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CHAPTER I 

INTRODUCTION 

Mpdern criticisms of the theatre examine among 

other things the unity of production. Often there 

is particular attention to seemingly modern aspects 

of production. These practices of theatre production, 

however, were brought to the attention of the world 

by men such as Max Reinhardt, Gordon Craig, Stanislavsky, 

and others. 

To illustrate this fact, let us examine in brief 
/ 

some recent criticisms by recognized critics in the 

United States. 

Richard Gilman, critic for the Commonweal, 

states the following about three plays, What Happened, 

Barefoot in the Park, and Chips With everything: 
Gertrude Stein's tiny play, What Happened, 

was without any question a minor masterpiece, 
more inventive, more high-spirited and more 
animate than anything I have seen recently at 
the higher levels of professionalism. Under 
Lawrence Aornfeld's astute direction, and with 
splendid music by A1 Carmines, the work employs 
three male singers, a pianist and five female 
dancers who are called upon for a combination 
of dance, mime, speech, song and capers, and the 
best way to descrioe it is that it ha,s found 
perfect musical equivalents for Gertrude Stein's 



incantatory cliche-overturning language. 
A triumph of total theatre, Whst Happened 
was the most hopeful even this increasingly 
desperate pilgrim of the theatrical apocalypse 
has witnessed in many a week, month, and even 
year. 1 

3arefoot in the Park was a tremendous 
success. . . . Broadway is always feverishly 
searching for a play like this one. . . . 
The cast was almost brilliant in its deftness 
and ability to fill out comic lines with 
exactly illuminating movement. 2 

Arnold Wesker's Chips -W1th Sverythlng 
was a delightful play. . . . John Dexter, 
director has created a pattern of direction 
that could not have been improved upon. It 
keeps language in balance with movement, 
imposes a line of controlled and rhythmic 
physicality, maintains a beautifully accurate 
pace and offers a sensuous texture which is 
a long way from the gimmickry and visual 
extravagance of so many Broadway plays these 
days. . . . Dexter*s cast is a splended 
instrument of his will. 3 

t 

In the New York Theatre Critics Reviews, Douglas 

Watt gives his criticism of the following productions 

Galileo is very likely Bertolt Brecht's 
best play. Anthony ^uayle gives the title 
role the voice and passion and shrewdness it 
requires and the others in the very large cast 
John Hirsch has directed so well rise to the 
demands appealing. . . . The play has been 
handsomely set and beautifully costumed to 
make the production a" united performance. ^ 

1 ' — ~ 
Richard Gilman, "The Stage," commonweal, LXXIX 

(November, 1963), 22?. 
2 
Ibid., p. 226. 

3 
Ibid., pp. 139-141. 

4 
Douglas Watt, Mew York Theatre Critic's Reviews, 

XXVIII cApril, 196?), p."525". : 



After all these years, afar and Peace 
has finally reached Broadway. The stage 
version of Tolstoy's massive novel is a 
remarkable affair in its own right. . . . 
There are marvelous players and director-
Ellis Rabb has maneuvered them acutely. 

Lee Silver states his view about the performance 

o f Romeo and Juliet in Theatre Critics Reviews; 

The Bristol Old Vic's Romeo and Juliet, 
presented at the City center last night is 
a stylish and engrossing production. What 
distinguishes this Romeo and Juliet is its ^ 
well-wrought, well-balanced"ensemble performances. 

These productions are some that have pleased the 

critics. However, when the production does not please 

the critics, -Rogoff wrote as follows: 

If the challenge could be met only by 
way of the central performance, then the 
new production of the play directed by John 
Glelgud would be a rare triumph indeed. . . . 
On Broadway Richard Burton's Hamlet stands 
alone on a "rehearsal" stage almost entirely 
populated by a dull band of strolling players 
who barely manage to walk through their parts. 
The only excuse for such casting and the 
tediously neutral performances is the excuse 
based on a fallacy: that grey roles should be 
played by grey actors. . . . Gielgud neatly 
sidesteps interpretations, thus giving some 
muddy-mettled actors an opportunity to do^ 
their imitations of acting with impunity." 

5 

Ibid., p. 338. 
6 
Lee Silver, "Romeo and Juliet," Theatre Critics 

Reviews, XXVIII (February, 1967), p. : 
7 _ 

Gordon Rogoff, "The Stage," Commonweal, LXXX 
(May, 1964), p. 1??. 
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This criticism, positive and negative, is 

representative -of a type of criticism which is 

accepted by the public and teachers of theatre. This 

thesis will be an attempt to study the contribution of 

Max Reinhardt's ensemble acting which has Influenced 

such judgments, although Beinhardt hsd a tremendous 

effect on other phases of the theatre as well. There 

have been books and articles written on the other 

aspects of his work. For example, there have been 

two American books, each giving a biographical sketch 

of Max Rein'nardt: Huntly Carter, The Theatre of 

Max Beinhardt, 191^; Oliver M. Saylor, Max Beinhardt 

and His Theatre, 1926. A number of articles have 

been written about Beinhardt as a director and 

producer, but no one has gathered together the material 

concerning his treatment of ensemble acting. There-

fore, it is the purpose of this thesis to shew that 

he made a definite contribution to the theatre through 

ensemble acting. 

In 191^ Robert 2dmond•Jones, while watching the• 

repertory of Max Reinhardt's Deutsches Theatre, be-

came aware of the technique of organizing a production 

then known as "the new stagecraft"--the fusion of 

acting, lighting, and setting into a dramatic whole. 



A year later he made his professional debut in 

New York with the successful setting and costumes 

8 

^ o r '^ne ^ a n M"10 Married a Dumb Wife. 

V/inthrop Ames, Broadway producer, also supported 

the theory that the American stage has been, influenced 

by the European principles when he stated: 
We are likely nowadays to think of the 

art theatre movement as the work of amateurs 
almost exclusively. This is a mistaken notion. 
. . . It was on the professional stage of New 
York that the earliest and most significant 
European innovations were Introduced to American 
audiences. 9 

One of the men who was responsible for introducing 

these European innovations to America was Max Heinhardt. 

He holds one of the foremost places in the development 

of the modern art theatre, yet one of the most disputed 

ones. 

Reinhardt was known all over the world for his 

excellent ensemble acting, which tended to make pro-

duction a united performance. Parallel to the period 

in which Reinhardt achieved success with his ensemble, 

the star-system of England was at its height. 

Max Reinhardt cord.dered his work with the actor 
g 

Lee Slmonson, "Legacy," The Theatre of Robert 
Sdmond Jones (Middleton, 1958), p. lb. ~ 

? . 
John H. Jennings, "Winthrop Ames' Notes For The 

Perfect Theatre," Educational Theatre Journal, XII 
(March, I960), 9-lj: 
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as the most important part of the process, and all 

of his actors were successful in the ensemble. The 

art theatres have profited by his use of ensemble, 

and ensemble acting is still used today throughout 

the country. 

In order to understand Reinhardt's position 

among the leading art theatre contributors, it is 

necessary to examine the seed from which he sprang, 

to look at the environmental forces at work in the 

molding of his view of the theatre, not only in the 

country of his birth, but also in that of his adoption, 

Germany. 

For a proper background, material concerning 

Meiningen's, Craig'S) and Brahm's ensemble acting 

will be examined and an attempt will be made to de-

termine if their methods influenced Reinhardt. 

An insight into his methods may help to erase 

any doubt about his position among the leaders of 

the art theatre movement. His preparation for an 

individual play and the study of the play, his 

philosophy in regard to ensemble acting, his manage-

ment and training of the actor, his methods of casting 

and rehearsals will be studied, and it is hoped that 

these methods will help to delineate his contribution 

to theatre. 



Finally, conclusions will be drawn concerning 

his contribution to the theatre through the ensemble. 

To understand Reinhardt's contribution to the 

development of the theatre, one must first understand 

the definition of ensemble acting. This method of 

acting has been one of the most highly praised methods 

of acting in the theatre for well over two generations. 

In one guise or another, it has attracted the attention 

of many serious theatre students of the present century. 

It seems to have been almost unanimously accepted as a 

desirable feature of modern play production if one 

may judge by the printed opinions that have appeared 
/ 

over the year's. 

Sheldon Cheney defines ensemble acting: 

As it concerns the actors, the scene 
builders, the electricians and the other 
workers on the stage, the search for unity 
means that they must always be obedient to 
the will of the director, working 
sympathetically, "with answering minds," 
to evoke the one desired impression. The 
actor may enjoy a certain latitude of 
interpretation, but it must always be with-
in such limitations that it will not 
disturb the ensemble as visualized by the 
artist-director. 10 
r s_ 

Sheldon Cheney, "The Most Important Thin;? in 
the Theatre," Theatre Arts Magazlne, I (191?), 168. 
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In his book. The Art of Acting, John Dolman 

says: 

In the art of acting today—if not 
always in "show business"—teamwork (or 
team play, as Sir Henry Irving called, it) 
has become a major concern. It is not 
that teamwork has become more important 
than individual acting; it is rather that 
the two have become less distinguishable, 
and that the excellence of individual acting 
is now more likely to be judged in terms of 
teamwork. The best actor is no longer the 
one whose temperamental outbursts, varying 
nightly, surprise and startle the other 
actors out of their composure, scare nervous 
people into hysterics, and compel tumultuous 
applause, interrupting the play, as an escape 
valve for emotional tension. It is rather 
the actor who, in perfect cooperation with 
his fellows, can help make a play seem true, 
vital, or stirring, night after night, with 
sure artistry and fine sincerity. 

Most of the prevailing attitudes toward and 
* 

definitions of ensemble are stated or implied in the 

above quotations, and it is everywhere a.greed that 

the total effect of the whole takes precedence over 
12 

the individual effectiveness of any of the parts. 

11 
John Dolman, The Art of Acting (New York, 19^9), 

p. 93. 
12 

Ibid., p. 93. : 



CHAPTER II 

MAX REINHARDT: THE MAN 

Austria, with its colorful landscape, its 

Romanesque, Gothic, Baroque, and Rococo architecture, 

its castles.and monasteries of great antiquity, its 

precious treasure of art, its immortal music, and 

its time-rooted appreciation for the theatre is the 

soil from which Max Reinhardt sprang. He was "born 

of a genial,•pleasure-loving warmhearted, sensitive 

people. He vf&s reared in a country that fostered 

and developed the fine arts from earliest times. 

For generations the Austrian peasants had been 

accustomed to some form of acting, from their native 

dance to the modern theatre. The theatre of the 

Austrians is not merely a place of amusement, but 

it is the center around which their intellectual 

life revolves. "And even to the most frivolous 

Viennese, who is never serious aoout anything, the 
l 

theatre is holy ground." 
_ . 

Oliver M. Saylor, Max Reinhardt and His Theatre 
(New York, 1926), p. 32. 
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Reinhardt adopted a North German environment, 

Berlin, from which he said that he learned three 

things: "(1) The secret of work, which is perhaps 

more foreign to the Austrian than to any other people 

or nation; the pleasure of work which is of most de-

cisive importance in art and the theatre. (2) Some-

thing which only northern people have (in contrast to 

the Italian or Latin manner): a restrained, impenetrable, 

economical way of playing, which happened to be very 

near my own nature and at the same time of great 

significance for the northern literature arising at 

that time. This was also the key to the production of 

Shakespeare. (3) Northern literature, then new, Ibsen, 
2 

Hauptmann, Strindberg." Berlin, the capital of 

Prussia, was surrounded with an atmosphere of military 

discipline revolting to the English, French, American, 

and other nations, yet one that made every minute in 

the march of progress count. It had that driving 

power that accomplishes, that does not put off until 

tomorrow what it can do today. In contrast to the 

Austriansr^the Germans were serious-minded, particularly 

the North Germans, who took their pleasures seriously. 

It was not an uncommon sight to see a German theatre 

at four o*clock in the afternoon half filled with 

Oliver M. Saylor, Max Reinhardt and His Theatre 
(New York, 1926), p. 18?. 
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people, who, in order to get ^ood seats, brought 

lunches and waited for the plsy to begin and then 

sat three or four hours longer through a Shakes-

pearean tragedy with genuine appreciation and en-

joyment. It WcaS not uncommon Do see many of these 

same people sit through a Ion? performance of Sophocles, 

Ibsen, or Goethe the next night. The statistics of the 

German Shake-speare Society often showed as many as 

three thousand performances of Shakespeare yearly. 

Their repertory programs were filled with the classics 

of every nation, and their theatres were filled to the 

doors every night. 

They had a passion for thoroughness and accuracy 

unknown in any other country. It was this that caused 

them to build the much criticized heavy machinery, 

solid foundations, and lasting structure. It was 

this passion that made them build the permanent theatre 

in preference to the perishable one. It gave their art 

a heaviness which was in direct contrast to the light-

ness of touch in the art of the Austrians and South 

Germans. 

They had an insatiate thirst for investigating 

every new theory and testing it to the limits of its 

practicality. For that reason, extremes in every 

movement in drama, acting or stagecraft had been staged 

in the German theatre. For instance, nowhere was 

expressionism carried to such extremes. Expressionisra, 
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although it was a world-wide moveme.it, was often 

called "German expressionism." By that phrase was 

meant the most violent form of expressionism, both in 

drama and in stagecraft. Every theory in the German 

theatre had run its full gamut of expression. 

Max Reinhardt added many of these qualities to 

his own characteristics of enormous, untiring energy; 

restless ambition; strong personality; emotional 

intellectuality; modesty; sensitiveness to color, move-

ment, and sound; delight in dancing and fantasy; and 

appreciation of color and line in art; the baroque or 

simple in architecture; the medieval, modern or classic 

in drama; and added to these, the power of organization 

and a business sense--two qualities so frequently 

absent in the worker of art. 

Born with the Austrian creative impulse and 

adopting the North German habits of work, Max Reinhardt 

entered upon a theatrical field that had buried in it 

years of experiment and practice and faced an audience 

which regarded the theatre' as one of its most vital 

educational institutions, as a refuge from the ills and 

woes of life and as a shrine for spiritual uplift. 

Max Reinhardt was born Max Goldman at Baden near 

Vienna on the ninth of September, I873. He was the son 

of a middle class merchant who wished his boy to follow 
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in the same career. Max, however, had an intense 

love cf the theatre, and at eighteen, after giving 

up his banking job, he avidly studied for the 

3 

stage under jEmil 3urde at the Vienna Conservatorium. 

According to a feature article by John 3. Kennedy 

l n Collier*'3 Magazine, Max Goldma.n adopted the name of 

Reinhardt because his parents thought his choice of 

profession would bring their name into disrepute. 

Kennedy writes thus of Reinhardt*s first pro-

fessional appearance : 
Supers with bears were required for a 

Germanized performance of Rip Van Winkle. 
Max Reinhardt joined the line at the stage 
door, was rejected because of his youth, 
hurried to a costume shop, hired a gray wig 
and beard, made up, returned to the stage 
door and was promptly accepted. ^ 

After playing a short time on the Viennese stage, 

in 1893 Reinhardt appeared in the Stadt '."leatre in 

Salzburg. It was customary i „ those days for actors 

to buy their parts. pne larger the p&ro, the more 

it cost. As Reinhardt had little money, he could afford 

only the very small old-man-character part in Schiller's 

Die Rauber. It was while he was playing this theatre 

3 
Huntly Carter, The Theatre of Max Reinhardt 

(New i'ork, 191^), p. 3?. 
4 
John B. Kennedy, "Max Reinhardt," Collier*s 

Magazine, LXXXI (January, 1928), 2k-. 
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that Otto Brahra, founder of the Freie luhne arid the 

foremost exponent of naturalism in Germany, visited 

Salzburg. It was here that Otto Brahm, director of 

the Deutsches Theatre at that time, discovered in 

Reinhardt outstanding material as an interpreter of old 

character roles. Brahm instantly sensed that the young 

character actor had most unusual qualities worthy of 

special notice and so he engaged him for his theatre 

in Berlin. So it was that Reinhardt left Salzburg in 

1894 to go to the city to play in the Deutsches Theatre, 

the center of a new literary movement which featured 

Ibsen, Hauptman, and the. German naturalists. Here 

Reinhardt played successfully the character parts of 

old men. 

Now Reinhardt had the opportunity to study the 

conscientious following of a theory—a theory of acting 

and stage setting which evolved consistent, if some-

what drab, and now and then uninspired, productions, 

for, on the whole, the Deutsches Theatre was superior 

to the other German stages."' 

At the Deutsches Theatre in Berlin, Reinhardt 

formed a habit of following carefully and rehearsing 

privately the parts played by the leading actors. 

Before long his habit proved to be a very fruitful one. 

J 
Huntly Carter, op. clt., p. 58* 
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One night when an actor by the name of Muller, who 

was playing the part of the old skipper in Hauptmann's 

play, The 3eaver Coat, committed suicide, Relnhardt 

was ready to play the part and was given the opportunity 

to "go on." Prom that time leading parts were assured 

him. "Ibsen's old man Folda, Hauptman's Baumert in 

The Weavers, Tolstoy's Akin in The Power of Darkness, 

the depraved cabinet maker EngStrand in Ibsen's Ghosts, 

the philosophic Mortensgard in Ibsen's Rosmersholm, 

the old skipper in Hauptmann's The 3eaver Fur, the 

moody headmaster Stormer in Dreyer's Probationers— 

these were some of the roles that Reinhardt created." 

Relnhardt also joined the Freie 3uhne, a dramatic 

institution, which afforded him opportunities to play 

more and varied roles and to acquire craftsmanship. 

His association with this society was terminated when 

he felt that the group was at a standstill since it 

was doing merely photographic naturalistic shows, 

comparable to the Belasco productions in America. 

In 1901, Reinhardt's interest was attracted to 

the cabaret movement, and it was he who was mainly 

responsible for instituting the "after-theatre" theatre, 

the intimate revue. This was first performed as a 

theatre called the "Brille." 

5 • — — — 
Ibid., p. 57. 



16 

The grille* was conducted privately 
with only members, mostly comedians and their 
friends, being allowed to participate in the 
sing-songs and the Bohemian entertainment 
directed by Reinhardt. It was here that 
Reinhardt first became obsessed with the idea 
of intimacy.' 

Here he began to work as director and here he discovered 

and trained talented young actors, such as Gertrud 

Sysoldt, Hosa Bertens, and Smanuel Reicher and began 

gathering about him his world-famous ensemble. 

The audiences became too large to be accommodated 

in "Die 3rille," so Reinhardt looked for new quarters, 
fl 

which he found in the Kunsterhaus and which he con-

verted into the "Schall und Rauch" in 1901. 

This cabaret also won the Interest of the public, 

while vaudeville, consisting of social satires in one 

act, unusual song and dance acts, parodies of well-

known authors, developed Reinhardt's personality and 

capabilities. Carter states, "Vaudeville had played 

Its essential part in the lon~ course of preparation 

Reinhardt was undergoing. It was necessary that the 

comic not less that the dramatic instinct should be 
8 

fully developed in him." Throughout the "Schall 

und Rauch" period, Reinhardt remained under the 

formative influence of Brahm. 

7 
Ibid., p. 40. 
8 
Ibid., p. 42. 
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The "schall und Rauch" was transformed In 1902 

into an intimate theatre, the Kleines. Here Reinhardt 

inaugurated his career as a producer of serious plays. 
• — ( • 

Success came rapidly with productions of Strindberg, 

Oscar Wilde, wedekind, and Gorky. Oscar Wilde's 

Salome was banned from public performance, but Reinhardt 

showed his alertness by doing the play as a private 

production with an extraordinarily fine cast. Huntly 

Carter states, "The effectiveness of this production 

staggered the audiences of Berlin and inspired the 

Salome opera by Richard Strauss. It contained the 

9 

precious life-blood of artistic inspiration.'• 

In January, 1903> Reinhardt came to the parting 

of the ways with Brahm and left his ensemble so that 

he could concentrate all his abilities upon directing. 

In the spring of the same year he took upon himself 

the added responsibility of the Neues Theatre. Here 

he began to give full expression to his talent for 

play-production. In these two theatres, the Kleines 

and the Neues, he produced from 1902 to 1905 an 

international repertoire including plays by Tolstoy, 

Chekhov, Ibsen, Sjornson, Lessing, Schiller, Euripides, 

Shakespeare, and Shaw. 
9 — — 
Ibid., p. 43. 
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Up to this time Reinhardt had been absorbed in 

naturalistic acting, but now he changed his methods 

and devoted himself to the realistic revival in 

Berlin. According to Say lor, Reinhardt had too, clear 

an eye, too much imagination, too much inborn longing 

for movement, change, surprise, to tolerate for any 
10 

length of time the monotony and drabness of naturalism. 

Reinhardt had been trained in Brahm's school 
fl 

of realism and the Freie Buhne's school of naturalism. 

He tasted vallentin's post-naturalism. He studied 

Maeterlinck's and Ibsen's symbolism and Shakespeare's 

romance, and decided that in a combination of these 

various elements must lie a means of expressing the 

soul of the drama by appealing to the eye instead of 

the ear. To work out this new principle he chose 

Maeterlinck's Pelleas and Mellsande, which he pro-

duced with a large measure of success. Berlin felt 

that a new spirit had entered the theatre with 

Reinhardt. This production was given on April 3» 1903, 

two years before Craig's first theories on living 

theatre were published. 
10 
Oliver M. Saylor, Max Reinhardt and His Theatre 

(New York, 1926), p. ^1. 
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Reinhardt*s initial production of A Midsummer 

Night«s Dream in 1905 spread his fame throughout 

Germany and gave him his first taste of great success. 

It was a revelation. Berlin was jubilant. Reinhardt 

had not added a word; he had not cut a line. And yet, 

it seemed a new play entirely. Full of life, color, 

music and Joy, it had a message that did away in one 

evening with all the voluptuous pessimism and sordidness 

of the preceding fifteen or twenty years of naturalism. 

Through the whole season, the Neues Theatre was be-

sieged by multitudes clamoring for seats, and there 

was no French bedroom farce, no Viennese musical 

comedy, no Hungarian melodrama, that could compete with 

this or the following Shakespearean productions in 

their popular appeal. A Midsummer Night*s Dream made 

Reinhardt famous. It inaugurated a new period in 

11 

German literature. 

In the autumn of 1905 Reinhardt took over the 

most influential theatre in Berlin, the Deutsches, 

from Lindau, Brahm's successor. Shortly after he 

assumed control of this famous theatre, Reinhardt 

established a school for actors from which he could 
r 

n ! 
Ibid., pp. 7-8. 
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cast his plays and establish a more or less permanent 

repertory company. The repertory system was not new, 

but the modern form of Reinhardt's system was not the 

same as the old or "stock" one. carter states, 

The modern repertory system has a great 
advantage over the old systems in being better 
organized, and in providing a response to the 
demand by dramatic societies in large centres 
for an appropriate expression of the life and 
customs of such centres. . . . Perhaps its chief 
good consists in affording players constant 
practice in a great number and variety of 
characters, thus opening up a valuable training 
ground to them, and thereby developing many 
remarkable talents; and beyond this in developing 
ensemble acting in the country, whereby the player 
is enabled so to project his part into the 
play as to become part of a 'whole, and yet so 
to project himself into the character which he 
is interpreting that his own individuality 
becomes merged in the interpretation. 1 2 

Oliver Saylor writes about the new director of 

the- Deutsches : 

In 1905» Adolph L'Arronge chose Max 
Reinhardt as the new director for the Deutsches 
Theatre. At the Deutsches Theatre he turned his 
attention to improvement in organization--one 
of his greatest contributions to the modern 
art theatre--to the presentation of and ex-
perimentation with every conceivable type of 
play, whether it was realistic, symbolic, ex-
pressionistlc, or combinations of these types, 
invention of mechanical devices, and above all 
to his actors. 13 

. 

Carter, op. cit., pp. 1?8-180. 
13 

Saylor, o£. cit., pp. kZ-b1}. , 
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After taking over the Deutsches Theatre, Reinhardt 

relinquished, the Kleines Theatre and retained the Neues 

Theatre for a season longer. At the Deutsches Theatre 

he continued to widen his policy, and Reinhardt 

gradually began to touch his highest development as a 

producer. Here he focused on organization and made 

the theatre a cosmopolitan centre for English, Belgian, 

Austrian, German, Russian, and Scandinavian players. 

Reinhardt widened the scope cf symbolical representation 

and interpretation, and he provided a framework for 

plays which was intended to invest realistic forms with 

a symbolic meaning, for instance, two empty thrones 

occupying an empty stage, and placed face to face, so 

as to suggest a universe divided against itself. 

Reinhardt also stimulated the invention of mechanical 

devices, which added materially to the resources of 

14 

one of the best equipped theatres'in Europe. 

To get at the problem of creating a more intimate 

relation between actor and audience, Reinhardt built 

in 1906 another small theatre, the Karamerspielhaus, 

out of the dance hall adjoining the "Deutsches." 

This auditorium had a seating capacity of only 

three hundred people and a space of only three 1 feet 
between stage and spectators. This hall without 

p-

Carter, og. clt., p. 5°. 
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galleries was beautifully furnished and elaborately 

decorated. Here Reinhardt produced plays of new 

playwrights and plays that appealed to s limited, 

cultured audience. His main purpose in building the 

Kammerspiele was to create a new relation between the 

actor and his public, between the stage and the 

auditorium, to intensify the contact, to erect a 

broader and stronger bridge between the two."^ Here 

he built up his mighty acting ensemble by giving in-

experienced actors an opportunity to play leading parts 

before appearing on the stage of the "Deutsches." 

In.his book, Max Reinhardt and His Theatre, 

Saylor states: 

Every actor of Reinhardt's ensemble 
knew that it was one thing to play a t the 
Kammerspiele, and another to play at the 
Deutsches Theatre, and something still 
different to play in the Grosses Schauspiel-
haus Theatre. What, at the Kammerspiele, is 
a mere relaxation of the fingers, must become 
a motion of the hand at the Deutsches Theatre, 
a lifting of the arm_In the Grosses Schausplel-
haus. A clearly pronounced word at the Kammer-
spiele has no accent at the Deutsches Theatre, 
and becomes a whisper in the Grosses Schauspiel-
haus. 

13 : — — 
^Saylor, op. cit., p. 148. 

Ibid., p. 149. 
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Reinhardt will always be remembered for his unexampled 

loyalty to the unknown actor. From first to last he 

helped those who stood looking in at the window of the 

17 

theatre for chances which no one would ofier them. 

The two theatres, Deutsches and Kammerspiolhaus, 

where the actors performed had three points of gen3ral 

interest. They were examples of theatres run on a very 

successful commercial and artistic oasis, perfectly 

equipped and organized, and efficiently worked on. the 

repertory system. The chief historical importance of 

the Deutsches Theatre was that it was a private theatre, 

not a subsidized one. It was a convincing proof that 

it was possible to conduct a theatre on artistic lines, 

although the other theatres operated solely for money. 

The Deutsches was really the intermediate theatre, 

which demonstrated that it was possible to conduct a 

paying theatre on artistic lines. One of Reinhardt's 

first innovations:in the Deutsches Theatre was the 

revolving stage, with its .endless possibilities. 

Another outstanding feature was the ingenious mechanical 

contrivances by which electricity wss extensively drawn 

upon in a well-organized lighting system. The lighting 
l8 

systsm at the deutsches attracted attention everywhere. 

Carter, op. cit., p. 51* 
18 

Ibid., p. 1?7. 
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The idea of intimacy in the very small house 

made Reinhardt want to experiment with,a similar re-

lationship in the very large theatre. He was also 

thinking in terms of the Greek theatre, consequently, 

in 1910, he converted the Circus Schumann into a huge 

arena theatre. At one end of this building he erected 

the front of a temple before which actors in great 

numbers appeared. Around this acting space on the 

other three sides of the building he placed banks of 

seats for the spectators. Here he revived Greek . 

tragedy and worked out his famous productions 6f 

Sumurun and The Miracle, which he presented in London 

the following year and later in America; these pro-

ductions turned the eyes of the world toward the 

German theatre. 

The war interfered with his plans for building a 

"Theatre of the five thousand." With the coming of 

peace, however, this great new theatre began to take 

shape. In 1920, he opened the Grosses Schauspielhaus 

to throngs of warworn, theatre-hungry people in Germany 

and to directors and critics from all over the worlcfT^' 

T9 
Saylor, 0£. clt., pp. 153-155* 
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Reinhardt's aim in building the Crosses 

Schauspielhaus was not to dethrone the existing 

theatre forms, the Deutsches and the Kammerspiele. 

His desire was to have stages which could be used 

where that theatre form did not suffice. He intended 

for the performances in the Grosses Schauspielhaus to 

be something festive—out of the ordinary. 

Reinhardt's theatres did not cease with his Berlin 

theatres, which he left to their own resources in 1921, 

for wherever Reinhardt went, he took the theatre with 

20 

him.' In his theatres, Reinhardt's ambition was to 

show life in all its manifestations. His aim was to 

create' and place the best theatrical art obtainable 

which was the combined art of the dramatist, stage 

director, painter, musician, and actor. However, he 

considered the actor the center and cornerstone of 

theatrical art. 

The scope of Reinhardt's activities seemed un-

limited. He was the first German producer who was 

ever invited to produce plays in foreign countries. 

He produced plays by writers of every country. 

2S Ibid., p. 1^9. 
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Reinhardt was not a man of' one idea, although 

most certainly a man of one purpose. Style, as such, 

never had an appeal for hiip. Reinhardt was never a 

follower of the realistic, the impressionistic, or the 

expressionistic style; he took points from each of 

them, and he molded them to his own use. Just be-

cause of that, he, on his part, gave a great deal of 

stimulus to the art movement 

It was impossible to trace a sort of straight 

stylistic development in Reinhardt*s art. He did not 

let himself be pinned down. He seemed to be a realist 

one day, a stylist the next day, and both at the same 

time on the day after. The only thing that he really 

sought was to show life in all ics manifestotions, its 

roundness, its movement, its colors, and its music. 

Reinhardt's material was the theatre. Not 
the dramatist alone, not the actor; neither 
of the two must dominate. The poet's work and 
the actor; the latter*s dynamic power and his 
reserve, his voice and his silence; and music; 
and paintings; and dancing; and the building, 
with gill its potential qualities; ana the 
audience, with all its sensitiveness. All 
these made up his material. 22 

Reinhardt introduced innumerable stage devices 

and lighting appliances, but they alwpys remained 

2T 
Carter, op. cit., p. ' 

22 
Ibid., p. 80/ 
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strictly subordinated to the organic necessities 

of the play, and were never permitted to deteriorate 

into tricks and stunts. In some of the comedies of 

MolieVe snd Shekespeare he used curved bridges, 

gangways, passages, stairs, to accentuate movements, 

utilizing all three dimensions of the space at his 

disposal. However, Reinhardt's vision was not obscured 

by his own mechanical devices, by his runways, steps, 

bridges, revolving stages, aprons, spotlights, and the 

like. He was the past master of stage mechanics, but 

he never permitted his tools to master him. 

Reinhardt's importance as a producer comprised 

several factors: he built the theatre on its own 

true foundations; he mastered, in the widest sense, 

his material—the theatre; he found a new and 

individual connection with the dramatist's work. He 

succeeded in expressing his own personality and his 

23 

own experiences in the creation of a real world. 

In regard to Reinhardt as a producer, Carter 

states the following: 
It may be that no definite style will 

remain which one can call 'Reinhardt style' 
only because every one of his works has a 
style of its own, its inherent style. 

^ 

Ibid., p. 88. 
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In all probability, this will be the style 
of the future; a style conceived from out 
of the individuality of the work and its 
author, a style created by disregard of 
tradition. Today, Reinhardt is the most 
powerful creator of the 'living theatre. ' 
He is not sn academic manager, nor the 
vainglorious tyrant who refuses t,o acknow-
ledge the independent individuality of ah • 
actor. But he yields to that individual!ty 
only in the service of "the ensemble, to which 
he gives his own individual stamp and that of 
the art of the theatre, an art.which he 
elevated from one that serves to one that 
reigns. 2k 

Max Reinhardt was one of the most picturesque 

actor-directors of the modern theatre. From his .first 

productions on his own stage until the end of-his life 

Reinhardt was thoroughly eclectic in the choice of 

plays, the style of production, acting techniques, and 
25 

even in the selection of theatres. 

Professor Friedrich von dsr Leyen of Germany had 

this to say about Reinhardt: 
Every one of Reinhardt's performances 

that I have seen stands out In my memory. 
The daring joy with which he masters new 
problems, manifold in character and al-
ways growing in difficulty; the genuine effort 
he devotes to solving every one of them, from 
the standpoint of its individual laws and 
claims—these traits must refresh every 
spectator. It is not in Reinhardt's nature 
ever to rest on his laurels or to do anything 

ZW 
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Ibid., p. 32?. 

Cole and Helen Krich Chinoy, 
York, 19^9), PP- 2?3-2?4. 
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without giving it full care cad attention. 
He has his own V/ay of assimilating and 
studying and carefully working out every 
scene and every line of a play. The great 
number of ideas we owe to him has always 
been elucidating, never confusing. He 
more than satisfies the claims of the 
moderns; his art threw a new and surprising 
light on the classics which filled us with 
curiosity and admiration. . . . ^° 

Huntly Carter in his book, The Theatre of Max 

Relnhardt, said; 

It seems as though Relnhardt has never 
considsred a piece unplayable. The more 
difficult the play to be produced, the more 
boldly he has emerged. He embodies, in fact, 
the modern militant spirit - a spirit marked 
by audacity and fighting force. No one in 
this century has expressed this spirit in 
the theatre more persistently and thoroughly, 
exhibiting a certain kind of unchained energy 
that made progress meteoric but certain. As 
a dynamic figure, as a revolutionary who has 
fired all cultural points in a vigorous en-
deavor to exalt the Will of the Theatre, where 
of recent years emotionless intellect has 
alone been enshrined, in his effort to bring 
himself face to fsce with a new theatrical 
world . . . he probably has no equal in the 
contemporary theatre. %7 

Reinhardt*s relentless enthusiasm, energy, and 

achievements in his theatrical labors have prompted 

Oliver Saylor to write: 

I can only say with the rest of the 
world--that Reinhardt has without question 

Professor Friedrich von Der Leyen, Oliver 
Saylor's Max Reinhardt snd His Theatre (Kew York, 
1926), p.TJ3. 

27 
Carter, 00. clt., pp. 46-47. 
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the greatest theatrical mentality of all 
time from the practice! working point of 
view. For no one has produced volume 
and theatrical quantity in a more marvelous 
way than he . . . ^ 

Reinhardt's purpose was to show life in all its 

manifestations. He sought to give every play its 

individual character, style, and its own atmosphere. 

Reinhardt considered the actor the most important part 

of a production, and he wanted above,all to have a 

perfect ensemble of which he was the leader, not the 

dictator. 

^ 

Sayler, 0£. clt., p. 96. 



CHAPTER III 

INFLUENCES ON HSINHAHDT 

Saxe-Me i ni nge n 

Georg II, Duke of Saxe-Meiningen, is generally 

conceded to have been the first to give ensemble 

work pre-eminent consideration in the theatre. With 

his director, Ludwig Chronegk, and his wife, the 

former actress, Ellen Franz, he established in the 

minor principality of Saxe-Meiningen a company which 

focused world-wide attention on ensemble acting. In 

18?4 the troupe went to Berlin, where it created a 

sensation with its productions marked by excellent 

ensemble playing, by historical accuracy in costuming, 

and by an artistic and vital interrelationship be-

tween the movements of the actors and the decor. 

Meiningen's concepts of ensemble acting were 

revolutionary in his day, and they burst like an 

electric storm in a theatrical climate which was 

concerned almost exclusively up until that time with 

the problems of the individual actor. True, there 

31 
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were in Europe other men who were dissatisfied with 

the existing state of the theatre, but here suddenly 

was an active group dedicated to doing something 

about it. In an article entitled "The Actor in the 

Ensemble," written for an issue of Deutsche Buehne, 

the Duke included some of the principles which governed 

his work. 

(1) The stage must always depict movement, 
the continuous unfolding of the story. (2) 
. . . The actor must never stand dead center, 
directly in front of the prompter, but always 
slightly to the left or right of his box. 
(3) The middle foreground of the stage, about 
the width of the prompter's box, from the foot-
lights to the background, should be considered 
by the actor merely as a passage-way from right 
to left or vice-versa; otherwise, he has no 
business there. (4) Likewise, two actors 
should avoid standing in similar relation to the 
prompter's box. (5) One should give special 
attention, also, to the relative position of the 
actor and the scenery. That relation must be 
correct. (6) . . . It is obligatory that the 
actors rehearse in costume even before the dress 
rehearsal, which differs from the opening night 
only by the exclusion of•the public. . . . The 
actor should not, by his appearance or gestures 
give the impression of wearing some costume the 
wardrobe mistress has just handed him; one must not 
be reminded of a costume ball or a carnival. 1 

His artistic nature sought new and distinctively 

modern expression. In a letter addressed to his 

Intendent in 1862 Duke Georg expressed the philosophy 

I " 
Toby Cole and Helen Krich Chinoy, Actors on Acting 

(New York, 19^9)» p. 265. 
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which guided his stage craft. 

Artists are nothing; art alone has 
worth; that is to say, only the artist who 
promotes art as such for the benefit of 
mankind is worth our support. On that 
other artist, however, the one who approaches 
art with frivolity and uses it merely to 
delude the public - on him we should make 
war, to prevent him from doing harm. 2 

Meiningen outlined his new directorial concepts--

concepts which would give to the mlse en scene a 

verisimilitude that had not been known before. 

Much of what Meiningen said sounds naive and 

childishly simple today; but it must be remembered 

that practically every one of these ideas was in 

direct violation of some existing tradition of the 

time, and that, taken as a whole, they represent 

one of the most daring revolutions in the history 

of the theatre. Meiningen's concept of ensemble 

acting seems to have been limited to the view that 

it must conform strictly to the over-all plan of the 

director. It did not involve any of the more 

sophisticated aspects which developed later. Meiningen 

was an autocratic tyrant and ruled his troupe with an 

iron hand. Never before was discipline in the theatre 

known to have been so severe and so complete. 

Max Grube, The Story of the Meininger (Florida, 
1964), p. 1. 
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Lee Simonson writes enthusiastically of the Duke 

of Saxe-Meiningen: 

His career Inaugurated a new epoch in 
theatrical production and made the subsequent 
development of modern stage craft possible 
because he convinced every important director 
in Europe that the fundamental problem to be 
answered by the scene designer is not: •What 
will my setting look like and how will my 
actor look in it?* but 'What will my setting 
make the actor do?' . . . the dynamic re-
lation of a mobile actor and an immobile 
setting in continuous interaction was an 
accepted axiom. 3 

The following tribute to Duke Georg II appears 

in the introduction to the University of Miami's 

edition of Grube's book: 

If the Duke of Saxe-Meiningen did not 
inaugurate Twentieth Century stage craft 
himself, he may be considered the most 
significant influence on those directors who 
did. He made every European director conscious 
t&at scenery must be designed to fit the move-
ments of actors, that costumes, properties, 
lighting must contribute to the creation of the 
mood and atmosphere of the stage picture; and 
that no detail of interpretation or stage 
business was so small that it was not worth 
careful research, planning and rehearsal. . . . 
Duke Georg II established the supremacy in the 
modern theatre of the Regisseur--the director 
who unifies the production through his complete 
control- of every moment of the actor's Inter-
pretation and movements, ahd every detail of 
setting, lighting, costuming, and make-up. ^ 

Lee Simonson, The Stage Is Set (New York, 1932), 
p. 2 72. 

4 
Max Grube, oo. clt., p. xi. 

/ 



35 

After their initial conquest of Berlin in 18?^ the 

company performed throughout Germany. Wherever they 

went they became the inspiration for theatrical reform. 

An example of Meiningen's success was found, in 

Twelfth Night. Fritz Frelherr von Cstini writes: 

The performance of Twelfth Night staged 
by Julius Diez, from the Meiningen school, 
showed in an exemplary manner just what the 
Artists' Theatre can do. The whole thing was 
an artistic unity in the finest style and the 
work of the painter was indissolubly mingled 
with that of the regisseur. The most beautiful 
and artistic pictures coincided exactly wibh the 
best scenes of the performance. The individual 
figures stood out in a wonderfully plastic manner, 
and one thing in particular was typical: the 
whole procession of pictures appeared colorful, 
indeed sumptuous, in spite of the simplifLcation 
and stylization of the scene. There was no 
puritanical restraint to annoy. There was, 
indeed, as much illusion as if offered by the 
richest of naturalistic productions of the 
previous theatrical style. 5 

Many managers and regisseurs have tried their hand 

at Shakespeare's gaily colored carnival piece Twelfth 

Night, and the Meiningen school came closest to per-

fection. And so, for the first time, Shakespeare's 

Twelfth Night was seen in pictures of radiant beauty; 

was seen for the first time also in the flow of life, 

the wealth of wit, the brilliance and abandon of the 

separate scenes harmoniously and artistically blended.^ 

3 ' 

Fritz Freiherr von Ostini, Fuchs• Revolution 
in the Theatre (New York, 1959)> p. 19b. 

g. 
Ibid., p. 199. 
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The great contribution of the Meiningen Company 

was in their understanding and perfecting cf the 

ensemble, rather than in concern for the individual 

actor's problems. Their innovations prepared the way 

for the development of naturalistic acting. 

The artistic influence exerted upon the German 

stage by the company of actors in the service and 

under the direction of Duke of Saxe-Meiningea, at the 

Meiningen Theatre, was at its height between 187^ and 

1890. Carefully organized by the Duke of Saxe-

Meiningen, the company sought to obtain effects by 

minute realism, and aimed to make the scone and every-

thing in it a reproduction of historical correctness. 

The company contributed to the German stage improve-

ments in crowd effects, speech, scenery and decoration, 

and above all in attaining an extraordinary perfection 

of ensemble. 

The Duke of Saxe-Meiningen thoroughly organized and 

managed his own famous theatre; he gathered together 

a really first-class troupe of players; he directed 

the productions, and he designed the costumes and 

scenery; he brought the acting more into harmony 

with the scenery; in fact, he had a true apprehension 

of scenic and acting ensemble, as well as the ability 
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to do everything himself. In addition to the reform 

of the scene, the Meiningers gained a great reputation 

for their reform of speech and the stage-crowd. The 

Duke would make elaborate drawings for various scenes 

in order to indicate dynamic movement on the stage. 

Each play was given its individual settings, costumes, 

and historical mode. Rehearsals were extensive and 

detailed, with the Duke in charge of the overall 

production, his wife, the former actress 2llen Franz, 

responsible for the interpretation of lines, and 

Chronegk acting as the stage-manager and disciplinarian. 

The Meiningers really formed a company of 

speakers. 3v6ry member was an artist in this respect. 

The dialogue of the drama was spoken by each so that 

it could be heard and understood. Duke 3eorg handled 

the stage-crowds well; he appeared to have understood 

their composition. He was occupied with the classic 

crowd, which under his direction indeed formed a 

Greek chorus. it had a mental unity and spoke and 

acted as one person. The Meiningen Company travelled 

about Germany and England, creating a tradition. 

? 
Toby Cole and Helen Krich Chinoy, Actors on 

Acting (Mew 19^9), p. 264-. ~ 
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However, the classical standard was not main-

tained at all. Max Reinhardt learned a great deal 

from the Meingers' methods of handling a crowd, but 

he also followed its fresh courage in breaking away 

8 

from tradition. Nevertheless, Bernhardt'a aim was 

the same as that of the Meiningen company: 
To assure every dramatic action its full 

poetic rights by giving it an appropriate scenic 
frame, with the result that the performance of 
every drama is an individual and harmonious 
work of art. His means, however, were different. 
The assistance of other arts was sought by the 
Meiningers to create a 'natural* atmosphere 
through faithful representation of the outside 
world. Heinhardt on the other hand, claimed 
their aid, not to create 'reality,' but to 
assist him in endowing the inner spirit of a 
play with life and visible form, by trans-
forming the outer aspects, by giving them a 
deeper expressiveness than that of their 
indifferent surface, by use of the simplest 
elementary forms of color and line, by re-
vealing perspectives and distant views, as 
alluring as melodies. . . . 9 

Oliver Saylor, Max Reinhardt and His Theatre 
(New York, 1926), p. "jZj: ' 
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Gordon. Craig 

The name of Gordon Craig signifies innovations 

in stage production and design. Lass successful in 

his actual practice than in his theories and dreams, 

Craig nevertheless set forth ideals which liberated 

the theatre from the detailed imitation of surface 

reality prevalent at the end of the nineteenth 

century. Modern theatrical designers owe much to the 

stimulus which Craig gave to a fresh vision of theatre 

at the turn of the century. 

Craig appeared on the stage from his youth, 

and from all reports he was a talented actor -whose 
/ 

services were wanted by many managers. However, Craig 

was on f ire to revolutionize the stage, and he turned 

to production and stage design. He became much 

admired throughout Surope for his simplified, evocative 

design and staging. He created designs for Brahm in 

Germany. Max Heinhardt adopted many of Craig*s 
1 0 

ideas. 

However, Huntly carter takes a different view 

about Craig's influence on iieinhardt: 

We have heard a great deal about Gordon 
Craig's influence on the artistic development 

TO 
Toby Cole and Helen Krich Chinoy, on. cit., 

p. 353. 
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of the German Theatre, and more especially 
on the work of Max Heinhardt . . . Craig 
contends that his influence has been con-
siderable and not always acknowledged . . . 
Perhaps the charge against Heinhardt is not 
altogether just; for, as facts can show, 
there is little resemblance between his work 
and Craig's, and there have been acknowledg-
ments. 

Sheldon Cheney in his book The Art Theatre states, 

"The man who has profited most by Craig's ideas, who 

took them up and acclaimed them to a practical world 

12 

was Max Heinhardt." 

Heinhardt was more practical than Craig, and he 

modified the genius' ideas that art is reached only 

by long periods of contemplation and lengthy, de-

tailed, and arduous experiment and training before 

the actual production. Heinhardt digested Craig's 

ideas and then went logically in a utilitarian 

method to the best compromise possible. According 

to George J. Nathan, "Heinhardt with papa Craig 

peeping over his shoulder, brought more actual life 

to the stage than any other practicing director of 
13 

his time. He was Gordon Craig's Paul." 

n 
Huntly Carter, on. cit., op. 90-91. 

12 
Sheldon Cheney, The Art Theatre (New York, 

1925), p. 51. 
13 
George J. Nathan, "The Other Incomparable Max," 

American Mercury (New York, 1925). p. 6l. 
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In many of the Beinhardt productions, Craig's 

influence was plainly visible. The Winter1s Tale 

may be cited as a specific example in that great 

stress was put on the proportions of the figures and 

the settings. Even Hugo von Hoffmannsthai, one of 

Reinhardt's closest associates acknowledged Reinhardt's 

debt to Gordon Craigj 

He learned much from Gordon Craig, 
that lonely pioneer, whose dream was to 
control the scene by means of changing 
light and to create an ever-shifting maze 
of color, form and motion. He learned 
much but only in order to create out of 
what he learned something newer, more 
powerful, better suited to the practical 
theatre. 

On the contrary, Carter states a different 
t 

view on Craig's influence on Reinhardt. "There was 

a great deal of artistic work going on in the German 

Theatre before Gordon Craig arrived. Though Germans 

are ready to admit that there are some traces of 

Craig in Reinhardt's production of The Winter's Tele, 

there can scarcely be any in Pelleas and Melisan&e, 

seeing that this piece was produced long before Craig's 

15 

visit to Germany." Carter, also, contends that 

3rahm was the first German, manager who tried to apply 

"A World Theatre Genius," Literary Digest, 
XLIV (February, 1922), 30-31. * 

15 
Carter, op. clt., p. 92. 
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Craig*s ideas and without success. The only two 

sets of scenery designed by Craig himself for the 

German Theatre were done for Brahm. Both plays were 

failures; therefore, only a few details of Craig's 

artistic methods and still fewer of his designs are 

likely to have influenced the German style. Craig*s 

influence does not appear to have gone beyond the use 

of curtains, experiments in lighting, and inviting 

the artist to aid the producer. Huntly Carter admits 

that this is a great deal and may be the root of a 

very widespread reform."^ 

Oliver Saylor hss this to say Pbout Gordon Craig: 

Gordon Crsig, at tlie beginning of his 
career, was a great instigator, perhaps also 
an ardent teacher, but although he comes from 
famous stage stock, he is no "actor," if we 
use this term not only in its usual meaning 
but also literally as a man of action. >/orst 
of all, he is no organizer, and the theatre 
requires organization and action just as much 
as inspiration and art if it is to flourish. 

In regard to the actor, Craig's opinion is dis-

cussed in Mordecai Gorelik's book New Theatres for Old. 

"Gordon Craig expressed the desire to rid the stage of 

actors. Finding the human actor too unreliable a 

medium, Craig wanted to replace him with an Uber-
1 P 

marionette, or puppet figure of a superior type." 

Ibid., p&. 92-93. 
1? i 

Saylor, op. cit., p. 
3.8 

Mordecal Gorelik, vew Theatres for Old ??jew York, 
1962), p. 23. 
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Craig's comments on acting from the controversial 

"Actor and the Uber-Marionette" suggest that the actor 

can become an original creator when he is unfettered 

by the words arid ideas of writers, perhaps as the 

commedia dell* art was . . . Craig states, the theatre 

will continue its growth end actors will continue for 

some years to hinder its developmeht. They must 

create for themselves a new form of acting, con-

sisting for the main part of symbolical gesture. To-

day they impersonate and interpret; tomorrow they 

must represent and interpret; and the third day 

they must create. By this' means style may return . 

Arthur Hopkins' article in Saylor's book, Max 

Relnhardt and His Theatre, states his opinion of 

Craig's influence.on Reinhardt: 

There is at least one level head in 
2urope, and it sits on the shoulders of one 
Max Reinhardt of the Deutsches Theatre, 3erlin. 
He has swallowed Craig, but he has digested 
him. He knows just how far to go with him. 
He knows where to dismiss Craig and revert 
to realism. To my mind, Reinhardt does more 
to assist and less to impede the author than 
any living producer. If he wants a great 
scenic effect, he is careful to place it in 
such a way that it is not going to kill the 

n 19 

19 
Edward Gordon Craig, "The Actor and the Ueber-

Marionette," On the Art of the Theatre (Chicago, 1911), 
p. 54. . -



lines. He makes his effect belong. rhey 
are aofc dragged They are not glaringly 
apparent. A^little of Craig goes a l^og way, 
arid Heinhardt knows how to use him. 

Gordon Craig developed the idea of a theatre 

of his own. He wanted a theatre where he could, 

without interference, produce plays according to his 

own high standard of dramatic art. However, he did 

not succeed ia building the theatre. 

Since he was not successful as a producer, he 

turned to writing. He 'wrote a number of books and 

published several periodicals on the theatre which 

show the extremely poetic nature of his ideas. Craig 

believed the theatre was inferior to what it might be; 

he wanted the world to recognize the fact that there 

was such a thing as an "Art of the Theatre." He felt 

that the theatre needed standards such as other arts 

had, and he objected strenuously to the dominance of 

theatre by the human personality of the actor. Craig 

advocated unity of production under one man, and he 

thought there should be a school, where the art of 

the theatre might be studied in all its aspects. 

Gordon Craig was yn important figure in the 

2i 
theatre, and he did influence Reinhardt. 

Saylor, op. cit., p. 339. 
21 

Toby Cole and Helen Krich Chinoy, op. cit., 
p. 353. . ~~ 



if5 

Otto 3rahm 

Brahra came into active cooperation with the 

work of the thentre at a moment when Germany was 

begi.ining to manifest a remarkable literary activity, 

and when the drama was once more be:3i lining to command 

chief interest in Germany. His contribution to the 

modern theatre was indeed ensemble acting derived 

from the Meiningers. Soon after becoming one of the 
I * 

leaders of the Freie Buhne, he was appointed director 

of the Deutsche rheatre, where he remained ten years, 

till 1904, when he became director of the Leasing 

Theatre. At the Deutsches Theatre, he obtained full 

scope for applying his reforms. It was here thet 

Reinhardt came under 3rahm's influence and derived 
ideas of ensemble acting. Under 3rohm's direction, t 0 

every player was deprived of his mere stage personality 

21 

and was subjected to the will of the author. 

He surrounded himself with a group of modern and 

cultured men and women, who not only could play the 

parts allotted to them, but knew how to subordinate 

themselves to the main interest of the piece, and 

thoroughly understood the intellectual character of 

that which tney were interpreting. A contrast to 

2T ' 
Ibid., pp. 53-59. 
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this was the London stage, whs re half the modern 

plays were Interpreted by actors who did not under-

stand wh-.t they were doing and saying. 

Carl Hagemarm in his documented Begle stated, 

"All the activities of the theatre are group activities, 

22 

and the Art of the Stage Is she Art of Snsemble." 

It was on the application cfthese two principles, 

.then, that Brahm rose to fame. 3rshm reached a per-

fection ensemble never before attained, and he 

gathered together a body of players who acted .har-

moniously together and acted into each other's hands. 

They considered a play as a whole and allowed no 

part of it to protrude. In fact, they gave it a 

collective individuality and quickened it with the 

collective Will of the Theatre, so far as the i-Jill 

was expressed under the 3rahm system. 

There was no over-emphasis. The ensemble 

system was an Immense advance on the one-man system 

in 3ngland--a system under which stars bulged over 

the footlights, and players were taught to fight for 
23 

the center of the stage. J 

22 
I'oid., op. 60-6l. 

23 
Ibid., p. 6l. 
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Brahm never hesitated to advance very small 

part people in important parts, and in doing so he 

discovered many players of talent. 

So it was Otto 3rahm, the founder of the pre Le 
11 

Sunns, who singled out Max Reinhardt as possessing 

extraordinary talent the first time he saw him per-

forming at Salzburg. He trained the young amateur 

at the Deutsches Theatre until the time when Reinhardt 

felt the need of breaking away from his old master. 

3rahm's great contribution to the theatre is said to 

be his influence on ensemble psychological acting, 

and it is certain that he 'exerted this influence on 

Reinhardt. 

Brahm gave birth to the modern type of player-

educated, cultured, talented, highly restrained, 

understanding rather than feeling "the part," the off-

spring, in fact, of modern intellectual drama. 

Reinhardt went beyond the new tradition, and promoted 

Brahm's modems to ultra-moderns by affording an 

opening to impulse. 

Otto 3rahm, before becoming a director, had been 

a drama critic. He was particularly well versed in 

dramatic literature with his sympathies and interests 
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leaning heavily -towards the new playwrights. 3rahm 
* 

produced these modern plays with carefully selected 

and trained casts. He was insistent in regard to 

perfect understanding of the character the actor was 

to portray, and much stress was laid on bringing the 

author's ideas and meaning to their highest develop-

ment. The company which 3rahm managed an^- of which 

Reinhardt was a member was made up of a group of 

intelligent and cultured individuals who knew how 

to interpret the will of the author. 

Brahm regarded the stage as life and all actors 

as men while Reinhardt took the Shakespearean con-

cept that all the world is a stage and 11 men players. 

Consequently, their working methods and results 
2 k 

differed a great deal. 

To summarize the influence of these three men, 

the most direct influence on Reinhardt would have to 

be Otto Brahm because he discovered and trained the 

young artist in the method of ensemble acting. Craig's 

influence on Reinhardt deals not with the actors in 

the ensemble but in coordinating the scenery and 

lighting so that the background contributes to a 

unified production. And finally the most important, 
jz_ ! 

Ibid., p. 68. 
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from the historical view point, c-nd yet indirect in-

fluence came from the Saxe-Meiningen concept of 

ensemble acting which was a great contribution to 

the art theatre movement. It mi.̂ ht be said, that 

these three men and their ideas influenced Reinhardt 

not as much by what they innovated as by their courage 

to break away from the old traditions. 



CHAPTER IV 

A STUDY OP MAX R3IXHARDI"3 TRSAITOXT-

OP EX3SM3LE aCTING 

It is difficult to give idea of the 
versatility of tfax Reinhardt, r,he .Vizard, as 
he was called in Berlin. whatever he touched 
he made more precious. He had no less than 
seven rehearsals in a morning. He was always 
trying to bring out new plsys, reviving old 
ones, training under-studies end keeping a 
tremendous, ever-changing repertory in two 
theatres intact. 1 

Eva Elise Vora 3aur made this statement in an article 

l n Current Literature. 

Reinhardt's philosophy of acting was that the 
* 

actor should subordinate himself to the spirit or 

mood of the drama and aim before all things to con-

vey that mood to the audience. He should first 

assert the individuality of the play, and thereafter 

his own individuality. This ensemble idea also de-

manded thnt all players concerned in a production 
2 

should submit to the direction of a producer. 

/Jhen Reinna rdt oega.n ^o i ollow the accepted 

principles of modern paintim, that is to consider 
1 
Sva Elise Von :3aur, ";-iax Reinhardt," Current 

Literature LXL (December, 1911), 312. 
2 
Huntly Carter, _£he Theatre of .Max Reinhardt 

(\*ew York, 191*0, p. 13" ~ 

50 



51 

light the primary source of all colors and to make 

use of light for his scenic effects, he laid, the 

final stone in his edifice. Only by the synthesis 

and analysis of all form, through light, did he 

achieve that highest form of expression which was his 

aim: the cooperation of all factors toward a common 

goal. At last it was possible to _"ive to the hard 

outlines of tone, speech, gesture, and motion, that 

flowing smoothness, that vegue, dimly-defined, limit-

less atmosphere which was always startingly effective, 

inasmuch as it distracted the eye from inconsequential 

detail to the infinite whole. Since that invisible 

vibration was present in Rainhardt's conception of 

this world, only he could educate the actor so as to 

adjust him to the total picture. Cf that picture, 

Reihhardt's performances revealed distinctly only that 

which should be visible at the moment. Yet the uni-

form rhythm must not be lost. Only he could fit into 

the ensemble who had experienced within himself how 

an apparently isolated characterization served a 

common end. Reinhardt's success in making this point 

clear to the actor, and in coaxing out of him his 

best qualities, even those most insignificant, was due 

to his ability to force the actor "to work out his 

3 
own salvation." 

Oliver Saylor, Max Reinha-dt and His Theatre 
(New York, 1926), pp. 111-1127 
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i 

The intellectual ensemble did not allow players 

to project their imagin?tion into the characters, but 

compelled them to wor k to a ri'rid pattern sat by the 
r 

producer. Also, it opened the door on abuse by 

encouraging authors to sketch out their plays in 

soulleso talk, leaving them to be filled in by acting. 

Efficient acting was in fact giving rise to a glut 
H-

of bloodless dialogue. 

jj/hat others conceived in theory, tfax Beinhsrdt 

gave birth to in practice. Reinhardt was aware that 

the haphazard education of the actor was responsible 

for the inanities of acting. When he became director 

of the Deutsches Theatre, he inaugurated a school 

wherein budding such'actors as Sysoldt, ;vIossi, and 

Xayocler .night be turned out by the score, pupils 

were put through their preliminary paces, and they 

were taken carefully through all the departments of 

a player's career/) notable feature of 3einhardt's 

school was that it reproduced in miniature his idea 

of co-directorship. According to this idea there 

were an organizer end a number of intelligences who 

separately and togetner imposed this Will on the W 
Huntly Carter, op. cit., p. 69. 
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student. Thus the student in his journey round the 

circle passed from master-mind to master-mind, 

gathering the finest principles of speech and action 

in elocution, posture, dance, gesture, ana grace, till 

the circle of his adventures was complete. Reinhardt's 

policy was to discover talent. He preferred the* raw 

to the finished material and out of the raw he wove 

a piece of fine tapestry which fell harmoniously 

within his general design. 

j Reinhardt considered his work with the actor 

as the most important part of the process of pro-

duction. He dedicated much more time to it than to 

all the rest of the work put together, prom the 

very beginning, he reckoned with his actors, made 

them the basis for elaboration of his dramatic 

figures, permitted his artistic speculations 

occasionally to be influenced by their personalities— 

only of course, when they were individualities. 

Actors of little individuality, he formed and molded 

to fit his vision of the complete play. He studied 

entire roles, sentence oy sentence, with the individual 

actors, or successfully influenced them in the course 

of a conversation-! 

5 
Ibid., p. 135. 
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The secret of the power of his ensemble lay in 

the rigorous training provided the- actors in his 

school of acting and promotion. Sv-̂ ry actor was 

obliged to study every phase of the actor's work. 

He was trained in the correct and effective utterance 

of speech. He was put through the Dalcroze system of 

rhythmic dancing for developing grace in movement and 

coordination. He had to study music enough to appreciate 

it, if not to interpret it. The actor was thoroughly 
/ 

trained in methods of studying drama and its back-

ground. Finally, he was put through every phase of 

the director's work. The result was that the actor 

had a good understanding of the complete work of the 
6 

theatre into which he had to fit his part. 

Reinhardt strived for versatility arid flexibility 

of his acting ensemble. He built up a cast three 

deep, each individual being ready to appear when 

vacancies arose. Since the actor was not trained 

for one particular type of part, but all parts, 

Reinhardt had no trouble in filling vacancies. This 

practice was an outgrowth of his own early methods of 

study when he was an actor under 3rahm at the "Deutsches." "5 
Ibid.., pp. 184-185. 
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Evidences of the versatility and flexl.bility oi 

his ensemble acting were found in many ins tf aces. In 

the two months that Reinhardt w^s in (••Jew York, the 

amazing versatility of his players was clearly de-
7 

monstrated. In the production of Love and Intrigue 

8.1 i.nd in The Living Corpse, flexibility was demonstrated. 

In the first play Helen Thimig was cast for the 

Peasant Luise, and Lili Darvss for the aristocratic 

Lady Milford. In the second production they were 

cast again for the contrasting roles of Lisa and 

Masha, but each in the opposite type of part, and 

each played both parts equally well. Another instance 

of the flexibility of Reinharat's ensemble was that 

of Moissi playing the leading role in Everyman one 

week and of Oberon in n Midsummer Ni~ht *s Dream the 

next week during the first \ew York season. This 

type of training aot only gcve the actor flexibility 

and versatility, but it gave the performance freshness 

and spontaneity.^ 

jpLJntil Reinhardt left Germany in 1921, his acting 

ensemble as he ouilt it up from the first days of his 

directorship remained practically intact. He -̂ ave 

Gilbert Gabriel, "Reinhardt in His Den," Theatre 
Arts Monthly, XII (Anril, 1928), 256. 

S~ 
Ibid., pp. 256-262. 
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them every consideration, an,i he paid thern weli.j Among 

his ensemble were Alexander Moissi, 2m tl Jannirigs, 

Hudolph Schildkrsut, 3rnst Lubitsch, Albert Bassermr?in, 

Max Pallenberg, Faul Wegner, the three Tiimigs, 31se 

Heims, Lili Darvas, Gertrud Sysoldt, ^raer Kraus, 

and later ones, Lady Ulana Manners and Hosamond Pinchot, 

who played the leading parts in the American production 

^ ~?1ne Miracle. Nora Gregor, who played with Doubles 

Fairbanks, Junior, in The Man in Possession, and 

Marlene Dietrich of movie fame were his pupils. Many 

of these actors were in the American moving pictures 

In speaking of the quality of German acting, 

Glenn Hughes said, "The acting of 3mil Jannings, 

Werner Kraus, and Corfrad Veidt (all of the Reinhardt 

family) easily overshadowed the work of any other group 
Q 

of actors in the world." y 

^Reinhardt trained every actor individually. If 

one of them was unable to follow Reinhardt's path 

and chose his own, the master did not object and was 

satisfied at finding him his proper place in the en-

semble. Sometimes he altered the entire work to 
9 
Glenn Kughes, The Story of the Theatre (New York, 

1928), p. 30'+. 
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conform with the actor's work. In such coses, he 

often, stimulated the actor, within his individual 

mods, to achievements of which the latter had lever 

dreamed. He led everyone x,o disclose his innermost 

nature. Reinhardt; forced everyone to give his very 

best. In tne end, everyone, even the least, gave 

aiore thrn he himself believe.. he possessed.]10 

Reinhardt's duty coward the actors consisted in 

obtaining adequate freedom of action for them. 

Nearly all the great actors of Germany belonged to 

his repertory theatres; most of them had been dis-

covered and trained by him. He supported Alexander 

Moissi for years against the violent onslaughts of 

the Berlin critics, who objected to his insufferable 

Italian accent and to his conspicuous lack of talent, 

until he became the greatest actor of the German 

stage. 

It is worth no tin-; that actors who came to 

Reinhardt without name often won a reputation in a 

short time, which tiny agai n lost, as so on as they 

left Reinhardt. por a while what they had learned 

retained its influence, but as soon as they fell into 

Huntly Carter, op. sit., p. 106. 
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the hands £>f other ragisseurs, or- worked without a 

regisseur, a jrs&c port of their power and likewise 

of ^heir fame, was lost."^ 

I Reinhardt tjbs unable to realize fully his 
u 

dramstic conceptions within the compass of his own 

body; therefore, he did so through the bodies of 

others..His suggestive influence on the actor was 

great because the :jctor felt th & t someone we s listening 

to him who was not only a teachor or doctor who could 

help him, out that someone was sitting there below 

who would always oe es carried away as the naive 

public when the actor succeeded."] 

Catharine E. Sibley drew from her own experience 

in the Reinhardt acting ensemble at the Josefstadt 

and states; 

. . . it was through the Inspiration, of 
the actor that the Reinhardt theatre flowered. 
A performer with whom I played on the Viennese 
stage in "Tovarisch" confessed that 'If eny 
other director had had the temerity to show me 
how the role should be played, I would h»ve 
felt insulted. 3ut I am always struck forcibly 
with the fact that I arn witnessing the grestest 
actor in the world. '.•men Reinhardt plays it, 
he plays It with such compelling rightness, 
that for the moment one is unsble to imagine 
how it could possible be pla^yed otherwise. * 

The world knew Reinhardt as the p-reat 
director, but it was Reinhardt the actor who 
created the direction In the first olace. The 

11 
Ibid., p. 106. 
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roles Seinhardt portrayed in his younger 
years were all character parts trv.-t came on 
the stage for a fsw minutes and then wo re 
off forever. Consequently, he must create 
a complete impression, a co.nplete character 
and a'successful one., for he would have no 
second chance to retrieve what he might 
have missed. It was this early training, 
this early necessity to step on the stage 
and, so to speak, strike twelve end then 
vanish, that gave Rsinhardt the per-
spective and the craft in later years to 
show another actor what was wanted in a 
role in exact keynote of voice and minutest 
detail of gesture. 

Reinhardt possessed the happy facility of being 

able to recognize•hidden talent. He discovered and 

developed many prominent actors of this century. The 

idea has been advanced that the reason some of these 

people did not succeed when they left his company was 

because ne was capable of capitalizing on their 

particular talents and also was able to know how to 

13 
conceal their defects. 

T̂»iax Reinhsrdt's working method, if it can be 

put briefly, mi?ht be expressed thus: he studied 

diligently the selected drama, decided on its dominant 

flavor, and then intensified it by every possible 

means. Reinhardt believed that the play lived in the 

emotional response of the audience, not in its cast of 

12 ' 

Catharine I. Sibley, "Memories of A "enius," 
California Monthly CXIII (August, 19^+) o. ^0. 

33 
Huntly Carter, op. cit., p. 106. 
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actors, and. in order to ;ring a. bout that response he 

prepared a Regie 3uch, a tremendous prompt book. 

This Regi.. 2uch vms a wor.cing script which 

Reinhardt prepared for every dr--:ma he produced. It 

contained his ideas in detail how the drama should be 
) 

presented. Sometimes six months, a year, or even a 

longer period of time was spent by Reinhardt in pre-

ps ring his prompt book, for everything had to be 

worked out!"! P 

The notes cover every phase, every 
nuance, every detail of the production--
the gesture of the ^ctor, the tone of voice, 
the movement; the rhythm, and accent of the 
play, the mass arrangement of the setting, 

all the stage business. 1 t" 

^JSeinhardt went about for years with a finished 

or almost finished outline for a production in his 

mind. On occasion--after conferences with the painter, 

the dramatic instructor, the musical advlser--he de-

layed the production again and again. His book of 

stsge directions was about the most thorough example 

of its kind in existence. It represented a complete, 

detailed paraphrase of the pL>y in the stage managers 

^ . , 
Morton Eustis, ;,The Director Takes Command," 

Theatre ,irts Monthly. (March, 1936), 214. 
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language. Everything was taken Into consldersli on, 

* - *•* I 
from the .-nost important feature to the least?} 

The atmosphere of every scene, of evory 
conversation In bh&t scene, of every sentence 
in the conversation. S.rpress IOM, inbor.a t ion, 
every position of the sc~or, every emotion, 
the 1 rilc-jikioa of every interval, the effect 
on the other actors--a.il these details are 
mopped out in clepr, concise words. At the 
beginning of each scene, there is s minute 
description of all the decorations, generally 
accnnpanied by drawings, together* with a sketch 
of the stage with full explanations; there is 
an accurate describpion of the costume for 
every r.3w actor, all the crossings within a 
scene are not only mentioned, but also sketched; 
the lighting and all the changes in the 
illumination are described; there are notes on 
the significance, expression, length, and 
volume of the music; notes on the different 
noises; and notes on the way in which the 
change of scenes is to proceed. 15 

Phis book contained all these elements which have been 

listed. 

After Reinhardt finished this book, he began the 

conferences with the scenic artist, the dramatic 

instructor, the chief technician, and eventually with 

the composer. Relnh&rdt*s manner of dealing with his 

designer differed greatly according to the personality 

of that artist, according to the play, and according 

to his own relation to it. Sometimes Reinhardt gave 

the play to the painter and expected him to give his 

15 
Oliver Sa.ylor, op. cl t., p. 118. 
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own Ideas In regard to the scenery. Then s.pin, 

ReinharJt explained, a rou.rn draft of his pl-sn, or he 

gave the painter a project completely outlined by 

himself. 

Next, the costumes had to' be adapted to the 

character of the play. Pney h.-':d to be harmonious in 

their o.-.n colors. Since the costumes and decorations 

had to be made, Reinhardt found out the details 

of the decorations were best made at "home" wad there-

fore provided his. theatre with Is rge shops, which 
l6 

turned out excellent work. This circumstance of 

his shops alone gave Reinhardt an opportunity to 

experiment freely. 

( Reinhardt• s preparation for the differe.it aspects 

of the production made it possible for him to have the 

kind of environment he needed for his ensemble acting, j 

The rehearsals, of course, had started long 

before—as a rule siraul Iz-.neously with tho execution 

of the decorations. Reinhardt always considered his 

w©rk with the actor as the most important part of the 

process of production. He dedicate much more time to 
17 

it than to all the rest of tne work put together. 
• ^ 

Ibid., p. 119. 
1? 

Ibid., p. 120. 
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f Reinhardt realized th&b one of che "nos t iniportsn b 

and difficult problems that he must face was the costing 

of the play. However, he hsd an unusual talent for 

casting, and under his direction many actors did out-

standing work, which they never repeated under other-

directors. The number of truly significant actors 

associated with him at. various times testified to his 

histrionic perspicuity. -In an article, Actors on 

Acting, Julius 3ab called him a "born actor" and . 

said that his qualities as a director stemmed from 

the fact that "he was an actor who could transcend 

his own physical being to communicate the pi'ay of his 
—• | *j ̂ Q 

imagination to othersj" 

In the 3ermsn theatre it was the custom to retain 

a fairly permanent company of actors. Reinhardt 

followed the German tradition, but he reinforced his 

group by the school which he established at the 

Deutsches Theatre soon after he assumed control. 

Saylor describes his actors thus: 

The group of artists around Reinhardt 
is a growing unit of free, independent 
individuals. Common work binds them from 
production to production. As a unit, how-
ever, they have no organization. Besides 
there is a continuous development and 
transformation. 19 

Toby Cole, Actors on Acting ("Jew York, 19^9)» 
"OD. 2?3-2?4. 

19 
Saylor, op. cit., p. 109. 
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In a-i interview granted to Norton iustis of 

Theatre Arr,s /ionthly, Reinhardt expressed tne follow! ag: 

In citing it is infi -li tely more 
important to {_ez a powerful porsonality to 
fill a role rather then an actor, who, 
photographically, sterns perfectly suited 
to the part. 20 

Reinhardt was famous for unearthing new and un-

known talent. He will always be remembered for his 

unexampled loyalty to che unknown actor. .From first 

to last he helped those who stood looking in at the 

window of the theatre for chances which no one would 

offer them.^ 

^ Reinhardt myde every-actor feel that a small part 

was just as essential to the play and just as worthy 

an object of study as a 1:;rgc one, and that it afforded 

him just as fine an opportunity for good acting and 

good team work. As one way of encouraging this 

fesling Reinhardt assigned experienced players to 

small parts every now and then when they were not 

otherwise engaged. He impressed upon them the dignity 

of doing a small thing well and the importance of 

subordinating the individual to the ensemble effect/^ 

20 
Morton iSustis, on. cit., o. 215. 

2! 
Huntly Carter, op. cit., p. 51. 
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The -usuies of :ieinh;-;rdt • s actors were impressive 
* 

ones. During his long years of production he gathered 

around himself a most; cosmopolitan and cepable company. 

The absence of uhe star s,/stein enabled him to use 

famous and outstanding actors and actresses in minor 

parts as well as in leads. 

.-.11 Reinhardt asked was that every one 
working with him be himself end keep on 
developing his artistic faculties, in order 
that he might become richer-, more expressive 
of what was beautiful in him and more end^ 

more qualified for a stage which lives. 22 

After all the initial meetings with the various 

collaborators had taken place and casting had been 

completed, Reinhardt began his first rehearsals. He 

assumed the all-important role, not only as a member 

of the group but f.s its leader. Reinhardt'3 principle 

of the ensemble was, "no stars, no tricks, no in-

competence, all the players guided by a central figure, 

the director, ull the acting subordinated to a central 
21 

idea, the author's." 

Reinhardt persuaded the actor of his own free will 

to surrender to the ensemble: this power of suggestion 

sprang from the conciseness with which every figure 

stood before his eyes as an effective part of the total 

22 Oliver S'aylor, oo. cit., p. 108. 
23 

Huntly Carter, op. cit., p. 69. 
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picture which hi vjorlwd out with untiria-j zeal. r-hese 

children of his imasiautioa, ?;-jiaĥ x-dt laid before his 

actor during the first rehearsal. 

With the# pati2 nee c nd kasr; souses of c-;n 
Indian, ha sneaked around the actor, :-nd lurod 
hi;n into the mask of the fi" are he represented, 
nourished thus through t:he channels of oil 
his senses with the fooJ prepared for him, the 
actor gradually grew into his task; and, re-
leased in his mind from having give conscious 
support to the whole, he was ,:;ble, by the 
inspired will of his leader, to reach the upper-
most range of his possibilities in materializing 
the role given to him. Knowing that his 
capital would yield him generous returns, every 
actor submitted unconditionally to Reinhs.rdt, 
with the result that the least important actor 
of his ensemble was superior in a sense to the 
best who came from a different school. 2^ 

\̂ *t Hehearsa.ls, Reinhardt was a clown at a given 

moment: in the next a loving sweetheart; in the third, 

a warrior among a hundred others, dven during the 

last twenty-four hours between the dress rehearsal 

and the first performance, he conferred, experimented, 

changed, eliminated certain parts which did not seem 

important or which the actor wasn't able to master 

completely, por him rehearsal did not cease until the 

curtain roset^ 

In regard to Heinhardt's rehearsals, Morton 

Eustis stated 

27_ 
Oliver Saylor, oo. cit., id. 112. 2 5 __ 

Huntly, Carter, on. cit., p. 122. 
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/fetching Hoiahfc.rd; rehe--.;*s? for the first 
time, especially during &h3 ju: ly i.ys of re-
hearsals, was apt to suggest chat he treated 
his actors almost as if the./ wjr-e eu pots, 
controlling every move,merit ,>r.u se.stnre, ths 
slightest change in intone tiou, impros-ilng the 
stamp of his personality on them collectively 
and individually until \:hey vers mplded into 
his own conception of the roles. ;';o 

//hen necessary Beinhardt was known to gs over an 

entire role, sentence by sent~n.ee, viich .-n actor out-

side of rehearsal time, for it: was evide.it that he 

enjoyed rehears!ng nis actors. He responded to their 

emotions as readily as any naive member of tr ie audience 

did during actual•performances. Ashley Dukes com-

mented,' "His rehearsals are prodigiously amusing as 

• 27 

well as exceedingly thorough." 

Slowly and definitely Beinhardt's casts followed 

his every suggestion at rehearsal, for they were 

unable toyresist the almost hypnotic spell their 

director exercised. . At every rehearsal aeinhardfc :nade 

changes ana tried different'effects. Oliver \3eylor 

states, "On the day of the first performance, Beinhardt 

cuts, changes, abandons, so that an atmosphere of most 

intense energy remains and increases up to the final 
p Q 

hour before the curteln rises. 

Morton E'ustis, oo. cit., do. 211-21?. 
2 ? ~ ~ 

Ashley Dukes, "Salzburg in 1926," Theatre Arts 
Monthly, X (November, 192?), 74-5-754. 
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C , i- ~ 
Relnhsrdt, during rshearsal period, pi. yed 

*"* -

every rol-j. He w s 0.1 bhe sic. .e showing oar:- actor 

how he should ^ley a part, speakina the lines with 

a remerkuoly resonant and flexible voice, using his 

hands, his extraordinarily pliable body, every tool 

at an actor's command, to put across his idea; iext 

he was in the orchestra, chanting with the singei'3, 

calling out tho actor *s speeches in unison with them, 

pointing up the sound with h i jji ly expressive gestures. 

He seemed to be ever/where at che seme time. 4e told 

the actor everything, Re i'aha rdt stopped the scene, 

re-enscted it, played every role himself, set the 

movement end the pace. Once more the scene was played. 

Reinhardt was on the stage; he stood beside the actor. 

He laughed with him, exaggerated the cone, over-

emphasized the gestures, seemed almost to force the 

actor by sheer hypnotic power to achieve the desired 

pitch and intensity of inflection and movement. The 

scene was played over 3/aIn. Agein lieinh&rdt watched, 

and this time he was pleased. 

After two weeks of rehearsals, Reinhardt *s 

•performance• was no longer the dominant one. Ke 

Scit cjuiê l̂ - in ^ne -"loom 01 bne auditorium and watched 

the scene u.J"old. Cnee the scene or act was concluded, 
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however, Rsinhsrvit 30CXc3o. Nis UJ'OOTO Li " ^Cmi — 

circle Oil the st'.-jc or goo jmIocI u o .50 u/irou^h w t ̂  

entire scene, tellin" each actor jusr, ..,jior« on in-

f 1ectioj a -T8S curs , A mov e:>ie:'it w3 s wron ?, wh'Jr8 It 

was righ.,; what must be done, and how to do it, tne 

next tiXi-sTj 

Heinh^rdt had tne .oaopiest way of cha.i'.i..:;, 

ill th od W j, til OTIS uTld "She S:--iTie SCtOT du 1' I ng <->O.Q StUG.y 

of the Sonid role. Under conditions whicn forced nj.m 

to do as Heinhardt wished, the director drove the 

actor to desperation, made him Jiscoura^ed, until he 

brought him into the direction he wanted him to 50. 

Then with a c&sual, enthusiastic word of praise, he 

would set the .-ctor on his feet Bgain in such a way 

that he went into the work with stronger intensity 

than before. 

[B^inhardt did not insist always on his own will, 

but often brought out original ideas on the part of 

the actor, born of tne letter's individuality, which 

he then, with renunciation, porrnittsd to super sod his 
?9 

own earlier wish. He did uot prepare for the actor 

a warm or a cold shower-bath or masssTe, but each of 

his rehearsals was like a steam-bath on which the actor 
29 

Huntly Carter, 00. cit., p. 106. 
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went from one to thr. oth^r, cernolai led about his 

treatment, out at ths e..d 1 ?f: the beth with the 

f sol in-- thai- n.j he J boenmo sw raanT̂ j 

/Jho n ?.oi nho rdt oe-'-n rehearsal, ho ~ave to the 

oo.tire ;;roup a picture of ~h ̂  pl-ey. Ho pro t ended not 

to nooice the St.: >,• of leth-.-rjy in "-ihich they usu&lly 

found thern selves end 'pevo them time to "et into tho 

spirit of the play. v;hsn tho actufcl roheorsi'l be -an, 

he indulged the actors, but, as lertrud 3ysoldt said; 

-he minute a sound in tho voice betruys 
our spirit ho nolds to it tenaciously and will 
not lot it 30. Ho torturea us, drives us 
forward, resolves every doubt. Once wo arc 
undor way all our repressions :nel~c aw,;-,/. A 
rhythm of intensity and exhaustions swings us 
into the circle. Reinhardt grasps 2-.3 7,olds 
it. kre 'pive ourselves up to the play. ,./e 
sense our partner, his face, his eyes, his 
hands, his figure, his wooing, his'hostility, 
his hopes, and his strife. Reinhordt brings 
voices into contact, creates distances. He 
keeps up our enthusiasm, forces us beck into 
the beat of rhythm. Cn leaving the scene we 
drop exhausted ieto choirs in the background, 
trying to quiet the tumult within us, so that 
we will not waste it on meaningless objects 
outside th? play in which we live. 30 

dertrud ^'ysoldt was one of his actresses, and 

she arave in this description & picture of Peinhardt's 

powerful energy inciting the energy of the actors. 

Gertrud 2yso 1 dt, "How Reinhardt h'orks With His 
Actors," Thsfit:re ;irts Monthly, y (October, 1925), 318. 
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Phis descript;Ion night see." to suggest that he • 

forced hid will upon his actors. >j-.i thu contrary, he 

insisted 0:1 original ideas born of the Ector's 

individuality. He sonic? ti&eo ch.;n5 sd his motho;i3 with 

a sin:,! 3 i^ctor duri.13 the study of a single part. It 

was his immense suggestive power that ,-r.ade his duccess. 

He wanted actors to be themselves end to develop their 

artistic faculties; he s 1133-33ted to them msbns • ad 

witys. Heinhardt hsd the ability to stir the actor to 

work out his own solvation, but always with a view 

31 
to cooperating with the entire .3roup. 

jfReinhardt was kind arid considerate, especially 

to the jew ond inexperienced actors, but he never left 

a rehearsal until he saw that each one had taken at 

least one step in advance. He expected har.1 work and 

thoroughness from them and unselfish devotion to the 

presentation of the drama as a whole. 

3oth the actors and their acting were the out-

come of thoroughness and reverence for the theatre. 

Tney existeo. for the play; u'ney were.neve' exploited 

as "stars," each ws s a part of th whole, a nd eoch 

IP 
was renearsed as a part of the whole. 

Huntly Carter, op. cit., r>. 106.v 
3 2 ^ — 

_l01 d., p. 1 o 3 • 



72 

This nuto-sr cf the ,-;i 1 .in;n-;ss of zho actor to 

subordinate him3 ilf cad -oil hl-ns *lf into the ensembL 

was, a^odioo,; -.) soy, o.ie of ':•? most important of 

all t.ne elements irevolved in HoInhai dt1 s successful 

product! 

Some of his productions that will be discussed 

ware considered nile j cones i.i his career. 

Trie first iillestji^ -.vos she product!o i of 
jror̂ y fs -he howor Depths, a re.-.lis tic drama, 
deinhardt1 s production gained its unusual 
q.uality Cfjioi ly i rom tee Ccisting. Jne o<_. r t s 
were filled in every eoso by distinguished 
actors, two-thirds of whom h;>d been recently 
discovered by him. fhe interplay was re-
markable, and there was a harmonious rhythm 
behind the whole which :ave to the seoarate 
scenes their extraordinary tempo. 33 P 

£ Midsummer Nlght's Dream was Heinhardt's first 

big ^nakespearean success. Hunt 1 y Carter records : 

It has been played over five hundred 
times and is never long out of the bill. 
This is probably the theatre's record, and 
indeed, too long a life for any production. 
The playing it in repertory, and the constant 
changes of cas (at this perf orm •nce only one 
of the original sccors appeared), have kept it 
as fresh as may be, and the meaning and spirit 
of the production survive well enough; more-
over, to t.ne connoisseur in these things there 
is a certain charm in the easy, well-worn way 
it all goes. 

3 3 

Oliver Saylor, oe. cj_t. , pp. 22-23. 
3^ 

Huntly. Carter, od. cit., p. 186. 
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Thu aocro:; of .!»iiih-; rit *s success in -oroducing 

Shake spea re&.i cornaaios v/u3 duo do t^e face that he 

enjoyed himself. Me eertcdul,/ did so xh3n str. 7I.1 ;• 

jx ;I idsummer d 1 g.n t' s Pro bin. He called ia the- ;̂ id of 

others :*;ho were %dL;so under tne spell of its childlike 

charm, .-.ad so by means of appropriate music, acting, 

Bad dec era:; ion, this delightful fantasy took -erlin 
-a c 

by stor.-fl/ 

The actor's insi-ght and technique of execution, 

the artist's intuition «>.od quick adsorption of form, 

color, and light, sad the irrepressible spirit of 

play=-all contributed to Max Ht«inhardt »s success with 

the as/} version of A Midsummer fight's Dream which 

broke upon the delighted theatre-go?rs of Berlin in 

the early weeks of 1905. 

Oliver Saylor states the following cbout 

Heinhardt's production of a Midsummer light's Dream: 

"It made Heinhardt famous; it inaugurated a new 
36 

period in derman literature." 

Heinhardt's third .milestone was 'Sophocles' 

Oedipus Hex. Hers again was a new world, a new manner 

of direction which made so prodigious an impression 35 
Ibid., pp. 

36 
Oliver Saylor, ojo. clt., p . 3. 
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that this play was orsse-cced not o.Uy 1a lermany out 

37 

also in Scanninavic,, ;iox 1 ti,no.} r'O.i.>-• uci, -j.lU. RUo i>-
v• 

The acting la Cod 1 pus Rex was co.at3-npore.ry. 

There was no attempt to go he,c : so tradition, hut 

everything was brought up to date. 
Rhythm, which is c:r- of the chief 

components of '}reek verse, va«s thore. In 
more than one instance the words were hound 
rhythmically together, arid fell pleasantly 
on the sensitive ear. . . . The handling _ of 
the crowd revealed Sax ;iolahurdt *s methods 
at their best. It was an up-to-date crowd 
composed of individual speakers, a human 
crowd formed of living elements. J 

In regard to these three productions, Oliver 

Baylor makes these comments: 

It is impossible to make any hard and 
fas't statement about a Reinhardt genre based 
on these three productions of wholly dis-
similar plrj/s, of different epochs and 
civilizations. It consists perhaps in his 
remarkable ability to give to a:ch .of these 
presentations i ts peculiar rhythm and by 
means of this rhythm to nold each one into 
a living breathing organism—a thing made 
possible, of course, by the author, bub 
which only a director of genius could 
transfer to the sta-'e with such unimpaired 
vigor. 39 

Reinhardt had many} obherf^product ions, and each . 

in its own way added lustre to his unique reputation 

""""" - -a* — 

Ibid., o. 23. 
3 g 

Muntly Carter, 00. ext., p. 219. 
39 

Oliver gaylor, op. cit., pp. 23-24-. 
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. c ' ' r 

as master of vessel players in cno th3&trQ_jJ Co a-

csrnia ; ;iei-ihardt' 3 ability, Oliver Say lor makes she 

following, a vwfc jxa.'.t/: 
It i.j generally eonce&od thut no 

;nu.i in our own or .nsnior/.bls time hes h^d so 
sure an last! act or so :«a'\:eti c iaf luonoe 

j r re 13 s 3 i n', eve n the :no 3 t 
ine xpe rienced 
.hioitioas and actors from self-conscious 

for rnol-iinr them, no reamer no-// widely thoy 
may be separated o.i stage or in auditorium, 
iato a thro'obing, thri 11 in3, irnpassloned, 
and olascic unity. 

f~ ' # f I ' - ' 

2ven. more/ unders'tandi of the secret of 

Rsinherdt's directorial ;.;saius wore the actors, whose 

performances were the outward expression of Reinhardt's 

artis try ._J lertrud Sysoldt, an actress of Reinhardt's 

for many years, writes: 
There is .a deep meaning in childish play. 

The puzzle column of illustrated papers shows 
pictures with the Words: 'y./nere is the hunter?' 
or •tfhere is the h;re?s I should like to draw 
a picture like this of the actors of the 
Deutsche Theatre, and wri'.,e under it: 'Where is 
Heinhardt?' He is there, make --.o mistake » In 
ethereal form, between the figures on the stage, 
hidden in the trunk of a tree, or in a cloud, 
in the outlines of Moissi, a Wegener, a Hoflich. 
He peeps out of Schilkraut's sleeve, and you see 
his profile in the helpless droop of the head of 
Pallenberg. He is there in the.midst of them. 
They are visible and you see hiai through their 
being. They materialize him. Thus he leads 
a myst Q r| 0 U 3 existence . . . he becomes the 
great magician who plays treasures into our hands. 

Oliver Saylor, "The pity of the v.'eek,«» Saturday 
Review, IV (February, 1928), 567-568. 
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.vith nil his S:J:>.S ;s yi:> r u l i n g tfith conscious 
life, ha frees the senses of the actor. gull 
of emotion, he pcss^ss or: to us li^ht, form, 
color, n:l sound, <~nd re.^cicss at the echo he 
finds in us. It is h;n joy to recroe ho in us 
his own self, multiform, protean. He lives 
in our blood, end deep is the contrast be-
tween hirn and his act or. 

I-hs poet-critic, von Hofmannst.-hl s attempts to 

analyze the secret of those 'vibrations' which every 

artist sensed when creating end playing for Helehi.fdt 

His greet influence upon the develop-
ment of the European ste :e, n the inspiration 
he has been, to playwrights and actors alike, 
give interest to sn inquiry into the hidden 
principles that direct his wor and lead to an 
understanding of that central energy whose 
vibrations have been felt far beyond the shores 
of gurope. . . . This central energy is, in 
truth, the soul of a highly gifted actor, who, 
unable to realize fully his dramatic con-
ceptions within the compass of his own body, 
does so through the bodies of otners. This 
type of genius closely resembles that other 
peculiarly compounded one, the dremetic poet, 
who also is something of an actor. ^ 

In analyzing Heinhardt *s uncanny ability of 

imagination to translate dramatic values into intense 

dramatic effect, von Hofmennstahl points out that he 

was spendthrift, that he was influenced only by a 

principle: 

. . . to get the most out of a play, the 
poet must give elbow-room to the producer, the 

_Z_I 

Ibid.,.oo. 101-103. 
U-2 

Ibid., pp. 53-69. 
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producer to the ector, a the actor ̂ to 
tLi.'j : udi iH'jo ; for o-i 1 y I.. h3 .'> j. • *u. oi 
the audience docs tr.j cir-cl- of refects 
fi tid its co.13 uiftnus t i on. ^3 

I ?rom the foregoing one co... see the co„ou.7nu fclon 

of the 3einh&rdt directorial concept which began In 

the isolation of a siogls ruin's imixrl v. tio1;, as first 

substantiated by rose',rch -).nd the-; enlivened by the 

spirit of ylay, enlarged through the sympathetic 

collaboration of fellow artists in the realm of de-

sign, lighting, musics and dance, and brought into 

dynamic life through the artistry of the actors. 

Through his imagination in the overall production, 

Reinhardt able to accomplish the highest level 

of ensemble acting. ] 

T_3 
Ibid., pp. 73-7^. 
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x — o I aj? .L̂u u* .v OiSi 

3ASSM3L5 hOTIAG 

There is no doubt that Max Heiahardt developed 

the method of ensemble acting to a fine art. To 

enhance the ensemble, he was one of the first directors 

to realize the importance of li^htin-T and to use this 

lighting to emphasize or de-emphasize cerfcaii parts 

of stage, scenery, or even the actors themselves. To 

increase the effectiveness of a single impression of 

the ensemble, Reinhar&t drew sketches of both the 

scenery and the costumes in his Begle Such so that 

no detail would be uncoordinated. 

Huntly Carter certainly summarized this "single 

effect" contribution when he stated: 

Reinherit popularized a whole new approach 
to the theatre. '.Vhen Appia we3 unknown and 
Cri-'ig was being attacked as an impractical 
dreamer-, Reinhardt was presenting production 
after production exemplifying their principle 
of the harmonious emotional union of play 
writings acting, scenery, costume, music and 
dance, and was proving that stylization could 
be commercially successful. 1 

1 . ~ ™ ~ 
Huntly Carter, The Theatre of Max Reinhardt 

(New York, 191'0 * P» 90. 

?8 
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Reinhordt's veates; contribution to ecsomblo * 

set. 1,1.3 v;as hi3 into res :> in ' nd direct ion of the 

actorJ In etch specific role. He took greafc core to 

wor'i wir.n each yciur, f-mous or obscure, so tha b the 

octor could un Loro od a. uooly how -3very sentence, 

word, or gesture shoald oe executed. This 3 re at care 

in ezpleining each j„art resulted in a unified pro-

duction with no stor and 10 r.iugh or loose ends. 

Yet even fchougn he had every do'coil of one play 

organized to an. infinite degree, he had the capacity 

and flexibility DO allow for changes when an actor's 

personality created a problem in acting out a certain 

role. Most of his students and later his actors 

agreed that, although ho insisted upon certain pro-

cedures, he mede every person fee1 that he had 

accomplished something new during each reh tarsal. 

Finally, Reinhardt had the foresight or insight 

to realize chat an actor should know how to perform 

in more than one role in a single play. gven the most 

famous actors learned to accept and portray the small 

roles. phis interchange created 0 spirit of unity 

and cast morale which was hard to explain. 

i'Cot only wss .-.einharat the master of ensemble 

acting, he was also a master of the mechanical asoects 
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of a production. .is 'is devcl. :ped and rei'ined to is 

acting niethod, he also i;r.provod tho affects of the 

previously nz .r.'.ocad mechanics—music, lighting, 

scenery, •: r.d costumes — t o complement the ensemble 

act inc. :~-U3 in a cyclical f>3hioa, the eesemble 

actin- fc..d mechanical aspects of tne play enhance 

each other. 

The ideas of Max -einharit have had a marked 

influence upon themethods of play representstion and 

interpretation all over the country. There was no 

denying that the Eeinhs-rdt's influence was the most 

important and the nost valuable one from the general 

2 
theatrical point of view. 

The author of Continental Statecrafts Ke mebh 

Macdowan, calls Max Aeinhardt "the greatest man of 

3 

the theatre in tnis century. " Macdowan goes on to 

say tna L it was most evident that Reinhardt in his 

prodigious labors in the theatre exerted a vital in-

fluence which was of great proportion and that made 

Itself felt through his disciples and" pupils. 

He was the inspiration = nd instructor of 
many American actors, designers and producers, 
who sought him out in his own country. ^ 

2 
Oliver Say lor, !•! a x 2 ? i nh r d t t ir. His ?h e a t r e 

(New Ytrk, 1926), oc. 92-93- ~ * 
3 
Kenneth, MacGowan, "Ma;-, Reinhardt," Theatre Arts 

Monthly, LV (January, 19 Wf-), 10 7. 
jp 
Ibid., p. 107. 
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In &.i interview published in last:re .'.rts, M'-xly 

Chri stias , •. f«- rou.j a,nl 3..;cc:r-; 3 pui nctrsss paid 

iriou::; i. j h ,-c '"ormor t-~- •clur by ascr Ibl n- the acclaim 

3h v.; o;i el./ i ti:; t h L t 16 TO I v.- _I .-, em -:m oe r ,'.ema oO 

hor c r->i ..I "r u.v.. o r l-'.ux *.eI nhn rd I. 

. ' n o r e .•;-3 r . u d . ' , r c r . v d t r . , C v O r , c p r e e t 
r - o r . i u s . ,'e p i t y».sl .= o r r - n y p - - r t - i - ~ l p i e y e d 
s e v ; - - ; . i i - ' T s x - o : } * ; r o l e s i , ; ?. e i r . p l e y o ^ r . A . i d 
i . i e a c h H e i n i n e r u t _r>v3 u s s o m e t h i c ' we c o u l d 
h a r d l y h a v ; • • - i r . - j d t . n y w n o r o a l s o . He 'CVD US 

e l l oi rz o f h i s - : r e * t u n d e r £ r , . . L i d i n r . -.. id h i s 
s i n c e r i t y vies o o c t c . £ i o u s . AC s in'I w a s f r o m t h e 
h e o r t — n e v e r m s c h a n i c s l l y , m i s w a s f i n e 
p r e p a r a t i o n f o r t . - .e A m e r i c a n l i " . s n t r e . . 5 

H e i n h a r d t ' 3 r e l e n t l e s s e n t h u s i a s m , e n e r g y , a n d 

achievements in his theatric-:?! libers promoted Oliver 

Seylor to write: 

I cen only ssy with the rest of the 
world—that ?eirihardt has without question 
the greatest theatric?! mentality of *sll 
time from the pricticol working; point of 
view. For no one hes produced theatrical 
volume and theatricci quantity in a more 
marvelous way than he, none has taken the 
earlier forms end made them over into terms 
suitable to our times, and made a new lan purple 
out of them for the days in which we live. ° 

3einhardt was iot only a ,«rest artist, but a very 

practical men of che tneetre. To Pei nhardt art was the 

reason for his existence ^nd the existence of the 

theatre and almost of the world. His soirit could not 

5 
Msdy Christians, "M£>: .ei oh&rdt," Theatre Arts 

Monthly, LVI (April, 19^5), 229. 
O' 
Oliver 3aylors cp. cit., p. 96. 
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taught. 

Reinharslt influnn.;:> on ths many 

and varial psrj ;; 3 wio actually sr..;.. in his pro-

duct io lis • OT--.C11 aOre .LJc r;uo. * iJ ̂  

and actresses, uni tne hunurod c:' 

gajsd in the crovid scenes. The a 

stimulus to the cultural movcmoafc in tno big nusic-

hetls—the Palace, Fsllt-diuni, Hi ppcdro.r,e, Coliseum, 

Alhrjibrs, and Smpiro. Here it w^s shown in the im-

provement in scenery and st^ ;e effccts. Boni'J'ss 

this, the entertainments 0rew more a,id -acre refined 

in tone; the old chaotic -scenes wore replaced by 

S 

others which had unity of scheme and decoration. 

The influence that Helnhardt had on the actor 

is stated by Morton Zustis in Theatre Arts; 

Many actors vjho played in 2oi.iharclt»s 
companies have, since the advent of \"azls:n, 
found in America a new home t=nd a renewed 
opportunity, among them 3asserraaru0, Homolka, 
Sokoloff and Elizabeth Berg.ier are best 
known to American screen and theatre audiences, 
v/hat Reinhardt did for the actors of his 

? 
Ludwig Lewisohn, "Max Reinhardt," Nation, 

CXVIII (February, 19?-'0, 190. 
8 
Sheldon Cheney, The Art Theatre (tfew York, 

191?), p. 66. 
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th-? ; o .-ors know in "ull. 
But tno s e who worked with hins, youra; - .id 
old, corned!'-1 • no tragedian, wsro .renorous 
of t'nair appreciation, :fc.ny of them could 
piny V.? 11 only under his direction but those 
wero trie lessor arbis .3 f ;ici not the ones he 
levjd most. fhe others went out into the 
tha^tre of" the world. 9 

y H-v lew > Oliver 

Sty 1 o r rn a k e s t h 3 folio w in; state a o n t: 

More is a na.u, ,;ho, in a career of more 
than a quarter century as rorisssur of Control 
3uropata stages, hcis do no .no re ths.i any single 
living artist for b'12 cause of dramatic 
literature in the theatre, sn ^rtist who has 
stamped his personality and his quicxenin"; 
vision on six stances in 3erlin, tno in Vienna, 
and on playhouses in Salzburg, Munich, Dresden. 
Budapest, Copenhagen, Stockholm, and London. 10 

In regard to Heinhardt's influence on the theatre, 

Thomas Dickinson states: 

3einhardt hr.s hed his full quote? of' the 
qualities of exhlbl tionism .--rid s ensetionalism. 
He has stood at the cross-roads of the world 
and sold his wares, gathered from the museums, 
the studios, the ateliers of the 3ast end West, 
to che passing mul titudes. As cert.-Inly as 
his theatre has been e;reat in lusty vigor and 
technical command it has been lacking in that 
spiritual integrity without which no art 
reacnes its hi.diest levels. When all this has 
been said, we fall to do justice to Reinhardt's 
highest contributions to the Theatre. In freelag 
the theatre from the constraints of literature, 
he brought it to a point at which all the arts 

Morton Austin, "Max deinhardt," Theatre .-rts, 
XXXVIII (January, 1944), 51. 

10 
Oliver Saylor, "The Play of the Week," Saturday 

Heview, IV (aebruary, 1928 ), 484. 
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could wotk to 3 freely he h<,s -Jo ao 
this wnils ck.jlnj. revsro l:, trlouts to '-he 
essential rol-j of poot-co-aposer, for Vo 
has been ts o; tholic li rep •;rtory «s he hos 
b-3on. ski.I ' f ul \n exscuc ion. It is a quesbioi 
whether lisinher-dt is ^he firs!; exponent of c 
ne-v code of theatric---! production or fcha l-'-st 
of the old. ^ 

"Jilbert ?,aori3l s .im.T.erizes beautifully the success 

of Reinhardt*s ease able action in. his article , "Reinha rdi, 

ia His Den." 

Rsinho,rdtss mal i e.-jdsavor was to h-)\re 9 
perfect onserabla of wh] eh ho was the loadsr, 
not the dictator. He wss known all over the 
world for his excellent a c i e n s e m b l e , He 
was a msster of ensemble; the &rt theatres 
have profited by his use o° ensemble. Roinhardt 
built up his ensemble ori the foundation 
established by Brahra wnd tae Duke of ileiningen. 
The success of it was found in Reinhardt • s own. 
personality. His sympathy for the inexperienced 
actor in his earliest days of directing, his 
capacity for detecting instantly desirable 
acting qualities in the individuals and his 
infinite patience in Graining earnest aspirents 
to the stc-ge made it possible to build around 
himself an unusual number of capable artists. 
iio other director had so rnagne Lie an influence 
for releasing the most Inexperienced actor from 
self-coaciousiiesw <.nd inhibitions; for keeping 
trained actors over such long periods of time; 
and for molding throbbing, impassioned musses, 
no matter how much stege or auditorium space 
separated chem, into a plastic unity. 12 

TT 
Thomas H. Dickinson, The Theatre In a Changing 

3urope (New York, 191?) ' ~ * 
12 
Gilbert Gabriel, "Reinhardt in His Den," Theatre 

XII (April, 1928), 256-262. 
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