees worked in
wools are copied from Indian designs. The 18th century main-
tained the standard of earlier times, and much has been done of
late years to encourage this beautiful craft.

French mediaeval embroidery has much of the sweetness and
grace that we should expect to find. Later work has reflected the
various influences which have moulded French art. Early Spanish
work has Mohammedan characteristics. |n later times, embroidery
in the peninsula runs parallel with the Italian, but thereis a tend-
ency towards greater elaboration and brighter colours. The
influence of Italy became widespread through its pattern-books
for embroidery and lace-work, copies of which were carried to
other countries and sometimes reproduced. In the Netherlands
the work of the great schools of painting which arose in the 15th
century is reflected in embroidery. The embroidery of Germany
and Scandinavia is largely domestic in character. In the islands
o the Aegean, peasant embroidery has reached a stage of develop-
ment hardly matched on the continent of Europe. The em-
broideries are mostly in silk upon linen, for dress and domestic
use. Different islands have their own distinctive patterns.

In Turkey and Persia embroideries have followed a parallel
course to woven fabrics, and similar motives are used. A great
deal of embroidery in silk and metal threads upon linen scarves
and towels was done in Turkey during the zgth century. Much
white-work has been done in Persia.

BisriocraPEY.—Victoria and Albert Museum catalogues; 1. Errera,
Catalogue d’Etoffes (1907 etc.); R. CoX, L'art de décorer les tissus
(1900); M. Dreger, Kunstlerische Entwicklung der Weberei (1913) ; O.
von Falke, Kunstgeschichte der Weberei (1g13); J. LessIing, Gewebe-
sammlung (1goo—og); A Book of Old Embroidery (1gz1); L. de
Farcy, La Broderie du XIe Siécle jusqw’a nos jours (ANQErs, 18go; Sup-
plement 1900) ; Spanish Art, Burlington MagazmeMonog(rgphF(IIgz)y).

AMERICA

The textiles madein America during the colonial period were of
a simple and domestic nature. They were the homely and unpre-
tentious fabrics of a people settled in a new country whose efforts
were turned towards utilitarian ends. |t was never the policy of
England to encourage textile manufacturing in America. The
colonies were looked upon as markets for English goods and royal
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governors were adjured to keep strict watch over attempts to es
tablish rival colonial manufactures. Efforts were made, neverthe-
less, from time to time, often in response to repressive govern-
mental measures; serge, for example, was manufactured as early
as 1705. But al these materials, whether domestic, or professional
in their origins, continued to follow plain and serviceable lines.
Under such circumstances, the ornamentation of textiles could be
only of the simplest. |t would be limited to the designs woven
into linens or the bright colours or patterns utilized for woollen
weaves.

The production of silk in the colonies was a cherished English
project. It was designed to provide England with raw materials
hitherto imported at great cost from abroad. Attempts were made,
therefore, both in the north and the south, and in Georgia particu-
larly, unceasing efforts were put forth during the greater part of
the 18th century toward the production of silk. The enterprise
never succeeded in gaining any great degree of success but it led
in the century following to the establishment of the silk weaving
industry in America.

Embroidery was the medium that supplied the decorative ele-
ment lacking in textiles and with materials often of local manufac-
ture, the American needlewoman worked patterns that followed
the familiar lines of English models. Crewel embroidery, with its
designs drawn from India cottons, was a favourite and its bright
coloured floral motives lent a pleasant note of colour to the co-
lonial interior. Turkey work, which simulated oriental carpet de-
signs by knotting wool threads into canvas, was another accom-
plishment, and it was made from the middle of the 17th century,
generally for furniture covering. The sampler also was an occu-
pation in Americaas in England, of the young. Another prototype
was the embroidered picture worked in wool on canvas. A notable
and delightful example and one relating to the American sceneis a
series based on the design of a lady fishing and scenes on Boston
Common. Needlework also was taught as a polite accomplishment.
Advertisements may be found in 18th century newspapers of in-
structors in crewelwork, feather work, Dresden work, samplers,
sprigging of muslin, shaded silks and worsteds on holland and
canvas showing how great was the variety of needlework that was
made in America at that time.

Bisriocraruy.~—]J. Leander Bishop, A History of American M anu-
factures (= vols., 1861); Geosr?ia, Colonial Records of, 1732~1805,
vols. 1- 26; Perry Walton, The Story of Textiles (1912) ; William Bab-
cock Weeden, An Economic and Social History of New England
(18g0) ; New York Historical Society, Tkhe Arts and Craftsin New
Yor?< 1726-1776; Francis Little, Early American Textiles (D. Appleton-
Century Cos. (F. L)
INDIA

Indian textiles have been famous from remote ages. Cotton was
known to the Babylonians as sindhu, to the Greeks as sindon, and
the natural inference as to its origin has been lately confirmed by
the discovery at Mohenjo Daro, in the Sindh valley, of true cotton
(Gossypium) fabric dating from the 3rd millennium Bc. It was
not until the 13th century that the plant was introduced into
southern Europe. Imitations of Indian cotton were first made in
Manchester in the 17th century, but the imported material held
its ground. Numerous English names o cotton fabrics are of
Indian origin: calico from Calicut, cramoisy from the kermes
insect, chintz from Hindi chint, cita, meaning spotted or varie-
gated, bandana from bandhnd, the process of tie-dyeing, shawl
from Hindi Sdid. From the most ancient times plain and decorated
cottons of all sorts have been used in untailored lengths to form
the principal elements of wearing apparel — dhoti or lower piece,
dupatta or scarf, and pagri or turban, and the sdr: (draped robe)
or ghagrd (skirt) worn by women. Perhaps the most famous
weaves are those of Dacca, including both decorated fabrics of
some strength, and the filmy undyed muslins (malmal); the last
named may be woven of yarn sofine as to require 2som. o it to
weigh a pound. ,

Three varieties of silkworm are native in India (tasar, muga,
and eri), but it is not certain that the true mulberry silkworm
was ever cultivated there before itsintroduction by the East India
Company in the 17th century. Typical of present day production
are the brocaded silk gauzes of Benares.

EMBROIDERIES

Woollen shawls and blankets are commonly met with in the
Punjab; but the most famous woollen textiles of India are the
shawls (sdl@) and cloaks (chogd) of Kashmir. Kashmir shawls
should be carefully distinguished from the machine-made Scotch
imitations known as Paisley shawls.

The Kashmir work is of two kinds, woven (tili or kanikar) and
embroidered (amiikar) ; the wool used is the under fleece (paskhm)
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IMPRESSIONS OF 19TH CENTURY WOOD BLOCKS USED FOR STAMPING

EMBROIDERY DESIGN (LEFT) AND FOR COLOUR PRINTING (RIGHT)

o a goat. The work is produced by a collaboration of at least
four craftsmen, a designer, colour-designer, the man who plots
the weave, and the actual weaver. Whether woven or embroidered,
a Kashmir shawl is almost always made of many small pieces.
The Rampur chddar is a square shawl, cream coloured, without
ornament or with embroidery of the same colour.

Dyeing.—Coloured garments of wool and silk are often re-
ferred to in the epic period and in literature. Some elaborate tex-
tile designs appear in the early reliefs, others in Gupta sculpture
and the paintings of Ajanta, later on aso in the paintings of the
Gujarati and Rajput and Mughal schools. The most important
Indian dyes are indigo (nil), madder (Mafijisthd, “Manjeet’)
and chaya root. Synthetic dyes have now come into general use.

Indian dyes are applied in two ways, either to the warp and
woof threads to be afterwards woven into self-coloured, patterned,
or shot fabrics; or repeatedly to a finished textile, usually cotton,
whenever it is washed, or a change of colour is desired. The most
remarkable work of the latter kind may be studied in the elabor-
ate zigzag designs of the turbans of Kota and Alwar.

Block Printing and Painting. — These processes range in
complication from simple printing in black on white from wood
blocks, through combinations of block printing in many colours
combined with dye painting, to work entirely dye-painted by
hand, and with or without the use of a resist. The technique is
almost exclusively applied to cotton.

To give a very simple example of the process, a resist paste
of lime and gum, or oil and beeswax, may be printed from wood
blocks, the cloth is then dipped, and when the resist paste is sub-
sequently removed, a white pattern on a coloured ground remains.
The art has reached its highest developments in Rajputana and
Masulipatam. The most noteworthy productions of Masulipatam
and Kalahastri in the south are the well known palampores.

Tinsel Printing and Painting. — In the "wax cloth” tech-
nique o Peshawar a preparation (roghan) of oil just siff enough
to be drawn out into threads by the iron style which is used in
making the design, is applied to the ground, then gold, silver
powder or gold leaf is applied, and this naturally adheres only
to the roghan, which is often mixed with powdered lime.

The most exquisite and delicate tinsel printing is done in Raj-
putana, largely on fine muslins intended for paegris or turbans.
Here glue, gum, or lac is first printed from a wood block, and
then gold leaf pressed onto the surface.

The specid and highly developed technique of tie-dyeing (bazn-
dhng, cunari) is practised chiefly in Rajputana, Central India,
Gujarat, and in the island of Bali. In this technique, a design is
worked out, typically in spots, but also in squares or zigzags, by
an elaborate process of tying up small portions of the cotton or
silk fabric so tightly that the tied parts do not take up the
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BY COURTESY OF (2) QUILL JONES,
PHOTOGRAPHIQUES, PARIS

(3) THE RECTOR OF STONYHURST COLLEGE, (4) THE DIRECTOR OF THE VICTORIA AND ALBERT MUSEUM; PHOTOGRAPH, (1) COLLECTION ARCHIVES

EUROPEAN AND NEAR EASTERN TEXTILES

1 Fragment of silk, woven about A.D. 960, from Khurasan, Persia, with 3. Cope of red velvet and cloth of gold, with a pattern of roses and port-
representations of elephants; a string of camels in the border. This cuilises. One of a set of vestments woven at Florence for Westminster
remarkable silk fabric, found in 1920 in the church of St. Josse-sur- Abbey during the reign of Henry VIl. (1485-1509), it is now at
Mer near Boulogne, is now in the Louvre Stonyhurst College, England

2. Persian embroidery with characteristic designs of birds and floral 4. Detail of the border of an Egyptian linen hanging of the 4th or 5th

patterns century AD., with floral embroidery in wool



PLATE IX TEXTILES AND EMBROIDERIES

i

BY COURTESY OF THE DIRECTOR OF THE VICTORIA AND ALBERT MUSEUM

EMBROIDERED CHASUBLE

Early 16th century chasuble of dark blue velvet, orphreys and applied ornaments embroidered on linen with silver gilt
threads and coloured silks. 4'2" x 3'5". A chasuble is worn as the outer vestment of the celebrant at the Eucharist
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colour when the fabric is dipped. The process must be repeated
for every colour element in the design.

I'n the elaborate “Chiné” weaves (patoles and ikats) the charac-
teristic feature is that the warp or woof threads, and often both,
are individually and locally coloured by a tie-dyeing process be-
forethewarpislaid; the distribution of the colour on each thread
is carefully calculated, so that the pattern will appear when the
cloth is woven, without further manipulation. The term Chiné
(Italianalla Chinese) is French, the fabrics having reached Europe
from the East; but the technique is not Chinese. From the
sporadic distribution of the method it may be inferred that it IS
a very ancient one, and perhaps of Indian origin. |1t extends to
Turkey, and from Persia and Turkestan (Bokhara velvets and
dards silks) through India (Gujarat and the Dekkhan, but not in
Ceylon) to the Malay peninsula (Tringannu), Sumatra, Java,
Bali and Cambodia, and in a very simple form (kasuri) to Japan.
Best known are the patolas (silk saris worn at weddings) of
Gujardt (Cambay and Earoda) ; under this name, the material has
also been extensively exported to Java and Bali, where it is much
prized. Very fine and elaborate examples in which both warp and
woof threads are dyed reproduce animal and floral motifs, The
same technique is employed in the preparation of striped kha#ijori
mashrus, mixed silk and cotton fabrics used by Muslim women
and made in the Punjab, Benares and at Ayyampet in the Tan-
jore district, mainly for the Haidarabad market. The gorgeous
ikats of Sumatra are generally interwoven with gold thread. The
double ikats of Tenganan in Bali are of cotton, and are used as
coverings for temple offerings. Fine and large examples of cotton
ikats are made in many other islands of the archipelago, the gar-
ments and shrouds from Sumba being the best. 1n Cambodiavery
beautiful silk ikats, known as sampot hol, are still made by tra-
ditional methods under the supervision of the Direction des Arts
Cambodgiens at Phnom Pen.

Brocades.— These are textiles of silk in which the pattern is
distinct from and supplementary to the weft, and thrown on its
surface, small needle-like spools being thrust between the warp
threads wherever the design requires; the termisgeneraly used in
connection with silk fabrics, but the method of weaving flowered
muslins (jamdani), the decorated cottons (etiriti) of Ceylon, and
the kanikar type of Kashmir shawls is essentially the same. Silk
brocades may be of pure silk (anir«), or silk and cotton (%imru)
or interwoven with gold thread (kimkhwdb); these types pass
into each other by gradual transitions, and the kimkhwaib ranges
from types in which metal threads are very sparingly employed
to pure cloth of gold or silver. Of pure silk brocades none is more

beautiful than those of Surit, which have floral sprays all over

them and borders of conventional trees; the most exquisite of the
kimkhwabs are those of Benares (already famous for its textiles
before the Gupta period), Ahmadibad, and also Aurangibad.

The making of gold thread (kalgbatun) for use in weaving and
embroidery is still a flourishing industry, as much as 300,000 m.

per annum being produced in Delhi aone. This is a highly |

specialized craft. Silver gilt wireis first drawn through fine holes
in an iron plate until no thicker than a hair, then beaten flat on
an anvil, then twisted round a silk thread foundation.

Embroidery.--Only a very few of the most important types
of Indian embroidery can be discussed. Embroidered garments
and needles are mentioned already in Vedic texts, and although the
use of untailored draped material is characteristic of Hindu cul-
ture, tailored garments have been in use from a remote period.

The phiulkdris worn by Jat women of the Punjab and Rajputana
are well known in Europe; they are used as hangings. These are
executed in a darning stitch, done from the back, in white or
yellow silk on coarse red cotton, in diapers or floral designs cov-
ering the whole ground; in good examples the stitches are very
close and short, and the regularity of the design is secured by
careful counting. Another typeis carried out in cross stitch, with
effects like those of European samplers.

Exquisite work in chain stitch is characteristic of the Punjab,
Rajputana, and Kach. In one type, known as skishadar, and used
in embroideries for many purposes, small pieces of mirror glass,
manufactured at Karnak, are introduced into the design, and
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bound down by stitching round them. In the Punjiib, the em-
broidered floor coverings are especially admirable; in Jaipur,
hangings and shield cushions; in Kathiawar (Kach), the brilliantly
designed and coloured women's skirts and children's caps with the
long flap hanging down behind. Perhaps the finest of all chain
stitch embroidery is met with on the kamarbands of Murshidabad
or Azamganj in Bengal. Excellent examples in a bolder style are
to be found in the betel bags of Ceylon, where the elaborate
binding stitches are also of great interest.

The beautiful Zaside embroidery of Dacca in Bengal is donein
gold coloured muga silk in darn and satin stitch on muslins. Finer
and more elaborate is the ¢/kikan work of Lucknow, done in white
or cream cotton on muslin, often in combination with drawn
thread work. Here the design is usualy printed from a wood
block in a colour that can be easily washed out, and the blocks
used for this purpose should not be confused with those used for
cotton printing with permanent dyes. Some of the work is char-
acterized by the use of raised knots. The net embroidery, often
spoken of as drawn thread, is really produced entirely by the
needle, the strands of the fabric being pushed to one side by a
kind of buttonholing, without the drawing of any threads, which
isregarded as a slovenly imitation of the real process.

Heavy embroidery in raised gold thread is mainly applied to
elephant trappings, palankeen canopies, and the like; but much is
now made at Delhi in forms adapted to European requirements.
Appliqué work is found in Ceylon and Burma, quilting all over
northern India, gofferingin various places. (See also LACE; FaN;
WEAVING.)

Bisriograray.—W. Moorcroft and G. Trebeck. Travels in the
Himalayan Provinces of the Hindustan and the Punjab, vol. ii., ch. iii.
(1841) for Cashmere shawls; J. Taylor, Descriptive and Historical
Account o the Cotton Manufactures of Dacca (1851) ; J. Forbes Wat-
son, Textile Manufacturesand Costumes of the People of Zndéa ( 1866) ;
B. H. Baden Powell, Handbook of the Economic Products o the Pun-
jab (vol.i., Roorkee, 1868 ; vol. ii., Lahore, 1872) ; E. Thurston, Cotton
Fabric Industries of the Madras Presidency (z879) ; Sir G Birdwood,
Industrial Arts of India (1880); F. A. Stedl, “Pulkari Work in the
Punjab,” Journal of Indian Art and Industry, vol. ii.(1888); T. N.
Mukerji, Art Manufactures of India(1888) ; Saiyid Muhammad, Dyes
and Dyeing of fheUnited Provinces (1896); C. A. Silberrad, Cotion
Fabrics of the United Provinces (1898) ; A. Y usef Ali, Sk Fabrics of
the North-Western Provinces and Oudk (xgoo), Silk Fabrics of the
United Provinces (1g900) ; Sir G Watt, Indian Art at Delhi (1g904) ; A
K. Coomaraswamy, Mediaeval Sinhalese Art (1908), and Bibliog-
raphies o Indian Art, sec. 4 (1925); J. E. er and M. Pirngadie,
De inlandische Kunstnijverheid In Nederlandsch Indig (1912); J. C
Ray, "TextileIndustry in Ancient India," Journal of Bihar and Orissa
Research Soc., vol. iii. (z917) ; W. S. Hadaway, Cofton Painting and
Printing in the #Madras Presidency (Madras, 1917) ; G. P. Baker, Calico
Painting and Printing in the East Indies in the 17th and 18th Cexn-
turies (1921); G. Grogdlier, Recherches sur les Cambodgiens (1921) ;
articlesin the Journal of Indian Art and Industry, vols. I., ii., lii., vili.,
X., Xii., Xvi. (1887, €tc.). (A. K. C.; X)

THE FAR EAST

Woven Fabrics of China.— The origin of silk-weaving (see
WEavING) in Chinais lost in the region o myth and legend, and
nothing remains to show what the earliest stuffs were like. The
oldest Chinese patterned stuffsknown to exist were unearthed by
Sir Aurel Stein in the Lop desert, Chinese Turkestan, in 1914.
The site lay on the route opened out, by the Chinese for the silk
trade with western Asia in the and century B.c., and replaced by
an easier route in the 4th century Ap. The stuffs are attributed
to the 1st century B.c, during the Han dynasty, and they are un-
doubtedly influenced by earlier traditions. The patterns of
dragons, griffins, animals, birds, scrolls and diapers are archaic in

-form, though at the same time they have a remarkable resem-

blance to later work. The next Chinese dynasty especially
associated with the output of artistic wares is the T’ang (A.D.
618~g06). Considerable numbers of textiles attributed to this
period have been preserved. The Chinese were then in contact
with Persia both by land and sea, and this western intercourse is
reflected in the art of the time. It is conspicuously seen in a silk
banner said to have been used by the Japanese Prince Shotoku
(A.D. 572-623), and now removed from Nara (the old imperial
capital) to the Tokyo museum. The design is a typical Sassanian
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hunting-scene, with the king on horseback attacking a lion; the
manner of representation is, however, Chinese and Chinese char-
acters are introduced. Many other silk weavings of this epoch
are preserved in the royal treasure-house at Nara in Japan.

A characteristic type of Chinese weaving, done by the tapestry
method in fine silks and gold thread, and known as k’o-ssu, isfirst
met with under the T’ang dynasty. The specimens which have
been found in the Gobi desert region differ remarkably little from
those of modern times. The same very fine silk warpis used, and
the weft of bright coloured silk enhanced by the use of gold
thread. On the other hand there can be no reasonable doubt that
these examples woven more than a thousand years ago were the
heirs of a far greater antiquity — perhaps assignable in its origin
to the dim period when Chinese handicrafts first assumed a
civilized form. The patterns are less archaic than those o the
"Han" silks already mentioned, but they are similar in their scope
—including dragons, symbolic "lions,” phoenixes, and various
animals, birds and flowers.

Under the Yiian dynasty, founded by a Mongolian conqueror
about 1280, Marco Polo (besides other travellers from Europe)
found his way across the Asiatic continent to China. H e speaks
of the silk brocades woven in many parts of that country. Num-
bers of Chinesesilk and gold fabrics were brought to the West at
that time and under the Ming dynasty which followed in the 14th
century. Some are at Regensburg and Danzig and in other church
treasuries of Europe. Occasionally Arabic inscriptions areinwoven
into these stuffs showing that they were intended for the use of a
Mohammedan ruler of western Asia

With the arrival of the Portuguese at Cantonin 1517 a new era
begins for Chinese textiles. “Chinoiserie” soon came into vogue
in Europe, and the trading ships of Portugal, Spain, England,
France, Holland and other countries brought home vast quantities
of Chinese textiles often made specially for export. During this
time the weaving of fine silk fabrics, uninfluenced in design by
Western associations, went on as before. Dragons, phoenixes,
clouds, waves and symbolical ornaments were reproduced on of-
ficial garments, temple hangings and other stuffs. In China a
landscape or a figure subject becomes a " pattern” almost as nat-
urally as any other kind of ornamentation. Landscapes including
rocks, rivers, boats, buildings, trees and figures were rendered by
the tapestry-weaving process already described. A panel belonging
to a series representing a popular commemorative festival held
annually by the Chinese, is here reproduced (see Platelll., fig. 2).

Woven Fabricsof Japan.— Textile art in Japan owes a great
deal to the Chinese. The ancient royal treasure at Nara, aready
mentioned, contains some of the most remarkable early Chinese
stuffsin existence. The inference that Japan was then very largely
dependent upon the more ancient civilization of her neighbours
for the richer sort of textilesis confirmed on more general grounds.
In the early centuries of the Christian era large numbers of
Chinese weavers settled in Japan. They usualy worked under
Japanese control, and they became distributed throughout the
country.

In the year 1584 a Japanese embassy arrived in Europe, visiting
Pope Gregory XI11. in Rome, and King Philip II. in Spain. They
brought with them silk weavings as presents, receiving in return
velvets and brocades. From this time onwards European influence
may be discerned here and there in the textiles of Japan. But
before the 17th century waswell advanced, Japan closed her doors
entirely to the foreigner, until in 1858 the country was reopened
to European and American trade by Com. Perry, U.S. Navy.

Japanese textile-design displays an acute perception of natural

forms, seizing the salient features and transforming them with a-

light touch to the fabric. Ducks are shown floating on the rippling
water, irises growing in the stream, fowls with their chicks (Plate
X11., fig. 1), cranes on the wing; with these are landscape effects
—Ilakes and streams, clouds, pine trees, castles and bridges.
Symbolic ornaments and small diaper patterns are also common.
Different methods of ornamentation are frequently combined in
one fabric. A silk stuff may have a woven pattern helped out by
printing and completed with a few deft touches of embroidery.
(See LACE; INTERIOR DECORATION, JAPANESE; SCREEN : Screens
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of China and Japan.)

BisLiocrAPHY.—Victoria and Albert Museum, Catalogues; “Chinese
Art" Burter}%ten Magazine Monograph, 1925); A. Von le Coq,
Chotscho (1912) ; Sir A. Stein, Scrindia (1921). (A. F. K)

TEXTUAL CRITICISM, a general term given to the
skilled and methodical application of human judgment to the
settlement of texts. By a"text" is to be understood a document
written in a language known, more or less, to the inquirer, and
assumed to have a meaning which has been or can be ascertained.
Theaim of the"textual critic" may then be defined as the restora-
tion of the text, as far as possible, to its origina form, if by
"origina form™ we understand the form intended by its author.

Texts may be either autographs or they may be transmitted
texts; these, again, beingimmediate copiesof autographs or copies
of copiesto any degree.

Autographs (which may be taken to include whatever, though
not actually in the writing of its author, has been revised and
attested by him) are not exempt from the operations of textual
criticism. Editors of journals remove the slips of the pens of their
contributors; editors of books, nowadays usually in footnotes, the
similar lapses of their authors. With this branch of textual criti-
cism, however, modern scholarship is not largely concerned. Not
so with immediate copies. Textual criticism is called upon to
repair the mischief done to inscriptions (texts inscribed upon
stones) by weathering, maltreatment or the errors of the stone-
cutter. Any great collection, such as the Corpus of Latin inscrip-
tions, will show at once its activity and ability in this direction.

The chief field of textual criticism is elsewhere. The texts of
the older authors which have come down to us were written for
the most part not on stone but on papyrus, parchment or other
perishable material. Of these several copies had to be made, both
by way o prevention against the wear and tear of use and as a
means of satisfying the desire of other persons than the original
possessor to be acquainted with their contents. Had the copies
made of ancient writings been mechanical reproductions o the
originals, such as the photographic facsimiles of modern times,
there would have been little here for textual criticism to do. The
ancient texts have not come to usin this way, but through copies
made by the human hand directed more or less by the human
intelligence. Now a copy made thus can in no circumstances be
a quite exact rendering of that from which it is copied or its
exemplar. A copy, qua copy, can never bethe equal of the exem-
plar, and it may be muchitsinferior. This deterioration increases
with the number of successive copyings. Let us suppose that
from a text which we will call " A" a copy has been made which
we will call "B," and from this again a copy which we will call
"C." If the copyist of “B” goes wrong once and the copyist of
“C” twice in a hundred times, then, assuming that there is no
coincidence or cancelling of errors, the relative correctness of
the three texts, "A," "B," “C” will be 100 (absolute correctness),
99 and g7-02. If “C” had made his copy direct from "A," his
percentage would have been ¢8. The importance of this must be
borne in mind when we are dealing with transmitted texts, which
have passed through many stages of copying.

The first step towards restoration of a text is the examination
of the evidence upon which it is or is to be based. This begins
with the investigation of its transmitted form. For this we have
usually to rely upon manuscripts (mss.). By manuscripts (g.v.)
we understand copies of the text made before the art of printing
came into general use. These may be either extant or non-extant.
The evidence of extant manuscripts must be ascertained by colla-
tion. To collate a manuscript is to observe and record everything
init which may be of use towards determining what stood in the
source or the sources from which it is derived. A manuscript iS
not usually a clean or single piece of writing; it is commonly
found to contain alterations by erasure, addition or substitution.
Such alterations may be due to the writer or writers of the ms.,
caled the scribe or scribes, or to some other person or persons
(for there may be several) called correctors. The relative impor-
tance of these corrections may be very different. Hence we must
distinguish the different hands which have been at work on the
manuscript. Account must also be taken of the number of lines



TEXTILES AND EMBROIDERIES PLATE X

BY COURTESY OF THE METROPOLITAN MUSEUM OF ART, NEW YORK

PERSIAN EMBROIDERED HANGING OF THE 19TH CENTURY

Hanging for a niche. Field, olive brown; spandrels, white; broad border, dark blue; three narrow borders, red:
grounds, white and blue; all woven separately and sewed together. The decoration consists of many coloured
pieces of woollen cloth set into the ground, outlined and connected to form patterns by chain stitching in silk thread.
It is backed with printed cotton. Size: 75 in. x 50 in.
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BY COURTESY OF THE DIRECTOR OF THE VICTORIA AND ALBERT MUSEUM, LONDON

INDIAN PALAMPORE OR BED-COVER

Palampore of elaborate design with peacocks and various geometrical figures. Indian palam-
pores are usually of a heavy type of cotton material and are extensively used in India for hang-
ings: Many were made for export
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PLATE XIII TEXTILES AND EMBROIDERIES

ENGLISH EMBROIDERY

1 Front view of an English embroidered chasuble "opus anglicanum®* of
the first decade of the XIV. century, with figures of apostles under
arcading

2. Back view of the same chasuble with scenes from the life of the

Virgin. The chasuble, which is embroidered in gold thread and
silk on red velvet, has been made from a cope
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in each page, the number of pages in each quire, of gaps or
lacunae in the manuscript, and so forth. The work cannot be con-
sidered complete till al the extant manuscripts have been col-
lated or at least examined. When this is done we shall have the
materials for pronouncing a judgment upon the text as directly
transmitted. Perhaps there is only one extant MS. d the text,
asin the case o the Mimes of Herodas and the Annals and His-
tories of Tacitus. Then this part o our work is done. But often
we have to take account of a number o MSS. whose respective
claims to attention we must determine. In the first place we shall
discard all MSS. derived by copying from other extant MSS. If
a MS. is immediately or ultimately derived by copying from
another MS., it cannot tell us anything that we do not know
aready if this copied MS. is known to us. But how can we tell
that a MS. is so derived? |t must be later than the other MS.,
and the similarity between them must be such as to permit o no
other explanation. In the absence of explicit dates the relative
age of MSS. is often hard to determine, hence the criterion of
unmistakable resemblance is one of especia importance. If the
MSS. agree in singular though trivial mistakes, if they omit,
apparenriy without motive, words and passages which other MSS.
preserve, we shall be safe in pronouncing that there exists a close
bond of connexion between them; and if one o them showserrors
which, though strange in themselves, are quite intelligible when
we see what stands in the other, then we conclude that the second
is that from which the first is derived. For the proper considera-
tion of such points a personal examination, autopsy, of the MSS.
or of facsmiles o them, isoften indispensable. |t was thought at
one time that a MS. of the Latin poet Propertius at Naples
(Neap. 268) might have independent value as an authority for
the text. But its claims were disposed of when (amongst other
facts) it was observed that at book iv. 8, 3, the MS. with which
it most closely agreed (F, No. 36, 49 in the Laurentian Library)
had a gap at the beginning o the line and only the end words
“vetus est tutela draconis,” with the marginal note “ron potuit
legi in exemplari hoc quod deficit," (*'what is missing could not be
read in the original™) and that Neap. 268 gives the line as follows,
“non potuit legi vetus est tutela draconis.”

Accident apart, identity of reading implies identity of sources.
The source of a transmitted reading may undoubtedly be the
author's autograph; but if not, then it is some MS. in the line of
transmission. The peculiar resemblances of two MSS., though not
sufficient to warrant the derivation of either from the other, may
be sufficient to establish some connexion between them. From the
axiom which has just been dted! it follows that this connexion can
be due only to community of source, and we thus arrive at the
idea of families of MSS. Suppose that a text is preserved in
seven MSS,, A, B, C, D, E, F, G. If we find that o these A
stands apart, showing no great similarity to any o the other six,
while B, C, D on the one side, and E, F, G on the other, much
resemble each other though differing considerably from the rest,
we may express this by saying that B, C, D form a "family"
descended from a hypothetical common " ancestor™ which we may
cal X, and E, F, G another "family" descended from a hypo-
thetical "ancestor” which we may cal Y. The readings d X
which can be deduced from considering the agreementsin B, C,
D will be of higher antiquity and o greater external authority
than any of the readingsin B, C, D taken singly. And similarly
for the readings o Y and those o E, F, G. Nor shall we stop
here; but we shall further compare the readings o X and Y’
with each other and with those o A, and thus deduce the read-
ings o a still more remote ancestor which we may cal Z. Z will
be the archetype o al our existing MSS., and we may embody
our results in a pedigree of manuscripts with Z as the first
ancestor.

If we have done our work properly, the texts that we arrive
at for X and for Y will be freer from error than the texts o the
separate members o the families B, C and D, and E, F, G
respectively, and that o Z freer from error than that authenti-
cated by any existing MS.

The procedure, however, is by no means aways so simple.
That a text may be improved by the comparison o different MSS.

CRITICISM

is not a modern discovery. It has long been known, and the
knowledge has led to the production of what are known as con-
flated manuscripts or Misch-codices. These are MSS. produced
by "crossing” or "intermixture.” 1n the following stemma M and
N are "mixed" or "conflated” MSS., being formed by the blend-
ing of readings from the "pure™ or "unmixed" codices A, B and
D, E respectively. Intermixture may take place to any extent;
and the more o it there has been, the more difficult does it
become to trace the transmission o a text. Whether crossing
improves a given text or not depends ultimately on the knowledge
and the judgment of the crosser; and these will vary indefinitely.

Non-extant Manuscripts.— Some o the most valuable of
ancient MSS. have disappeared since their discovery in modern
times. When this has happened we have to rely upon mere copies,
many times o inferior quality, or upon the information which
old scholars have given us respecting them. | n this case what we
have are not "collations," for the art of collation was not under-
stood till the 1gth century, but selections or "excerpts” of read-
ings which we have reason to fear are often imperfect and errone-
ous. Further, it must not be assumed that al readings which are
cited as being" ex wetustis codicibus” ("from ancient MSS."") are
necessarily from older or better MSS. than we now possess, or
indeed from MSS. at all. Scholars since the Renaissance have not
aways been above inventing codices to obtain currency for their
own conjectures. The codices o Bosius (1535-80) are just as
imaginary as the "old plays" which appear as the source of so
many o the quotations that head the chapters of the Waverley
novels, and suspicion rests on Barth, Lambinus and others.

Some texts and portions of texts o ancient writers are now
known only from printed books. The metrical treatise o Terenti-
anus is now preserved in the editio princeps (1497) aone. All
known MSS. o Silius Italicus have a considerable gap in the 8th
book, first filled up on the authority of Jac. Constantius (1503),
and not printed with the rest of the poem till the edition of Aldus
(1523). By the methodical employment o these means we shall
arrive at a text different from any existing one. |t will not be the
best one, possible or existing, nor necessarily even a good one.
But it will be z4e most ancient one according to the direct line of
transmission, and the purest in the sense of being the freest
from traceable errors of copying and unauthorized improvements.

The invention o printing has naturally limited the province
o textual criticism, and modified its operations. The writer's
autograph, if it is preserved after it has been through the hands
o the printer, has seldom more than an antiquarian value. As a
source for the text it is superseded by the printed edition, and if
there is more than one, then by the latest printed edition which
has been revised in proof by the author, or, in certain cases, by
his representative; and the task of the textual critic is restricted
to the detection of "misprints,” in other words, d errors which
the compositor (the modern analogue to the scribe) has made in
"setting up™ the manuscript, and which have escaped the notice
o the proof-reader and the author or his representative. If,
however, this revision has been neglected or incompetently per-
formed, the number of such mistakes may be considerable.

Another question with which the textual critic of modern authors
must be prepared to dea is the relative importance of different
editions, each o which may have a prima facie claim to be con-
sidered authentic. Thus Shakespearian criticism must decide be-
tween the evidence of the first folio and the quartos; the critic
o Shelley's poems must consider what weight is to be attached
to the readings in the posthumous edition by Mrs. Shelley, and in
unpublished transcripts of various poems. Where there is great
or complicated divergence between the editions, asin the case of
Marlowe's Faustus, the production of a resultant text which may
be relied upon to represent the ultimate intention of the author
is well-nigh impossible. For the bettering o the transmitted text
we can call in aids of a partial or subsidiary character which are
known in genera as testimonia. Such are anthologies or collec-
tions of extracts. The oldest authority for an epithalamium of
Catullus (62) is an anthology at Paris written in the gth century.
Translations from one language into another may help to fix the

reading o the original, or this again that o the translation. In
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Shelley's Promethens Unbound, ii. 5, 54: l

Child of Light! thy limbsare bur_nin(ﬂ1
Through the vest which seemsto hide them

"limbs" is supported against "lips" (ed. i.) by membre in the
Italian prose version made by Shelley himself; and similarly in
1 52 "looks™ (not "locks™) by the rendering sguardi. In direct
quotations, either of passages or single words, and either with
or without the author's name, we must be sure that the writer is
quoting exactly. Parodies, discreetly used, may prove of
service in restoring the form of what is parodied or thisin restor-
ing the parody. So also abvious imitations, especially in a highly
imitative literature such as Latin poetry.

The support which a reading gains from the evidence of the
directly transmitted text and from the auxiliary testimonia may
be called its documental probability. To restore a text from the
documental evidence available we must know and weigh the
causes which tend to vitiate this evidence in its various kinds.
We shall speak first of those which affect the direct transmission
of texts. These are either external or internal.

External.— A text may become illegible through damp or
constant thumbing; portions of it may be torn away; if it isin
book form, leaves or whole quires may be detached and either lost
or misplaced. When this has taken place on a considerable scale,
the critic is helpless; but minor injuries may sometimes be traced
and remedied. The weakest parts of a MS. book were the outer
margins; hence the beginnings and the ends of lines, whether of
verse or prose, were especialy liable to injury. It obviously
makes a difference upon which side of a leaf, whether on the
verso or the recto, a line was written. Hence the determination
of the paging of the "archetype™ or parent MS. (as was done for
the archetype of Lucretius by Lachmann) has more than a merely
antiquarian value. In ancient classical MSS. the first letters of
poems in verse and paragraphs in prose usually, and the initial
letters of linesin verse occasionaly, were written separately and
by another person than the scribe (who was called the rubrica-
for), and therefore were apt to be omitted. Other external cir-
cumstances may prejudicially affect a text. The copy from which
Shelley's Julian and Maddalo was printed was written on very
narrow paper, and the punctuation marks at the ends of the
lines were frequently omitted.

Internal. — These errors arise from the default of the scribe
or copyist, and, in the case of printed books, the compositor.
(For the convenience of the general reader these errors have been
illustrated as far as possible from English authors and especially
from the poems of Shelley [ed. Hutchinson].) They are very
numerous. They may be roughly arranged according to the
degree in which the volition of the copyist is absent or present,
as involuntary or mechanical, semi-voluntary and voluntary; or
again as they affect single signs (letters, figures or symbols),
words, lines, or even larger units such as sentences or paragraphs.

SimpleErrorsof theEye.—(a) Confusions of letters. These
are very numerous, and different in different scripts or styles of
writing (see PALAEOGRAPHY). Thus the Roman letters E and F
are liable to be confused in capital script, but not in cursive
e, f; C, G, in capitals; ¢, e in the cursive writing called Caro-
lineminuscule; ¢, t,intheangular cursive of the 13th century and
later. Texts which have had along history will often show by the
letter-confusions which they exhibit that they have passed through
several distinct stages of copying. It is to be observed that two
different styles of writing are often found in the same manuscript,
the difference being utilized for the purposes of distinction. Thus
in Greek cursive MSS. notes were often written in uncias.
(b) Omissions of letters. (¢) Shiftings of letters, sometimes by
syllables. Thisisvery common in half intelligent or half mechani-
cal copying. | n printing we get the disarrangement of type which
is known as " pie." (d) Confusions of symbols and abbreviations,

(a) Examples of confusion of capital letters from Shelley's
poems are: Prometheus, i. 553, " Mark that outcry of despair”
for “Hark”; Hellas, 472, ""Hold each to the other in loud mock-
ery" for “Told.” Of cursive letters: Marenghi, 130, "the dim
ocean™ for "the dun ocean™; Letter to Maria Gisborne 126, seq.:
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above
nechasm d Heaven smileslike the age of Love
the unquiet world

for "eye' (b) Translations from Goethe’s Faust, sC. ii. 165,
"eye" for “eyne” (in spite of the rhyme with 163). (c) Pro-
metheus, iv. 575, " Neither to change, nor flatter, nor repent,”
for "fdter.”” In Latin MSS. we often find a mere jumble ol
letters. (d) Confusion of words through abbreviations is very
common in ancient MSS., where they were much employed. At
a famous place in the doxology of I. Timothy iii. 16, the MSS.
vary between 8s (or 8 and Oebs. In uncial writing OC (es)
might easily be miswritten or altered to OC (Bebs) or vice versa.

Lossof Letters, Syllables, Wordsor Lines, through Simi-
larity of Writing: Homoeography.—When similar letters
or groups of letters stand next to each other, one of these is
liable to be omitted. Thisis the simplest case and is called kap-
lography. An example is Shelley's Cenci, v. 4, 136, ""whose love
was [as] a bond to all our loves." Similarity operates differently
if the similar groups stand in different lines of the exemplar.
Then the copyist's eyeisapt to slip from the first of two similarly
written groups to the second; and he will thus omit all that is
between.

Omissions through Simple Negligence.— Groups of letters,
words, syllables and lines are often omitted without any con-
tributory cause. Short words or such as are not necessary to the
sense are especially prone thus to disappear.

Examples o this are: Shelley's Prometheus, iii. i, 70,

No refuge! No appeal !
Sink with me [then];
Cenci 1. 1, 26,
Respited [me] from Hell! So map the Devil
Respite their souls from Heaven!

Repetitions: Dittography.—Letters, groups of letters, words
and lines may be written twice (or even oftener) instead of once.
Other repetitions of words already written and anticipations of
words yet to be written are also found, through the scribe's eye
wandering into the preceding or the following context. Wherever
the word or group of words repeated is not the one that he has
just copied lossisliable to occur. Dittography is common enough
in manuscripts, but is usually detected in reading proofs. In the
sole MS. o Cicero's treatise De Republica, 2, 33, 57, secutus
appears as secututus secutus. Other kinds oi repetition are Shelley's
Witch of Atlas, 611 seq.

Like oneadeepin agreen hermita(?e, )
With gentle sleep about its eye-lids playing
(sleep for smiles has come from the previous line).

Confusions of Words.—Words are not only changed through
confusion of single letters or abbreviations, but also through
general resemblance or (a semi-voluntary change) through simi-
larity of meaning. Shelley, Prometheus, ii. 2, 53: " There streams
a plume-uplifting wind" for "steams." In Shelley's lines, "When
the lamp is shattered,” vv. 5-6,

When the lute is broken,

Sweet tones are remembered not
the printed edition had “notes” for "tones." In Mrs. Gaskell’s
Cranford, ch. xiv. (near the end), " The lunch—a hot savoury
mutton-chop, and a little of the cold loin sliced and fried—was
now brought in" is the reading of most if not all the editions; but
loin should be "lion," the reference being to the pudding, "a
lion with currant eyes,” described earlier in the chapter.
. The same character frequently attaches to tramspositions of
words and parts of words. The copyist does not as a general rule
conscioudly intend a change, but he falls into one through the
influence of dominant associations. He substitutes an order of
words which, in respect of syntax,” metre or rhythm is more
familiar to him.

Faulty Divisions of Words.— These will generally imply an
exemplar in which the words were without any division or without
a sufficient one. Under this head we may class errors which arise
from the omission or the insertion of such marks as the apos-
trophe and the hyphen. Examples of wrong division of words are
Chaucer's House of Fame, iii. 1,975, "Of good or misgovernement:'
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which should be "mis (i.e., bad) governement”; Shelley's Pro-
metheus, iii. 2, 22, " Round many peopled continents” for “many-
peopled,” ib. 26, "the light laden moon™ for "light-laden." With
this we may class faulty division of sertences. Wrong punctua-
tion isa common error and usually easy to correct. Asan example
o mispunctuation we may take Shelley's Triumph of Life, 188
seqq.:
"If thou can’st, forbear
To join the dance, which I had wdl forborne"

Said the grim Feature  my thought “Aware
I will unfold"

for

sad the %rim Feature (of my thought aware)
"1 will untold."

Grammatical Assimjlations.—These are often purely me-
chanical errors; but they may be semi-voluntary or even volun-
tary, the copyist desiring to set the syntax right, as for example
in Shelley's Mask of Anarchy, 280 seq.:

the daily strife

With common wants and common cares
Which sow the human heart with tares,

for "sows."

Insertions (or Omissions) of Seemingly Unimportant
Words. — These, inasmuch as they must often import some judg-
ment on the sense of the passage copied, will be frequently semi-
voluntary if not voluntary. Examples are Shelley, Prometheus,
iii. i, 5. "The soul of man like [an] unextinguished fire." So in
Triumph of Life, 265:

Whom from the flock o conquerors o
Fame singled out for her thunder-bearing minion,
“out” seems to be due to the compositor.

Fal se Recollections.— The passage which a copyist is repro-
ducing may suggest to him something else and he will write down
what is thus in his mind instead of what is before his eyes.
There is a noteworthy instance in Horace, Odes, iii. 18, 11 seqq.:

festusin pratis vacat otioso

cum bove pagus
where some MSS. give "pardus,” a reminiscence of Isaiah xi. 6,
"The leopard (pardus) shal lie down with the kid."

Incorporation o Marginalia.— The copyist may errone-
ously suppose that something written in the margin, between the
lines or at the top or the foot of the page which he is copying,
is intended to be placed in the text. The words so incorporated
may appear side by side with the genuine reading or they may
expel it. I n Horace, Odes, iii. 27, 47, “amati cornua #monstri”’
(of the bull which carried off Europa), more than one MS. has
“cornua tauri,” an explanation of monstri. The celebrated passage
about the three heavenly witnesses inserted in the Epistle of St.
John (v. 2) seemsto have been originally a comment explanatory
of the text.

Transpositions o Linesand Passages.— This kind of trans-
position is really arrested loss. An accidental omission is dis-
covered, and the person responsible, or another, places what is
omitted in the margin, at the foot of the page or in some other
part of the text, usually adding a mark to show where it ought
to have been. The next copyist may easily overlook this sign and
thus the passage may be permanently displaced.

Interpolation. — This is the deliberate alteration of an exem-
plar by way of substitution, addition or omission, but when it
takes the particular form of omission it is naturally very hard to
detect. Interpolation then always has a motive. The most fre-
guent motive is the removal of some difficulty in the sense, ex-
pression or metre of the text, and especially obvious gaps or
corruptions which the interpolator endeavours to fill or to heal.
Fraudulent interpolation, whether the fraud be pious or otherwise,
does occur, but is comparatively rare. The removal or the miti-
gation of objectionable matter is also occasionally found. Inter-
polation is then a voluntary alteration, but in practice it is often
hard to distinguish from other changes.

The usual character of scribes' alterations is well illustrated by
a passage in Bacon's Advancement of Learning, 11. xix., "for
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these critics have often presumed that that which they under-
stand not is false set down: as the Priest that where he found it
written of St. Paul Demissus est per sportam (Acts ix. 25)
inended his book, and made it Demissus est per portam, because
sporta was an hard word, and out o his reading.” Shelley in
Triumph of Life, zo1 seq., wrote:

And if the spark with whith Heaven lit my spirit

Had been with proper nutriment supplieg,
but the printed editions made it " sentiment.”

Deliberate alteration is sometimes due to disapproval of what
stands in the text or even to less creditable reasons. Thereis an
old and seemingly trustworthy tradition that some lines in
Komer's " Catalogue of the Ships,” lliad, ii. 553—556 and 558, were
introduced there to gratify the vanity or ambition of the Athe-
nians. Insertions of this or of a similar character may be of
almost any length, from a few words to a whole chapter or a
complete poem. Literary forgery has never set any bounds to
itself, and the history of every literature will supply examples
o entire works being foisted upon authors and personages of
repute.

egpecial Conditions Conducing to Corruption.—The chief
o these is strangeness or difficulty in the matter to be copied.
Proper names, technical expressions, quotations from foreign
languages, and frequent change of subject, are all likely to cause
difficulty to a scribe and error in his work. Careful and con-
tinuous regard to the various kinds of errors and defaults that
tre found in transcription will enable us to judge whether a read-
ing which it is suggested stood in the archetype of our text is
likely to have been corrupted to the reading, or readings, which
stand in the extant manuscripts or editions. If it is, we say of this
reading that it is transcriptionally probable.

Some precautions must be observed. First we must rule out
any proposal which assumes confusions of letters and abbrevia-
tions which are not attested for the particular tradition. Secondly,
since different scribes are prone to different kinds of error, we
must ever bear in mind the particular failings of the scribes
responsible for the transmission of our text as these failings are
revealed in the apparatus criticus. Maxims of criticism to which
we may here refer are that "harder readings are better than
easier” and that "the shorter reading is generally the truer.” The
first maxim is indisputable, provided we understand by " harder”
harder to the scribe, and by "easier” easier to the scribe. The
characteristic of scribes' emendations or interpolations is that
they are superficial. Their mark isthat at the time of their making
they "combine the appearance of improvement with the absence
of its reality” (Westcott and Hort, New Testament, i. p. 27).
The second maxim refers to the well known fact that accretions
from marginalia, etc., lengthen and also weaken a text.

The virtues of a scribe are konesty and care (or in a single
word fidelity) and intelligence. But it is rare to find these com-
bined in a very high degree, and out of them we can least easily
dispense with fidelity. Paradoxical asit may seem, the mechanical
corruptions of a stupid but faithful copyist may tell us more than
the intelligent copyings of a less faithful one. At certain epochs
in the transmission of literature systematic efforts have been
made to improve the transmitted texts, and these efforts have
naturally been accompanied by a good deal of emendation both
successful and unsuccessful. Such an epoch was the revival of
Latin and Greek learning in the rsth century, and a modern
scholar would for that reason naturally prefer to have a manu-
script to work on which was written immediately before this
epoch to one which was written immediately after it. Thefidelity
o a scribe has to be judged chiefly by internal tests, and these
are best applied to his work in passages where there is no reason-
able doubt of the correctness of the transmitted text. But there
are two tests of a more objective character that may be used—
orthography, and indication of lacunae or other faults in his
exemplar. A scribe who preserves in his spelling the traces of a
bygone age is probably trustworthy. 1f faithful in small things,
he is likely to be faithful in great. A scribe again who scrupu-
lously records the presence of a lacuna or illegibility in what he
i's copying, inspires uswith confidencein the rest of his work.
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As regards the use of testimonia, it may be observed to begin
with that their value must depend on the trustworthiness o the
texts of the writers from whom they are taken, and further upon
that of the text used by the translator, the excerptor or the
quoter, about which we can know nothing for certain, though we
may sometimes make probable inferences. In the case of quota-
tions we must alow for failures of memory. Many times in the
course of his investigations the critic will be confronted with
problems which cannot be resolved by considerations of tran-
scriptional or documental probability.

Thisleads us to consider intrinsic probability. By thisismeant
the likelihood that the writer of our text would at the time of
writing have written, or not have written, a particular thing.
Two questions which may be separated, though they are not en-
tirely distinct, are here involved. What was the meaning o the
writer? And how did he express it? The sense may be clear
though the words may no longer be determinable. A reading may
be impugned on a number of grounds: that it gives no sense or
an inappropriate sense; that it involves a usage or an idiom not
current at the assumed time of writing, or foreign to the reputed
author, or to the style in which he then was writing; that it
involves some metrical or rhythmical anomaly; or that the con-
nexion of thought which it produces is incoherent or disorderly.
These charges cannot be played off against each other. It is no
answer to the objection that a reading in some Roman poet makes
nonsense to say that its Latinity is perfect or its metre excellent.
But they may reinforce each other, and to such corroboration
great weight must be assigned.

To set the meaning of a passage in a foreign language before
us we must frequently have recourse to translation. But this
method of representation is a very imperfect one; we may easily
impose on ourselves and others by strained and ambiguous ren-
derings. A more subtle danger to which we are especially liable in
the case of a dead language is that of our acquiescing in a sense
which satisfies us but which would not have satisfied the ancient
writer. Above all we must avoid applying our own standards of
taste, style and morality to the judgment of the text before us.
The textual critic has no concern with what the writer ought to
have thought or said; his business is solely with what he did say
or think or might have said or thought. Among the legitimate
reasons for suspecting the correctness of a text are patent contra-
dictions in a passage or its immediate neighbourhood, proved and
inexplicable deviations from the standards for forms, construc-
ilons and usages (mere rarity or singularity is not enough), weak
and purposeless repetitions of a word (if there is no reason for
attributing these to the writer), violations o the laws of metre
and rhythm as observed by the author, obvious breaks in the
thought (incoherence) or disorderly sequencein the same (double
or multiple incoherence). Where the critic has ascertained the
earliest form of a reading in his text, he will apply toit the tests
o intrinsic probability. No part of a text can be considered
exempt from this scrutiny, though for a very large part of it, it
may be dispensed with.

After every such critical examination four conclusions are
possible— acceptance, doubt, rejection, or alteration. 1n other
words, a critic may deliberately pronounce that what stands in
the text represents what the author wrote or might well have
written, that it is doubtful whether it does, that it certainly does
not, or, in the last event, that it may be replaced with certainty
by something that does. In the threefirst cases his judgment will
be governed by considerations of intrinsic probability alone: but
in the last it must regard transcriptional probability as well. No
alteration of atext, or emendation, is entitled to approval unless,
in addition to providing the sense and diction required, it also
presents a reading which the evidence furnished by the tradition
shows might not improbably have been corrupted to what stands
in the text. These tests, and these alone, are emendations bound
to satisfy; but others are often tacitly imposed upon them. Of
this the transposition of linesis the most notable example. This
kind of change is troublesome to estimate and inconvenient to
adopt, as it involves placing passages where we are not accus-
tomed to look for them; but to the question, did the author
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write the passage here or there? the matter of our trouble or
inconvenience is wholly irrelevant. There is, however, one class
of cases in which no conclusion may be drawn, documental and
intrinsic probability both failing us. This is where the alterna-
tive readings, neither of which can have come from the other,
have equal external support and equal intrinsic merit. Isolated
discrepancies of this kind may be due to some accident to our
text at a period now beyond our power to trace. Numerous and
striking discrepancies may be due to the fact that there was
more than one edition or recension of it in early times, or to the
author's leaving his work in such a condition that such discrep-
ancies must inevitably gain currency. |n the case of dramas,
different acting editions will give rise to them.

Up to this point all schools of textual criticism are theoretically
at least in accord. But here begins a divergence which has done
more than anything else to discredit the study with the outside
world. It emerges because in al judgments on textual matters
it is presupposed that they will be acted upon, that a reading
accepted will remain in the text, a rejected one obelized, enclosed
between brackets or removed, and in this last case something
else substituted inits place. Now the " conservative" critic's chief
concern is for the safety of the traditional and by preference the
transmitted text. He urges very rightly that if alteration is
carried beyond a certain point it cuts away its own foundation,
and so al certainty is destroyed. His objectiveis the minimum of
change. And as the need of making a text compels some sort of
decision in every case, the "doubtful" readings o the tradition,
some of which on the evidence would be doubtfully accepted and
others doubtfully rejected, will all appear with the accepteds in
the text. Asto alterations (emendations) that are less than cer-
tain, his attitude is clearly if somewhat crudely expressed in the
dictum that it is better to leave in the text "what, if not the
original reading, is at least the remains of it."" The corresponding
thesis of the opposite school would be that it is better to present
to the reader something which the author might have written
than something which he could not: or, in other words, that
"stopgaps" should be preferred to débris.

An editor of a corrupt and disputed text may reasonably adopt
either of two methods of procedure. He may present the text in
the purest form which the external evidence warrants, and place
all plausible suggestions for its improvement in notes or appen-
dices. The text will be faithful but unreadable, and his work will
be that of an honest man but of a textual antiquarian, not a
textual critic, since he declines the duty of "the restoration of
the text, as far as possible, to its original form." By the other
method the editor will provide all necessary information about the
evidence for the text in the notes of his critical apparatus; but
in the text itself he will give whatever in each case is supported
by the balance of the probabilities. Each and every case he will
decide on its own merits and without reference to decisions upon
the other cases not now before him. Special consideration will
be paid to "doubtful" readings, which will be distinguished in his
work as "doubtfully accepted™ or " doubtfully rejected.” Legiti-
mate doubt arises when the evidence pro et contra of documental
and intrinsic probability is equal, or nearly equal, or when docu-
mental probability points strongly to one side and intrinsic prob-
ability to another. Illegitimate doubt is the uncertainty of the
doubter as to whether he has examined the whole of the evidence.
Such doubt is much more frequently felt than acknowledged, and
its effect upon critical work is highly injurious. On the one hand,
it is apt to take refuge in an uncritical acceptance of the tradi-
tional. readings, and on the other hand to produce a crop of hesi-
tant and mutually destructive conjectures which a reader natu-
rally resents as a needless waste of his time.

The so-called "conservative text" is neither an antiquarian's
text nor acritic's text, but a compromise between the two. When
it is conscientiously obtained, it is arrived at by handicapping,
more or less heavily, intrinsic probability as compared with docu-
mental probability, or by raising the minimum of probability
which shall qualify a reading for admission into the text until it
isin agreement with the notions of the editor. Both of these pro-
cedures are arbitrary in their principle, and liable to be erratic



THA‘ALIBI—THACKERAY

in their application. The text will suffer whichever course is
adopted, and it will suffer the more the more conservative is the
editor, as may easily be shown. Thus, if we suppose that of two
editors of equal competence "A" requires a probability o four-
fifths to admit a reading into his text and “B” a probability of
three-fifths only, then in all the cases in which the probability lies
between these two fractions “B” will be right seven times to
"A's" three, while outside these limits there will be no difference
between them.

Many persons appear to suppose that decisions upon doubtful
points can be avoided by the expedient of leaving the traditional
reading in possession of the text. The rule is a simple one and
easy to apply. But owing to the constitution of the human mind
it has consequences which possibly they have not contemplated.
The great works of classical literature are not studied as patho-
logical specimens, and they will be studied the less the more they
contain to repel and disquiet the reader. If a corruption is left
in a text when something might be substituted which would at
least, as a "stopgap,” give the sort of sense required, then one
of two things must happen. Either the sense of the passage is
blotted out for the reader and the conservation o the corruption
is tantamount to the expunging of the rest of the sentence, or
else he will obtain the required sense by distorting the meaning
of the other constituents of the context until they furnish it. So
far so good: the requisite sense has been obtained, but the price
has now to be paid. And the priceis that the reader's perception
of the signification of the word or words so wrested is dimmed
and impaired, and his power of discriminating and understanding
them when he meets them again is shot with doubt and error.

It is a weakness of conservative critics to extol interpretation
(or exegesis) at the expense of emendation. Some have even
ventured to say that the successful defence of a passage in a
text is a greater service than its successful correction. This is
not true. The serviceto the text isthe same, what was previously
dark being now made clear. But the emendation deserves the
higher praise as being in most instances the more difficult achieve-
ment. The fault of the opposite school, on the other hand, is to
disparage interpretation and to regard correction as the proper
field of a scholar and gentleman. This bias is reflected in the
maxim that "correction should precede interpretation,” which is
no more than a half-truth. For emendation must inevitably fail
unless it express the meaning which the proper interpretation of
the passage has shown to be required. Further, a corrector may
propose the right word with the wrong meaning. Y et the custom
isto give the credit of the emendation to him, and not to a suc-
cessor who has seen what the right sense was and that this was the
only word to expressit; whereas the first scholar blundered once
if not twice, first assigning the wrong sense to the passage and
then selecting what (in most cases) would be the wrong word to
express it. The proper course would be not to mention the first
conjecturer or to mention him only for his error.

One of the most vexed questions of textual criticism, and onz
which divides scholars more perhaps than any other, is the ques-
tion to what extent admitted imperfections and inconsistencies
may properly be left in a text as due to the default of an author
rather than of a scribe or compositor. No universa rule is here
attainable. Each case must be considered on its merits; and the
critic's procedure must of necessity be "eclectic' —an epithet
often used with a tinge of reproach, the ground for which it is
not easy to discover. Two general considerations may be indi-
cated. If the autograph of a work is not accessible, there is no
means of distinguishing between theinvoluntary errors of a scribe
and the involuntary errors— "dlips of pen"—of an author. For
these are in fact only scribe's mistakes, the author being his own
amanuensis.

Passing over this class we come to one about which there may
frequently be serious doubt. What is clearly erroneous or faulty
may as clearly be intended, and therefore no¢ to be removed by
the critic. In Chaucer's "Miller's Tale" (3,451, 3,457) astromie
is used for astronomie, and Noe and Noel (Christmas) confused,
“Nowélis flood" (3.451, 3,457), because the speaker is anilliterate
carpenter. In the "Prologue™ to the "Parson's Tale" (10) there
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is, on the other hand, a mistake of Chaucer's own, which na
judicious critic would think of removing, the constellation Libra
being said to be ""the moon's exaltation” when it should be Sat-
urw’s. But this error in an astrological detail would not warrant
usin assigning to the poet the blunder about Jacob and Laban in
the same tale (see above). Much depends on the precision with
which an error can be corrected: wherever there are more plau-
sible ways than one of doing this, the faulty reading must be
alowed to remain. Collateral as well as direct evidence must
be obtained. If there is a number of instances where there is
faultiness which is hard to remove, it is probable that the evil
lies too deep for emendation. The author's own carelessness may
be to blame, or, asin the case of Virgil and Lucan, he may not
have been alowed to put the finishing touches to his work.

Certain lapses from grammatical correctness and metrical regu-
larity that we find in the poems of Shelley are undoubtedly due
to the author, though the number of these has been reduced (as
Mr. Buxton Forman has pointed out) with our improved knowl-
edge of the sources of the text. Among such lapses we may
instance Prince Athanase (287),

The shadow d _thy moving wings imbue
Its deserts and its‘mountains;

"To a Skylark™ (8o), "Thou lovest—but ne'er knew love's sad
satiety." The solecism in the Preface to the Adonais, “My
known repugnance to the narrow principles of taste on which
several of his earlier compositions were modelled prove at least
that 1 am an impartial judge,”™ would probably have been cor-
rected by the poet if his attention had been called to it; but the
two first ones, with others, cannot be thus regarded. We may
detect occasional laxity also in his handling of his verse. Lines
are left unrhymed; or the same word is used in place of another
rhyming word.

Authority, as already hinted, has properly no place in textual
criticism.  For his facts a textual critic may, and often must,
be beholden to others: but never for his opinions. |t adds noth-
ing to the evidence for a reading that it has been approved by a
Lachmann or a Madvig or rejected by a Stoeber or a Carultti:
and an appeal to names on any such question confuses issues and
detersinquiry. But inasmuch as there are many persons, includ-
ing most makers of school editions, who prudently and modestly
desire a better road to truth than their own investigations can
discover and think thusto find it, it will not be amiss to observe
on the one hand that the concurrence of a succession of editors
in a yeading is no proof and often no presumption either that
their agreement is independent or that their reading is right;
and on the other that, though independence may generaly be
granted to coinciding emendations of different scholars, yet from
the general constitution of the human mind it is likely that not
afew of these will be coincidences in error rather than in truth.

As time goes on, textual criticism will have less and less to do.
I'n the old texts its work will have been performed so far asit is
performable. What isleft will be an obstinate remainder of diffi-
culties for which there is no solution or only too many. In the
newer texts, on the other hand, as experience has already shown,
it will have from the outset but a very contracted field.

J.P.P)

THA'ALIBI [Abu Mansir ‘Abd ul-Malik ibn Mahommed ibn
Ismalil uth-Thaalibi] (961-1038), Arabian philologist, was born
in Nishapiir. His most famous work is the Kitgp Yatimat
ud-Dahr, on the poets of his own and earlier times, containing
valuable extracts (Damascus, 4 vols., 1887). Another work, the
Kitdb Figh ul-Lugha, is lexicographical, the words being arranged
in classes. It has been published at Paris (1861), Cairo (1867),
and Beirut (1885, incomplete).

For his other works see C. Brockelmann's Geschichte der Arabiscken
Literatur, vol. i. (Weimar, 1898), pp. 284-286.

THACKERAY, WILLIAM MAKEPEACE (181~
1862), English novelist, only son o Richmond and Anne Thack-
eray (whose maiden name was Becher), was born at Calcutta on
the 18th of July 1811. His father and grandfather (W. R. Thack-
eray) had been Indian civil servants. His mother was nineteen
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at the date of his birth, was left a widow in 1816, and married.
Major Henry Carmichael Smyth in 1818. Thackeray went to
school in Hampshire, Chiswick, and in 1822 to Charterhouse, till.
on its ancient site near Smithfield. 1n 1828 he left school to join
his mother and her husband at Larkbeare in Devon, near Ottery
St. Mary, which is the"Clavering St. Mary,” as Exeter and Sid-
mouth are the "Chatteris" and "Baymouth” o Pendennis.

In February 1829 Thackeray went to Trinity College, Cam-
bridge, and contributed lines on " Timbuctoo,” the subject for
the Prize Poem (the prize for which was won by Tennyson), to
alittle paper called The Snob. James Spedding, Monckton Milnes
(Lord Houghton), Edward FitzGerald. and W. H. Thompson
(afterwards Master of Trinity) were among his friends. In 1830
heleft Cambridge without taking a degree. A visit to Weimar bore
fruit in the sketches of life at a small German court which appear
in FitzBoodle’s Confessionsand in Vanity Fair. In G. H. Lewes’s
Life of Goethe is a letter containing Thackeray's impressions of
the German poet. On his return to England in 1831 he entered
the Middle Temple, and found material for some capital scenes
in Pendennis. In 1832 he inherited a sum which, according to
Trollope, amounted to about five hundred ayear. The money was
soon lost—some in an Indian bank, some at play and some in two
newspapers, The National Standard and The Constitutional. In
Lovel the Widower these two papers are indicated under one
name as The Museum, in connection with which Honeyman and
Sherrick of The Newcomes are briefly brought in. Thackeray's
adventures at play were utilized on three occasions, in "A Caution
to Travellers” (The Paris Sketch-Book), in the first o the
Deuceace narrations (The Memoirs of Mr. C. J. Yellowplush),
and in Pendennis, vol. ii. chap. v., in a story told to Captain
Strong by " Colonel Altamont."

About 1834 Thackeray settled in Paris to study art seriously.
He had, like Clive in The Newcomes, shown early talent as a
caricaturist. Hispencil was at itsbest technically in such fantastic
work as is found in the initial letters of chapters, and in those
drawings made for the amusement of child friends which were the
origin of The Rose and the Ring.

In 1836 Thackeray married Isabella, daughter of Colonel
Matthew Shawe. There were three daughters born of the mar-
riage, one dying in infancy. The eldest daughter, Anne Isabella
married in 1877 (Sir) Richmond Ritchie, of the India Office.
She inherited literary talent from her father and wrote several
charming works of fiction, notably Miss Angel (1875), and subse-
quently edited Thackeray's works and published some volumes
of criticism and reminiscences. The younger daughter, Harriet
Marian, married (Sir) Leslie Stephen in 1867 and died in 1875.
Mrs. Thackeray, to quote Trollope, "became ill and her mind
failed her," in 1840, and he "became as it were a widower to the
end of his days"; she did not die till 1892.

In 1837 Thackeray came to London, and became a regular
contributor to Fraser’s Magazine. In thisin 1841 appeared The
History of Mr. Samuel Titmarsk and the Great Hoggarty Dia-
mond, a work filled with the wit, humour, satire, pathos, which
found a more ordered if not a fresher expression in his later
works. The characters are full o life; the book is crammed with
honest fun; and for pure pathos, the death of the child stands
in the company of very few such scenes in English fiction, but
The Great Hoggarty Diamond, had to be cut short at the bidding
of the editor. 1n 1840 came out The Paris Sketck-Book, much of
which had been written and published at an earlier date. 1n 1838
Thackeray had begun, in Fraser, The Vellowplush Papers, with
their strange touches of humour, satire, tragedy, and their fan-
tastic spelling; and this was followed by Catherine, a strong story,
founded closely on the career of a criminal named Catherine
Hayes, and intended to counteract the then growing practice of
making ruffians and harlots prominent characters in fiction. When
Pendennis was coming out in serial form (1850) another Catherine
Hayes, an Irish singer and famous prima donna, was much before
the public. Thackeray, thinking of the former and oblivious of the
latter Catherine Hayes, caused a great outcry in the Irish press by
coupling the name with that of a recently notorious murderer. He
afterwards suppressed the passage but the incident is of interest

because it explains the initial letter drawn by Thackeray for
chap. xv., vol. ii., of Pendennis. The drawing is in itself highly
comic, but must seem quite meaningless without the key. There
soon followed Fitz-Boodle's Confessions and Professions, and the
Shabby Genteel Story, a work interrupted by Thackeray's domes-
tic affliction and afterwards republished as an introduction to
The Adventures dof Philip, which took up the course of the original
story many years after the supposed date of its catastrophe. In
1843 also came out the I7isk Sketch-Book, and in 1844 the account
of the journey From Cornkill to Grand Cairo,, in which was in-
cluded the excellent poem of " The White Squall.” 1n 1844 there
began in Fraser the Memoirs of Barry Lyndon, called in the
magazine " The Luck of Barry Lyndon, a Romance of the Last
Century." Hislatter career is founded on that of Andrew Robin-
son Stoney Bowes, who married the widow of John, oth earl of
Strathmore. v

Thackeray became a contributor to Punch within the first year
of itsexistence. John Leech, who was one of the earliest contribu-
tors, had been at Charterhouse with Thackeray and the two
men were friends through life. He made hisfirst hit with Jeames's
Diary, begun in November 1845, and may be said to have estab-
lished his reputation by the Snob Papers (1846), now known as
The Book o Snobs. "Punch's Prize Nowelists,” another series
which Thackeray contributed to the paper, contain some bril-
liant parodies of Edward Bulwer-Lytton, Lever, Disraeli and
others. Owing to differences in political opinion, his connection
with Punck ended in 1851. Minor but admirable works of the
same period are Legend of tkhe Rhiine (a burlesque of Dumas's
Othon PArcher), in George Cruikshank's Table Book, edited by
Gilbert A Beckett, Cox's Diary (on which has been founded a
well-known Dutch comedy, Janus Tulp), and The Fatal Boots.
Rebecca and Rowena towers over every other burlesque o the
kind. Its taste, its wit, its pathos, its humour, are unmatchable;
and it contains some fine songs of a particular sort. 1n 1846 was
published, by Messrs. Bradbury and Evans, the first of twenty-
four numbers of Vanity Fair, the work which placed Thackeray
as a novelist of the first rank. It was completed in 1848, when
Thackeray was thirty-seven years old. The charge of cynicism
Thackeray has himself met at the end of the eighth chapter, in a
passage which is the best commentary on the author's method.

Another accusation brought against the book was that the
colours were laid on too thick, in the sense that the villains were
too villainous, the good people too goody-goody, the best answer
to that can be found by anyone who chooses to read the work with
care. Osbhorne is meant to be a poor enough creature, and one
whose poorness of character is developed as he alows bad in-
fluences to tell upon his vanity and folly. The good in him
comes out in the beautiful passage describing his farewell to
Amelia on the eve of Waterloo, in which passage may be also
found a sufficient answer to the statement that Amelia is insipid
and uninteresting. So with the companion picture of Rawdon
Crawley's farewell to Becky Sharp: who that reads it can resist
sympathy, in spite of Rawdon’s vices and shady shifts for a
living, with his simple bravery and devotion to his wife? As for
Becky, there is certainly not much to be said in her defence. We
know that she thought she would have found it easy to be good
if she had been rich, and we know also what happened when
Rawdon surprised her alone with Lord Steyne. How "she ad-
mired her husband, strong, brave and victorious." Thisadmiration
is the capital touch in a scene as powerful as any Thackeray ever
wrote. The supreme art in the treatment of the character of the
brilliant adventuress that Becky was, makes the reader feel her
attractiveness, though he knows her evil qualities.

Vanity Fair was followed by Pendennis, Esmond and The New-
comes, which appeared respectively in 1850, 1852 and 1854.
Esmond is perhaps Thackeray's capital work. It is undoubtedly
one of the greatest of English historical novels. The insolent
beauty Beatrix reappears in the Virginians as the jaded, worldly,
and not unkindly Baroness.

In 185 Thackeray had written Tke English Humourists of the
Eighteenth Century, delivered as a series of lectures at Willis’s
Rooms in the same year, and re-delivered in the United States in
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1852 and 1833, as was afterwards the series caled The Four
Georges. 1n 1854 was published that delightful burlesque, The
Rose and the Ring. In 1857 Thackeray stood unsuccessfully as a
parliamentary candidate for Oxford and in the same year appeared
the first number of The Virginians, a sequel to Esmond. The last
number came out in 185g, and in the same year Thackeray under-
took the editorship of the Cornhill Magazine. This was a task
which, as readers of his Roundabout Paper "Thornsin the Cush-
ion" will remember, the kindliness and sensitiveness of his dis-
position made irksome to him, and he resigned the editorship in
April 1862, though he continued to write for the magazine until he
died. In the Cornhill appeared Lovel the Widower, previously
written, with different names for some o the personages, in
dramatic form; The Adventures of Philip (1861-62) ; the Round-
about Papers, some of his best essays; and (1860-63) the story,
unhappily never finished, called Denis Duval. Among the Round-
about Papers is one differing in form from the rest, caled " The
Notch on the Axe—a Story 4 la Mode,” an ailmost perfect speci-
men of the author's genius for burlesque story-telling. The Ad-
ventures of Philipisinthe nature of a sequel to A Skabby Genteel
Story, contains scenes which rank with Thackeray' best work;
there are fine sketches of journalistic, artistic and diplomatic life,
but Philip himself isimpossible; the character is not drawn at all.
Denis Duval, which reached only three numbers, promised to be
a first-rate work in the Esmond manner. The author died while
it was in progress, on Dec. 24, 1863. He was buried in Kensal
Green, and a bust by Marochetti was put up to his memory in
Westminster Abbey. The grace and the apparent spontaneity of
Thackeray's verses are beyond question. Some of the more
serious efforts, such as "The Chronicle of the Drum" (1841),
are full of power and instinct with true poetic feeling. Both the
half-humorous, half-pathetic ballads and the wholly extravagant
ones must be classed with the best work in that kind; and the
translations from Béranger are as good as verse translations can
be, for Thackeray had the true poetic instinct.

The books of reference that can be best commended are Merivale
and Marzials’ Life o Thackeray (1891) ; R. H. Shepherd, Bibliography
o Thackeray (188c); C. P. Johnson, The Early Writings of Thack-
?ﬁ&kggg@ Wi as“‘ifvithw ﬁ%%fa?)hlj‘c}é?cfrﬁ?%uéﬁ%oﬁg ’g:[%lge _—i%l%l::)? t()))f
his daughter, Lady Ritchie; the Life of Thackeray (“English’ Men of
Letters Series,” 1879) by Anthony Trollope; W. M. Thackeray and E,
Fitzgerald. UnpublishedLetters and Verses, with introduction by Lady

I G3i)° Brott Bt e ol rindleay o ¢
Anne hac?<eray Ritchie, Letters, with 42 additional letters of W. M.
Thackeray (1924), ed. by her daughter, H. Ritchie; Malcolm Elwin,
Thackeray, A Personality (1932) ; John W. Dodds, Thackeray: A Criti-
ga!dPortrait (1941). See aso the bibliography on Thackeray in Cam-

rlUge Bibliography of English Literature (1940), vol. iii, pp. 429-35.

T%—|AJ.L;§ Dj:, sée SIgAM. (1940, Pp- 429735

THALIS, a Greek coyrtesan, who lived during the tjme of
Alexander the Great. She accompanied him on his Asiatic cam-

pai n, and S rhipgvdknown from the story which esents her
e

re
as having persua the conqueror foSet fire to ‘the city of

Persepolis. This anecdote forms the subject of Dryden’s Ode to
Saint Cecilia's Day. But its authenticity is doubtful, since it is
based upon the authority of Cleitarchus, one of the least trust-
worthy of the historians of Alexander. Thai's subsequently be-
came the wife of Ptolemy Lagus, king of Egypt.

See Diod. Sic. xvii. 72; Plutarch, Alexander, 38; Athenaeus Xiii.
576, 585; Quintus Curtius V. 7.

THALE, a town in the Prussian province of Saxony, Germany,
at the northern foot of the Harz mountains, 8 mi. SW. of Qued-
linburg by rail, at the entrance to the gorge of the Bode. Pop.

(1939) 13,567. It is largely frequented as a summer resort and
for its saline springs. 1t is a manufacturing centre, its chief prod-
ucts being tin wares and tiles, and it has iron foundries, saw-

milll_s and %gﬁite mines. . . L.
HALER, a silver coin formerly circulating in North Ger-
many. When the mark was first introduced in 1871, al other

silver coins were withdrawn from circulation, but the thaler was
of such outstanding importance that this course proved impossible.
I't was thus enacted that the thaler should remain unlimited legal
tender at three marks per thaler. This system lasted till 1908.
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THALES OF MILETUS (640-3546 B.C.), Greek physical
philosopher, son of Examyus and Cleobuline, is said to have been
o Phoenician extraction, but was more probably a native Milesian
o noble birth. Thales was certainly a Greek and not a Phoenician.
He was chief of the seven "wise men" of Greece; and in later
times amongst the ancients his fame was remarkable. This name
(gogbs) was given on account of practical ability; and Thales
had been occupied with civil affairs. The advice which he gave to
his fellow-countrymen *before lonia was ruined”— "that the
lonians should constitute one general council in Teos, as the most
central of the twelve cities, and that the remaining cities should
nevertheless be governed as independent states” (Herod. i. 170)
—is noteworthy. The appellation "wise man" was conferred on
him not only for his political sagacity, but also for his scientific
eminence (Plut. Solon, c. 3).

He became famous by his prediction o the eclipse of the sun
o May 28, 585 B.c. Herodotus's account of it (i. 74) contains
two statements: — (1) the fact that the eclipse did actually take
place during a battle between the Medes and the Lydians, that it
was a total eclipse, that it caused a cessation of hostilities and led
to alasting peace between the contending nations; (2) that Thales
had foretold the eclipse to the lonians, and fixed the year in which
it actually did take place. Various dates—ranging from 625 B.C.
to 583 B.c.—have been assigned by different chronologists to this
eclipse; but, since the investigations of Airyl, Hind?, and Zech?,
the date determined by them (May 28, 585 B.c.) has been gen-
eraly accepted (for later authorities see EcLiPsE and ASTRON-
omy). This date agrees nearly with that given by Pliny.

Thales's fame amongst the ancients must have been largely due
to this achievement. Thales seems to have left no works (but see
Diog. Laér. i. 23). Many anecdotes are related of him, from
some Of which it would appear that he was engaged in trade
(Plutarch, Solon, ¢. 2). Of the fact that Thales visited Egypt,
and there became acquainted with geometry, there is abundant
evidence. Hieronymus of Rhodes (ap. Diog. Laer. i. 27) says,
“he never had any teacher except during the time when he went

to Ezv?t and associated with the Rriests.”“
But the important feature of Thales's work was that he founded

the geometry of lines, which was essentially abstract in its char-
acter. The Egyptian priests only had the geometry of surfaces,

a sketch of that Of sqlids, i.e., a geometrv consisting of some
simple quadratures and elementary cubatures, gbtained empiri-

cally. Thales introduced abstract geometry, the object of which
is to establish precise relations between the different parts of a
figure, so that some of them could be definitely found by means
of others. This was a phenomenon quite new in the world.
The following discoveriesin geometry are attributed to Thales:
— (1) thecircle is bisected by its diameter (Procl. op. ciz. p. 157);
(2) the angles at the base of an isosceles triangle are equal (ld.
p. 250); (3) when two straight lines intersect the vertically op-
posilte angles are eclual (Id. p. 299); (4) the angle in a semi”

clrcle is a right an§5e5, ( P the theorem Euclid i. 26 (Eudemus,
Procl. op. cit. p. 352). Two applications to practical problems

are also attributed to him:—(1) the determination of the distance

of a ship at sea; Sz) the determination of the height of a pyramid
b%’ means of the length of its shadow: the shadow was mezfsureﬁ
at the hour o the day when a man's shadow is the same lengt

as himself®. According to Plutarch (Sept. Sap. Conviv. 2), Thales
must have known Euclid vi. 4, but without the restriction as to
the hour o the day. Further, we learn that he perfected the

1“On the Eclipses of Agathocles, Thales @nd Xerxes,” Pkil. Trans.

vol. cxiii,, P- 179 seq., Il%%gz

2Athenaeum, P. 919 . o
SAstronomische %Jniersuchungen der wicktigeren Finsternisse, €tc.,

« p. §7, 1853.
\ 4Cf. Pamphila and the spurious letter from Thales to Hnerfpg/des
. . . e . tbrum
%n%lé’ 'arlf?,ered. E‘r'f)é:r!ﬂl n,I" %'émmnf ’ﬁhtf\’f %&W’itf,r #&mblichus,

In Vit. Pythag. 12; Plutarch, Sept. Sap. Conviv. 2, De Iside, 10, an

Plac 1.3, 1.
5This is unquestionably the meaning of the statemen ro": Pamphiltg
€ S person

+ (temp. Nero), ap. Diog. Laér. i. 24, that he was
describe a right-angled triangle in a circle.

‘;Hieronymus of Rhodes (Diog. Laér. i, 27) and Pliny (N. H. xxxvi
12).
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theory of the scalene triangle and the theory of linest. Proclus
inhis summary of the history of geometry before Euclid, says that
Thales introduced geometry into Greece from Egypt, and com-
municated the beginnings of many propositions to his successors.

From these indications it is difficult to determine what Thales
brought from Egypt and what he himself discovered. This diffi-
culty has, however, been lessened since the translation and publica-
tion of the papyrus Rhind by Eisenlohr?; and we can deduce cer-
tain facts fromit. (17 Thales must have known the theorem that
the sum of the three angles of a triangle are equal to two right
angles. This inference is made from theorems (4) and (2). We
know from Proclus, on the authority of Eudemus, that Euclid i.
32 was first proved in a general way by the Pythagoreans; but, on
the other hand, we learn from Geminus that the ancient geometers
discovered the equality to two right angles in each kind of triangle
--equilateral isosceles, and scalene (Apoll. Conica, ed. Halleius,
p- g); and the geometers older than the Pythagoreans can only
have been Thales and his school. The theorem was probably
arrived at by induction, and may have been suggested by the con-
templation of floors or walls covered with regular triangular,
square or hexagona tiles. [2] We see also in the theorem (4) the
first trace of the conception of geometrical loci, which we, there-
fore, attribute to Thales. |t wasin this manner that this remark-
able property o the circle, with which, in fact, abstract geometry
was inaugurated, presented itself to the imagination of Dante:—

“0 se del mezzo cerchio far si puote
Triangol si, ch'un retto non avesse.”—Par. C. xiii. 101.
[3] Thales discovered the theorem that the sides of equiangular
triangles are proportional. This theorem was probably made use
of alsoin hisdetermination of the distance of a ship at sea.

Let us now consider the importance of the work o Thales.
I. In a scientific point of view: (a) by his two theorems he
founded the geometry o lines, which has ever since remained the
principal part o geometry; (b) he may be considered to have laid
the foundation of algebra, for his first theorem establishes an
equation in the true sense of the word, while the second institutes
a proportion®. IIL In a philosophic point of view; we see that
in these two theorems of Thales the first type o a natural law,
i.e., the expression of a fixed dependence between different quan-
tities, or, in another form, the disentanglement of constancy in the
midst of variety — has decisively arisen®. III. Lastly, ina practical
point of view: Thalesfurnished the first example of an application
of theoretical geometry to practice®, and laid the foundation of
the methods of measurement of heights and distances.

Asto the astronomical knowledge of Thales we have the follow-
ing notices:.— (1) besides the prediction of the solar eclipse,
Eudemus attributes to him the discovery that the circuit o the
sun between the solsticesis not always uniform®; (2) he caled the
last day of the month the thirtieth (Diog. Laer. i. 24); (3) he
divided the year into 365 days (Id. i. 27); (4) he determined the
diameter of the sun to be the 720th part of the zodiac’; (5) he
remarked on the constellation of the Lesser Bear and instructed
his countrymen to steer by it [as nearer the pole] instead o the
Great Bear (Callimachus ap. Diog. Laer. i. 23; cf. Aratus, Phae-
nomena, V. 36 Seq.). Other discoveriesin astronomy are attributed
to Thales but on doubtful authorities. He did not know, for
example, that ""the earth is spherical,” asis erroneously stated by
Plutarch (Placita, iii. 10); on the contrary, he conceived it to be
a flat disk. The doctrine of the sphericity of the earth, for which
the researches of Anaximander had prepared the way, was in
fact one o the great discoveries of Pythagoras, was taught by
Parmenides, who was connected with the Pythagoreans, and re-

1Djogenes Lagrtius (i. 253. L

2Ein mathematisches Handbuch der alten Aegypter (Leipzig, 1877).

3Auguste Comte, Systéme de Politique Positive, iii., pp. 297, 300.

4P, %_affltte, Les Grands Types de ¥Humanité, vol. il., p. 292.

5Ibid., p. 294. .

§Theonis Smyrnagi Platonici Liber de Astronomia, ed. Th. H.
Martin, p. 324 (Paris, 18492. Cf. Diog. Laér. i. 24. o

"This IS the recelved interpretation o the e in Diogenes
Laértius, i. 24 (see Wolf, Gesch. der 4stron., p. 109), Where oedpalov
IS probably a scribe's error for fwdaxov. Cf. Apuleius, Florida,

iv. 18, who attributes to Thales, then old, the discovery: “quotiens
sol magnitudine sua circulum quem permeat metiatur.”

THALES OF MILETUS

mained for a long time the exclusive property of the Italian
schools. (See Schiaparelli, 1 Precursori de Copernico nell’ Anti-
chita, 1873)

Philosophy. — Whilst in virtue of his political sagacity and in-
tellectual eminence Thales held a place in the traditional list o
the wise men, on the strength of the disinterested love of know-
ledge which appeared in his physical speculations he was accounted
as a "' philosopher" (¢tAéoogos). Thales's "philosophy™ is usually
summed up in the dogma " water is the principle, or the element,
of things"; but, as the technical terms "principle” (apx#) and
"element" (erouxetor) had not yet come into use, it may be con-
jectured that the phrase "al things are water" (wévra Uéwp
éori) more exactly represents his teaching. Writings bearing his
name were extant in antiquity; but as Aristotle, when he speaks
o Thales's doctrine, aways depends upon tradition, the writings
were probably forgeries.

From Aristotle we learn (1) that Thales found in water the
origin of things; (2) that he conceived the earth to float upon a
sea of the elemental fluid; (3) that he supposed all things to be
full of gods; (4) that in virtue of the attraction exercised by the
magnet he attributed to it a soul. Here our information ends.
Aristotle’'s suggestion that Thales was led to his fundamental
dogma by observation of the part which moisture plays in the
production and the maintenance of life, and Simplicius’s, that
the impressibility and the binding power of water were perhaps
also in his thoughts, are by admission purely conjectural. Simpli-
ciuss further suggestion that Thales conceived the element to be
modified by thinning and thickening is plainly inconsistent with
the statement of Theophrastus that the hypothesis in question was
peculiar to Anaximenes. The assertion preserved by Stobaeus that
Thales recognized, together with the material element, "water,"
"mind," which penetrates it and sets it in motion, is refuted by
the precise testimony o Aristotle, who declares that the early
physicists did not distinguish the moving cause from the material
cause, and that before Hermotimus and Anaxagoras no one postu-
lated a creative intelligence.

It would seem, then, that Thales sought amid the variety of
things a single material cause; that he found such a cause in
one o the forms of matter most familiar to him, namely, water,
and accordingly regarded the world and all that it contains as
water variously metamorphosed; and that he asked himself no
questions about the manner o its transformation.

The doctrine of Thales was interpreted and developed by
Anaximander, Anaximenes, and Heraciitus. The Eleatic Parme-
nides (¢.v.), noted that, when Thales and his successors attributed
to the supposed element changing qualities, they became plural-
ists; they therefore required that the superficial variety of nature
should be strictly distinguished from its fundamental unity. Hence,
whereas Thales and his successors had confounded the One, the

 element, and the Many, its modifications, the One and the Not-

One or Many became with Parmenides matters for separate inves-
tigation. In this way two lines of inquiry originated. On the one
hand Empedocles and Anaxagoras, abandoning the pursuit of the
One, gave themselves to the scientific study of the Many; on the
other Zeno, abandoning the pursuit of the Many, gave himself to
the diaectical study of the One. Both successions were doomed
to failure; and the result was a scepticism from which the thought
o Greece did not emerge until Plato, returning to Parmenides,
declared the study of the One and the Many, jointly regarded, to
be the true office of philosophy. Thus, meagre and futile as the
doctrine of Thales was, all the Greek schools, with the solitary
exception of that of Pythagoras, took their origin fromit. Not in
name only, but also in fact, Thales, the first of the lonian physi-
cists, was the founder of the philosophy of Greece.
BisLiogrAPHY. — (@) Geometrical and Astronomical. C. A. Bret-
schneider, Die Geometrie u. die Geometer vor Euklides (LEIpzig, 18%0) ;
H. Hankel, Zur Gesclzichte der Mathematik (Leipzig, 1874) ; G._J.
Allman, "Greek Geometry from Thales to Euclid,” Hermathena, NO.
v. (Dublin, 1877) ; M. Cantor, Vorlesungen itber Geschichte der Mathe-
matik (Leipzig, 1880); P. Tannery, “Thalés de Milet ce quil a
emprunté i 'Egypte,” Revue Philosophique, March 1880; "La Tradi-
tion touchant Pythagore, Oenopide, et Thalés,” Bul. des Sc. Math.,
May 1886; R. Wolf, Geschichte der Astronomie (Munich, 1877). See
also under EcLipse and Astrovonmy. (&) Philosophical. The histories
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o Greek philosophy mentioned s.v. ParMENDDES. A Kirische,
Forschungen, pp. (Gottingen, 1840). H. Jx; X)

THALLI UM ametallic chemical element, discovered in 1861
by Sir William Crookes, who, during a spectroscopic examination
of the flue-dust produced in the roasting of seleniferous pyrites
occurring at Tilkerode in the Harz, observed a green line foreign
to al then known spectra. He concluded that the mineral con-
tained a new element, to which he gave the name of thallium,
from BaXNos, a green twig. Crookes presumed that his thallium
was something of the order of sulphur, selenium or tellurium;
but Lamy, who anticipated him in isolating the new element,
found it to be a metal. (Symbol T1, atomic number 81, atomic
weight 204-3.)

Chemical Character — The chemical character of thallium
presents striking peculiarities. Dumas once called it the “Ornitho-
rhynchus paradoxus of metals." Asan elementary substance, it is
very similar in its physical properties to lead; it resembles lead
chemically inasmuch as it formsan almost insoluble chloride and
an insoluble iodide. But the hydroxide of thallium, in most of
its properties, comes very close to the alkali metals; it is strongly
basic, forms an insoluble chloroplatinate (platinichloride), and an
alum strikingly similar to the corresponding potassium compounds.
Y et, unlike potassium or lead, it forms a feebly basic sesquioxide
similar to manganic oxide, Mn;Os.

Traces of thallium exist in many kinds of pyrites, as used for
vitriol-making. The only known mineral of which it forms an
essential component is the rare mineral crookesite of Skrikerum,
Sweden, which, according to Nordenskiold, contains 33.3% of
selenium, 45-8% of copper, 3.7% of silver, and 17.2% of thallium.
The best raw materials for the preparation of thallium are the
flue-dusts produced industrially in the roasting of thaliferous
pyrites and the " chamber muds™ accumulating in vitriol-chambers
worked with such pyrites; in both it is frequently associated with
selenium. The flue-dusts may contain o-5-3-5% o thallium, but
usually do not exceed the lower value.

For the extraction of the metal from chamber mud, the latter
is boiled with water, which extracts thallium as sulphate. From
the filtered solution the thallium is precipitated as chloride by
addition of hydrochloric acid, along with more or less of lead
chloride. The mixed chlorides are boiled down to dryness with
sulphuric acid to convert them into sulphates, which are then
separated by boiling water, which dissolves only the thallium salt.
From the filtered solution the thallium is recovered, as such, by
pure metallic zinc, or by electrolysis. The (approximately pure)
metallic sponge obtained is washed, made compact by compres-
sion, fused in a porcelain crucible in an atmosphere of hydrogen,
and cast into sticks.

Metallic Thallium.— Metallic thallium is bluish white; it is
extremely soft and almost devoid of tenacity and elasticity. Its
specific gravity is 11.86. |t fusesat 302° C; at about 1,300° it
boils and can be distilled in hydrogen gas. Its vapour density
corresponds to monatomic molecules. Its salts colour the Bunsen
flame a bright green. When heated in air it is readily oxidized,
with the formation of a reddish or violet vapour. When exposed
to the air it becomes quickly covered with a film of oxide; the
tarnished metal when plunged into water reassumes its metallic
lustre, the oxide film being quickly dissolved. When kept in con-
tact with water and air it is gradually converted into hydroxide,
TIOH. |t decomposes water at a red heat, liberating hydrogen
and being itself convertedinto the hydroxide. It is readily soluble
in nitric and sulphuric acids, but less so in hydrochloric. 1t does
not combine with hydrogen, but unites directly with the halogens.

Salts.— Thallium forms two series of salts: thallous, in which
the metal is univalent; and thallic, in which it is trivalent. The
thallic salts are, however, much less stable than the thallous. I n
the thallous series many analogies with lead compounds are ob-
served; in the thallic some resemblance to aluminium and gold.

Thallous hydroxide, TIOH, is most conveniently prepared by
decomposing the solution of the sulphate with baryta water. |t
crystallizes from its solution in long yellow needles, TIOH or
TIOH-H,0, which dissolve readily in water, forming an intensely
alkaline solution, which acts as a caustic and greedily absorbs
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carbonic acid from the atmosphere. Unlike the alkalis, it readily
loses its water at 100° C and even at the ordinary temperature,
to form the oxide T1:O, which is black or black-violet. Thallic
oxide, T10s, is formed when the metal is heated in air or oxygen
at soo—700°, by the action of hydrogen peroxide upon alkaline
solutions of thallous salts, or by heating thallous nitrate. It
decomposes into thallous oxide and oxygen above 8cc°. The cor-
responding hydroxide, TIO-OH, is very unstable. A thallothallic
oxide, T1,0-TL03 or TIO, is adso known.

Thallous chloride, TICl, is readily obtained from the solution
of any thallous salt, by the addition of hydrochloric acid, as a
white precipitate similar in appearance to silver chloride, like
which it turns violet in the light and fuses below redness into a
(yellow) ligquid which freezes into a horn-like flexible mass. It
is also formed when the metal is burnt in chlorine. One part of
the precipitated chloride dissolves at o® C in 500 parts of water,
and in 40 parts at 100° C. It is less soluble in dilute hydro-
chloric acid. Thallous iodide, TII, similarly obtained as a yellow
precipitate, requires 16,000 parts of cold water for its solution.
The yellow crystals melt at 190°, and when cooled assume a red
colour, which changesto the original yellow on standing. Thallous
bromide, TiBr, 1s a light yellow crystaliine powder; it is formed
analogously to the chloride. Thallous perchlorate, TICIO4, and
periodate, TIIOy, are interesting inasmuch as they, together with
several other thallous salts, are isomorphous with the correspond-
ing potassium salts.

Thallous carbonate, T12.COz, more nearly resembles the lithium
compound than any other ordinary carbonate. It is produced by
the exposure of thallous hydrate to carbon dioxide, and therefore
is obtained when the moist metal is exposed to the air. It forms
resplendent monoclinic prisms, soluble in water. The bicarbonate
is not known.

Thallous sulphate, T1:SOs, forms rhombic prisms soluble in
water, which melt at a red heat with decomposition, sulphur
dioxide being evolved. It unites with aluminium, chromium and
iron sulphatestoform"aums" (g.v.). It also forms double salts of
the type TLSO:«(Mg, Fe or Zn)SO.+6H,0. Thallous sulphide,
TLS, is obtained as a black precipitate by passing sulphuretted
hydrogen into a thallous solution. It isinsolublein water and in
the alkalis, but readily dissolvesin the mineral acids.

Thallous nitrate, TINOs, is obtained as white, rhombic prisms
by crystallizing a solution of the metal, oxide, carbonate, etc., in
nitric acid. Various thalous phosphates are known, eg.,
T1.HPO+H.0, TIH,PO,, TI;P0O4, TLP:O, etc.; they bear a close
resemblance to the corresponding phosphates of the alkali
metals.

Thallic chloride, TICl;, is obtained by heating the monochloride
with chlorine under pressure, or by saturating a suspension of the
monochloride in water with chlorine; when anhydrous it is a
crystalline mass which melts at 24°. |1t forms several double salts,
e.g., with hydrochloric acid and the akaline chlorides. The
chlorine 1s not completely precipitated by silver nitrate in nitric
acid solution, the ionization apparently not proceeding to all the
chlorine atoms. The mixed chlorides TICLTICl; and 3TICL-TICl;
are also produced by the regulated action of chlorine on the mono-
chloride. Thallic iodide, Tl;, is interesting on account of its
isomorphism with rubidium and caesium tri-iodides, a resemblance
which suggests the formula TII(I:) for the salt, but T. M.
Lowry and A. J. Berry (1928) have shown that it does not give
the reactions of a thallous salt, and, when dissolved in methyl
alcohal, it behaves as a binary electrolyte, i.e., as (TlI.)I or as
TI[TIL]. Thallic sulphate, T1:(SOs)s7H20(?), and thallic nitrate,
TI(NOs)3-3H:0, are obtained as colourless crystals on the evapora-
tion of a solution of the oxide in the corresponding acid The
sulphate decomposes into sulphuric acid and the trioxide on
warming with water, and differs from aluminium sulphate in not
forming alums.

Thallium salts are used in the manufacture of certain optical
glasses on account of the high refractive index conferred on the
glass. They are all poisonous, having an action somewhat re-
sembling that of lead salts, and are said to have a pronounced
depilatory action, but this has also been denied.
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Thallous acetylacetone, C:H:O,T1, prepared from an acoholic
solution of acetylacetone and the hydroxide, is of interest. On
the application of thallium compounds to organic syntheses, see
R. C. Menzies, 1. Chem. Soc., 1924, et seq.

Analysis.— All thallium compounds volatile or liable to dis-
sociation at the temperature of the flame of a Bunsen lamp impart
to such flame an intense green colour. The spectrum contains a
bright green of wave-length 5,351. From solutions containing it
as thallous salt the metal is easily precipitated as chloride, iodide,
or chloroplatinate by the corresponding reagents. Sulphuretted
hydrogen, in the presence of free mineral acid, gives no precipi-
tate; sulphide of ammonium, from neutral solutions, precipitates
T1,S as a dark brown or black precipitate, insoluble in excess of
reagent. Thallic salts are easily reduced to thallous by means o
solution of sulphurous acid, and thus rendered amenable to the
above reactions. Thallous chloride can be titrated by potassium
iodate in moderately concentrated hydrochloric acid solution.

THALWEG, a land-form term adopted into general usage
for the continuous line drawn through the lowest points o a
river's valley from its source to its mouth. The concave curve
thus drawn shows the natural direction of a watercourse.

THAMES, the chief river of England, rising in several small
streams among the Cotswold Hills in Gloucestershire. Its source
is generally held to be at Thames Head, in the parish of Coates,
3 m. west of Cirencester; but claims have also been advanced on
behalf of the Seven Springs, the head waters of the river Churn, s
m. south of Cheltenham. The length of the river from Thames
Head Bridge to London Bridge is 1614 m. and from London Bridge
tothe Nore, 473m., atotal of 209 m. The width at Oxford is about
150 ft., at Teddington 250 ft., at London Bridge 750 ft., at Graves-
end 2,100 ft., and between Sheerness and Shoeburyness, immedi-
ately above the Nore, 55 m. The height of Thames Head above
sea-level is 356 ft., Seven Springs 700 ft., and Lechlade 237 ft.
and the average fall below Lechlade is 20 in. per mile. The
Thames forms the boundary between the following counties along
its course: Gloucestershire and Wiltshire, Gloucestershire and
Berkshire, Oxfordshire and Berkshire, Buckinghamshire and Berk-
shire, Middlesex and Surrey, and finaly, at its estuary, Essex and
Kent. In the succeeding paragraph the bracketed figures indicate
the distance in miles above London Bridge.

The upper course lies through a broad valley. The scenery is
rural and pleasant; the course of the river winding. Before
reaching Oxford the stream swings north, east and south to
encircle the wooded hills of Wytham and Cumnor, which over-
look the city from the west. The Windrush joins from the north
(left) at New Bridge (126%), the Evenlode near Eynsham (119),
and the Cherwell at Oxford (112). Between Lechlade and Oxford
the main channel sends df many narrow branches; the waters
of the Windrush are similarly distributed, and the branches in
the neighbourhood of Oxford form the picturesque " backwaters."
The river then passes the pleasant woods of Nuneham, and at
Abingdon (x103%) receives the Ock from the Vale of White Horse,
at Dorchester (954) the Thame (left), and it then passes Walling-
ford (go%) and Goring (85). The river now bends eastward, and
breaches the chalk hills, dividing the Chilterns from the downs
of Berkshire. From this point as far as Taplow the southern
slopes of the Chilterns descend closely upon the river; they are
finely wooded, and the scenery is peculiarly beautiful. At Pang-
bourne (80%) the Thames receives the Pang (right), and at
Reading (743%) the Kennet (right). After passing Reading it
bends northward to Henley (65), eastwards past Great Marlow
(57) to Bourne End (54), and southwards to Taplow and Maiden-
head (49%), receiving the Loddon (right) near Shiplake above
Henley. Winding in a south-easterly direction, it passes Eton
and Windsor (431), Datchet (41%), Staines (36), Chertsey (32),
Shepperton (30) and Sunbury (26%), receiving the Coln (left)
at Staines, and the Wey (right) near Shepperton. Flowing past
Hampton Court, opposite to which it receives the Mole (right),
and past Kingston (z20%), it reaches Teddington (18%). Passing
Richmond (16) and Kew the river flows through London and its
suburbs for a distance of about 25 m.,, till it has passed Wool-
wich. Gravesend, the principal town below Woolwich, is 265 m.

THAMES

from London Bridge. The estuary may be taken to extend to the
North Foreland of Kent. In the tideway the principal affluents
of the Thames are the Brent at Brentford, the Wandle at Wands-
worth, the Ravensbourne at Deptford, the Lea at Blackwall, the
Darent just below Erith, and the Ingrebourne at Rainham, besides
the Medway.

The basin o the Thames is of a composite character. Thus,
the upper portion of the system, above the gap at Goring, is a
basin in itself, defined on the west and south by the Cotswold
and White Horse Hills and on the east and north by the Chilterns
and .the uplands of Northamptonshire. But there are several
points at which its division from other river basinsis only marked
by a very low parting. Thus a well-marked depression in the
Cotswolds brings the head of the (Gloucestershire) Coln, one of
the head-streams of the Thames, very close to that of the Isborne,
a tributary of the upper Avon; the parting between the head-
streams of the Thames and the Bristol Avon sinks at one point,
near Malmesbury, below 300 ft.; and head-streams of the Great
Ouse rise little more than two miles from, and only some 300 ft.
above, the middle valley of the Cherwell. The White Horse Hills
and the Chilterns strike right across the Thames basin, but amost
their entire drainage from either flank lies within it, and similarly
a great part o the low-lying Weald, though marked off from the
rest of the basin by the North Downs, drainsinto it through these
hills. Further, the Kennet continues upward the line of the
main valley below the Goring gap, and the Cherwell that of the
main valley above it. The basin thus presents interesting prob-
lems. The existence of wide valleys where the small upper waters
o the Cherwell, Evenlode and Coln now flow, the occurrence of
waterborne deposits in their beds from the north-west of England
and from Wales, and the fact that the Thames, like its lower
southern tributaries which pierce the North Downs, has been.
able to maintain a deep valley through the chalk elevation at
Goring, are considered to point to the former existence of a much
larger river, in the system of which were included the upper
waters of the present Severn, Dee and other rivers of the west.
The question, in fact, involves that of the development of a large
part of the hydrography of England.

Tamesis and Isis.— The Thames about Oxford is often called
the Isis. Caesar (DeBell. Gall. v. 11) says that at the time of
his invasion of Britain it was called Tamesis. | n the first statute
passed for improving the navigation of the river near Oxford (21
Jac. 1.) it iscalled theriver of Thames, and it was only in a stat-
ute of George II. (1751) that the word Isis appears. The flow
o the Thames varies greatly, according to the season of the year.
In very dry summers the flow at Teddington has been known to
fall as low as 200,000,000 gal. per day and as high as 20,000,-
ooo,000 gd. in a rainy season. Flooding of the surrounding coun-
try is not uncommon, and it becomes a serious menace to the low-
lying parts of London, where the river is tidal, when flooding
coincides with high spring tides. The importance of storage reser-
voirsismanifest under such conditions of flow, especially bearing
in mind the ever increasing needs of the London district. The
water-supply of London is considered under that heading; it may
be noted here that the Thames forms its chief source of supply,
but apart from this the corporation of Oxford and two companies
in the Staines district have powers to draw water from the river.

Throughout the whole of the Thames watershed, and especially
in the 3,800 sq:m. above the intakes of the water companies (at
Hampton or in the vicinity), the Thames Conservancy has en-
forced the requirements of parliament that no sewage or other
pollution shall be allowed to pass into the Thames, or any water
communicating with it. The Thamesis navigable for rowing-boats
as far upwards as Cricklade and for barges as far as Lechlade. At
Inglesham, three-quarters of a mile above Lechlade, the Thames
and Severn canal has its junction with the Thames. Barges draw-
ing 3 ft. 6in. can now, even in the summer season, navigate from
London to Inglesham.

Construction of Locks.—In 1771 an act of parliament was
passed authorizing the construction of pound locks on the Thames
above Maidenhead Bridge. In pursuance of the powers thus
granted, the Thames Commissioners of that day caused locks
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to be built at various points above Maidenhead, and between 1810
and 1815 the Corporation of London carried out river works on
the same lines as far down the river as Teddington. The works
as subseguently maintained by the Thames Conservancy ensure
an efficient head of water during the drier seasons of the year, and
facilitate the escage of winter floods. The number of locks is 47,
including four navigation weirs above Oxford. The uppermost
lock is St. John's, below Lechlade; the lowest is Richmond.

The canals in use communicating with the Thames, are the
Thames and Severn canal, the Oxford canal, the Kennet and Avon
canal from Reading to the Bristol Avon, the Grand Junction at
Brentford, the Regent's canal at Limehouse, the Surrey cana at
Rotherhithe. the Gravesend and Rochester canal (Southern Rail-
way Co.). Navigation is also carried on by the Medway to Ton-
bridge. on the lower parts of the Darent, Cray and Wey. The
Woking, Aldershot and Basingstoke canal joins the Wey, but is
little used. The Wilts and Berks canal, joining the Thames at
Abingdon, is disused. By means of the Grand Junction and Ox-
ford canals especially, constant communication is maintained
between the Thames and the great industrial centres of England.
The trade on the upper Thames is steady. though not extensive
The vast trade on the estuary, which lies within the bounds of the
port of London, as well as the bridges over the river in the Lon-
don area, is considered under Lonpon. The utility of the river
is great in the opportunities for exercise and recreation which it
affordsto the public, especially to Londoners. Rowing boats, sail-
ing boats and motor boats ply its waters. There are fixed prices
for the passage of the locks. During the season regattas take
place, of which the Henley Royal Regatta is pre-eminent. The
Oxford and Cambridge boat-race from Putney to Mortlake on
the tideway, the summer eights and the "torpids™ at Oxford Uni-
versity, and the school races at Eton and Radley should also be
mentioned.

In 1857 the Thames Conservancy Board was established. Its
powers were increased and its constitution varied in 1864, 1866
and 1894, but the creation of the Port of London Authority (see
Lonpoxn) limited its jurisdiction. Fish are abundant, especially
coarse fish such as pike, perch, roach, dace and barbel. OF trout
there are many fine specimens, especially at the weirs. The right
of the public to takefish freely from the river has been frequently
under dispute and to-day fisheries are under the regulation of by-
laws made by the Thames Conservancy, which apply to the
riparian owners as well as to the public generally. These by-laws
are carried into effect by officersof the conservators, assisted by
the river-keepers of thevarious fishing associations. The principal
associations are those at Oxford, Reading, Henley, Maidenhead
and Windsor, and the Thames Angling Preservation Society, whose
district is from Staines to Brentford.

T A, a town and district in British India, in the Northern
division of Bombay. The town is on the west of the Salsette
creek or Thana river, just where the Great Indian Peninsula
railway crosses to the mainland, 21 m. from Bombay Ccity, of
Wh'ﬁP ibis now practically a suburb. Pop. (1g3:) 21,816.

e DISTRICT OF THANA has an area of 3,422 sq.m. It extends
along the coast and is confined between the Western Ghats on
the east and the sea on the west, while on the north it is bounded
by the Portuguese territory of Damaun and by Surat district,
and on the south by Bombay suburban district. The district is
well watered and wooded, and, except in the north-east, is a low-
lying rice tract broken by hills. Most of the hills were once forti-
fied, but the forts built on them are now dilapidated and useless.
The only rivers of any importance are the Vaitarna and the Ulhas,
the former being navigable for a distance of about 20 m. from
its mouth; the latter is also navigable in parts for small craft.
There are no lakes; but the Vehar and the Tulsi, formed arti-
ficially, supply Bombay city with water. In 193: the population
was 836,625. The staple crop is rice. Fishing supports many
of the people, and the forests yield timber and other produce.
Salt is manufactured by evaporation along the coast.

The territory comprised in the district of Thana (apart from
Salsette island, which was acquired in 1782) formed part of the
dominions of the peshwa, and was annexed by the British in
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1818 on the overthrow of Baji Rao.

THANESAR, an ancient town o British India, in Karnal
district of the Punjab, on the river Saraswati: pop. (1931) 5,032.
As the centre of the tract called Kurukshetra in the Mahabharata,
it has dways been a holy place. The bathing-fair held here on
the occasion of a solar eclipse is said to be attended by half a
million pilgrims.

THANET, ISLE OF, the extreme N.E. corner of Kent,
England, insulated by the two branches of the river Stour, and
forming one of the 1z parliamentary divisions of the county.
Pop. of parliamentary division (1¢3:) 95,394. Its name is
said to be from Saxon tene, a beacon or fire (probably from the
watchfires on this easily ravaged coast), and humerous remains
of Saxon occupation have been found, as at Osengal near Rams-
gate. Thanet is roughly oblong in form, its extreme measurements
being about 8 m. from E. to W., and 5 m. from N. to S. The
branches of the Stour dividing near Sarre take the place of the
former Wantsume, a sea-passage which had diminished in breadth
to half a mile in the time of Augustine. The Wantsume was
guarded by the Roman strongholds of Regulbium (Reculver) in
the north and Rutupice (Richborough) in the south, and ivas
crossed by ferries at Sarre and Wade. With the drying up of this
channel and the closing of Sandwich harbour in the 16th century,
the present marshlands or level to the south and west of the isle
were left. The sea-face of Thanet consists mainly of bold slopes
or sheer cliffs, and the eastern extremity is the fine chalk head-
land of the North Foreland with a lighthouse. Containing the
popular seaside resorts of Ramsgate, Broadstairs, Margate and
Westgate, Thanet isserved by the S.R., and Minster is a junction
station of the lines to Ramsgate and Sandwich respectively.

THANKSGIVING DAY, in the United States, the last
Thursday in November, annually set apart for thanksgiving by
proclamation of the president and of the governors of the various
States. Theday isobserved with religious servicesin the churches,
and, especially in New England, as an occasion for family re-
union. ThePilgrims set apart a day for thanksgiving at Plymouth
immediately after their first harvest, in 1621; the Massachusetts
Bay Colony for the first time in 1630, and frequently thereafter
until about 1680, when it became an annual festival in that colony;
and Connecticut as early as 1639 and annually after 1647, except
in 1675. The Dutch in New Netherland appointed g day for giving
thanks in 1644 and occasionally thereafter. During the Revolu-
tionary War the Continental Congress appointed one or more
thanksgiving days each year, except in 1777. President Washing-
ton appointed a day of thanksgiving (Thursday, Nov. 26) in 1 789,
and appointed another in 1793. President Madison, in response
to resolutions of Congress, set apart a day for thanksgiving at
the close of the War of 1812. By 1858 proclamations appointing
a day of thanksgiving were issued by the governors of 25 States
and 2 Territories. President Lincoln appointed the last Thursday
of Nov. 1864, and each president has followed his example.

See F. B. Hough, Proclamations for Thanksgiving (Albany, 1858);
W. D. Love, The Fast and Thanksgiving Days ¢f New England (:895) ;
E. H Hughes. Thanksgiving Sermons (1924) ; A. G Lloyd, Thanks-
giving School Programs (1g2%) ; Van Buren and Bemis, Thanksgiving
Day in Modern. History (1928); L. C Van Derveer, Thanksgiving
Plays and Ways (192%).

THANN, a town of France, capital of an arrondissement in
the department of Haut-Rhin, on the Thur, 16 mi. by rail N.W.
o Mulhouse. Pop. (1936) 6,447. In World War | it was taken by
the French in 1914, and was bombarded. In World War II it was
occupied by the Germans in June rg4o0. The Gothic church of St.
Theobald (1351) escaped serious injury; it has a tower (1450~
1516) with a beautiful spire. Above the town are the ruins of
Engelburg castle, destroyed by Turennein 1675. Thann isthe seat
of a subprefect. It has metal foundries and manufactories of
chemical products, machinery and textiles.

THAPSACUS (Tiphsah, modern Kalat Dibse, also called for
a short time Amphipolis), formerly an important crossing place
on the Euphrates (g.v.), about 8 miles below Meskene in 36°
N. 38° E. The city seems to have stood on the right bank and
on the direct line to Syria. It was used as a centre from which to
measure distances by Eratosthenes. The earlier crossing place
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seems to have been higher up the river, but Xenophon, who
reports that it was a large prosperous city, forded his army
here, and by the time of Alexander there was a bridge of boats.

THAPS{JS, a low peninsula, now known as Magnisi, joined
by a narrow isthmus to the mainland o Sicily, about 7 m.
N.N.W. of Syracuse. The Athenians used it as a naval station in
their attack on Syracuse early in 414 8.c. A number of tombs
contained objects belonging to a transitional stage between the
second and third Sicel period, attributable roughly to rooo-goo
B.C., With a proportion o Mycenean importations.

See Orsl in Monumenti dei Lincei (18g97%), Vi. 8g~150.

THAPSUS, BATTLE OF (47 s.c.). After his victory at
Pharsalus Julius Caesar followed Pompey to Egypt, where the
Pompeians accumulated a large army and were joined by Juba,
king of Numidia. A battle was fought at Ruspina in which
Caesar was almost overwhelmed, after which he moved to Veita
and besieged it, withdrew on account of lack of supplies, and, in
order to compel Scipio to battle, marched on Thapsus, an ancient
city of North Africain the province of Byzacium (the modem
province of Tunis), on the coast more than 1oo m. north of
Carthage. Thapsus contained large military stores, was strongly
garrisoned and blockaded by Caesar's fleet. On Feb. 4, 47 s.c. he
arrived before the city, and immediately besieged it. This drove
Scipio into action, for he at once advanced on Thapsus and threw
up two entrenched camps, one for his own men and the other for
Juba’s eight miles south of the city.

The manoeuvres which now followed were controlled by a salt
water lake, the modern Sebka di Moknine, which lies to the south-
west of Thapsus. Caesar had entirely surrounded the town, but
Scipio considered that it was still possible to relieve it from the
south. Caesar had foreseen the likelihood of this move, and had
built a strong fort in the centre of thestrip of land which separates
the eastern margin of the lake from the sea. When Scipio ad-
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PLAN OF THE BATTLE OF THAPSUS, FEB. 47 B.C., WHEN JULIUS CAESAR
ANNIHILATED THE FORCES OF SCIPIO, FATHER-IN-LAW OF POMPEY THE
GREAT

Jusa's Camp

vanced he struck thisfort, and being unable to take it turned back
and decided to march round the lake and force the northern
approach to the city. This he did, and constructed two camps
north of the lake. Though Caesar would have preferred to defer
battle until he had taken Thapsus, he now determined to attack
Scipio before he had finished his entrenchments. Leaving As-
prenas, the pro-consul and two [egions to carry ON the siege, with
e g T AT TS e R E S Btnes T e o
sail down the coast, and make a demonstration against Scipio's
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rear. Placing his left on the coast, Scipio drew up his army in
three lines with his elephants and light troops in front of his
right and left wings, his Numidian cavalry on the left, and the
rest of his cavalry and light troops on the right. Advancing on
him, Caesar also extended his army into three lines with the II.
and X. legions on the right, the VIII, and IX. on the left, and
five legions in the centre. His flanks he covered by five chosen
cohorts supported by archers, slingers and cavalry.

As Scipio's camp was but half dug, Caesar's men wished to ad-
vance at once. Caesar, however, was not over anxious to precipi-
tate the battle because he was largely outnumbered by the
Numidian cavalry. Whilst he hesitated, the X. legion suddenly
sounded the charge which was repeated all down the line. The
archers and slingers soon overwhelmed Scipio's elephants with
their arrows and stones, driving them back on their own line,
where they not only demoralized the infantry but scattered the
left wing horse. The infantry lines then clinched, fighting each
other until sunset, when Scipio's right wing became demoralized.
This affected the centre, and soon the entire line broke and sought
refuge in the half-completed camp, which was speedily captured
by a double envelopment of Caesar's wings. Scipio's force was
annihilated in an awful slaughter of which Mommsen writes: " If
the hydra with which they fought always put forth new energies,
if the army was hurried from Italy to Spain, from Spain to Mace-
donia, from Macedonia to Africa, and if the repose ever more
eagerly longed for never came, the soldier sought, and not wholly
without cause, the reason of this state of things in the unseason-
able clemency of Caesar." Fifty thousand corpses were strewn
over the battlefield of Thapsus, and among them were several
Caesarian officers known as opponents to the new monarchy.

I'n this battle neither strategy nor tactics are remarkable, but
what is so is the insubordination of the men, and their growing
sense of mastership in the new order which Caesar was creating.
He wished to found an Empire, and aimed at a complete victory,
constantly taking tremendous risks and ignoring the units. The
soldierswanted peace, so that they could return to their homes and
families. At Thapsus a battle was begun between the will of
Caesar and the desires of hismen, it was slow and progressive, and
did not end until Alaric had sacked Rome. See PHARsALUS, BAT-
TLE oF (bibl.). (J.F.CF)

THAR AND PARKAR, a district of British India in the
Sind province of Bombay. Area, 13,636 sq.m. Pop. (1931) 468,-
040 The district is divided into two vportions The western
part, caled the " Pat," is watered by the Eastern Nara canals and
the Jamras canal, which constitute the water-systems of the
district, and the presence of water has created a quantity of
jungle and marsh; the other part, called the " Thar," is a desert
tract of rolling sand-hills, running north-east and south-west, com-
posed of a fine but slightly coherent sand. To the south-east of
Thar is Parkar, where there are ranges of rocky hills, rising to
350 ft. above the surrounding level, and open plains of stiff clay.
This portion contains the ruins of several old temples. The prin-
cipal crops are millets, rice, wheat, oil-seeds and cotton. Mirpur
Khas (g.v.) is the administrative headquarters of the district.
The town lies on the Jodhpur-Bikanes metre-gauge line which
connects it with Hyderabad and Rajputana. A feeder line runs
north from Mirpur Khas to Khadro, and another south to Jhudo.
(See aso INDIAN DESERT.)

THARAUD, JEROME (z2874— ), French man of letters,
was born on March 18, 1874, at Saint-Junien, Haute Vienne, and
educated at the collége Sainte-Barbe and  the Ecole normale
supérieure. He became a lecturer at the University of Budapest.
I'n collaboration with his brother Jean (1877- ), he gained
the prix Goncourt in 1908, and the grand prix de littérature at the
French Academy in z920. The brothers are joint authors (J.-J.
Tharaud) of all their works. They excel in the art of story-tell-
ing. Jerome Tharaud was elected to the French Academy in 1938.

Their works incl ude,MDingIey, Villustre écrivain (I90;); llBar-

- aitre 1910) - atai
gf;t}:zerlz?aé’/i%g%e) '(6|t'ha ed., ;tgxgs)e; Egr\ffamgeédgegde )Razflz%llac (19183)q'
LaVie e la Mort de Dérouléde (1914) ; L’Ombre de la Croix (1917) ;

Un Royaume de Dieu (1920) ; guand Israél est 10i (1921) ; Rendezvous
espagnols (1925); La Rose de Saron (1g27). See J. Bonnerot, Jérome
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et Jean Tharaud, leur oeuvre (1927).

THARGELIA. A Greek festival bearing signs of very high
antiquity; in historical times part of the cult of Apollo, but quite
oossibly, indeed probably, older than its arrival in Greece. The
name is derived from 6apynlos, which signifies an offering of
some sort (exact nature and etymology quite uncertain) used at
the festival. I n Attica, it was held on the 6th and 7th of themonth
Thargelion, to which it gave its name; the latter date (towards
the end of May) was supposed to be Apollo's birthday. On the
6th, certainly at Athens and probably elsewhere, two persons
known as pharmakoi (magical people, "medicine-men"), who had
been chosen for their ugliness, were beaten with plants of a magi-
caly purifying value, including squills; being thus filled with good
magic, they were led through the city, presentsof food being made
to them. In classical times they seem to have been regarded
chiefly as scapegoats, and some pretence was made o stoning or
burning themto death; it is, however, fairly clear that thiswasnot
their only significance. | n Attica they were called otBaxxot; their
connection with Apollo is simply that he isthe great god of purifi-
cations. They occur elsewhere in lonian ritual.

On the 7th, sundry holy things, very iikely including anetpeaiiva
(see PvanEps1a), were carried in procession, and an important
musical festival with prizes for the best chorus, was held in hon-
our of Apollo; thisisthe only rite which we can definitely say is
Apolline, and not taken over from some still earlier ceremony. |t
is noteworthy that on the 6th an offering of a ram was made to
Demeter Chloe. The principal part of the festival was therefore
agricultural; as already suggested, Apollo perhaps took it over
because it was in part purificatory; it certainly has no intimate
relation to his worship.

BieLioGRAPHY. —See A. Mommsen, Feste der Stadt Atkhen, p. 468
et seq. (1898); M. P. Nilsson, Griechische Feste, p. 105 (1g906) ; L. R.
Farnell, Cults of the Greek States, vol. IV. p. et seq. (1907). For

the pharmakoi see V. Gebhard, Die Pharmakoi in Ionier und die
Sybakchoi in Atken (Amberg, 1926; bibl.).

THARRAWADDY, atown and district in the Pegu division
of Burma. The town has a station on the railway, 68 m. N.W.
from Rangoon. Pop. (1931), 7,131. The district has an area of
2,815 sq.m. The Pegu Yoma range separates it from Toungoo
district, and forms the water-parting between the rivers Irra-
waddy and Sittang; there are also many small elevations. The
Irrawaddy is the principal navigable river. Teak forests and fuel
reserves cover more than a quarter of the whole area. Among
the wild animals found in the mountains are elephant, bison and
various kinds of feathered game. The rainfall ranges from about
60 to go inches. Pop. (1931), 508,319, showing an increase of
15,880 in the decade. The railway runs through the centre of
the district, with ten stations. The chief towns are Letpadan
(12,160); Gyobingauk (7,675) ; Zigbn (6,338); Thonze (7,962);
Nattalin (5,633) and Minhla (4,413). The staple crop is rice.
Thehistory of thedistrictisidentical with that of Henzada (g.v.).
Tharrawaddy was formed in 1878 out of that portion of Henzada
lying east of the Irrawaddy.

THARROQOS, an ancient town of Sardinia, situated on the west
coast, on the narrow sandy isthmus of a peninsula at the north
extremity of the Gulf of Oristano, now marked by the tower of
S. Giovanni di Sinis. |t was 12 m. W. of Othoca (Oristano) by
the coast road, which went on northward to Cornus, and thence to
Turris Libisonis. 1t was of Phoenician origin, but continued to
exist in Roman times. It was destroyed by the Saracens in the
11th century. In the necropolis to the south of Tharros many
Phoenician tombs have been excavated; they are rectangular or
square chambers cut in the rock, measuring from 6 to 9 ft. each
way. Some 3 m. tothe north is the church of S. Salvatore, with
underground rock-cut chambers below it with walls decorated with
pre-Christian paintings.

THASOS, Greek island in the N. of the Aegean sea, df the
coast of Thrace and the plain of the river Nestus (Turk. Kara-
Sz). Herodotus (ii. 44. vi. 44-8) tells of an early Phoenician
settlement, of gold mines, and of a temple of Heraclea: Thasus,
son of Phoenix, gave his name to the idand. In 720 or 708 B.c.
Thasos received a Greek colony from Paros. In a war between
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the Parian colonists and the Saians, a Thracian tribe, the poet
Archilochus threw away his shield. The Greeks owned gold mines
also on the mainland. From these sources the Thasians drew
annual revenues of 200 or even 300 talents. The Athenians, after
a siege of two years, compelled the Thasians in 463 to destroy
their walls, surrender their ships, pay an indemnity and an an-
nual contribution (in 449 this was 24 talents, from 445 about 30
talents), and resign their mainland possessions. After the battle
of Aegospotami (4035 B.C.), Thasos again fell into the hands of
the Lacedaemonians under Lysander who formed a decarchy
there. In the dispute between Philip V. and the Romans, Thasos
submitted to Philip, but received its freedom after Cynoscephalae
(197 B.C.). After a period of Latin occupation in the 13th cen-
tury it was captured by the Turks in 1462. After the close of the
first Balkan War it was, by the terms of the Treaty of London,
May 30, 1913, ceded by Turkey to Greece. The capital
stood on the N. coast, and had two harbours. The highest moun-
tain, Ipsario, is 3,428 ft. high. Besides gold, it produces wine,
nuts and marble. Germany occupied it in 1g41.

The population, 8,000, is distributed in ten villages, mostly
at some distance from the sea; for the island suffered from
pirates. The people are Greek Christians, and do not differ in
appearance from the inhabitants of the other Greek islands.

For a description o the island and its remains of anticﬁity, see
A. Conze, Reise auf den Inseln des_thrakischen Meeres (Hanover,
1860) ; for inscriptions see Ixnscr. Gr. Xii. 8; the island is fully described
in Journal Hell. Stud. xxix. (1909).

THATON, a town and district in the Tenasserim division of
Burma. The town is situated below a hill range, 1o m. from
the sea. 1t wasformerly the capital of the Talaing kingdom and
a sea-port. Pop. (1931), 16,851. The district has an area of
4,870 sq.m.; pop. (1931) 532,628.

THAXTER, CELIA LAIGHTON (1836-:1894), Ameri-
can poet, was born at Portsmouth, N.H., on June 29, 1836. In
1841 her father, Thomas B. Laighton, became keeper of the
White Island lighthouse in the Isles of Shoals, a small barren
group ten miles off Portsmouth. Her girlhood was spent in ma-
rine surroundings which coloured the best of her verse. Her
poems, mainly lyrical, deal with sympathetic fidelity with aspects
of her island life, —with the beacon-light, the sea-storm, the glint
of sails, the sand piper on the beach and the flowers among the
rocks. Her works include Poems (1871), Poems for Children
(1884), and The Cruise of the Mystery and Other Poems (1886).
She wrote also Among the Isles of Skoals (1873), prose sketches
of life and scenery; stories for children, and An Island Garden
(1894), a book on floriculture. She married in 1851 Levi L.
Thaxter (d. 1884), a devoted student of Browning's poetry, and
spent most of her life on Appledore, one of the Isles of Shoals,
where she died on August 26, 1894.

THAXTER, ROLAND (1858-1932), American botanist,
was born in Newton, Mass., on Aug. 28, 1858, the son of Levi
Lincoln Thaxter and Celia Laighton Thaxter (¢.v.). He gradu-
ated in 1882 from Harvard university, from which he received the
degree of doctor of philosophy in 1888. He served as assistant in
biology at Harvard from 1886 to 1888, and from 1888 to 1897
as mycologist at the Connecticut agricultural experimental sta-
tion. He was assistant professor of cryptogamic botany at Har-
vard from 1891 to 1gox and professor from 1go1 until 1919, when
he became professor emeritus. 1n 1909 he served as president of
the Botanical Society of America and in 1912 he was elected
member of the National Academy of Sciences.

THAYER,ABBOTTHANDERSON (1849-1921), Amer-
ican artist, was born at Boston, Mass., Aug. 12, 1849. He was a
pupil of J. L. Géréme at the Ecole des Beaux Arts, Paris, and be-
came a member of the Society of American Artists (187g), of the
National Academy of Design (1go1), and of the Royal Academy
of San Luca, Rome. Asa painter of portraits, landscapes, animals
and the ideal figure, he won high rank among American artists.

Thayer is aso well known as a naturalist. He developed a
theory of "protective coloration” in animals (see CoLoUrs OF
ANIMALS), which has attracted considerable attention among
naturalists. According to this theory, "animals are painted by
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nature darkest on those partswhich tend to be most lighted by the
sky's light, and vice versa,"” and the earth-brown of the upper
parts, bathed in skylight, equals the skylight colour of the belly,
bathed in earth-yellow and shadow. During the World War he
worked in England on the development of camouflage. He died
at Dublin (N.H.), May 29, 1921.

Se hisarticle, " The Law which underlies Protective Coloration," in
the Annual Report o the Smithsonian Institution for 1897 (1898);
and Concealing Coloration in the Animal Kingdom (zg10), @ summary
d his discoveries, by hisson, Gerald H. Thayer.

THAYER, WILLIAM ROSCOE (1859-1923), Ameri-
can writer, was born in Boston (Mass.) on Jan. 16, 1859. After
travel abroad with a private tutor, he graduated at Harvard in
1881. He was assistant editor of the Philadelphia Evening Bulle-
tin, 1882-8s5, and then returned to Harvard for advanced study.
He was editor of the Harvard Graduates Magazine, 1892~1915.
In 1903, at the International Historical Congress at Rome, he
represented both Harvard university and the American Historical
Association, as also in 1go6 at the Italian Historical Congress
in Milan. He was for almost ten years a member of the Harvard
board of overseers. In 1918 he was elected president of the
American Historical Association and was awarded numerous other
scholarly honours. He died at Cambridge (Mass.) on Sept. 7,
1923. Thayer was best known for his works on Italian history,
especially The Dawn of Italian Independence, (1893); A Short
History of Venice (1g9os), and The Life and Times of Cavour
(1911). His other works include: Italica (1908); The Life and
Letters of John Hay (1915); Theodore Rooseuelt— An Intimate
Biography (1919); Volleys from a Non-Combatant (1919); The
Art of Biography (1920), and George Washington (1922). His
Letters (1926) were edited by C. D. Hazen.

THAYETMYO, a town and district in the Magwe division
of Burma. The town is situated on the right bank of the Irra-
waddy, opposite Allanmyo. Pop. (1931) 9,279. The cantonment
is no longer used, and the population and importance of Thayet-
myo have tended to decrease with the rise of Allanmyo (12,511
in 1g31) on the opposite bank o the Irrawaddy. There is a
special industry of silver work.

The district has an area of 4,642 sq.m.; pop. (rg31) 274,177.
The rainfall ranges between 30 and so inches. On the west is the
Arakan Yoma range, and on the east the Pegu Yomas; and the
face of the country, where it does not rise into mountains, is
everywhere broken by low ranges of hills, many of which are
somewhat barren. The chief river is the Irrawaddy, which tra-
verses Thayetmyo from north to south. Products are rice, cotton,
ground nuts, oil-seeds and tobacco; cutch is aso abundant, and
the manufacture of the dye-stuff is carried on extensively.

THEAL, GEORGE McCALL (1837-1919), British his-
toriographer, was born in Canada in 1837, and became a school-
master in Cape Colony in 1858. He developed an interest in the
natives and in the history of the country, and after settling a
dispute with the Gaika Kafirs on behdf of the Government
(1877), joined the Cape Civil Service, in the Native Depart-
ment. He was aso appointed keeper of the archives, and in
1891 was made colonial historiographer, a position which he held
until 19os. 1n 1895 he was commissioned by Cecil Rhodes, then
prime minister of Cape Colony, to go to Europe, where he stayed
several years examining the Portuguese, Dutch and British
archives. His research brought to light a mass of unknown or
forgotten documents of high value. He died at Wynberg, Cape
Province, on April 17, 191gq.

He published a History of South Africa (z486-1872) (5 vols.
1888—9da) officid Records of South East Africa (¢ vols. 1898, etc.);

Records of Cape Colon[)_/r_ 1793-1827 (36 vols. 1897, €tc.) ; The Begin-
|

ning of South African History (x902) ; arid many other works, some

in Dutch.

THEATRE, a building or place furnished with seats and
provided with a stage upon which plays or dramatic spectacles are
performed; a playhouse. In treating fully the various aspects of
the theatre, the following sections are presented in this article:
(A) ArcHITECTURE (1) Development, (2) Modern Exteriors and
Interiors, (3) General Planning, (4) Modern Theory of Design;
(B) DirecTioN AND ProbucTion: (1) Modern Tendencies, (2)

THAYEK —

THEATRE

Direction and Acting, (3) The Actor,

Production.
ARCHI TECTURE
DEVEL OPVENT

In considering the form of the modern theatre building, its
physical aspect, and in tracing the origins and development of
that form from the earliest known theatres of Europe, the investi-
gator does well to keep constantly in mind the basic meaning of
the word "theatre." From the Greek feacfac, it means roughly
"a place for seeing." In a shart survey of the subject it is not
necessary to mention pre-Greek theatres, beyond saying that there
is no known connection between those of earlier civilizations and
the playhouse with which the history of drama in the Western
world is generally supposed to
start— the theatre of Dionysus at

(4) Theory of Modern
(X))

Athens.
Greek Theatre.— The first
Greek theatres, according to

those who have studied the sub-
ject most thoroughly, were little
more than marked-out dancing-
circles, each around an altar, at
the foot of hillsides on which
spectators stood or sat. From
this natural form the first built
theatres took their main outlines:
FIG. 1.— PLAN OF GREEK THEATRE a circle or orchestra (,OPX‘/]G'-

OF EARLIEST TYPE pa) for the chorus and actor or
actors, and rising tiers of wooden seats, built against a hillside for

the spectators. These seats extended usually around two-thirds or
more of the orchestra, since at this time dancing or movement was
more important than acting, and there was no stage for the
spectators to face. The type of the first built theatres is shown
in fig. 1. 1t should be kept in mind, however, that in no period
were any two Greek theatres exactly alike, and exceptions to this
general type were common.

Taking the theatre of Dionysus as an example, one notes that
the temple of Dionysus Eleuthereus appeared in relation to the
theatre approximately as indicated in the diagram (all within the
precinct sacred to Dionysus on the south-eastern side of the
Acropolis). One conjecture is that the architectural form of this
6th century temple helped to determine the shape of the stage
building which was later to be added at the edge of the circle
opposite the seats. But the more widely accepted theory is that
out of necessity a hut or tent (oknrs) was added at the edge
of the orchestra as a retiring-room for the actors, for changes o
costume, etc.; and that the stage
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building was in all later ages an
elaboration of this rude shelter—
dressed, in the Greek period,
with those beautiful architectural
forms with which the Athenians
adorned all their important struc-
tures.

Just when this skene became
truly a stage building, with
definite and studied relationship
to orchestra and auditorium, is
a matter of conjecture. As a
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FIG. 2.— THE THREE-PART THEATRE
ARRANGEMENT OF SEATS, ORCHES-
TRA AND SKENE

step in the development of the
larger theatre form, we may think
of the three parts of the
theatre as developing gradually into a set arrangement as shown
infig. 2.

Here one sees the accretion of the three features that character-
ized theatre building through many succeeding centuries: (1)
féarpor, or auditorium; (2% orchestra; and (%) scene, names
which persist even to-day. But at this time players appeared only
in the orchestra, the scene remaining an architectural background
to the action and a practical retiring-house for the actors, struc-
turally separated from the auditorium, by entrances or runways,
caled rapador (Lat. parodi).
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Such was the theatre form when the sth century B.c. dawned,
and such it remained, with only slight changes, in all probability,
during the period of Aeschylus, Sophocles and Euripides. The
architectural features and the height of the skene are still only
to be conjectured, though recently excavated foundations at
Athensindicate clearly the plan and limits of an early stage build-
ing, wider than the dancing circle and with ends projecting for-
ward toward the auditorium.

Archaeologists have waged one of their bitterest battles over
the question as to when the raised stage made its first gppear-
ance, but in the "high" period of Greek drama it is now almost
unanimously agreed that there was no platform stage. The
theatre at Athens had taken this general form, with probably a
portico at the front of the scene
building, between the paraskenia
(fig. 3).

In Greece the theatres were
regularly built in hillside hol-
lows, thus avoiding any need to
build supporting framework for
the tiers of seats, except per-
haps at the ends o the "rings."
The auditorium was broken by
up-and-down aisles with steps,
into a number of wedge-shaped
"segments" of seats, and some-
times by one or more lateral
aisles. .

The student of later forms may profitably transfer his atten-
tion to a point beyond the controversy about the introduction of
the raised stage to that time when there was, without doubt, an
auxiliary platform for acting. The next well-differentiated type
o theatre is that in which the stage building is characterized by
a high narrow platform on the audience side, caled at times the
proskenion (from which our "proscenium™ is derived), and at
others the logeion or "place for speaking.” As acting has become
more and more important, the skene has developed into a com-
bined architectural background and platform for lifting the actor
into clearer view (fig. 4). It is to be noted here that the typical
Greek separation of auditorium and scene building still exists,
although acting now is divided between the orchestra and a stage
in our later sense. Through the late Greek and the so-called
Greek-Roman periods, the narrow logeion doubtless went through
a gradual widening process.

Roman Theatre.—The existing ruins of Roman theatres give
absolute evidence regarding the arrangement of the Roman stage
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FI1G. 3.—PORTICO ADDEL TO FRONT
OF SCENE BUILDING
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Fi1G. 5.—PLAN OF TYPICAL ROMAN
THEATRE AS A STRUCTURAL UNIT
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and auditorium. The two heretofore separate buildings have now
been pushed together to form one structure, which is not placed
as in Greek times against a hillside hollow, but is erected as a
free-standing building supported by arch construction; the or-
chestra has been contracted to a half-circle, and is now added to
the seating space; and all the acting is done on a platform stage,
behind which the greatly enlarged skene and paraskenia rise, with
rich architectural ornamentation, to a considerable height. The
type plan isshown in fig. 5. A special type of theatre with wooden
platform stage, for comedies, as shown in many extant vase paint-
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ings, is disregarded here as having little or no influence on the
traditional or persisting form o theatre.

In the Roman theatres there were no built-in facilities for
scene changing, and it may be assumed that in general there was
no painted scenery and no effort to indicate change of locality,
though elaborate "' stage machinery™ for trick effects, apparitions.
etc., is described by contemporary writers. In general, the archi-
tecture of the stage wall was the "scene This wall was regularly
pierced by five doorways, three at the back and one in each of
the paraskenia. The large centre door was the " palace entrance.”

(S. CHE)

Thelarger of thetwo theatres at Pompeii dates from the Hellen-
istic period but was thrice reconstructed and it is not clear to what
date we are to assign the low stage of Roman pattern. Probably it
belongs to the earliest period of the Roman colony at Pompeii
founded by Sulla 80 B.c. The theatre of Pompeii is said by
Plutarch to have been copied from that of Mytilene which sug-
gests that the Roman theatre was derived from a late Greek model
and this is made probable by the existence of transitional forms.

During the Republican period the erection of permanent theatres
with seats for the spectators was thought to savour of Greek
luxury and to be unworthy of the stern simplicity of Roman
citizens. Thusin 1354 B.c. Scipio Nasica induced the senate to
demolish the first stone theatre which had been begun by C.
CassiusLonginus. Evenin 55 B.c. when Pompey began the theatre
of which remains still exist in Rome he thought it wise to place
a shrine to Venus Victrix at the top of the cavea, as a sort of
excuse for having stone seats below it—the seatsin theory serving
as steps to reach the temple. This theatre which was completed
in 52 B.C. is spoken of by Vitruvius as “the stone theatre” par
excellence: it is said by Pliny to have held 40,000 people, but
Huelsen has shown that this statement was exaggerated and esti-
mates the number of spectators at between 9,000 and 1o.000. It
was also used as an amphitheatre for the bloody shows in which
the Romans took greater pleasure than in the intellectual enjoy-
ments of the drama. At its inauguration soc lions and 20 ele-
phants were killed by gladiators. Near it two other theatres were
erected, one begun by Julius Caesar and finished by Augustus in
13 B.c. under the name of his nephew Marcellus and another built
about the same date by Cornelius Balbus. Little remains of the
latter, but the ruins of the theatre of Marcellus are among the
most imposing which now exist in ancient Rome.

A long account is given by Pliny of a most magnificent tempo-
rary theatre built by the aedile M. Aemilius Scaurus in 58 B.c. |t
is said to have held the incredible number of 80,000 people and
was & work of most costly splendour. stj|| less credible is the
account which Pliny gives (H. N. xxxvi. 116) of two wooden
theatres built by C. Curio in 50 B.c. which were made to revolve
on pivots so that the two together could form an amphitheatre
in the afternoon after having been used as two separate theatres
in the morning.

All Roman provincial towns o any importance possessed at
least one theatre and many of these are partly preserved. Covered
theatres were sometimes built, whether on account of climatic
conditions (as at Aosta) or more commonly for musical per-
formances. These latter were generaly caled Odea (a place for
singing). The best preserved isthe Odeum of Herodes Atticus, at
the south-west angle of the Athenian Acropolis, which has a semi-
circular orchestra. It was built in the reign of Hadrian by Herodes
Atticus. Itscavea which is excavated in the rock, held about 6,000

eople; it was connected with the great Dionysiac theatre by a
ong and lofty porticus or stoa of which considerable remains still
exist, probably a late restoration of the stoa built by Eumenes II.
of Pergamum. |t was also a common practice to build a small
covered theatre in the neighbourhood of an open one, where per-
formances might take place in bad weather. We have an example
o thisin Pompeii. The Romans used scenery and stage effects of
more elaboration than did the Greeks. Vitruvius (iii. 7) mentions
three sorts of, movable scenery:— (I) for the tragic drama,
facades with columns representing public buildings; (2) for comic
plays, private houses with practicable windows and bal conies such
as are shown on Graeco-Roman vases of the latest type, with



22

THEATRE

[DEVELOPMENT

e

Bl
VAL
s

i

4

.
= Y - R

- R R e PN 179

k2 4///47«///';:.-33 = e camdepodry S =
£ RPN e G r NS

= NN\

- e S NS S

7 ..‘: \‘ v: ",

AN AR et
e ST N\
B\ IS \/—.>—— P

NN
DERAMEN 2 e oL SRR B S e S
AR "_75,,\\ SN e m L m w T

FiG. 6.— PLAN AND STAGE WALL OF THE THEATRE OF THE OLYMPIAN ACADEMY. VICENZA.

THEATRE AFTER ITS FAMOUS ARCHITECT. ANDREA PALLADIO (1518-

ITALY: SOMETIMES CALLED THE PALLADIAN
)- IT PRESERVES THE ROMAN FORM WITH THE FIVE CLASSIC DOOR-

WAYS AND PROVIDES FOR INTRODUCING SCENERY (NOT AS YET CHANGEABLE)

paintings of burlesque parodies of mythological stories, and (3)
ior the satyric drama, rustic scenes, with mountains, caverns and
trees. (X))
Renaissance Theatre.— The classic theatres were disused after
Roman civilization faded, but it was the classic theatre that de-
termined the form of the playhouse built by the learned academies
in the cities of Renaissance Italy, and they were the links between
the ancient theatre and that of to-day. At Vicenza, the Renais-
sance theatre of the Olympian academy, sometimes called the
Palladian theatre after its famous architect, still exists, with all
its distinctive architectural features and ornament intact. It is,
in effect, a small Roman theatre roofed over and made more com-
pact, with typical Renaissance modification of Roman motifs in
the decoration. The stage wall is heavily encrusted with archi-
fectural ornamentation and statuary, and the five classic door-
ways arein orthodox position. One addition, made by Scamozzi

in 1585, links this classic stage with the theatres of later times.
I'n that year were constructed the vistas or " perspectives' behind
the five doorways o the stage wall, forming the earliest “make-
believe” scenes that have been preserved for posterity. (Already
the mystery and miracle stages had in cases been characterized by
a combination of half-formed architectural " stations” and realis-
tic localized scenes like the famous " Hell-mouth™; and the court
masques were being staged with picture scenes, including the
"perspective” type.) The Roman-type building and the-added
vistas at Vicenza form a plan as shown in fig. 6.

The picture scenes were not yet designed as localized back-
grounds for the action so much as an added spectacular attrac-
tion, in the Italian masques, and at first the "new style" settings
had little effect on the form of the classic-revival playhouses; but
the appeal o such pretty playthings could not be long denied, and
the modern playhouse emerged where the two currents met. Thus
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FIG. 7.— BACKGROUND OF THE ROMAN STAGE SHOWING THE NARROW CENTRAL

" PALACE" DOORWAY WHICH WAS MODIFIED IN THE

RENAISSANCE THEATRE. AS SHOWN IN FIG. 6, TO PROVIDE A MORE EXTENDED " VISTA"

the Palladian theatre at Vicenza takes on double importance as
historic evidence: (1) as preserving the Roman playhouse form,
including the rigid architectural stage; and (2) as providing for
introduced " scenery"” (not as yet changeable). The-backgrounds
o the Roman and Palladian Renaissance stages are shown in fig.
7. There are extant plans which indicate that certain artists o
the time, trying to think through to a more practical combination
of the classic stage with provision for pictorial backgrounds, saw
a means in the widening o the central "palace”" doorway to pro-
vide acting space within the "vista"™ Thus Inigo Jones made a

plan and an elevation similar to those shown in fig. 8. And the
theatre at Sabbioneta (of which the scene unfortunately no longer
exists) showed the whole stage as one narrowing vista (1588);
see fig. 1o.

The next step is illustrated in the playhouse that is usually
caled "the first modern theatre," the Teatro Farnese at Parma
(1618 or 161g), diagram of which is shown in fig. g. Here the
entire stage may be said to have been pushed through the central
doorway of the old stage wall, the ornamentation of the Roman
skene remaining only as decoration of what is now the proscenium
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HG 8 — PLAN AND ELEVATION BY INIGO JONES OF A WIDENED CENTRAL

GROUND BUT TO PROVIDE ACTING SPPCE WITHIN THE " VISTA™

" VISTA." DESIGNED NOT ONLY TO GIVE A PICTORIAL BACK-
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FiG. 9.— PLAN AND ELEVATION OF
THE STAGE CURTAINED OFF FROM THE AUDITCRUM

arch. The stage within is curtained df from the auditorium (fig.
9A) and is thus adapted to changing pictorial settings. From
this time on the curtained stage and proscenium arch are unfail-
ing features of the theatre. The plan of the Farnese theatre is
particularly interesting, too, as showing the entry of another
influence into the shaping of the auditorium: instead of a semi-
circular bank of seats, as illustrated in the diagrams so far, th
auditorium is U-shaped (fig. gB). This [er=lir——
influence entered because the masques and
court plays had been produced largely in
ballrooms or banquet-halls, where one end
of the hall had been reconstructed for an
auxiliary stage, the main floor left free for
dancing, or as an "arena" for pageantry,
etc., with the spectators ranged around the
three sides away from the stage, perhaps
in chairs on temporary platforms, perhaps
in balconies. Architects combining this U-
shaped auditorium with the curtained
proscenium-frame stage soon determined
the theatre form that was the basic plan
of the famous horseshoe auditorium (fig.
11).

I't was this Italian plan that became the
standard of theatre building throughout the Se——8—————".]
Western world, conqueri%g sucgcessive]y I;L%l:log;l:;:" ::::::é
the French courts, the courts of Austria, (1588) AT saBmiONETA,
Bavaria and other countries to which the ITALY, BUILT BY ScoM.
Italian Renaissance influence extended, ozzi
then England (where the Elizabethan theatre form was cast aside
—having only the slightest influence after the Restoration), and
indirectly America. "Scenery" was soon standardized so that
the wings and backdrop restricted the playing space to a wedge-
shaped section of the stage floor; and the auditorium lines roughly
followed the lines formed by the edges of the wings (fig. 12).
This picture scene persisted through two and a half centuries,
with ever greater elaboration, demanding larger and larger stages;
and the auditorium haf of the building kept its many galeried
horseshoe plan. With variations toward rounder or narrower
auditorium, the general form persisted until late in the 1gth cen-
tury, from smaller court playhouses to immense opera houses.

At first the arena portion of the auditorium was merely a flat
floor, and consequently the best seats were not there but at the

" THE FIRST MODERN THEATRE' (1618—19), THE TEATRO FARNESE AT PARMA, [TALY.

(A) SHOWS

, (B) THE U-SHAPED AUDITORIUM, A NEW INFLUENCE IN THEATRE DESIGNING

front of the first balcony; and almost throughout the period
of the horseshoe theatre, the main floor sloped but slightly,
thus allowing three, four or five superimposed balconies or gal-
leries.

Modern Theatre.— The main changes in the construction of
the zoth century theatre have been the exclusion of all but one
balcony, and the steeper tilting of the main floor, thus throwing
the best seats into the orchestra. Even to-day, however, in France
and Italy, where the 17th-18th century theatre form stubbornly
persists, the orchestra is contracted, and the more expensive seats
are in the dlightly raised ring of loges and the first balcony
above.

During the 1gth century there were efforts to reform the " pic-
ture" scene, and with it the horseshoe auditorium, which almost
invariably had possessed the disadvantage of providing a consid-
erable number of seats, at the gallery ends, which had a poor
view of the stage. The first attempts of importance to design a
more democratic type of theatre, and one in which "sight-lines”
would more logicaly determine the form
occurred in Germany. The Festival thea-
tre at Bayreuth is the most noteworthy
example, greatly antedating the present
general movement toward the fan-shaped
auditorium. Its main outlines are shown
infig. 13.

The impulse was taken up by Max Litt-
mann, the most notable theatre architect
of the century-end; his Prince Regent
theatre and Kiinstlertheatre in Munich,
and his Schiller theatre in Charlottenburg,
Berlin, all with simplified banks of seats, | |
had great influence in both Europe and gq.
America. Littmann experimented alsowith
the proscenium framein an effort to adapt ITorIUM
the theatre to the demands of modern stage lighting. More re-
cently architectural practice, particularly in Germany and the
United States, has come to the fairly standardized form that is
shown in fig. 14. Here the architects restrict the horseshoe bow-
ing-out, since the scene is no longer wedge-shaped but more usually
box-like, and the auditorium is narrower in relation to the width of
the proscenium opening. (1 n large cities where ground-value is such
an important consideration, the commercial theatres are commonly
built with wider proscenium openings and wider auditoriums, but
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on the fan principle. Standard fire laws impose the necessity for
a certain number of aisles and adjacent doorways, and have
caused minor differences from the type as it developed in Ger-
many.) In genera it may be said that the modern auditorium
presents a single bank of seats, on a floor uniformly sloping or
slightly saucer-shaped, more tilted than during the horseshoe
period, and restricted at the sides along lines determined by the
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E$riods the reader may
ofessor Nicoll's book.

about the theatres of individual countries or
best consult the descriptive bibliographiesin

MODERN EXTERIORS AND INTERIORS

The theatre, with its special uses and special restrictions, nat-

urally calls for special architectural treatment. The peculiarly
public nature of dramatic art stamped one primary requirement

on theatre architecture long be-

A

FIG. 12.— PLANS SHOWING TYPES OF THEATRE DESIGN USED FROM
MIDDLE 17TH TO LATE 19TH CENTURY: (A) DRURY LANE. LONDON, (B)
THEATRE-FRANCAIS. PARIS (1790). (C) LA SCALA (1778). MILAN

edges of the proscenium opening. There is usualy a single bal-
cony, with a steeply sloped floor, at the rear. There are seldom
boxes (unless at the back of the orchestra); and modem en-
gineering and steel construction make it possible to dispense with
pillars and posts. The outline plan is not unlike the plan o the
arena or pit portion of the many-galleried opera houses, with the
surrounding galleries sliced off. Along with this simplification of
plan there has been a general simplification in decoration.

Two examples of zoth century theatre building may be con-
sidered typical of progressive practice (fig. 13). The more radical
experimenters have already called for the
scrapping of the entire proscenium-frame
house, and a return to the principles which
determined the theatre form before " pic-
ture™ scenes were introduced — with refer-
ence, however, to modern lighting ad-
vances. It may be assumed that some
such change will come shortly, and that
the return to an architectural stage will de-
mand radical changes in auditorium con-
struction. But as yet the severa theatres
built with formal stages, without proscen-
ium arch, are too different, and their ad-
Fio. 15 —wman ooTCmEs Vantages too tentative or too specia, to
OF FESTIVAL THEATRE AT Warrant any generalization beyond the
BAYREUTH. AN ADVANCE proscenium-frame house illustrated above.
IN *‘SIGHT-LINES’’ (S. CHE.)

BisLiocrarHy.—The only historical work in English dedling at all
fully with this subject is The Development o the Theatre, by Allar-
dyce Nicall (London and New York, 1927). It is profusely illustrated,
particularly as regards the Greek, Roman and ngllsh heatres. As
a complementary volume, with many illustrations of the Continental
court theatres o the :7th-18th century, the reader should consult
Der Moderne Theaterbau, by Martin Hammitzsch (Berlin, 1906).
Another useful referencework in German is Manfred Semper's Theater,
in the Handbuch der Archetektur series (Stuttgart, 1904). In English
a useful brief treatment from the zoth century viewpoint is to_be
found in Modern Theatres, by Irving Piche (New York, 1925). The
“standard” work on theatre architecture in English is Modern Opera
Houses and Theatres, by Edwin O. Sachs (London, 1896-98), a monu-
mental work in three volumes, with extraordinarily fine plates; but it
can be recommended only with the reservation that the conception of
stage art has been S0 revolutionized in the last quarter-century that
it Is wholly out-of-date in its viewpoint. For an earlier period one
may profitably consult G. M. Dumont's Parailéle des plus belles salles
de spectacle &’Italie et de France (Paris, 1763). To trace the material

fore the advertising mania of the
present age appeared to rein-
force it: it must attract atten-
tion and its function must show
in outer aspect.

The essential architectural
beauty of the exterior of a thea-
| tre must come not from decora-
FIG. 14.—TO SHOW STANDARDIZED tion but rather from the massing
FORMS OF MODERN THEATRE of those portions of the walls
which reveal the three essential inner parts of the playhouse— the
stage, the auditorium and the foyers.

Importance of Site.—The art of theatre building has reached
its height in Europe where every period developed and perfected
its own rich style of architectural expression, and where the con-
ditions of lifein thelarger cities permitted the theatre to attract
attention to itself and its structure through appearance of three
or four fagades. |In Europe a theatre was usually built on a wide
street or square—the Paris Opera House (Ch. Garnier, arch.);
the Schauspielhaus in Berlin (Carl Friedrich Schinkel, arch.);
the Champs Elysées, Paris (A. and G. Perret, archs.), Staatsoper,
Vienna (Van der Nijll and von Siccardsburg, archs.); Dresden
Opernhaus (Gottfried and Manfred Semper, archs.) ; or the Prinz
Regenten theatre in Munich (Max Littmann, arch.)—or even in
a park, as in the case of the twin State theatres of Stuttgart
(Littmann, arch.), and many others. Everywherewe find that it is
growing more and more difficult to find such ample and predomi-
nant sites in the larger cities on account o the high value of land,

|INERRREER

A B

FIG. I1S.— EXAMPLESOF FLOOR PLANS FOR MODERN THEATRE BUILDING:
(A) THE LITTLE THEATRE, NEW YORK: HARRY C. INGALLS AND F. B.
HOFFMAN. JR., ARCH'TS., (B) VOLKSBUHNE (PEOPLE'S THEATRE).

BERLIN. OSKAR KAUFMAN. ARCH'T
the lengths of blocks, and the type of buildings dominating the
view. Difficult conditions reach their acme in New York. The
Metropolitan Opera House (Cady, Berg and See, archs.) alone
occupies an entire block. The Radio-City Music Hall, which is re-
puted to be the largest theatre in the world, with a seating
capacity of approximately 6,200, is situated in a relatively incon-
spicuous place in the group of buildings which constitute Rocke-
feller Centre. In London among many examples showing one fa-
cade only there are the new Carlton theatre (F. Verity, arch.), and
the Fortune theatre. The theatre architect in all countries has
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now usually only one facade available to tell the story which two,
three or even four told in the past.

Modern Conditions and Restrictions.— The architect lim-
ited to one facade facing a narrow street, has found it hardest to
show in the outer form o his building the anatomy that lives
within. Yet even under these conditions the Guild theatre (C.
Howard Crane and Kenneth Frazenheim, archs.) manages to
mark off handsomely the stage-house like an Italian brick tower
above the stucco front of the lower auditorium.

Congestion and fire regulations play particular havoc with thea-
tre architecture, yet several more or less successful attempts have
been made to combine necessity with beauty. In the bold Martin
Beck theatre (G. Albert Lansburgh, arch.) and in the charming
Music Box (Crane and Frazenheim, archs.) the inevitable fire-
escapes required by law find a pleasant hiding place within por-
ticoes. TheHenry Miller theatre (Paul R. Allen and Harry Creigh-
ton Ingalls, archs.) conceals unsightly alleyways— again required
by law —within its Georgian walls. The law does not require the
builder of a theatre to protect his patrons from the rain while
they wait for taxis and motor-cars, yet the marquee becomes in-
evitably one of the most important items of the facade, unless
an arcade or portico has been designed to protect the waiting
crowds.

Electric Signs.—The worst problems of the architect who
builds theatres in a great city come from the primary require-
ments of such a building—that it must be seen and tell its story
at the greatest possible distance. The set-back laws, new treat-
ments of L-shaped, U-shaped, or H-shaped courts in front of
tall buildings, and the enormous height of the skyscrapers make
period fronts on three or four-storied theatres an insufficient and
even ridiculous attraction against the gigantic, varied and vital
, proportions of the neighbouring buildings. To compete for visual
notice under these conditions, the theatre owner turnsto enormous
electric signs, and blankets the facade behind flashing bulbs and
painted tin. London examples of good exterior lighting arrange-
ments are the Plaza theatre (F. Verity, arch.), and the Astoria
cinema (E. A. Stone, arch.).

The modern architect has to consider as the main requirements
in the exterior design of theatres three things which the architect
has never before had to deal with. These are electric advertising
signs, fire escapes and marquees. Not until we have made these
necessities a part of our architecture, not until these necessary
evils have been fused into a thing of beauty and have formed

FROM "AMERICAN ARCHITECT"
PLAN OF THE SHAKESPEARE MEMORIAL THEATRE. PRIZE WINNING DESIGN
IN THE PROCESS OF CONSTRUCTION IN STRATFORD-ON-AVON, ENGLAND

their own architectonic style and expression, can we hope for a
new, adequate and handsome theatre facade.

Typeof Entertainment Determines Type of Auditorium.
—Each type of dramatic entertainment— including the motion
picture— demands its own type o auditorium. In the ancient
world the Greek theatre developed along lines suited to drama
and comedy that employed large choruses, while in Rome some-
thing nearer the modern stage came into being as the chorus dis-
appeared. Unfortunately the theatre architect of to-day is much
too uncertain o the type of entertainment which will ultimately
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make use of his creation. He may intend the building for popular
melodrama, but financial misfortunes may turn it over to motion
pictures or to musical revues. It isonly in the smaller communi-
ties that a theatre should be built for general usage, and some
compromise arrived at which will suit both stage and auditorium
to aimost any kind of entertainment.

The Motion Picture House.—In a motion picture theatre,
where the attention of the audience is concentrated on a silver

FROM SEXTON AND BETTS,
LISHING CO.)

PLAN OF THE EASTMAN THEATRE, ROCHESTER, N.Y., DESIGNED BY
GORDON AND KAELBER, ARCHITECTS, AND MCKIM, MEAD AND WHITE.
ASSOCIATE ARCHITECTS

screen and on figures of actors that are well over lifesize, the
auditorium may be very deep without incommoding the spectator.
On the other hand, it must not be too broad or too high, for that
would distort the appearance of these two-dimensional figures on
the flat screen. The mass of the audience must be concentrated
in the centre and placed on two main floors. The theatres that
carry this out most notably are the Mar-
morhaus, Berlin (Hugo Pal, arch.), the
U-T Theater, Berlin (Fritz Wilms and
Max Bischoff, archs.), the Capitol thea-
tre, New York (Thos. W. Lamb, arch.),
the Roxy theatre, New York, the Plaza
theatre, London, the Empire theatre, Lon-
don, the Piccadilly theatre, London.

The Revue Theatre.—The theatre in-
tended for the use of the big musical revue
is rather closely related to the moving pic-
ture house, though it, too, has its peculiar
requirements. Here the main interest lies
in the stage picture, the beauty of cos-
tumes and scenery, and so a large audi-
torium is possible. Care must be taken,
however, to avoid too great a depth, for
comedy scenes and solo singing demand
more intimacy and a closer view o the
performer than in the case of the motion :
picture. Here it is of great importance LONGITUDINAL SECTION
that the height of the seatsin relation to OF THE ZIEGFELD THE-
the stage floor shall permit everyonein the Q;EE N(TOP):-:'NT:LAN ;’:
house to see the feet of the dancers. For °F°°T: ::C onc?és:m
the revue house—as well as for any thea- (gorrom), DESIGNED By
tre, that is not used on the one hand, for s0SErPH URBAN AND
the motion picture, or on the other for the THoMAs W. (aAmB. Asso-
strictly realistic, peep-show type of drama C/ATE ARCHITECTS
—the architect must take great care to avoid anything in the pro-
portions of stage and auditorium that may indicate a separation
between the actors and the spectators. He must strive to use every
means for uniting both groups in close spiritual contact.

The realistic play of the type which presupposes the presence
o a fourth-wall between the actor and the audience has set
specia problems for the modern architect. Hitherto he has solved
these as perfectly as possible—and, of course, by the very nature
o the case he has not achieved anything exhilarating, notable or
truly theatric. In the main he has had to restrict himself to a

"AMERICAN THEATRES OF TO-DAY" (ARCHITECTURAL BOOK PUB.
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Esquire Theatre, for motion pictures, Chicago, erected on a
120 x 100 ft. lot, with a seating capacity of 1.400. owners H. & E.
Baiaban. The fagade is of granite, brick and aluminium, with stage

fluted brick wall expresses the auditorjum,
k above the marquee contains theatre offices

1 The

in one corner and ibhe
whereas the granite bioc

and all mechanical eauipment
2. Auditorium and stage of Esquire Theatre.
turquoise blue with an all-over stencil.

The ceiling and walls are in
Cedar-coioured silk is used

PHOTOGRAPHS,

4
- |

HEDRICH-BLESSING STUDIO

for the waterfall curtain. Wide frequency range in sound has been

produced
3. Stairway from the music foyer up to the balcony.
smoke biue with salmon-coloured walls and white ceiling
There is a cantilevered projection for
Wall of copper colour, ceiling of peach

The carpet js of

4. Fover of the Esquire Theatre.
musicians or for a display.
with cedar carpet and mahogany veneer
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small auditorium and if he sought larger capacity, a single balcony
hung far out over the orchestra floor. He has done away with
boxes as obtrusions between the audience and the picture frame.
And this picture frame has become a definite and complete separa-
tion between the audience and the actors. In decoration he has
been forced to subdue the colour of his auditorium so as to leave
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the audience in peep-show dark-
ness while the play goes on. Two
of Ingallss playhouses in New
York, the Little theatre and the
Henry Miller, meet these stultify-
ing conditions aswell as they can
be met.

Problems of Site and Seat-
ing Capacity.—Within the [
limits of the particular piece of
land on which he hasto build, the : .
architect must work out as large | : 1
a seating capacity, and as roomy : :
and convenient an arrangement i ]
of stage, dressing rooms, and foy- ﬂ_D_l
ers as possible. Where the siteis
rectangular the problem is com-

PLAN—OF*THEWFESTSPIEL-*
HAUS, MANFRED SEMPER, ARCH'T.;
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Pittsburgh, Pa. (Alden and Harlow, archs.) and in the Ziegfeld
theatre, New Y ork (Urban and Lamb, archs.). The New Cinema,
Portsmouth (A. E. Lutte, arch.) is also a good example of this
type. The fan with straight sides and a wide splay was used in the
Beyreuth Festspielhaus (Manfred Semper, Arch.) where the boxes
are located in a straight row across the back of the theatre and
the "diamond horseshoe™ of boxes eliminated.

Acoustics.— Any divergence in shape from auditoriums tried
and tested by time involves the risk, of course, of producing bad
acoustics. But the danger is far from absent in any theatre for
the problem of acoustics is the most difficult that an architect
has to meet. In 1895 Prof. Wallace C. Sabine of Harvard, begin-
ning by means of formulae and of photographs of sound waves
in models of auditoriums, was able to determine in advance with
a certain degree of accuracy the acoustic properties of a given
design o theatre. Later research has devised methods of correct-
ing bad acoustics by means of felts, wires, sounding boards, etc.,
but the fact remains that the best material for the interior of an
auditorium, wood, generally cannot be used on account of the
restrictions of the fire laws.

Visibility.---A problem of theatre construction which has not
had as complete a study and formulation as it deserves is the
line of slant in auditorium floor and balconies in relation to the
height of the stage. The essential aimed at is the most perfect

paratively simple, but where the
THE FAN WITH STRAIGHT SIDES AND

site is irregular it is often diffi-
cult to accommodate the auditor-
ium and Stage A WIDE SPLAY WAS USED

The architect has generally to secure the largest seating ca-
pacity possible on a given site. Usualy this has meant widening
the stage and still further widening the fan-like auditorium until
only revues can be properly presented. The architect plans one
very lsrge, overhanging balcony because the higher prices that
can be charged in a balcony, compared with a second balcony or
galery, more than make up in financial capacity for the greater
number of seats that a double-decker arrangement provides.

Occasionaly the architect tries some new method of getting a
large but intimate auditorium on a piece of property of restricted
size. A popular method is to place the stage in one corner of the
site instead of along the back, and then to throw the auditorium
diagonally across the lot. Though this arrangement is better
suited to the almost stageless motion picture theatre, it has been
used in a "legitimate" theatre, The Ambassador, New York (Her-
bert J. Krapp, arch.). Among large motion picture houses with

o []

visibility from every seat in the
house. One of Germany's theatre
reformers, Littmann, in a desire
to give the last row as clear a
view as the first, prescribed a
very steeply slanting floor, but
made the grave mistake of mak-
ing it merely a straight inclined
plane. The result was that the
front rows had more range of
vision than they needed, while
the last rows suffered from the
feeling of looking down a nar-
row tunnel. The better method,
which is generaly followed to-
day, is to begin with little or no
inclination at the front, and then
to increase this radically towards
therear. Theslant of the auditor-
ium and, of course, of the bal-
conies, too, is controlled in most
cities by the requirements of the
building regulations. The height
of the stage above the auditorium
floor is not so restricted, and can
be worked out freely to give the
whole auditorium a complete and
comfortable view of the actors
upon the stage. It is often very
badly handled.

FROM LITTMANN, “DAS MUNCHENER KUNSTLER THEATER"
SECTION OF MUNICH ARTISTS' THEATRE. SHOWING THE STEEPLY SLANT-
ING FLOOR

well-equipped stages which have also utilized this seating plan
are the Paramount theatre, Palm Beach, Fla. (Joseph Urban,
arch.), the Bondi theatre, Sydney, N.SW. (C. Bohringer, arch.),
"the Majestic,” Leeds (Messrs. Skinlet and Maxwell, archs.) and
the Roxy, New York.

Auditorium Shapes.—The shape o the auditorium itself,
which used to be invariably a horseshoe, is now most apt to take
the form of a fan with convex sides curved in towards the front
and rear. An elliptical form has been tried with good decorative
effect in the theatre of the Carnegie Institute of Technology,

FROM  SEXTON  AND
THEATRES OF TO-DAY"
PUBLISHING €0.)

LONGITUDINAL SECTIONS OF VA«

RIOUS TYPES OF THEATRES
A. One floor type, B. Bleacher type,

BETTS, “AMNERICAN
(ARCHITECTURAL BOQK

The slant of the floor and the
arrangement of the balconies

bring out many interesting pos-
sibilities. Krapp combined the
C. Stadium type, D. Single balcony "bleacher," "Stadlum1“ and “sin-
type. E Balcony-mezzanine type gle balcony" typesin a so-called
"arena" arrangement used experimentally in Chanin's Forty-Sixth
Street theatre, New York, and better worked out in another
Chanin playhouse, the Majestic, New York. The purpose is to
get a very deep orchestra floor by running the entrance foyers
under its steeply slanting rear. The Guild theatre, New Y ork,
(on a suggestion by Norman-Bel Geddes) managed to place its
roomy lobbies under the auditorium without raising the latter so
far above the street as to bring it into conflict with the fire regu-
lations.

German Seating Arrangements.— In most countries fire
laws have prevented the wider use of an arrangement of the
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seats themselves which has found general popularity in Germany.
This arrangement abolishes the aisles dividing the floor into sec-
tions, and the seating o the audience in one unbroken mass of
solid, continuous rows from wall to wall. Adequate entrance and
exit are obtained by spacing the rows a little wider apart than in
the ordinary arrangement, and making the walls of both sides of
the auditorium a succession o doors emptying into the lobbies.
The effect of this arrangement is
that the spectators are seated in

.-"L\

one solid mass. An equally im- :

portant  consideration — which i :
should argue a changeinfirereg- | : | 4l [_) :
ulations—is that a house seated | oo A '
on the German model can be

cleared in haf the time it takes
an audience to press into and up
the ordinary narrow aisles. This
German seating arrangement has
been used with success in the
Kenneth Sawyer Goodman Me-
morial theatre, Chicago (How-
ard Shaw, arch.), which happens
to be located outside the juris-
diction of the Chicago fire com-
missioners.

Stage Lighting from the
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FROM ZUCKER, “THEATER & LICHTSPIEL-
HAUSER (WASMUTH)

FLOOR PLAN OF SECOND AND THIRD
BALCONY OF THE GROSSES SCHAU-
SPIELHAUS, BERLIN, DESIGNED gy
HANS POELZIG, ARCHITECT

Auditorium.— The stage ar-
rangements, except as to adequate
dressing rooms, property rooms,
and scene stacking space,are mat-
ters for the theatre technician—
scene designer, electrician, etc.—not the theatre architect, although
the architect should see that there is ample space allowed. Some-
thing should be said, however, on one point connected with light-
ing arrangements; this is the necessity of providing room in the
auditorium for the placing of lights for the illumination of the
stage and the actors. In 1914 Granville Barker introduced at
Wallack's theatre in New York a row of powerful incandescent
lamps around the balcony rail to replace the footlights. David
Belasco took the next step forward by installing such lights in a
recessin the balcony rail closed by doors automatically controlled
from the stage switchboard. Some such provision, or perhaps a
light bridge concealed in the ceiling beams, as in the Yale uni-
versity theatre, New Haven, Conn. (C. H. Blackall, arch.), or
the Guild theatre, New Y ork, ought to be a part of every archi-
tect's plan of a new house.

Decoration. — The decorative problem within the auditorium
has found many solutions, depending on the kind of dramatic
entertainment to be presented. The modern decorative movement
towards larger, smoother and less ornamented surfaces has its
peculiar applicability to the playhouse, where the eye should not
be distracted from the players by too ornate detail. Yet thereis
something undeniably exciting and truly theatrical in the rococo
interior of the Residenz theatrein Munich (Cuvilliés, arch.), and
Oskar H. Kaufmann, beginning with a rigid simplicity in the
Volksbuehne and other houses in Berlin, has had delightfully
amusing recourse to the Chinese baroque for the Theater am
Kurfuerstendamm and the Komoedie also in Berlin. The limi-
tations and the values of decoration depend, after al, on the
interpretive genius of the architect.

The new attempts to break away alike from the old horseshoe
opera house and the realistic peep-show theatre all look back for
their justification to the history of the development of playhouse
architecture, and borrow heavily from the past.

Development of the Opera House.—Following the Fall of
Rome and the decline of classic culture the classic theatre dis-
appeared save for a renewal of some of its form and spirit during
a few brief decades of the Renaissance. The theatre, and espe-
cialy the early opera, supposed ironically enough to be founded
on classical tragedy, became a mere excuse for brilliant court
festivity. Asa result of the desire on the part of the audience to
be observed by one another good visibility for the stage suffered.

[EXTERIORS AND INTERIORS

The style of the popular Italian opera predominated. The singers
delivered their important arias as close to the prompter's box as
possible while the chorus stood practically inanimate. Contact
between the stage and auditorium disappeared and with it the
spiritual union of performers and audience. Good acoustics and a
brilliant social display were the demands made upon the Baroque
theatre. The decorative type of auditorium with its heritage of
the richness of the Renaissance and the charm of the rococo
had originally been a thing of gorgeous, festive yet graceful.
beauty.

In the course of years it added to the pernicious Italian shape
new horrors of decoration and became that horrid overladen gold-
and-plush spectre of its former self of which unfortunately we
still see examples.

Toward the latter part of the nineteenth century, however, came
evidence of change and reform. Splendid acting was increasingly
in demand and rich settings and appropriate historical costumes
were considered essential to enhance the beauty of operatic music.
The problem o displaying these adjuncts began to make even the
architects of the opera houses see that their art had reached a
standstill and that some attempt had to be made to recapture the
spirit and some of the form of the classic stage. Their efforts were
partly compromises in the shape of the auditorium, partly a
simplification of the baroque theatre following the more serious
and less social tendencies of the legitimate theatre.

The reform dates from the work of the Sempers in mid-
Victorian days and is punctuated with March's Festbiihne for
Wormsin 1887. The attempts at a new type of auditorium seldom
aim at a direct return to the classic but only to one of its descend-
ants, the Shakespearian stage. Already the results in projects and
even a few completed playhouses have been notable.

The Circus Theatre.— Steele MacKaye, actor, playwright,
artist, director and inventor, was the first to produce a notable
plan for a circus-theatre. In 1892 he had almost completed in
Chicago as part of the World's Fair a remarkable structure called
the Spectatorium. Like so many efforts at the "theatre of the
10,000,” it strove to gather together the huge audiences of Greek
days and to bring them into close contact with all the possibilities
o the stage. MacKaye devised a means of bringing his actors
and choruses up from under the audience through steps in the
orchestra pit. He invented a proscenium opening that could be

PLAN OF STEELE MACKAYE'S SPECTATORIUM-THEATRE DESIGNED TO SEAT
TEN THOUSAND PEOPLE AND TO INTRODUCE SLIDING STAGES, A LIN-
OLEUM CYCLORAMA AND MANY OTHER MODERN STAGE REFORMS

made wide or narrow, thin or deep. He provided a crescent-
shaped stage with scenery sliding on tracks. This stage could be
flooded with water. He closed in the back of his semi-circular
stage with a linoleum cyclorama. He invented cloud machines
for projecting moving clouds on the sky. There were few reforms
o modern stage technique that this remarkable man did not fore-
shadow in this project, which the American financial panic of
1893 arrested when only half built.

I't was along the lines of this MacKaye theatre that Max Rein-
hardt built when he developed his performances of Greek tragedies
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(5) "THE BUILDER" (6)
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EXTERIORS OF 19TH AND 20TH CENTURY THEATRE BUILDINGS

1. The Opera House, Paris, erected 1861-75, in the court style of the
period of Louis Napoleon. Architect. Charles Garnier. 2. The Burgtheater,
Vienna, an elaborate structure of classic 19th century type. Architects,
Semper and Hasenauer. 3. View of the State theatre. Stuttgart, showing
the facade of the larger of the two auditoriums contained in the single
unit building which fronts the lake in the park. Architect, Max Littmann.
4. Back view of the Schauspielhaus, Diisseldorf, Germany, erected
1804-05. Architect, B. Sehring. 5. The Carlton theatre, London, an ex-

terior designed in a prevailing British mode, and crowded between neigh-
bouring houses, as are most American and British commercial theatres.
6. View of Radio City Music Hall. New York city, showing the artists'
many windowed dressing rooms. The Music Hall's broadcasting studio is
on top of the theatre building. 7. The National theatre at Munich. Ger-
many, built by Karl Fischer from 1811 to 1818 and rebuilt from the
original plans after the fire of 1823

1I
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INTERIORS OF MODERN THEATRES

1, 3. The Capitol Theatre, Berlin, a German motion picture house, illus«
trative of the simple expression prevalent in contemporary German design.
Changing light and coiour on broad surfaces contribute most of the decora-
tive effect. Architect, Hans Poelzig. 2. Titania Palace, Berlin, a motion
picture house in which the successive elliptic arches of the proscenium and
the modern lighting form the chief decorative feature. The seating ar-
rangement, with a centre aisle, is contrary to the usual German manner.
Architect, Stegnitz. 4. Roxy Theatre, New York city, a motion picture
theatre with a seating capacity of 6,100, at the time of its construction
the largest in the world. The Plateresque decoration follows the over-ornate
fashion popular in American film houses. Architect, Walter Ahlschlager.
5, 7. Radio City Music Hall, New York City, the largest theatre in the

world (1937). The proscenium arch is 60 feet high. The theatre has
revolving stages, elevators, turn-table, moving band wagon, console curtain,
footlights, border lights, switches, colour equipment, hydraulic elevators,
curtains, cyclorama, orchestra pit, etc. It was designed by Peter Clark.
Fig. 5, Showing the full symphony orchestra, indicates the great size of
the stage. 6. Model of Oskar Strnad's projected theatre, showing the
auditorium as seen from one segment of the stage which is a doughnut-
shaped, movable ring surrounding the auditorium. &, The Kiinstler Theatre,
Munich. The floor slants steeply and the seating arrangement is that
commonly used in Germany, each row forming an aisle leading to side
wails with many doors. Architect, Max Littmann
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in circus buildings into the finally realized Grosses Schauspielhaus
in Berlin (Hans Poelzig, arch.). Here he came close to the true
conditions o the classic stage, with the actors appearing on a
semi-circular orchestra floor almost in the midst of the spec-
tators, and then retreating up steps to a completely equipped
stage with sky-dome, revolving stage, and all the modern ap-
purtenances. The son o Steele
MacKaye, Percy MacKaye, real-
ized many of thevalues his father
had planned in his open air per-
formances of "masques” at St.
Louis, New York and Cam-
bridge, Mass., between 1912 and
1927.

Copeau's Theatre.— At the
- opposite extreme in size, Jacques
Copeau created in the Théitre
du Vieux Colombier, Paris, a
playhouse which united the ac-
tors on a naked architectural
stage with an audience seated
within auditorium walls that con-
tinued back unbroken by any
proscenium to make the walls of
the stage itself. The Théitre du
Marais, Brussels (Louis Jouvet,
DESIGNED BY JOSEPH URBAN, arch.), and other projectg were
ARCHITECT offshoots from this pattern.

Non-realistic Theatres— The stimulus of trying to give
Shakespeare's plays as he wrote them and not garbled and con-
densed to fit the modern realistic theatre has resulted in a number
of attempts to revive the conditions of the Shakespearean stage
on the stage of an ordinary theatre. This has brought back can-
vas make-believe, the portals of proscenium doors which all
English theatres rejoiced in a century ago. First merely repre-
sented as part of the scenery, these means of linking the actor
and the auditorium have now been built into the actual pro-
sceniums of many new houses, especialy in the "little theatres"
built here and there about the United States. Some such
theatricalizing of the stage is present in the Werkbund Theater,
Cologne (Van de Velde. arch.), with its tripartite division of the

SECTION AND PLAN OF THE REIN-
HARDT THEATRE. NEW YORK CITY,
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plans of Poelzig.

Radical. Projects.— Radical designs, whick are as yet largely
projects, include those of the distinguished American pioneer
architect, Frank Lloyd Wright. Norman-Bel Geddes has devised
a remarkable theatre with the stage in one corner, the whole
auditorium and playing floor surrounded by a single dome of light.
He has also devised a long rectangular playhouse with the action

1
1

FROM WASMUTH, “MONATSHEFTE FUR BAUKUNST?

SECTION OF A THEATRE DESIGNED BY OSKAR STRNAD, VIENNA

stage, and in A. and G. Perret's and A. Granet's theatre in the
Arts Décoratives exhibitionin Paris. But certainly the handsomest
playhouse of a formal and ultra-theatrical sort is the Theater in
der Redoutensaal, Vienna (Sebastien Heinrich, arch.), a stage
with permanent walls but no proscenium or fly gallery, set down
in a ballroom of Maria Theresa. From productions in this house
Reinhardt turned to the rejuvenation of a lovely old Viennese
theatre, the Josephstaedter, and then created in Salzburg in the
Reitschule a non-realistic playhouse which he hopes finaly to
replace by a magnificent, neo-classic festival theatre from the

FROM WASMUTH, “MONATSHEFTE FUR BAUKUNST”
PROJECT OF A CIRCULATORY STAGE IN A THEATRE, DESIGNED BY OSKAR
STRNAD, VIENNA

passing on a stage stretching down the middle from end to end,
and with the audience on both sides, as well as a circular play-
house with the stage in the centre, a scheme suggested by Robert
Edmond Jones's project for Shelley's The Cenci in a prize ring.
Variants on the usual relations of stage and audience are many,
including a scheme by Friederich Kiesler for two opposing audi-
toriums sharing the same stage. One of the most remarkable is
Oskar Strnad's circular theatre with the audience seated in the
centre and the big ring of the revolving stage coming into view a
segment at a time.

Out of al these attempts and projects, a realy healthful new
theatre is slowly but surely developing. It will not reach its full
maturity until actors can enter naturally and easily from the
auditorium as well as from the stage and step down from their
own level to the level of the spectators. When every division
between the world of the actors and the world of the spectators
is eliminated, and when those who give and those who receive are
—in the spirit of the classic theatre— once more surrounded by
the walls of the same room, then and only then will it be pos-
sible to meet completely all the demands not alone for proper
acoustics and proper visibility, but for purely spiritual pleasure
achieved without hampering physical effort.

Bisriograrmv.—P. Zucker, Theater und Lichtspielhiuser (1926);
R. W. Sexton and B. F. Betts, American Theatres of Today;
Springer, Das Gesicht des Deutschen Theaters; M. Hammitzsch, Der
Moderne Theatérbau (Teil |. 1908) ; E. O. Sachsand E. A. Woodward,
Modern Opera Houses and Theatres (1856—98); M. Semper, "Thea
ter,” Handbwh der Architektur (1904); H. K. Moderwell, The
Theatre of Today; E. Moritze, Das Antike Theaier; K. Macgowan,

The Theatre of Tomorrow; Theatre Arts Magazine, 1gr6—z3 (NOwW
Theatre Arts Monthly); Theatre Arts Monthly, 1924. (J.U)

GENERAL PLANNING

Real development in modern theatre architecture started in the
latter part of the rgth century and each year has brought added
progress in planning and designing. Theatres 1o years old are
out of date, while some 20 years old are practically obsolete.
From the point o view o construction, new methods due to the
advent of modern steel framing, progress made in the science of
lighting (see Stage Design) and the necessary adherence to
present day building codes have been a few of the potent factors
in this advancement. Changing social and economic conditions
continue to affect the theatre and its planuning radically. The old
style theatre with posts and horse-shoe balconies is gone. The
theatres of only a few years ago containing a balcony and gallery
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are now "old fashioned.”

The modern theatre consists of a lower floor, or orchestra level,
and one large-sloping balcony. Sometimes a small mezzanine or
loggia is placed between the lower floor and balcony. Every seat
must be so situated as to have an unobstructed view of the stage.
The auditorium floor and balconies must have the proper curve
or incline, to ensure proper "sight lines." The acoustic problem
must be worked out so that each patron will hear distinctly; to
accomplish which methods that eliminate as much as possible all
reverberations must be employed. The stairways, foyers, lobbies,
box offices, lounges and retiring rooms should be so laid out as
to avoid confusion. The architect should strive for perfect cir-
culation of the patrons. The box office should be situated at the
right hand side on entering a theatre. The entrance doors and
the main stairs to the balcony should also be placed at the right
hand side. The exit doors and a stairway from the balcony to be
used when leaving the theatre should be on the left hand side of
the main lobby. This arrangement alows the incoming and out-
going audiences to pass without mixing.

On account of the high land value, it has often been necessary
for the architect to get a maximum building on comparatively
small property, with the result that after space has been utilized
for an adequate stage and maximum seating capacity, there re-
mains in most cases comparatively small areas for public spaces
such as foyers and genera lounges. The traffic problem in most
o the larger cities makes it impossible for the entire audience to
be in their seats at the rise of the curtain. Late arrivals coming
into the small vestibule and foyer spaces of the usual dramatic
theatre spoil the opening of many performances. A constructive
development to alleviate this condition is represented by the
device used in the new Theatre Guild theatre in New Y ork, where
the audience enters the theatre by a lower level than the street.
On this level are situated the lounges and retiring rooms. A large
stairway leads to the promenade and the rear of the auditorium
from which the patron enters without confusion. Although in this
scheme the main floor is above the street level, the necessary
slope of the floor brings the lower part of the main auditorium
to street level elevation, where the main exits are situated.

The motion picture industry has had more to do with the
building and development of theatres than any other agency.
The so-called "movie" is usually a theatre with a fairly large
seating capacity, spacious provisions for orchestra and organ, but
no stage. A smal platform usually suffices for the performance
given in addition to the pictures. These auditoriums in most
cases are treated architecturally and decoratively as one room.
As this type o theatre is usualy longer than it is wide, the
auditorium treatment is as elaborate in the rear as at the front,
giving the patron sitting in the rear seat the feeling of closeness
to the stage.

Problems. — Architecturally, each type of theatre has distinct
problems. Dramatic houses and opera houses have to care for
audiences during intermissions; these audiences usually leave en
masse; therefore, lounges, foyers and promenade spaces must be
provided to allow the free movement of the people and to avoid
congestion. Most moving picture theatres are run continuously
and the patrons for the most part come and go at no specific
time; in them perfect circulation is most necessary. The exterior
treatment of all types should be somewhat festive and char-
acteristic of their function. More restraint and dignity should
be expressed on the exterior of dramatic than vaudeville or picture
houses. Since the moving picture theatre depends a great deal on
the passer-by for its patrons, its exterior should be designed to
attract attention and should have a very inviting and unusual
facade; electric illumination is utilized to a great extent to enliven
and add glamour to it.

Every theatre should have a marquee at the entrance. This
marquee or ornamental canopy is used for a double purpose: (1)
to protect the public on entering or leaving the theatre during
inclement weather; (2) to afford an excellent means of advertis-
ing. The marquee of a modern theatre is in reality a very orna-
mental electrical sign attached to the three sides. |t should be
carefully designed so as to add to the appearance of the facade.
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€. HOWARD CRANE. FRANZHEIM AND BETTIS. ARCHITECTS
Rarely does one of these signs enhance the architecture of the
building and in most cases hideous results are obtained because
itis designed by inexperienced draughtsmen without regard for the
architectural treatment of the exterior. However, much more ex-
tensive consideration is now being devoted to the problem o the
marquee not only by architects but by sign makers also. I n con-
sequence of this changed attitude more harmonious and artistic
results are being attained.

The old method of treating the interior of theatres was first
to design an elaborate proscenium arch or frame, then to treat
the proscenium boxes very ornamentally but less elaborately than
the proscenium. From these boxes back to a point near the centre
of the balcony, a very simple treatment was generally used, and
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BY COURTESY OF (!, 7) MORRIS GEST,

MODERN

1. The Grosses Schauspielhaus, Berlin, a circus building converted into a
theatre for Max Reinhardt. The acting space is in the midst of the
spectaiors; steps lead to a main stage-fully equipped with a piaster
sky-dome and a revolving stage. Architect, Hans Poelzig

2. The Ziegfeld Theatre, New York city, a musical comedy house with an
elliptical shaped auditorium fancifully decorated. Architects, Joseph
Urban and Thomas W. Lamb

3. The Kro!l Opera House, Berlin, an intimate opera house expressing severe
German modernism. The second balcony is over the boxes. Architect,
Oskar Kaufmann

4. View of section of the Grand Foyer of Radio City Music Hall, largest
indoor theatre in the world (1937), New York City. This theatre is
devoted to stage and screen entertainment. The view shows one of
the two 29-foot glass chandeli rs and a part of the 30 x 60 foot Ezra
Winter mural

(3) THE GERMAN RAILROADS INFORMATION BUREAU,

(4) ROCKEFELLER CENTER; PHOTOGRAPH,

5.

6.
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(2) DRIX DURYEA

INTERIORS OF THEATRES FOR MUSICAL COMEDY, OPERA AND DRAMA

The Guild Theatre,

New York city, a period interior.
Howard Crane

Architect, C.
The Piccadilly Theatre, London, an interior in the more subdued conven-
tion of modern English design. Architect, Edward A. Stone

The Theater in dem Redoutensaal, Vienna, a ballroom in the Hofburg
Palace converted into a theatre without a proscenium for formalized
production. Here under the glow of crystal chandeliers, and with wall
hangings of Gobelin tapestries. Max Reinhardt produced classic and
modern comedy. Architect, Sebastian Heinrich

The John Golden Theatre, New York, an excellently arranged auditorium
along the prevailing American lines, with a rather emphatic period
treatment. Architect, Harrison G. Wiseman

Concert House Vestibule, Stockholm. Architect, Ivan Jengborn.

PLATE IV
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SETTINGS (1-6) DESIGNED BY NORMAN BEL GEODES, BY COURTESY OF (7) DONALD GENSLAGER:; PHOTOGRAPHS, (1-5) FRANCIS BRUGUIERE, (6) WHITE STUDIO

STAGE STRUCTURES OF THE MODERN THEATRE

1, 2 Scene in ""The Divine Comedy' by Dante, as dramatized and projected Norman Bel Geddes. On this single setting ten scenes are played, each
for production by Norman Bel Geddes. The stage rises around a pit in its of a different locale. Changes are made in full view of the audience by
centre; changes of scene are made by lighting and the massing of actors. properties carried by actors and by subtle lighting of architectural em-
3. Model for ‘‘Lazarus Laughed,” a play by Eugene O’'Neill. The nine bryos in the rear of the stage which are concealed in shadow when not
scenes are made by the rearrangement of two monumental units which can intended to be seen. 6. A scene from ''Dead End,"" Sidney Kingsley's
be turned to different positions in a few seconds by a controliing motor. play, designed and produced by Bel Geddes in October 1935 which ran
They are set off with properties and decorations carried by the supers, for two years in New York. This realistic setting of a dead end street
against the cyclorama, with immense variety of effect. In this photograph flanked by dismal tenements and by a palatial New York apartment
of the model the proscenium arch has been removed. 4, 5. Model for the terminates in a dingy wharf from which young hoodlums of the neighbour-
stage structure of "Jeanne D’Arc,” a play by Mercedes de Acosta, produced hood dive and on which they develop their lives. 7. Design by Donald
at the Porte Saint Martin Théatre, Paris, 1925, under the direction of Oenslager, 1939, for '*Prometheus Bound,”" by Aeschylus
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from this point to the extreme rear a very plain one. In this type
the audience was really sitting in so many different rooms, vary-
ing with the distance from the stage. There was no continuity of
design. The modern method is to unify the auditorium or to treat
the theatre as one room, making no distinction in elaborateness of
detail because of location. Psychologicaly, a higher audience
moral is effected as this scheme of decoration, eliminating segrega-
tion by sections, establishes a
feeling of equality between
patrons.

Increase in Size—The lat-
est development in the design of
the theatre is brought about by
the building of the present-day
"super cinema paace.”" Here the
architect has been alowed to
use to the fullest his imagination §
and ability. The acoustics and B
sight lines must be perfect. Un- F
usual lighting effects must be de-
vised and provisions made for
the latest modern development
such as talking pictures, public
address or amplifying systems,
and mechanically operated stage
and organ lifts' These theatres operate usualy on a 1z-hour
schedule and are often attended by as many as 30,000 persons
in one day. Expert planningis necessary adequately to house and
control these large audiences. Some noteworthy examples have
been completed recently; they are rich in ornament and gorgeous
in colouring and lighting effects, and they are usually extremely
elaborate in furnishings. Due to their extreme widths and to the
essential absence of posts, these large modern theatres present
great structural problems. Fresh, cooled air in summer and pure,
warmed air in winter must be constantly and evenly distributed
to every part.

Equipment. — Theatres seating between 3,000-6,000 persons,
with large comfortable chairs liberally spaced, are now being built
in nearly all thelarge cities of almost every country. Theatres of
this size would ordinarily produce serious problems in acoustics.
By means of public address systems or a series of cleverly con-
cealed amplifiers, evenly distributed over the theatre, an operator,
by simply turning dials similar to those on a radio set, can in-
crease or diminish the stage performer's voice at will. Proper
precautions must be taken to overcome reverberations. This is
usually done by careful and scientific use of absorbent materials,
of either specially prepared plaster or felt. Disappearing organ
and orchestra lifts, enabling large orchestras to enter and leave
the pit without confusion to the audience, are necessary. They
also permit the orchestra to be raised in full view for the over-
tures and special numbers, and to be concealed when playing in-
cidental music accompanying the pictures. These liftsor elevat-
ing platforms are controlled by push buttons fixed by the leader's
desk. The operating rooms or projection booths are becoming
the most important part of the entire ensemble. With the intro-
duction of talking pictures, coloured photography and amplifying
systems, projection booths have to be very carefully planned.
They are strictly fire-proof and contain al the modern fire pre-
vention equipment possible. Automatic shutters cover al open-
ings. Metal furniture is used throughout, and a decorative note
is often afforded by fine tiles. Dressing and rest rooms, including
showers and toilets, are provided for the operators, and there is
usually a separate room for rewinding film.

The stage equipment is also of the latest and finest description.
The switchboard, controlling the many colnured effects both on
the stage and in the main auditorium, is a complicated work. With
its many-coloured pilot lights, pre-set switch handles, and
numerous other controls it almost resembles a complete organ
manual and is amost as difficult to operate. The old-fashioned
fly gallery and pin rail, with sand bags for counterweights, is
gone. The modern method of handling scenery is by the latest
improved counterweight systems. The operation of a small lever
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NORMAN BEL GEDDES THEATRE
This theatre provides for a stage and
auditorium both under one domed
roof. The triangular stage in the
lower right corner sinks into the

basement for changes of setting
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will bring a drop into position quickly and without effort. The
controls are usually placed on the stage level. Wire cables have
replaced the old-style ropes, and gas pipes the wooden battens, to
which the scenery was formerly attached. All stages are equipped
with sprinkler systems, automatic ventilators and fire curtains.
Modern safety laws require fire-proof scenery, with the result that
the fire hazard, in the present-day theatre, is reduced to a mini-
mum. One of the most important pieces of stage equipment to-day
is the cyclorama. Thisisalarge elliptical-shaped piece of scenery
reaching from the stage floor nearly to the gridiron. It is abso-
lutely plain and usually painted a neutral tone so that all kinds
of lighting will be effective on it. It is used as the sky or back
piece o the settings. The cyclorama is unequalled as an agency
in obtaining beautiful stage effects. The usual cycloramais con-
structed of plaster or heavy sheet boarding and in many instances
also acts as a sounding board.

The following represents a list of some of the rooms required
in the operation of a large modern theatre: assembly room
or green room; dressing rooms; chorus and ballet rooms, for
both men and women, all equipped in a modern manner with bath
and toilet facilities; stage manager's and assistant stage manager's
office; wardrobe rooms; commissary department; carpenter and
electrical shops; large and small property rooms; private offices
for the conductor, assistant conductor and organist; a music
library and a fire-proof vault for sheet music storage; a lounge
room with necessary toilets and locker rooms adjoining, for the
musicians; an instrument storage room; soundproof motor rooms
for the organ blowers and mechanical lifts; rehearsal room with
picture screen and operating booth; locker and toilet rooms for the
men and women ushers; building superintendent's office; lockers
and wash rooms for the scrub women; numerous small rooms for
electric lamp storage and other supplies. One of the greatest de-
velopments is in the lounges and retiring rooms provided for
patrons.

BisLiocrarHY. —W. H. Birkmire, The Planning and Construction of
American Theatres (1896) ; E. 0. Sachs and E. A. Woodward, Modern
Opera Houses and_Theatres (1896-08) ; E. O. Sachs, Stage Construc-
tion (1898); M. Semper, "Thesaire," Handbuch der Architektur (Tell
4, Halb- Band 6, Heft s, 1904) ; K. Mantzius, History of  Theatrical
Art in Ancient and Modern Times (1go3-o09) ; M. Hammitzsch, Der
Moderne Theaterbau (1g903) ; M. Littmann, Das Miinchner Kiinstler-
theatre (19o8) and Die Kiniglichen Hojtheater in Stuttgart (zg12);
B. Matthews, A Study of the Drama, chapt. iii. (1gro); I-? K.
Moderwell, The Theatre of To-day (1914); S. Chenéy, The New
Movement in the Theatres (1g914) ; W. P. Gerhard, Theatres; Their
Safety from Fire and Panic, Their Comfort and Healthfulness (19153) ;
A. S Meloy, Theatres and Motion Picture Houses_?lgl(i ; A E. Krows,
Play Production in America (1916) ; E. B. Kinsila, "Modern Theatre
Construction,” The Moving Picture World (191%) ; J. Bab, Die Volks-
biikne in Berlin (1919) ; K. Macgowan and R. E. Jones, Continental
Stagecraft (1922), O. M. Saylor, Max Reinhardt, His Theatre (1924).

(C. H. Cr)
MODERN THEORY OF DESIGN

To the Greeks, the theatre was their most vital creative expres-
sion, and they succeeded in achieving results that for "pure
theatre™ have never been surpassed. They built them to look like
theatres and to dignify what transpired within them. The Greeks
lived in an age of imagination. Their knowledge of the material
world was much more restricted than ours. It was as uncharted
to them as the universe is to us, and life had a greater interest
for them because of this mystery. In this mood, they created
their drama. Their tragedy penetrated the mysteries of nature
beyond the humdrum of ordinary life. Their comedy was carried
to an extreme that, to our gradually neutralizing mind, appears
exaggerated and vulgar. Civilization has by degrees impoverished
its audiences from an enthusiastic appreciation o extremes
toward a glorification of the commonplace mean.

We live in an industrial age. We should have theatres that
belong to our time, drama that voices this time. Instead, our
theatre is a secondary expression We exercise our emotions by
reading daily papers, riding in automobiles, listening in on the
radio, playing bridge and seeing mediocre motion pictures. The
theatre is in a state of sham. The plays, the actors, the scenery,
al try to make audiences forget they arein a theatre. The build-
ings themselves are made to look like office buildings, taverns,
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museums, Renaissance palaces, Spanish missions or casinos. To
plan a practical theatre, the designer, architect, or engineer should
possess a knowledge of theatres, past and present, and o the
latest experiments toward the future, with an experience in the
theatre that would class him with such specialists as are called
upon to build our sky-scrapers, suspension bridges and subway
tubes. In exterior design, the most conspicuous elements, such
obviously dominating features as the electric signs, the porfe
cochere, the huge cubical mass of the flying space above the stage,
offer problems of unusual contrast specificaly in theatre design.

Primarily, the theatre in this modern world, from every stand-
point, lacks style. Inside and out, it should be distinguished. It

should look and be "theatre," in its architecture, plays, acting or:

staging. Theatres naturally vary in size, requirements and class
of entertainment. The point of view o the artists engaged in
the theatre should likewise vary. The working parts of a theatre
must possess the utmost flexibility, must be alterable, in simple
practical terms, from one person's use of it to another's, hamper-
ing experiment as little as possible. Until the theatre, architectur-
ally, becomes more flexible, the dramatist, producer, designer, will
continue to have difficulties in exploring new forms. For any
radical or improved or experimental idea, in dramatization or
staging, beyond what has been developed in the last 15 years,
the present stage is inadequate. |t suffices for only a few types
of plays, and is completely impractical for any style out of this
groove. |t is probably the most restricting theatre man has ever
conceived. New basic ideas of architecture will materially stir
the imagination of everyone connected with it. Instigate a type
of stage of a three dimensional order and see what happens in
the actual creative work in the theatre.

To any student o the subject, the development of the theatre
since the Greeks shows gradual deterioration. The single item
that has most influenced these changes is the proscenium arch.
There was no arch in the Greek theatre, but by successive stages
from that time to the present, the arch idea has developed. Its
two dimensional aspect imposes an effect which is deadening, as
compared with the exhilaration o an audience surrounding the
actors, such as we get in the circus. There is no more reason or
logic in asking an audience to look at a play through a proscenium
arch than there would be in asking them to watch a prize fight
through one. At a prize fight, although each individual looks into
the ring from one point of view, a more intensified atmosphere is
gained by the sight of the audience seated on all sides of the ring.
I'n an art gallery, looking at a piece of sculpture, you instinctively
walk slowly around the object to view it from different direc-
tions, rather than merely standing and looking at it as you would
a painting. The exaggerated importance o the picture-frame
stage of the past generation is undoubtedly due to lack of imagi-
nation of the minds working in the theatre. After all, the proscen-
ium in its present maximum form has only existed over one-
fifteenth of thetime that has lapsed since the theatre of Dionysus.

I'n thinking of the theatre, we naturally begin with the stage.
The auditorium is built around the stage and a relationship must
be maintained between these two major elentents. In nearly all
modern examples, the stages are too small in proportion to the
auditoriums. Half o the audience is in a poor position to see
and hear. The inadequacy of the stage is accepted as a matter
of course, since the actors have sufficient space to move in during
a performance. Actualy, the part of the stage that the actor
utilizes during the playing of a scene is only about a tenth of the
total cube required for stage purposes. The df stage space (to
both sides and rear of the acting area) should equal three times
the floor space o the acting area in order to handle adequately’
the changes of settings. In most modern theatres, it is not even
equal to it. The entrances and exits for actors, the facilities for
handling scenery, properties and electrical apparatus are neglected
correspondingly. The flying space (above the stage) should be
four times the height of the maximum scene, but seldom is. The
present-day stage does nothing for the dramatist but cause him to
worry as to how this or that idea will be visualized in two dimen-
sional terms, and it has gradually reduced the actor to an immohile
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loud speaker. The last few years have brought out various me-
chanical features. such as the application of the hydraulic, revolv-
ing, sliding and turning-over principles for changing part or all
o the stage with its scenery; and a permanent plaster cyclorama
to replace the drop cloth painted to represent a sky, upon which
light o any colour can be thrown. But although all of these are
important, they fail to get at the root of the difficulty, which is
the adjustment of the style and proportions o the theatre to its
uses and needs while the building is being planned.

The auditorium should be designed so that everyone may enter
easily, reach his seat without annoying other people, sit com-
fortably, see and hear everything on the stage. The best angle
o vision between the stage and the seats, because we are most
accustomed to it in everyday life, is shoulder height, yet in
our theatres to-day, the best seats, judging from the scale of
prices, place the spectator's eye on a level with the actors' feet.
Each successive row of seats should be at an angle in relation
to the stage, so that the spectator does not have to peer between
the heads o those in front of him.

The audience is the governing factor of drama. There can be
no drama without it. All the dramatist, director, designer and
actor do is to project elements which will create a certain effect
in the audience's imagination. A dramatic production has no
significance until it is performed in conjunction with its audience.
This is why each type of play sifts out its particular audience.
The theatre takes its place among the arts when the audience not
merely witnesses a reproduction of life asit is outside the theatre,
but takes part in an experience that does not exist anywhere
outside the theatre.

Suffering from the limitation that it is not a single-vision me-
dium as that of painters, sculptors, poets, musicians and archi-
tects, the usage of the theatreis contradictory to what is accepted
as the ordinary working procedure of an artist. The dramatist
works in a composite medium, which is stage, actor and audience.
The designer takes the play and develops it for production in all
its visual phases, working out its rhythm, movement, manner of
staging, setting, costuming, lighting. Finally the director, whose
position is synonymous to that of the orchestra conductor but
who uses actors instead of musicians, rehearses all of these ele-
ments into an unified performance. The dramatist reaches his
audience indirectly through the director, designer and actors.
His work may be limited by these people, or his stimulation may
inspire them to develop hisideas further than he could have done
alone. The result, good or bad, is the very element that gives
the theatre its unique qualities, its advantages and disadvahtages,
over other forms of expression.

The end we seem to be going toward has a more plastic three
dimensional stage structure, formal, dignified and neutral, as a
basis, its various acting platforms inviting a variety of move-
ment, and provided with adequate space for lighting instead of
the cramped condition of the present. Such a structure is de-
signed for the playing of a sequence of scenes of diverse mood,
locale and character, not imitative in geographical terms, but cre-
ative in dramatic terms, with emphasis on the intensity of dra-
matic action and its projection to an audience. It will give the
impression o being solid and enduring, and will be composed
of avariety of levels, ramps, platforms, aprons projecting into
the audience, high stages towering to the rear, the whole achieving
pictorial qualities by the composition of actors on various levels
and their movements in conjunction with lighting. Portions of
these settings may or may not be changed to vary as a play goes
on. Any adequate technique for staging plays should permit of
a play being run off in any combination or series of rhythms and
not destroyed by such crude makeshifts as darkening the stage or
lowering of the curtain to make changesin the setting.

Theatres for motion pictures and television are bound to be
distinct from theatres for plastic drama, and in the same way
that screen drama is of necessity going to emphasize two dimen-
sional vision, the stage drama, as it develops away from the
picture medium in a mental sense, will likewise grow away from
it in a physical sense and become decidedly more three dimen-
sional (N.B G)



TENDENCIES]

PRODUCTION AND DIRECTION
MODERN TENDENCIES

At one time or another the theatre has used some part of every
method of production that we so fervently hal —or condemn—as
the last word in modernism to-day, for in 25 centuries it has been
al things to al men. It has been religious and blasphemous. |t
has been as noble as its god-heroes and as petty as its bourgeoisie
— whether of Rome or London. It has been fantastic and formal
in the temples of the living masks where men meet the gods
throughout the East. It has been minutely realistic. Back in
Greece, when someone painted wave-lines on the periaktoi,and thus
let the audience know that it stood by the shore of the sea, the
theatre was expressionistic. A performance of The Tempest on
Shakespeare's open stage, with the sailors swarming up the ropes
into the canopy overhead, would have satisfied the constructivism
of Meyerhold. And when Reinhardt put Oedipus Rex into a cir-

, cus or gave Calderon's The Great World Theatre in a cathedral he
was merely imitating with conscious art the naive habit that the
ancient theatre had of playing cuckoo and laying its eggs of art
in amphitheatres, chancels, inn yards, bear-pits, tennis courts,
market places, and court ballrooms.

Enter the Régisseur or Director.— Yet, in a narrow sense,
there are modern tendenciesin the theatre— two major tendencies,
both founded on a new attitude towards the complex business of
getting actors to speak lines in an effective ensemble. The new
attitude is seen in the commanding presence of a director. Some
onehas alwaysinsisted that the actors learn their lines, speak them
with a certain skill, and walk where they mill nst trip over one
another's heels or become entangled with the properties. But the
commanding director—or réegisseur —is the notable contribution
of the theatre of the past half century. From Duke George 1I.
of the little German State of Saxe-Meiningen—who fused supers
into mobs, put ceilings on box sets, and created the first modern
ensemble acting in the middle '70s—through Otto Brahm, first
master of naturalism at the beginning of the zoth century, Max
Reinhardt, Brahm’s disciple to begin with, then pioneer in every
form o theatre from cabaret to cathedral and little theatre to
circus, Meyerhold the Russian, who preached and performed the
"theatre theatrical”— from these masters on to the director of
the tiniest of community theatres in some Californian town, the
régisseur has taken his place as the centre of the modern theatre.
His business has been to dominate, synthesize, and unify each pro-
duction, and thus to bring forth a single work of theatrical art in-
instead of a histrionic accident.

Realism Versus the Theatric.—Without the rkgisseur neither
of the two great schools of modern production could have de-
veloped. A single mind was needed to shape the performance, set
its character, giveit its pace, provideits atmospherein scenery and
lights. It did not matter whether the result was to be a realistic
production or a production in which the true theatricalism o the
stage was to be liberated— one creative spirit had to dominate.

In the terms of the past century, realism is a much older thing
than the theatric, although the theatric goes far deeper into the
historic past. Realism is likely to dominate the stage as long as
machine civilization dominates life. |t has already come to a fine
perfection, and we are more familiar with it than with the theatric.
We have seen realism at its height in Stanislavsky of the Moscow
Art theatre, and occasionally in David Belasco or Basil Dean. We
have not seen much theatric acting outside Russia and Germany.
In America and England the theatric and imaginative movement
has expressed itself largely in things of the eye—in the scenery of
the new stage-craft. The battle of realism and the theatric—first
with a common enemy, then with each other—can in many ways
be seen best through the activities of the régissenrs of scenery,
the stage designers who have given it outward physical form.
Nothing but the theatre could— currently and importantly—har-
bour artistic tendencies so diverse. But, though one is photo-
graphic and one is imaginative, both began in fierce opposition to
the theatre of Victorian days. The thing that both hated in this
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theatre was typified in its scenery, ugly, unillusive, accidental.
Thus two very difierent types of artists were leagued as alies.
One was therealist, like Belasco, who wanted solid, plausible rooms |
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on the stage. The other was the man of imagination, like Gordon
Craig, who wanted beauty or something full of expressive artifice.
There was a little d each in the first great rkgisseur of the 2oth
century, Max Reinhardt. Together, the realist and the artist of
the imagination banished the mechanism of the older stage. They
banned false perspective and shallow pretence, muddy colour on
flapping backdrops.

Realism triumphed first. |t had the great dramatists of the day
behind it, and the mood of 2oth century audiences. Maeterlinck
and von Hofmannstahl and d’Annunzio put up an anaemic front
to Ibsen, Hauptmann, Sudermann, Brieux, Pinero, Jones, and
Shaw. The re'gisseur developed actors who could convey emotion
by the quiver of an eyelash, and he found ways to surround them
with the solid world o reality.

Mechanical Progress.—But how were the solid columns,
weighty staircases, well-braced walls to be moved? How were
scenes to be shifted quickly and economically? The problem was
not alone a problem for the realistic producer, for when the
rkgisseur put on Shakespeare the new settings were solid, plastic,
three-dimensional, and he had dozens of these scenes and no
long intermissions in which to change them The answer—the
typical answer—was modern machinery. America led—for just
a moment or two in 1888—when Steele MacKaye, re'gisseur, actor,
playwright, painter and mechanist, installed his double elevator
stage in the Madison Square Theatre, New Y ork, to shift scenery,
actors and all. The great bulk of mechanical reform, however,
has come from Germany, and dates from 1896 when Lauten-
schlaeger of Munich borrowed the revolving stage from Japan.
Other scene-shifting machines from Germany include the
dliding stage, which carries whole settings on great wagons, and
sinking stages, which bring up the scenery from the basement.
Arthur Hopkins, the first American regisseur of imagination to fol-
low MacKaye, introduced, about 1914, stages that swung on
pivots, and Lee Simonson, the American designer, has made most
ingenious use of small revolving units in Theatre Guild produc-
tions such as Peer Gynt. (See Stace DESIGN.)

Progress in Lighting. — Even more energy and resourceful-
ness has gone into the improvement of lighting equipment since
the days of gas, and this has served both the realist and the pro-
ducer of imagination. The first notable attempt was made in
Germany by the Venetian, Fortuny. His aim was to provide dif-
fused and softened light, more like the reflected sunlight of a
shaded spot. He threw all the light rays of an arc upon screens
of coloured silk which reflected them upon the stage. His sky-
dome or Kuppelhorizont further diffused the light while producing
an illusive sky of almost infinite depth. From the mechanism of
Fortuny and the ideas of Gordon Craig's great rival, Adolphe
Appia—who first called for the shadowed, sculpturesque lighting
that comes from large sources of illumination, instead of the blank
glare of the footlights-electrical invention has gone on to a sur-
prising degree of perfection in Germany and America. Through
Max Hasait and Adolph Linnebach, both working at Dresden in
hot rivalry, devices were at last perfected for projecting scenery
by means o light on to backdrops or cycloramas. Simonson made
fine use of the Linnebach processin Back to Methuselah and Peer
Gynt.

There is, after all, a considerable difference between a decora-
tion thrown on a backdrop by electric light and interiors so solid
and heavy that they must be shifted by machinery. And yet both
extremes fall easily within the limits of the revolt which realist
and theatricalist began in the name of the new stagecraft. Even
the old-fashioned backdrops of the opera house, painted in false
perspective, have their place in the modern moyement of the
imagination if only they are painted with the boldness, the dra-
matic vigour, and the expressive colour of a Russian like Bakst
or Roerich or Golovin. If the artist can create an effect upon
the stage just as characteristic of the play and its emotion as
anything the actors may do, then he has done the work expected
of him. The medium and the method do not matter.

Pioneersof the New Stage-craft. — Thiswas not quite so clear
when Gordon Craig and Adolph Appia began their campaign of
scenic enlightenment about the beginning of the 20th century



34

All about them the stage was filled with flat and shallow artificial-
ity. There was neither beauty nor truth to life in the jaundiced
meadows and mildewed mountains and splayed rooms which the
hack scene painters spread over backdrops and wings in very,
very false perspective. The realist and the imaginative artist had
to hate them equally. Craig and Appia might have accepted the
stage conventions o the old theatre—the simple flats and back-
drops, and awakened them to new life as the Russians did. In-
stead they fought them, and fought them on the one legitimate
issue on which they can be fought. Paintingsin two dimensions
do not and cannot harmonize with three dimensional actors. So
away with false perspective and its painted shadows. Make room
for solid plastics, for rocks and walls against which the actor may
lean.

Gordon Craig did a great deal more than argue against back-
drops and wings. In his articles and books he showed that the
theatre is a composite art made up of the contributions of play-
wright and actor and painter and musician. He demanded unity
upon the stage and he declared that the ideal artist of the theatre
must be the man who can write the play, direct the actors, design
the scenery and lights, and provide any other element such as the
music or the dance that may be needed. Only in this fashion can
the theatre have the creative unity which is at its heart. And in
al his writing and through all his brilliant designs, Craig sought
tointerpret in as dramatic a fashion as possible the emotion of the
play.

Appia, a Swiss doctor, who began theorizing and sketching in
the early ’gos, stood likewise against false perspective and in
favour of the plastic stage. Like Craig, he was truly a re'gisseur.
His great contribution was a sense for the value of light. In his
book describing and picturing the production of Wagner's music-
dramas, Appia provided many appropriate and striking sketches,
dictating the movements of actors as well as lights. He showed
how spotlights, used instead of footlights, produce shadows;
how light and shadow give a sculpturesque quality to everything
on the stage, and how changes in the light can indicate the pas-
sage of time and the development of the drama. To demonstrate
this, he drew a series of sketches of scenes from Wagner's music-
dramas following the light changes throughout each act.

When the theories of Craig and Appia annihilated the old
stage setting, they opened the way for something they were not
the least interested in—realism. Fortunately they also provided
the corrective for it. When realism is most complete it is at its
worst. |t then furnishes an absolute photograph of life. A room
becomes a junk shop. It is solid, real and wooden, and utterly
confused. There are so many knick-knacks about that you can
hardly find the actors. The eye is tempted to wander df and
count the bowls of flowers and admire the woodwork and dis-
cover curios al over the place. Belasco and all the realists soon
learned better than this. So far as America is concerned, Arthur
Hopkins and the artists of the new stage-craft taught them how
to make a room seem real and plausible and yet never distracting,
and how to make it express something of the drama that goes
on within.

Making Scenery Abstract. — The modern theatre has been
quick to recognize that the mood created by a background is the
important thing, and that, generally speaking, the less the ma-
terial world is involved, the more the actor can summon up an
ideal world of the theatrical imagination. Directors and designers
tended, therefore, towards experiments with more and more ab-
stract settings. Craig began with curtains, using them for walls.
I'n a scene for a modern play, Robert Edmond Jones painted his
curtains brown and green and hung them in folds that, under
proper lighting, suggested a forest. Other artists— Norman Wil-
kinson, for example, working in England under its one modern
régisseur before 1920, Granville Barker—went a step further and
treated curtains frankly as curtains, painting them with a land-
scape or a formal arrangement of stars, and then—so there could
not be the least mistake about it--draped the curtains in folds,
and banished even the quasi-illusion of the old backdrop.

Screens can be used even more abstractly. About 1912, Craig
worked out a scheme for equipping a theatre with a set of fold-
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ing screens of all sizes which could be rearranged in an endless
variety of ways. When Stanislavsky tried to use this system of
screens for Hamlet at the Moscow Art theatre, he found grave
difficulties in the way of its practical employment. These difficul-
ties were largely removed in a scheme devised by a pupil of
Craig's, Sam Hume, which he used at the Detroit Arts and Crafts
theatre.

In al this talk of scenery, you must note implication after
implication of how the re'gisseur will direct the company towards
an art far, far removed from the realism of the Moscow Art
theatre. When the theatre goes still further into the abstract or
the fantastic in stage setting, it must carry the actor along
with it, or it is nothing. Already designers have thrust upon the
stage the expressionistic methods of modern painters like Picasso
—himsdf a designer for the Russian ballet of Diaghileff. In
America, and in most of the Continent outside Russia, the
régisseurs have done little to match these backgrounds with act-
ing. The outstanding exceptions— Meyerhold, Y evreynoff, Komi-
sarshefsky, Tairoff and Zemach, all of Russia— have laboured to
infuse into the actor and the ensemble a stylized vitality which
distinguishes their performances from anything in the Western
world.

Expressionismand Constructivism. — Expressionism, whether
of acting or scenery, postulates that the expression of inner
emotion— which ought to be the emotion of the playwright and
his play—comes before any resemblance to the outer aspect
of life. Expressionistic productions use distortion to arrest and
excite the attention. Doorways assume strange forms, as in that
notable attempt in Macbeth which Robert Edmond Jones and
Arthur Hopkins made in New Y ork some years ago without acting
to back them up. Walls topple. The floor shoots up at weird
angles. Lights flare in with no relation to reality, and shift in
colour almost word by word. The make-up of the actors is start-
lingly obvious in its distorted lines, and the clothes of even
modern characters are painted with high lights and shadows.

One can almost go back to Appia for the beginnings o con-
structivism, for Appia was the first to stress the necessity of
varied levels on the stage. They have become increasingly impor-
tant in the work of the more radical régisseurs. Leopold Jessner,
Germany's outstanding director since Reinhardt, added these
levels to the formal stage of the more conservative expression-
ists. By using steps and parapets, he was able to move his peo-
plein three dimensions, and make their physical relationships more
vivid and significant. In each of his Shakespeare productions he
stuck to a single arrangement of steps, upon which he arranged a
few of Emil Pirchan's simply sketched indications of locale, all
within the neutral wall of the often unlighted cyclorama.

From Jessner one leaped to Russia to find Meyerhold, a the-
atrical pioneer, developing in constructivism an art which seemed
to steal its settings from the American skyscraper. High plat-
forms, skeletonized structures, inclined planes, all manner of bare,
unsentimentalized construction provided the footing as well as the
background for the actors, and three or four locales were shown
at one time—a trick of the Renaissance. Tairoff mingled canvas
expressionism with this when he mounted Eugene O’Neill’s The
Hairy Ape or Desire under the EIms. In the musical studio o
the Moscow Art theatre Dantchenko refined and humanized con-
structivism in performancesof Lysistrata and Carmen.

New Theatresfor Old.—Certain attempts at formalizing the
existing stage carry us clear out of this phase and into new types
of playhouses. Robert Edmond Jones's Hamlet, for instance,
turned a Romanesque hall into a permanent setting for the whole
drama. Such a scheme makes no pretence at theillusion of tur-
rets, woods or any place except the theatre, tinged with the colour
and mood of the drama. This recognition of the playhouse as a
place of frank make-believe has carried many modern directors
into experiments in theatre architecture that recall the stages
o Greece and Elizabethan England. Reinhardt, after producing
Greek tragedy in the one-ring circus buildings of Germany, re-
constructed one of these houses into the Grosses Schauspielhaus.
Here the actors could appear on the orchestra floor in the midst
o the audience or retreat to a fully equipped modern stage with
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BY COURTESY OF (5, 6) DONALD OENSLAGER; PHOTOGRAPHS, (1, 4) NICHOLAS MURAY

EXPRESSIONISM AND CONSTRUCTIVISM

1 Design by Ernest DeWeerth for the auditorium and stage of Triarts
Temple, intended for the production of performances combining mu-
sic, lighting and movement. The figure of the man (centre) merely
gives scale-background to an elaboration of Thomas Wilfred's colour
organ which lights the high plastic dome

2. Design by Ernest DeWeerth for '"Medea."" The shadows cast on the
background are done by a second cast and show what passes through
the mind of Medea throughout the play. In this instance they illus-
trate the spirits of the children she is about to kill

3. First scene of "Rheingold™ designed by Charles Ricketts, RA,, in 1908,

The lightest colour shown in the photograph is pale emerald green.
The upper part of the pillar has touches of crimson lake, flame colour

IN MODERN STAGE SETTINGS

and buff, gradually merging into emerald and grass green. There are
small parts of brilliant emerald green and ultramarine throughout
the sketch. The darkest tone, a very dark green with a mixture of
brown, is produced by a sepia or Vandyke ground colour which is
allowed to show through the various coats of body colour

4. Design by Ernest DeWeerth for the speech of Mark Anteny in "Julius
Caesar.” Light is concentrated on the principal figure, and the mob
below is amplified by the shadows thrown on the backdrop

5. Design by Donald Qensiager for Euoene O'Neill’s ""The Emperor Jones"

6. Design by Donald Oenslager for Wagner’s ‘‘Tristan and Isolde,” act s

produced by the Philadelphia Orchestra association

Prate VI
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FIGURES OF THE US. AND EUROPEAN STAGE

PHOTOGRAPH, INTERNATIONAL AND VANDAMM STUDIO

Helen Hayes as Victoria in Laurence Housman's
"Victoria Regina"

PHOTOGRAPH, KNOPF-PIX ) ) BY COURTESY OF MORRIS GEST
Orson Weiles as Brutus in "Julius Caesar" Constantine Stanislavsky (1863-1938) as Gaieff
in Chekhov's "The Cherry Orchard"

PHOTOGRAPH, PAUL DORSEY-.PIX
John Barrymore in characteristic attitude

PHOTOGRAPH. AC PHOTOGRAPN, ACME
Raymond Massey as Lincoln Ethel Barrymore as the grandmother in “White-
" Abe Lincoln in Illinois oaks’’
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sky-dome and revolving floor.
Half a dozen artists have designed theatres of even more revolu-
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completely arching in the auditorium as well. The stage itself
sinks into the basement for changes of scene to be made by means
o rolling platforms already set. MacKaye’s Spectatorium, con-
ceived and partially built for the World's Fair in Chicago, was to
seat 10,000 people. The stage itself was to introduce a number of
reforms now adopted abroad—the sky-dome, the adaptable
proscenium opening and fore stage, the cloud machine, and a
sliding stage on wheels. The whole stage could be submerged in
water for the discovery of America by Columbus.

Europe created two theatres of outstanding novelty in the
Vieux Colombier of Copeau and the Theater in dem Redoutensaal
opened in Vienna by Adolf Vetter, then head of the State theatres.
The Vieux Colombier was a tiny playhouse without a proscenium
opening in which the audience and stage were contained in a single
room. The stage itself was provided with a permanent architec-
tural setting of steps and balcony which could be converted, for
example. from a classic exterior into a scene for Twelftk Night
by altering parts of the decoration.

The Theater in dem Redoutensaal was also a theatre with no
proscenium and, therefore, no fourth wall and no peep-show. At
one end of this great and glorious ballroom of Maria Theresa,
Vetter and Oberbaurat Sebastien Heinrich placed an acting plat-
form without proscenium or "flies."

Upon this platform was a curving wall perhaps 15 ft. high,
carrying out the decorative motifs of the hall and making a per-
manent background for the stage. In the middle, double stair-
ways curved up to a balcony above. Upon the balcony were
great doors leading to other rooms.

The shell of cream and gold wall was pierced by openings for
doors and windows. Screens or simple set-pieces served to vary
this setting, and to indicate mood and place. The Marriage of
Figaro was there presented by the forces of the State opera, and
Max Reinhardt staged many classic comedies in the Redoutensaal.

The bulk of this effort to match the redistic theatre with a
theatre of imagination went forward unsupported by proper plays.
The classics served best. Some modern dramas were badly dis-
torted to fit them to the Procrustean bed of expressionism. In
Germany a certain number of playwrights, led by Georg Kaiser
and Walter Hasenclever, made valiant and none too successful
effortsto provide free and vivid plays of today cast in a nervous,
fast-moving, subjective form. The success of the Russians in
matching plays to constructivist production was not so notable as
to pass far over the frontiers.

The only distinctly promising efforts towards new dramatic
form came from America and largely from the pen of one writer,
Eugene O'Neill. Elmer Rice's The Adding Machine and George
S. Kaufman and Marc Connelly's Beggar on Horseback, adapted
from a German original, succeeded in enkindling a public response,
but the pioneer work of John Howard Lawson, Francis E. Faragoh,
John Dos Passos, and Em Jo Bassche failed to meet the require-
ments of the audiences of today. O’Neill’s expressionistic drama
The Hairy Ape, his constructivist experiment Desire Under the
Elms, his drama of masks The Great God Brown, his nine-act
exposition of spoken thoughts Strange Interlude, and his printed
play Lazarus Laughed, seem the only completely mastered at-
tempts of a playwright to strike out along the paths that modern
pioneers in direction, scenery and acting have marked out.

(See STAGE DESIGN: Stage Lighting, Theory; Modern Practice;
CosTuME DESIGN, THEATRICAL; ACTING.)

B|B|_|oeRAPHY.—A.Appia, Die Musik und die Inscenierung, trans.
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DIRECTION AND ACTING

Theatrical art has always been collective, arising only where
poetical-dramatic talent was actively combined with the actor's.
The basis o a play is always a dramatic conception; a general
artistic sense isimparted to the theatrical action by the unifying,
creative genius of the actor. Thus the actor's dramatic activity
begins at the foundation of theplay. Inthefirst place, each actor,
either independently or through the theatre manager, must probe
for the fundamental motive in the finished play—the creative
idea that is characteristic o the author and that reveals itself
as the germ from which his work grows organically. The motive
o the play always holds the character developing before the spec-
tator; each personality in the work takes a part conforming to
his own character; the work, then developing in the appointed
direction, flowson to the final point conceived by the author. The
first stage in the work of the actor and theatre manager is to
probe for the germ of the play, investigating the fundamental
line of action that traverses al of its episodes and is therefore
called by the writer its transparent effect or action. In contrast
to some theatrical directors, who consider every play only as
material for theatrical repetition, the writer believes that in the
production of every important drama the director and actor must
go straight for the most exact and profound conception of the
mind and ideal of the dramatist, and must not change that ideal
for their own. The interpretation of the play and the character
of its artistic incarnation inevitably appear in a certain measure
subjective, and bear the mark of the individual peculiarities of
the manager and actors; but only by profound attention to the
artistic individuality of the author and to hisideal and mentality,
which have been disclosed as the creative germ of the play, can
the theatre realize all its artistic depth and transmit, as in a
poetical production, completeness and harmony of composition.
Every part of the future spectacle is then unified in it by its
own artistic work; each part, in the measure o its own genius,
will flow on to the artistic realization aimed at by the dramatist.

The actor's task, then, begins with the search for the play's
artistic seed. All artistic action—organic action, as in every
constructive operation of nature—starts from this seed at the
moment when it is conveyed to the mind. On reaching the actor's
mind, the seed must wander around, germinate, put out roots,
drinking in the juices of the soil in which it is planted, grow and
eventually bring forth a lively flowering plant. Artistic process
must in all cases flow very rapidly, but usually, in order that it
may preserve the character of the true organic action and may
lead to the creation of life, of a clear truly artistic theatrical
image, and not of a trade substitute, it demands much more
time than is alotted to it in the best European theatres. That is
why in the writer's theatre every dramatization passes through
eight to ten revisions, as is also done in Germany by the famous
theatre manager and theorist, K. Hagemann. Sometimes even
more than ten revisions are needed, occasionally extending over
several months. But even under these conditions, the creative
genius Of the actor does not appear so freely as does, for instance,
the creative genius of the dramatist. Bound by the strict obliga-
tions of his collectif, the actor must not postpone his work to the
moment when his physical and psychic condition appears pro-
pitious for creative genius. Meanwhile, his exacting and capricious
artistic nature is prompted by aspirations of his artisticintuition,
and in the absence of creative genius is not reached by any, effort
of hiswill. Heis not aided in that respect by outward technique—
his skill in making use of his body, his vocal equipment and his

powers of speech.

10€ Artistic Condition.—But is_it.really impossible? Are
there no means, no processes t at 1SenSlbfy Wourd’ %esllp %s, and

spontaneously lead to that artistic condition which is born of
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genius without any effort on its part? If that capacity is un-
attainable all at once, by some process or other, it may, perhaps,
be acquired in parts, and through progressive stages may perfect
those elements out of which the artistic condition is composed,
and which are subject to our will. Of course the general run of
acting does not come into being from this genius, but cannot such
acting, in some measure, be brought by it near to what is evi-
dence of genius? These are the problems which presented them-
selves to the writer about 2o years ago, when reflecting on the
external obstacles that hamper actors' artistic genius, and partly
compel substitution of the crude outward marks of the actor's
profession for its results. They drove him to the rediscovery of
processes of external technique, i.e., methods proceeding from
consciousness to sub-consciousness, in which .domain flow nine-
tenths of all real artistic processes. Observations both upon him-
self and other actors with whom he happened to rehearse, but
chiefly upon growing theatrical skill in Russia and abroad, allowed
him to do some generalizing, which thereupon he verified in
practice.

The first is that, in an artistic condition, full freedom of body
plays a principal rble; i.e., the freedom from that muscular strain
which, without our knowing it, fetters us not only on the stage
but aso in ordinary life, hindering us from being obedient con-
ductors of our psychic action. This muscular strain, reaching its
maximum at those times when the actor is called upon to perform
something especially difficult in his theatrical work, swallows up
the bulk of this external energy, diverting him from activity o
the higher centres. This teaches us the possibility of availing
ourselves of the muscular energy of our limbs only as necessity
demands, and in exact conformity with our creative efforts.

The second observation is that the flow of the actor's artistic
force is considerably retarded by the visual auditorium and the
public, whose presence may hamper his outward freedom of
movement, and powerfully hinder his concentration on his own
artistic taste. Itisamost unnecessary to remark that the artistic
achievement of great actors is always bound by the concentration
of attention to the action of their own performance, and that
when in that condition, Z.e., just when the actor's attention is
taken away from the spectator, he gains a particular power over
the audience, grips it, and compels it to take an active share in
his artistic existence. This does not mean, of course, that the
actor must altogether cease to feel the public; but the public is
concerned only in so far as it neither exerts pressure on him
nor diverts him unnecessarily from the artistic demands of the
moment, which last might happen to him even while knowing how
to regulate his attention. The actor suitably disciplined must
automatically restrict the sphere o his attention, concentrating
on what comes within this sphere, and only haf consciously
seizing on what comes within its aura. |If need be, he must
restrict that sphere to such an extent that it reaches a condition
that may be called public solitude. But as a rule this sphere of
attention is elastic, it expands or contracts for the actor, with
regard to the course of histheatrical actions. Within the boundary
of this sphere, as one o the actual aspects of the play, there is
also the actor's immediate central object of attention, the object
on which, somehow or other, his will is concentrated at the
moment with which, in the course of the play, he is in inward
communication. This theatrical sympathy with the object can
only be complete when the actor has trained himself by long
practice to surrender himself in his own impressions, and also
in his reactions to those impressions, with maximum intensity:
only so does theatrical action attain the necessary force, only so
is created between the actual aspects of the play, i.e., between
the actors, that link, that living bond, which is essential for the
carrying through of the play to its goal, with the general main-
tenance of the rhythm and time of each performance.

Concentration.—But whatever may be the sphere of the
actor's attention, whether it confines him at some moments to
public solitude, or whether it grips the faces of al those before
the stage, dramatic artistic genius, as in the preparation of the
part soin its repeated performance, requires a full concentration
of all the mental and physical talents of the actor, and the
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participation of the whole of his physical and psychic capacity.
| It takes hold of his sight and hearing, all his external senses; it
draws out not only the periphery but also the essential depth of
his existence, and it evokes to activity his memory, imagination,
emotions, intelligence and will. The whole mental and physical
being of the actor must be directed to that which is derived from
his facial expression. At the moment o inspiration, of the in-
voluntary use of all the actor's qualities, at that moment he
actually exists. On the other hand, in the absence of this employ-
ment of his qualities, the actor is gradually led astray along the
road leading to time-honoured theatrical traditions; he begins to
"produce" wherever he sees them, or, glancing at his own image,
imitates the inward manifestations of his emotions, or tries to
draw from himself the emotions of the perfected part, to
"inspire" them within himself. But when forcing such an image
by his own psychic equipment, with its unchanging organic laws,
he by no means attains that desired result of artistic genius; he
must present only the rough counterfeit of emotion, because emo-
tions do not come to order. By no effort of conscious will can
one awake them in oneself at a moment, nor can they ever be
of use for creative genius striving to bring this about by searching
the depths of its mind. A fundamental axiom, therefore, for the
actor who wishes to be a real artist on the stage, may be stated
thus: he must not play to produce emotions, and he must not
involuntarily evoke them in himself.

Activity of Imagination. — Considerations on the nature of
artistically gifted people, however, inevitably open up the road
to the possession of the emotion of the part. This road traverses
activity of imagination, which in most of its stages is subject to
the action of consciousness. One must not suddenly begin to
operate on emotion; one must put oneself in motion in the direc-
tion of artistic imagination, but imagination—as is also shown
by observations of scientific psychology — disturbs our aberrant
memory, and, luring from the hidden recesses beyond the bound-
aries of its sense of harmony whatever elements there may be
of proved emotions, organizes them afresh in sympathy with those
that have arisen in our imagery. So surrounded within our figures
of imagination, without effort on our part, the answer to our
aberrant memory is found and the sounds of sympathetic emotion
are caled out from us. This is why the creative imagination
presents itself afresh, the indispensable gift of the actor. With-
out a well developed, mobile imagination, creative faculty is by
no means possible, not by instinct nor intuition nor the aid of
external technique. In the acquiring of it, that which has lain
dormant in the mind of the artist is, when immersed in his sphere
o unconscious imagery and emotion, completely harmonized
within him.

This practical method for the artistic education of the actor,
directed by means of hisimagination to the storing up of effective
memory, is sufficiently enlarged upon; his individual emotional
experience, by its limits, actually leads to the restriction of the
sphere of his creative genius, and does not alow him to play
parts dissimilar to those of his psychic harmony. This opinion is
fundamental for the clearing away of misunderstandings of those
elements of reality from which are produced fictitious creations of
imagination; these are also derived from organic experience, but
awealth and variety of these creations are only obtained by com-
binations drawn from a trial of elements. The musical scale has
only its basic notes, the solar spectrum its radical colours, but the
combination of sounds in music and of colours in painting are
infinite. One can in the same way speak of radical emotions pre-
served inimaginative memory, just as the reception inimagination
o outward harmony remains in the intellectual memory; the sum
o these radical emotions in the inner experience of each person
is limited, but the shades and combinations are as infinite as the
combinations that create activity of imagination out of the
elements of inward experience.

Certainly, but the actor's outward experience—i.e., his sphere
of vital sensations and reflections— must always be elastic, for
only in that condition can the actor enlarge the sphere of his
creative faculty. On the other hand, he must judiciously develop

his imagination, harnessing it again and again to new propositions.
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But, in order that that imaginary union which is the actor's very
foundation, produced by the creative genius of the dramatist,
should take hold of him emotionally and lead him on to theatrical
action, it is necessary that the actor should "swing toward" that
union, as toward something as real as the union o reality sur-
rounding him.

The Emotion of Truth.— This does not mean that the actor
must surrender himself on the stage to some such hallucination as
that when playing he should lose the sense of reality around him,
to take scenery for real trees, etc. On the contrary, some part
o his senses must remain free from the grip o the play to
control everything that he attempts and achieves as the performer
of his part. He does not forget that surrounding him on the stage
are decorations, scenery, etc., but they have no meaning for him.
He says to himself, asit were: "'l know that all around me on the
stage is a rough counterfeit of reality. It is false. But if dll
should be real, see how | might be carried away to some such
scene; then | would act." And at that instant, when there arises
in his mind that artistic "suppose,” encircling his real life, he
loses interest in it, and is transported to another plane, created
for him, of imaginary life. Restored to real life again, the actor
must perforce modify the truth, asin the actual construction of
his invention, so also in the survivals connected to it. His inven-
tion can be shown to be illogical, wide of the truth—and then he
ceases to believe it. Emotion rises in him with invention; :.e.,
his outward regard for imagined circumstances may be shown
as "determined” without relation to the individual nature of a
given emotion. Finally, in the expression o the outward life of
his part, the actor, as a living complex emotion, never making use
of sufficient perfection of all his bodily equipment, may give an
untrue intonation, may not keep the artistic mean in gesticulation
and may through the temptation of cheap effect drift into man-
nerism or awkwardness.

Only by a strongly developed sense of the truth may he achieve
that, in order that every one of his poses, and every gesture may
be outwardly realistic; i.e., he may express the condition repre-
senting the character, and may not serve, like the conventional
theatrical gestures and poses of every race, asingle inward beauty.

Internal Technique.— The combination of all the above-
named procedure and habits also composes the actor's external
technique. Parallel with its development must go aso the de-
velopment of internal technique— the perfecting of that bodily
equipment which serves for the incarnation of the theatrical image
created by the actor, and the exact. clear expression of his external
consciousness. With this aim in view the actor must work out
within himself not only the ordinary flexibility and mobility of
action, but also the particular consciousness that directs al his
groups of muscles, and the ability to feel the energy transfused
within him, which, arising from his highest creative centres, forms
in a definite manner his mimicry and gestures, and, radiating from
him, brings into the circle of its influence his partners on the
stage and in the auditorium. The same growth o consciousness
and fineness of internal feelings must be worked out by the actor
in relation to his vocal equipment. Ordinary speech—as in life,
so on the stage—is prosaic and monotonous; in it words sound
disjointed, without any harmonious stringing together in a vocal
melody as continuous as that of a violin, which by the hand of a
master violinist can become fuller, deeper, finer and more trans-
parent, and can without difficulty run from the higher to the
lower notes and vice versa, and can alternate from pianissimo
to forte. To counteract the wearisome monotony o reading,
actors often elaborate, especially when declaiming poetry, with
those artificial vocal fioritures, cadences and sudden raising and
lowering of the voice, which are so characteristic o the conven-
tional, pompous declamation, and which are not influenced by the
corresponding emotion of the part, and therefore impress the
more sensitive auditors with a feeling of unreality.

But there exists another natural musical sonorousness of speech,
which we may see in great actors at the moment of their own
true artistic elation. and which is closely knit to the internall
sonorousness of their rdle. The actor must develop within him-
self this natural musical speech by practising his voice with due
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regard to his sense of reality, aimost as much as a singer. At the
same time he must perfect his elocution. |t is possible to have a
strong, flexible, impressive voice, and still distort speech, on
the one hand by incorrect pronunciation, on the other by neglect
of those almost imperceptible pauses and emphases through which
are attained the exact transmission of the sense of the sentence,
and also its particular emotional colouring. |n the perfect pro-
duction of the dramatist, every ord, every letter, every punctu-
ation mark has its part in transmitting his inward reality; the
actor in his interpretation of the play, according to his intelli-
gence, introduces into each sentence his individual nuances, which
must be transmitted not only by the motions of his body, but
also by artistically developed speech. He must bear thisin mind,
that every sound which goes to make a word appears as a separate
note, which hasits part in the harmonious sound of the word, and
which is the expression of one or other particle of the soul drawn
out through the word. The perfecting, therefore, of the phonetics
of speech cannot be limited to mechanical exercise of the vocal
equipment, but must also be directed in such a way that the
actor learns to feel each separate sound in a word as an instru-
ment o artistic expression. But in regard to the rausical tone of
the voice, freedom, elasticity, rhythm of movement and generally
al external technique of dramatic art, to say nothing of internal
technique, the present day actor isstill on alow rung of the ladder
o artistic culture, still far behind in this respect, from many
causes, the masters of music, poetry and painting, with an almost
infinite road of development to travel.

Production. — It is evident that under these conditions, the
staging of a play, which will satisfy highly artistic demands, can-
not be achieved at the speed that economic factors unfortunately
make necessary in most theatres. This creative process, which
every actor must go through, from his conception of the part to
its artistic incarnation, is essentially very complicated, and is
hampered by lack of perfection of outward and inward technique.
It is also much hindered by the necessity of fitting in the actors
one with another —the adjustment of their artistic individualities
into an artistic whole.

Responsibility for bringing about this accord, and the artistic
integrity and expression of the performance rests with the theatre
manager. During the period when the manager exercised a des-
potic rule in the theatre, a period starting with the Meiningen
players and still in force even in many of the foremost theatres,
the manager worked out in advance all the plans for staging a
play, and, while certainly having regard to the existing cast,
indicated to the actors the general outlines of- the scenic effects,
and the mise-en-scéne. The writer also adhered to this system,
but now he has come to the conclusion that the creative work of
the manager must be done in collaboration with the actor's work,
neither ignoring nor confirming it. To encourage the actor's
creative genius, to control and adjust it, ensuring that this creative
genius grows out of the unique artistic germ of the drama, as
much as the external building up of the performance— that in the
opinion of the writer is the problem of the theatre director to-day.

The joint work of the director and actor begins with the
analysis of the drama and the discovery of its artistic germ, and
with the investigation of its transparent effect. The next step is
the discovery of the transparent effect of individual parts—of that
fundamental will direction of each individual actor, which, organi-
cally derived from his character, determines his place in the
genera action of the play. If the actor cannot at once secure this
transparent effect, then it must be traced bit by bit with the
manager's ad—nby dividing the part into sections corresponding
to the separate stages of the life of the particular actor— from
the separate problems developing before him in his struggle for
the attainment of his goal. Each such section of a part or each
problem, can, if necessary, be subjected to further psychological
analysis, and sub-divided into problems even more detailed, cor-
responding to those separate mind actions of the performer out of
which stage life is summed up. The actor must catch the mind
axes of the emotions and temperaments, but not the emotions
and temperaments that give colour to these sections of the part.
In other words, when studying each portion of his part, he must
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ask himself what he wants, what he requires as a performer o
the play and which definite partial problem he is putting before
himself at a given moment. The answer to this question should
not be in the form of a noun, but rather of a verb: "l wish to
obtain possession of the heart of this lady”—"'1 wish to enter her
house”—"| wish to push aside the servants who are protecting
her," etc. Formulated in this manner, the mind problem, of
which the object and setting, thanks to the working of his creative
imagination, are forming a brighter and clearer picture for the
actor, begins to grip him and to excite him, extracting from the
recesses of his working memory the combinations of emotions
necessary to the part, of emotions that have an active character
and mould themselves into dramatic action. In this way the
different sections of the actor's part grow more lively and richer
by degrees, owing to the involuntary play of the complicated
organic survivals. By joining together and grafting these sections,
the score of the part is formed; the scores of the separate parts,
after the continual joint work of the actors during rehearsals and
by the necessary adjustment of them one with another, are
summed up in a single score of the performance.

The Score Condensed. — Nevertheless, the work of the actors
and manager is still unfinished. The actor is studying and living
in the part and the play deeper and deeper still, finding their
deeper artistic motives; so he lives in the score of his part till
more profoundly. But the score of the part itself and of the play
are actually subject by degrees during the work to further alter-
ations. Asin a perfect poetical production there are no superflu-
ous words but only those necessary to the poet's artistic scheme,
S0 in a score of the part there must not be a single superfluous
emotion but only emotions necessary for the transparent effect.
The score of each part must be condensed, as also the form of
its transmitting, and bright, simple and compelling forms o its
incarnation must be found. Only then, when in each actor every
part not only organically ripens and comes to life but aso all
emotions are stripped of the superfluous, when they all crystallize
and sum up into a live contact, when they harmonize amongst
themselves in the general tune, rhythm and time of the perform-
ance, then the play may be presented to the public.

During repeated presentations the theatrical score of the play
and each part remains in general unaltered. But that does not
mean that from the moment the performance is shown to the
public the actor's creative process is to be considered ended, and
that there remains for him only the mechanical repetition of his
achievement at the first presentation. On the contrary, every
performance imposes on him creative conditions; all his psychical
forces must take part in it, because only in these conditions can
they creatively adapt the score of the part to those capricious
changes which may develop in them from hour to hour, as in
al living nervous creatures influencing one another by their emo-
tions, and only then can they transmit to the spectator that in-
visible something, inexpressible in words, which forms the spir-
itual content of the plays. And that is the whole origin o the
substance of dramatic art.

As regards the outward arrangements of the play — scenery,
theatrical properties, etc—all are of valuein so far as they corre-
spond to the expression of dramatic action, i.e., to the actors
talents; in no case may they clam to have an independent
artistic importance in the theatre, although up to now they have
been so considered by many great scene painters. The art of
scene painting, as well as the music included in the play, is on the
stage only an auxiliary art, and the manager's duty is to get from
each what is necessary for the illumination of the play performed
before an audience, while subordinating each to the problems of
the actors. (See ActinG; MoTioN PicTures: Acting and Produc+
tion.) (C.st)

THE ACTOR

It is to the actor and to no one else that the theatre belongs.
This does not mean, of course, the professional actor aone, but
the actor as poet, as director, stage-manager, musician, scene-
designer, painter, and, certainly not least of all, the actor as
spectator, for the contribution of the spectators is aimost as im-
portant as that of the cast. The audience must take its part in
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the play if we are ever to see arise a true art of the theatre— the
oldest, most powerful, and most immediate of the arts, combining
the many in one.

We all bear within us the potentiality for every kind of passion,
every fate, every way of life. Nothing human is alien to us. If
this were not so, we could not understand other people, either in
life or in art. But inheritance and upbringing foster individual
experiences and develop only a few of our thousands of possibili-
ties. The others gradually sicken and die.

Bourgeois life to-day is narrowly circumscribed, and poor in
feeling. Out of its poverty it has made merely virtues through
which it pushes its way, severe and upright. The norma man
generally feels once in his life the whole blessedness o love, and
once the joy of freedom. Once in his life he hates bitterly.
Once with deep grief he buries a loved one, and once, finaly, he
dies himself. That gives all too little scope for our innate capacity
to love, hate, enjoy, and suffer. We exercise daily to strengthen
our muscles and sinews that they may not grow feeble, but our
spiritual organs, which were made to act for an entire lifetime,
remain unused, undeveloped, and so, with the passing years, they
lose their vitality. Yet our spiritual like our bodily health de-
pends upon the regular functioning of these organs. Uncon-
sciously we feel how a hearty laugh liberates us, how a good cry
or an outbreak of anger relieves us. We have an absolute need
of emotion and its expression.

Against this our upbringing constantly works. Its first com-
mandment is. "Hide what goes on within you. Never let it be
seen that you are stirred up, that you are hungry or thirsty;
every grief, every joy, every rage, al that is fundamental and
craves utterance, must be repressed."” Hence the well-known
sublimations, the hysterical tendencies of the time, and finaly
that empty play-acting of which modern life is full. Passion,
bursts of feeling and fancy, are ruled outside the bounds. In
their place we have set up in a row common stereotyped forms
o expression that are part of our social armour. Thisarmour is so
rigid and constricted that there is hardly any room for natural
action. We cultivate a few useful expressions of interest, of
pleasure, of dignity, and a set grimace of politeness. We ask
people how they feel without waiting for an answer or, in any
case, without paying attention to it. With a fixed intonation,
which could be written down and reproduced wholesale, we say
that we are happy to see them, though the encounter may be a
matter of complete indifference to us when it is not actually fatal.
At weddings, christenings, burials, festivities we make out of hand-
shaking and bowing, out of frowns and grins, a ghostly play, in
which the absence of feeling is shocking.

The modern socia code has crippled the actor, whose business
itis to body forth feeling. When generations have been brought
up to repress the emotions, nothing in the end remains either to
inhibit or to show. How can the actor, rooted deep in the bour-
geois existence of every-day, suddenly in the evening leap into the
life of the mad king, whose unrestrained passion sweeps like a
storm across the moors? How shall he make it credible that he
is killing himself through love, or that he has killed another
through jealousy? It is significant that our modern theatre can
hardly boast a true lover. When the actor on the stage says "I
love you," it is the custom in many theatres to resort to musical
accompaniment of the wood instruments, in order to evoke a
poetical atmosphere. The soul is set vibrating by a vibrato of the
violins—otherwise one could scarcely distinguish an "I-love-
you” from a ""How-do-you-do.” Generally, the women are more
impulsive because they still live closer to nature than men.

In former times, when actors were excluded from bourgeois
society and wandered about like gypsies, they undoubtedly devel-
oped stronger, rarer personalities. They were more unbridled in
their passions; their outbursts were more powerful, the spirits
that possessed them, more masterful. They had no outside inter-
ests. They were actors, body and soul. To-day the body iswilling,
but the spirit is weak, and their interests are divided.

Of course, all these observations and all rules fail before the
wonder of genius But there is little genius, and there are many
theatres. Now, to every person nature gives a face of his own.
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SETTINGS BY MODERN DESIGNERS

1. Street scene by Robert Edmond Jones for " Faust,” produced by the American Opera 3. The bridge set for Maxwell Anderson's " Winterset"; designed by Jo Mielziner

company 4. Design by Donald Oenslager for Ibsen's "Brand"

2. Scene of burial of fever victims, designed by Jo Mielziner for Sidney Howard's
"Yellowjack"




THEORY OF PRODUCTION]

Thereisas small chance o finding two men who exactly resemble
each other as of finding two leaves on a tree which are precisely
alike. Yet in the narrow course of bourgeois life, driven hither
and thither by the current of every-day, they are in time worn
down until they become like round pebbles. One individual looks
like another. This grinding process also has its effect upon their
psychological make-up. But the highest boon of mankind is per-
sonality. In the arts, personality is the decisive factor; it is the
living kernel which we seek in every artistic work.

Bourgeois standards should not be applied to artists, for what
is it that distinguishes the artist? It is that he reacts to what-
ever he encounters deeply and powerfully; that things hardly
visible, hardly audible, stir and move him; that he is driven by
an irresistible impulsion to give all that he experiences back again,
realized in some form of expression. |1t would be a gross injustice
to wish to profit by these giftsin the arts, and yet in life outside
to condemn them.

The art of acting originated in the earliest childhood dof the
race Man, alotted a brief existence, in a close-pressing crowd
of various kinds of individuals, who were so near him and yet so
elusively far, had an irresistible desire to throw himself into a
fantastic play of changing one form into another, one fate into
another, one effect into another. These were the first attempts
to fly above his narrow material existence. The possibilities in-
herent in him but not brought to full growth by his life thus
unfolded their shadowy wings and carried him far over his
knowledge and away into the heart of a strange experience. He
discovered all the delights of transformation, all the ecstasy of
passion, al theillusive life of dreams.

Made as we arein God's image, we havein us something o the
godlike creative will. Therefore we create the whole world over
again in the arts, with all the elements, and on the first day
of creatron, as the crown o our work, we make men in our
image.

Shakespeare is the greatest, the one truly incomparable boon
that the theatre has had. He was poet, actor, and producer in one.
H e painted landscapes and fashioned architectural scenes with his
words. In his plays everything is bathed in music and flows into
the dance. He stands nearest to the Creator. It is a wonderful
full-rounded world that he made—the earth with all its flowers,
theseawith all its storms, thelight of the sun, the moon, the stars;
fire with all its terrors and the air with all its spirits—and in
between, human beings with all their passions, their humour and
tragedy, beings of elemental grandeur and, at the same time, utter
truth His omnipotence is infinite. He was Hamlet, King Clau-
dius, Ophelia, and Polonius in one person. Othello and lago,
Brutus and Cassius, Romeo and Juliet, Falstaff and Prince Henry,
Shylock and Antonio, Bottom and Titania, and the whole line of
merry and sorrowful fools lived within him. He engendered them
and brought them to birth; they were part of his inscrutable
being. Over them he hovers like a godhead, invisible and intangi-
ble. Nothing of him 1s there but this great world. Yetinit heis
ever present and mighty. He lives eternally.

Only that art is living, in whose inmost chamber the human
heart beats.

For the moment the theatre is, we realize, threatened; it is in
a decline to-day because in the noise and rush of the great cities,
though matenal means of existence are given it, its peculiar festal.
beauty, the enchanted sense of play, hasbeen taken fromit. It has
not yet been organically co-ordinated with the sudden growth o’
the modern metropolis.

The arts, especially the theatre, forsaken by the good spirits,
can be the sorriest business, the poorest prostitution— thereis its
pale first cousin, the film, which was born in the city and has
undoubtedly flourished better there. But the passion to act in the
theatre, to go to the theatre, is an elemental desire in mankind. It
will always draw actors and spectators together to the play, and
out of that dionysian union in which they rise above the earth,
it will produce the highest art that alone brings felicity.

The theatre is deathless. |t is the happiest loophole of escape
for those who have secretly put their childhood in their pockets
and have gone of with it to play to the end o their days. The
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art o the stage affords also liberation from the conventional
drama of life, for it is not dissimulation that is the business o
the play but revelation. Only the actor who cannot lie, who is
himself undisguised, and who profoundly unlocks his heart de-
serves the laurel. The supreme goal of the theatre is truth, not
the outward, naturalistic truth of every-day, but the ultimate
truth of the soul.

We can telegraph and telephone and wire pictures across the
ocean; we can fly over it. But the way to the human being next
us is still as far as to the stars. The actor takes us on this way.
With the light of the poet he climbs the unexplored peaks of the
human soul, his own soul, in order to transform it secretly there
and to return with his hands, eyes, and voice full of wonders.

Heis at once sculptor and sculpture; he is man at the farthest
borderline between reality and dream, and he stands with both
feet in both realms. The actor's power of self-suggestion is so
great that he can bring about in his body not only inner and
psychological but even outer and physical changes. And when
one ponders on the miracle of Konnersreuth, whereby a simple
peasant girl experiences every Friday the Passion of Christ, with
so strong an imaginative power that her hands and feet show
wounds and she actually weeps tears of blood, one may judge
to what wonders and to what a mysterious world the art of acting
may lead; for it is assuredly by the same process that the player,
in Shakespeare's words, changes utterly his accustomed visage, his
aspect and carriage, his whole being, and can weep for Hecuba
and make others weep. Every night the actor bears the stigmata,
which his imagination inflicts upon him, and bleeds from a thou-
sand wounds. (M.RE))

THEORY OF MODERN PRODUCTION

The theatre at any period in history has always provided an
immediate reflection of the life of that period, and accordingly, we
find in the theatre of to-day splendour, speed, luxury and an
eager reaching out in every direction for new ways in which to
seize and to communicate every phase of modern life. A brief
glance at the illustrations, shown herewith, which are chosen
from the designs of artists whose work is characteristic of the

“theatre of our time, will confirm this statement. Life is moving

and changing and the theatre is moving and changing very swiftly
withit. Weare livingin a period of high nervous vitality, of dis-
content, of restless experimentation, of feverish search for new
ideals and new standards.

I'n the midst of this incessant activity it is difficult to indicate
any one precise direction in which the theatre is moving at the
present time or to prophesy the forms it may assume even in the
near future. A decade hence the theatre of rg3g9 may come to
be regarded as incredibly crude, naive and amorphous. But it is
suggested that at this moment we have at our disposal a new and
hitherto undeveloped medium o dramatic expression which dur-
ing the next few years may profoundly change modern theatrical
production. This medium is the talking picture.

Modern psychology has made us all familiar with the idea of
the subconscious. We have learned that just beneath the surface
of our everyday normal conscious existence there lies a vast
region of dreams, a hinterland of energy which has a form of its
own and laws of its own, laws that motivate our inmost thoughts
and actions. This conception has profoundly influenced the in-
tellectual life of our day. It has already become a common-
place of our thinking, and it is beginning to find expression in our
art. Writers like James Joyce and Gertrude Stein, painters like
Matisse and Picasso, musicians like Debussy and Stravinsky, ven-
tured into the realm of the subjective and recorded the results
o their explorations in new and arresting forms. Our play-
wrights, too, have begun to explore this land of dreams. In
two dramas produced in New York, Eugene O’Neill’s Strange
Interlude and Sophie Treadwell's Machinal, an attempt has been
made to express directly to the audience the unspoken thoughts
of the characters, to show us not only their conscious behaviour
but the actual pattern of their subconscious lives. These adven-
turesinto the subjectiveindicate a trend in dramatic writingwhich
is bound to become more general as the laws of the subconscious
become more and more clearly understood. |t seems strange, strik-
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mg, that just at this moment in the world's history there has come
into existence the talking picture, a perfect instrument for express-
ing the subconscious in theatrical productions. In the simul-
taneous use of the ving actor and the talking picture in the the-
atre there lies a wholly new theatrical art, an art whose possibili-
tiesare as infinite as those of speech itself.

The dramatists of to-day are casting about for ways in which
to express the workings of the subconscious, to express thought
before it becomes articulate. They have not seen that the moving
and talking picture isitself a direct expression o thought before
thought becomes articulate. They are trying to give us in the
theatre not only the outward actuality of our lives, but the inward
reality of our thoughts. They are seeking to go beyond the
everyday life we normally know into the never-ending stream o
images which has its source in the depths of thesdf, in the un-
known springs of our being. Butin their search for waysin which
to express their new awareness of life, they have not observed
that the moving picture is thought made visible.

This statement is in itself a revolutionary one, but it is true.
The moving picture runs' in a stream of images, just as our
thoughts do, and the speed of the moving picture, with its "flash-
backs" and abrupt transitions from subject to subject, is very
close to the speed of our thoughts. Herelies the potential dramatic
importance of this new invention. The dramatist has it in his
power to enhance and elaborate the characters of his dramato an
infinite extent by means of these moving and speaking images.
Some new playwright will presently set a motion picture screen
on the stage above and behind his living actors and will reveal
the two worlds that together make up the world we live in—
the outer world and the inner world, the world o actuality and
the world of dream. Strange Interlude, Machinal and the "'talkies"
have shown us the way toward this new drama. Within the next
decade a new dimension may be added to our theatre.

R. E. J
CHINESE THEATRE ( )

The Chinese drama, as it had existed from ancient times up
to the time of the Revolution in 1911, was a continuous develop-
ment from simple primitive forms to a very complex and elaborate
one. (See Drama, CHINESE.) Such evidence as can be found in
the Chinese classics makes it certain that the origins were in
ancestor worship and religious dancing, and in the acrobats and
clowns who entertained the courts, presenting an obvious analogy
to the drama o the middle ages. Added to this, we have the
evidence of the engraved reliefs of the Wu tombs and of such
stelae as that in the Boston museum (dated A.D. 529). Also the
numerous grave figurines which present a variety o actors and
dancers, giving visual proof of the type of dancing engaged inin
the Six Dynasties and the T'ang dynasty. Traditionally, the acting
of storiesis attributed to the Han dynasty. References are made
to stories accompanied by song and dance in the North Ch'i
dynasty. The use of animal and demon masks was probably
primitive and early, but legend ascribes the origin of the terrify-
ing warrior masks to the prince of Lan Ling who had a face so
beautiful that he had to invent a "'false face" of carved wood in
order to frighten the enemy. Whatever the truth of the matter,
the Chinese have developed painted faces which are the equivalent
of the Japanese N6 masks. (See MAsks.)

In the T'ang dynasty the Emperor Ming Huang was famous
as a patron of the arts of drama and dancing. He established the
"Pear Garden," a court institute of music, dancing and acting, and
established a similar institute for the training of females, a refer-
ence which seems to indicate that the 1gth century tradition o
the segregation of sexes in dramatic companies was an old and
persistent one.

Development. — The Chinese speak of three epochs in the
development of the drama: (1) from the reign of Ming Huang
(A.D. 720) tothefall of the T'ang dynasty; (2) from the beginning
of the Sung dynasty up to the close o the reign of Hui Tsung,
a great patron of al the arts; (3) from and including the reign of
the Golden Tatars of North China and the whole Yuan (Mon-
gol) dynasty. This classification seems to be purely arbitrary
and the real puzzle to the historian of Chinese drama lies in
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the question o the Mongol drama. All the proper pre-Yuan
dramatic literature is lost; the theory is that Chinese littérateurs
under a barbarian rule turned their genius to an art which they
considered inferior. This they did partly as a matter of politics,
partly for diversion and partly out of contempt.

From this period the names of plays and dramatists are pre-
served. (Among the dramatists were Wang Shih-fu, FEEH
Shih Chun-mei, jf#E3&, Kuan Han-shéng, 7 , Ma Chih-
yuan, BIE, a% Ch'iao Lifu, F4F.) Sl?rﬁel%s%;t seems that
the drama as serious literature was at its height during this period,
the question of how much of the theatre of that period was an
innovation and how much was the elaboration of straight tradi-
tion is a completely open one. The opinion of the author is that
the tradition, however tricked out, was not changed. Dancers of
the 20th century move from posture to posture which are identical
with those of the T'ang dynasty grave figurines and there are
many analogies to the No drama of Japan which have never been
properly looked into, notably similar conventions, and, in the male
characters, a similar use o intoned chanting. (See N6 DramA.)

The drama continued to flourish under the Ming dynasty and
apparently did not give way to a new form until the middle of the
Ch'ing period when an easier and more popular style became the
mode. The classical drama, or *’un ch’ii, Ejilj has persisted to
the present day but is largely kept up by scholarly amateur so-
cieties. There are a few great professional singers of the classical
drama, and the great popular actors usually include a few classical
roles in their repertoires, but for the most part dramatic per-
formances are in the popular (érk huang) —F mode developed
under the Manchus. In the third decade of the 20th century the
modernists were attacking the stage tradition with everything
else that has been great in China and have fallen into weak imita-
tion of the western dramatic forms, so far with very little effect
on the old theatre except that the fashionable actors are deserting
the traditional type of stage and are taking to western stages,
painted scenery and spotlights.

Forms of Entertainment.— The Chinese employ a form of
entertainment for which we have no single word. It is a com-
bination of spoken dialogue, operatic singing and ballet dancing.
Both the theatre and the performance present immediate analogies
to the Elizabethan drama. The theatre, except for refinement of
decoration, is almest identical in arrangement, but the Chinese
theatre always has a roof except in the case of temple theatres
which consist only of the actual stage itself. Like the Elizabethan
theatre, the Chinese use only the scantiest stage properties: an
embroidered curtain at the rear with entrances left and right,
furniture carried in and out during the performance, landscapes
indicated by symbolic plaques. The imperial theatres went further
and had contraptions which resemble those described in writings
o the Italian Renaissance, including balconies, pits in the floors
and holes in the ceilings through which actors could be lowered.
Further analogies with the Elizabethan theatre appear in the long
monologues which the actor addresses to an audience in a fully
lighted house, and monologues so presented become logical and
exciting confidences and not at all the dull and abstract versions
which westerners present in Elizabethan revivals. Furthermore, the
actors are all of one sex, usualy males, and the perfection of
female representation teaches the westerner what such representa-
tion must have been in England. Another analogy isin the comic
interludes of exaggerated clowning, as yet happily unexpurgated.

But the Chinese have developed a whole set of conventions
which are apparently incomprehensible to Western nations. Not
only are the gestures and movements of the different sexes and
ages represented bound by conventions, but the very voices them-
selves must conform to similar conventions. The typical classifica-
tion of parts is as follows. The fan (H,, Mongol colloquialism
for “woman”), or young female, moves in a set, rhythmical sway
and speaks and sings in a high falsetto. The clothes for these
parts are designed and built in long flowing lines to increase the
impression of flower-like grace; the make-upis elaborated red and
white. Thelao tan (% H, lao, old; tan, see above), or old lady,
walks in four-four time with a slight palsied shake; she bends a
little but does not sway, wears no make-up and usualy wears a
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CELEBRATED FIGURES OF THE CHINESE STAGE

1. Ch’éng Yen-Ch'iu, the greatest contemporary singer of popular female
roles, appearing as a female warrior

2. Yang Hsiao-Lou, left, and Wang Féng-Ch’ing in ""Lien Hua Hu," (Lotus
Flower Lake). Yang Hsiao-Lou is reputed to be the greatest con-
temporary singer and actor of male K'un Ch'u (classical) roles

3. Han Shih Ch'ang, the greatest contemporary singer and actor of female
classical rdles

4. Huo Shou-Chén as "'Ts'ao Ts'ao,”” the traditional villain of the Three
Kingdoms in ""Ch'ang Fan P'0o™ (Long Hillside)

5. Chen Pi-Yen, right, and Chin Chung-Jén in "Hung | Kuan™ (The Rain-
bow Pass)

6. Mei Lan-Fang, the rival of Ch’8ng Yen-Ch'iu. in "Tai Chén Wai
Chuan™ (The Story of Yang Kuei-Fei), He is the actor best known
to foreigners in and out of China
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bright orange bandeau to increase the effect of pallor. She speaks
and singsin a falsetto. The hsiao széng (/hh4z, young man) moves
ina measured and animated stride. Hism ke-up is slight, confined
to pink-and-white cheeks and exaggerated eyebrows. He speaks
and sings in falsetto and may, in speaking, change his range from
falsetto to a natural tenor. The cut of his costumeis simple and
sculpturesque, a long loose robe in which he moves easily. The
lao shéng (2, old man) uses movements and gestures the same
as the young man's but with less buoyancy. He usually speaks
and sings in falsetto but may talk i n asustained tenor. His clothes
are of the same cut as the young man's but differ in details of
head-dressand arelessgay in colour. The Aua lien (FEg, painted
face) represents the warrior. With the exception of very young
warriors, who wear neither painted faces nor beards, all actors
representing warriors are made up with elaborately painted faces
in bright colours and striking designs appropriate to the contours
of the human face. These painted faces are the equivalents of
masks. The warrior movesin an exaggerated strut and speaks in
a deep throaty roar. He sings variously, according to part and
actor, ordinarily in a forced bass but occasionaly in a piercing
tenor. His clothes are built to give the impression of force and
strength and include elaborate underpads for the torso and
shoulders, heavily embroidered epaulettes and stomachers and
long scalloped panniers which flare as he moves. He wears
enormous head-dresses, often with 6 ft. pheasant feathers and
sometimes four pennants attached to his back. The ch'ou (J
ch’ou, is the second of the 12 zodiac signs but has come to be
applied to the comedian or clown, probably because it is homony-
mous with c#’ou, B, meaning homely), or comedian, is allowed
more liberty of voice and action, the result being close to our
exaggerated clown parts. He is aimost aways distinguished by
white circles around the eyes.

These are the main distinctions. The conventions are carried
much further into the special representation of definite characters
in which not only the exact make-up for that particular character
is prescribed but even the colours used carry symbolic meanings.
The costumes themselves are far more subtle and complicated
than those of the No drama of Japan, the obvious beauty of which
is apparent to the dullest eye. The Chinese costumes, like the
Japanese N§ costumes, are in a style which might well be de-
scribed as architectonic. The actor is considered a kind of puppet
on which the designer builds up a character of whatever sex and
of whatever physique he chooses. The outlines of the figures are
always clearly defined but the surface of a given mask is often
covered with intricate patterns, which makes an ensemble of
Chinese actors a more complicated picture than an ensemble of
the N6 actors. The subject matter of the playsisamost aways
traditional. |t includes stories from famous novels, anecdotes
and legends about historic personages, stories of the "Three
Kingdoms,” in content suggestive of the Morte d’Arthur legend,
and satiric burlesques of the church and of historic villains.

Kinds of Drama in China.— The classicd drama or z’un
chi (B ) takes its name from the K'un Shan district in the
present province of Kiangsu. Itisa highly refined and perfected
form in which every gesture is in prescribed concordance with
words and music, but the gestures and, to a certain degree, the
emphasis of the singing is not written down but is handed down
from teacher to teacher. The music itself includes an infinite
number of tunes, each composed for a particular drama. The
instruments include wind instruments (a kind of flute and oboe,
and the shéng, 2, a mouth organ made of 1 7 small bamboo pipes),
trumpets, drums, bells and plucked string instruments. Stringed
instruments played with a bow are never used in the kun ch'ii.

The popular drama which has several different names, most of
which bear a geographical significance, is best referred to as
erh huang (23) and p’% kuang (F%3), because it originated
at Huang Kang and Huang P'i, two districts in the province of
Hupei. |t is sometimes known as han tiao (g&Z§) from the river
Han which flows through the region. It is also called cking tiao
(& #8), a southern name given to it after it had become the
popular formin Peking, the capital. 1t isa much more flexibleand
careless form than the classical form. Tunes are less varied and
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are often used for a number of different plays, and the tunes have
far less quality than those of the classical drama. The accompani-
ment includes largely stringed instruments played with a bow,
wind instruments (exclusive of the skéng which is not used),
drums, gongs and cymbals. The action isfar less highly developed.
A third kind o theatrical entertainment is known as the shansi
pang tzi (UFGHRF) or pang tzzi chiang (HRF-B), a rustic
form of drama introduced from the province of Shansi, the out-
standing characteristic of which is the persistent use of the
trumpet and a kind of rattle known as pang ¢z (3F-)-

BisriocraPEY —Wang Kuo-wei, T BIHE, History of the Drama
in the Sung and Yuan Dynasties (Sung Yuan Hsi C#’i Shih),
R IJCE N 5 (Shanghai) ; Wang Méng-Shéng, TE3542 Memories of
the Theatre (Li Yiian Chia Hua), ZLEFERE (Shanghai) ; Cyclopedia
of the Art of ¢e Theatre (Hsi Hsiieh HI K'ao), J8 %522 Edit. by
Lin Shan-ch'ing, #3%{% and others (Shanghai, 1926) ; A. Jacovleff
and Chu Chia Chlien, The Chinese Theatre (London, 1922) ; R. F.
Johnston, The Chinese Drama (Shanghai, 1921) ; B. F. Allen,The C#i-
nese Theatre (Shanghai) ; A. E. Zucker, The Chinese Thea(t;\e Bopséf;n).

THEATRES,LAW RELATING TO. Playhouses grew up
in England after the Renaissance, when the religious drama began
to give place to the secular drama. Apparently, licences for tem-
porary theatres were first granted in the reign of Henry VI1I1, but
as the number of regular playhouses increased, letters patent to
perform stage plays were granted to Burbage, Shakespeare and
others by Elizabeth and James |I. By an Order in Council passed
in 1600, the number of playhouses in London was limited to two,
one in Middlesex and one in Surrey; but this restriction was not
strictly enforced.

The theatres continued to function independently of legal con-
trol until 1647, when an Ordinance of the Roundhead Govern-
ment closed all playhouses and even inflicted penalties on any
spectator at stage plays.

With the Restoration, the theatres were re-established, and
royal patents granted to Killigrew and Davenant, in 1662, for
their theatres in Drury lane and Covent garden, the one enjoying
the official patronage o Charles II, the other the patronage o
the duke of York.

The Theatres Act of 1737 (10 Geo. I1. C. 28) instituted statu-
tory control over playhouses, plays and players which contin-
ued for morethana century. Theact provided (inter alia) that no
person should be authorized either by letters patent or by licence
to perform stage playsanywhere in Great Britain except within the
City of Westminster or the liberties thereof or in places of royal
residence during the period of such residence. Thislimitation was
subsequently modified by an act passed in 1788 (28 Geo. III. c.
30). The acting of plays at the universities (which had been
privileged places originally) was forbidden by 10 Geo. II. ¢. 19.

Walpole’s act of 1737 consolidated the position of the patent
theatres; and in spite of a long and bitter struggle between the
patent theatres and the non-patent theatres, the former main-
tained a virtual monopoly down to 1843, when the recommenda-
tions of the parliamentary committee of 1832 were put into effect
by the passing of the Theatres Act, 1843 (6 and 7 Vict. c. 68),
which freed the London stage, and established lega control over
playhouses as it exists to-day.

All theatres, music-halls, etc., must now be licensed for the
purposes for which they are intended to be used.

Theatre Licences.— A theatre licence is not required if the
performancesare not public (see Harmsv. Martans Club, 1926, 1
Ch. 870); or if the plays presented are not stage plays within the
meaning of the act (for meaning of stage plays, see below) ; or if
the premises are not of a permanent character (e.g., a portable
booth) ; or if the theatre is licensed by letters patent; or if the
performance is given in any booth or show at a fair or other

customary feast. )
Theatre licences are granted by the lord chamberlain for all

theatres within the parliamentary boundaries of the cities of
London and Westminster, and of the boroughs of Finsbury and
Marylebone, etc. For theatres situate elsewhere, the county
councils are the proper licensing authority; but they may delegate
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their powers to committees or to justices of the peace. Licences
can only be granted to the respocsible manager for the time being
of the theatre in question, who must enter into a bond for a sum
not exceeding £100. The fee for a licence is 10s. per caendar
month in the case of the lord chamberlain's licence, and ss. per
calendar month for a licence granted by any other authority. All
licensing authorities are empowered by the Theatres Act to make
rules and regulations for maintaining order and decency in
theatres licensed by them and for ordering the closing of any
theatre and suspending its licence where any riot or misbehaviour
takes place (ss. 8 and 9).

Music and Dancing Licences.— Music-halls and similar places
of entertainment were first brought under legal control by the
Disorderly Houses Act, 1751, which is still in force. A licenceis
required for any house, room, garden or other place kept for
public dancing, music, or other such public entertainment.

The conditions under which music and dancing licences are
granted vary according to the area in which the premises to be
licensed are situate. The London County Council deals with all
licensing within the administrative county of London. Premises
situate within the administrative county of Middlesex are gov-
erned by the Music and Dancing Licences (Middlesex) Act, 1894;
and certain portions of the home counties (Buckinghamshire,
Essex, Hertford, Kent, etc.), are now governed by the Home
Counties (Music and Dancing) Licensing Act, 1926. Outside
these areas, either part 1V. of the Public Health Act, 1890, applies,
or thelicensing of music and dancing is provided for by local acts.
I'n London, Middlesex and the home counties, licences are granted
by the county councils, and elsewhere by the licensing justices, to
such persons as they think fit, for any specified period up to one
year. Except inthe case of licences granted by the London County
Council, it is made a condition of every licence that an inscription
must be affixed to licensed premises stating that they are
licensed pursuant to the act of parliament, and that such premises
may only be kept open during specified hours. A licence which is
granted only for music does not authorize public dancing and vice
versa (Brown v. Nugent, 1872, L.R. 7, Q.B. 588).

Neither a theatre licence nor a music and dancing licence is
required in the case of an army or navy recreation room which is
managed or conducted under the authority of a secretary of State
or the Admiralty. A theatre licence does not dispense with the
necessity of holding a licence for music or dancing, and vice versa.
Licensing authorities have a discretion to refuse a theatre or music
and dancing licence or to grant it only subject to such conditions
as they think fit to impose; but they must act reasonably (Reg.
V. West Riding County Council, 1896, 2 Q B. 386).

Censorship and Legal Control of Stage Plays.—An Ordi-
nance was published by James |. forbidding the representation of
any iving Christian king upon the stage. This was occasioned by
the appearance of playersin the character of the king of Spain and
Gondomar; and it foreshadows part of the present policy o the
censorship. The control of stage plays was originally vested in
and exercised by the master of the revels, whose office has been
traced back to the year 1545. The supervision of stage plays was
also carried out by the Privy Council, the Star Chamber and the
lord chamberlain; but records show that about the year 1624
the lord chamberlain became the principal authority over these
matters. The lord chamberlain continued to control stage plays,
deriving his authority from the royal prerogative until Walpole’s
act in 1737 gave statutory recognition to his censorship by
enacting (ss. 3 and 4‘) that all new plays must be submitted to
the lord chamberlain for approval. He, in turn, named an exam-
iner of playsto assist him. The stage censorship, thus constituted,
was continued by the Theatres Act, 1843.

Stage plays produced anywhere in Great Britain are now under
the absolute control of the lord chamberlain of His Majesty's
household. Under the Theatres Act, 1843, the lord chamberlain is
empowered: — (a) to license every new stage play or any new
addition to an old stage play or to an old prologue or epilogue
which isintended to be produced and acted for hire in any theatre
in Great Britain (s. 12); (b) to control all stage plays, whether
new or old, by forbidding them to be acted or presented if heis
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of opinion that it isfitting for the preservation of good manners,
decorum, or of the public peace to do so (s. 14).

Thelord chamberlain's " Regulationsfor the Submission of Stage
Plays™ set out the procedure to be observed in applying for a
licence to perform a stage play, and the fees to be paid for the
licences required. (See also Theatres Act, s. 13.) A licenceisonly
required if the performanceisto be given "for hire" in a theatre;
and a performance is only deemed to be given "for hire" if any
money or other consideration is taken, directly or indirectly, for
admission to the performance, or if it takes place in any house,
room, etc., in which distilled or fermented excisable liquor is soid
(s. 16). The lord chamberlain's regulations lay down some of
the grounds on which the lord chamberlain may intervene to
prohibit the performance or refuse a licence. As to penalties, see
Theatres Act, s. 15, as amended by the Criminal Justice Act,
1925 (5. 43).

Days and Times of Performances.— The Sunday Observance
Act, 1781, prohibits the opening on Sundays of any premises for
public entertainment or amusement, to which the public are ad-
mitted by the payment of money or by tickets sold for money. The
Act does not apply to religious meetings, or to any entertainment
to which persons are admitted without payment. Licences fre-
guently contain a condition that performancesshall not take place
on certain specified days, and sec. 8 of the Theatres Act, 1843,
empowers the lord chamberlain to order any patent theatre or
theatres licensed by him to be closed on such public occasions.

Theatres under the jurisdiction of the lord chamberlain are not
under any restrictions as to the hours for performances; but other
licensing authorities may make rules regulating the times during
which the theatres within their jurisdiction may be opened (s. 9
of Theatres Act, 1843). Premises licensed for music and dancing,
etc, may only be opened for those purposes between noon and
midnight; but the Licensing Statutes provide for these hours being
extended on special occasions if permission is first obtained from
the licensing authority.

There are a number of statutory provisions relating to the
construction and safety of theatres and other buildings used for
public entertainments, the chief of which are to be found in the
Metropolis Management Act, 1878, the Public Health Act, 1873,
sec. 158, the Children Act, 1908, sec. 121, €tC.

The Common Law Affecting Theatres, etc.—At common
law the admission of the public to theatrical, etc., performances
is in the discretion of the management, but once the right of
admission is granted, it cannot be withdrawn except under certain
circumstances. The legal position of the ordinary ticket-holder is
that he has theirrevocable right to be admitted to see an entertain-
ment until its close, provided that he behaves properly (Hurst v.
Picture Theatres Ltd., 1915, 1 K.B. 1), and that he has not ob-
tained admission by fraud or by the concealment of identity (Said
v. Butt, 1920, 3 K.B. 497). The purchase of a ticket for a per-
formance carries an implied warranty by the management that the
premises shall be reasonably safe; but this warranty does not
extend to any unseen and unknown defects which could not be
discovered by ordinary inspection (Francis v. Cockrell, 1870,
L.R. 5 QB. 184, 501; see also NEGLIGENCE).

The management is also responsible for the safety of the per-
formance itself; and they will be liable for injury caused to the
audience by the negligence of any actor or other performer who
is their servant or agent. |1f, however, the actor is not the servant
of the management but of another person e.g., a touring manager
who is presenting the play or entertainment under a contract with
the management of the theatre, the latter will only be liable if the
performance is intrinsically dangerous, or if they fail to take
reasonable steps to ensure that any dangerous incidents are
performed without risk to the playgoer (Cox v. Coulson, 1916.
2 K.B. 177; see also NuIsSANCE).

Theatrical Performers and the Law.— The legal position ot
theatrical performersis now governed by (a) the common law of
contract; (b) theatrical custom; and (c) special legislation.

(a) At common law an actor or other theatrical performer iS
regarded as being in a different position from that of the ordinary
servant or employee. Thus he is entitled to be given the oppor-
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tunicy of performing and of gaining the publicity which is an
essential part of the consideration of the contract of performance
(Clayton & Waller Ltd. v. Oliver, 1930 A.C. 209). He may
refuse a part which is unsuitable for him (Clayton-Greene v.
De Courville, 1920, 36 T.L.R. 790); and may decline to play a
part at unreasonably short notice (Graddon v. Price, 1827, 2 C.
and P. 610). The tendency of recent years has been to stand-
ardize theatrical contracts. The standard form of contract for
engagements of variety artists is the "Award" contract, evolved
as the result of the arbitrations held in 1913 and 1919 to
settle disputes between members of the variety profession and
their employers. The "Valentine" form of contract is largely
(but not universally) used for London (West End) engagements
of actors and actresses. A contract to perform on premises which
are not licensed, or in a play which has not been approved by the
lord chamberlain will be void for illegality (Gallini v. Laborie,
1793, 5