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CHAPTER I
INTRODUCTION

Modern criticlisms of the tneatre examine among
otherxﬁhings the unity of production. Of ten there
is particular atteation to seemiﬁgly modern aspects
of productioﬁ. These practices of theatre production,
however, were brought to the attention of the world
by men such as Max Relnhardt, Gordon Cralg, 3Staanislevsky,
and others.

To illugtrate this fact, let us exemine in brief
some recent ériticisms by recognized critics in the

United States.

Richard Gilman, critic for the Commnonweal,

states the following about three plays, What Happened,

Barefoot in the Park, and Chips Wlth Zverything:

Gertrude Stein's tiny play, What Happened,
was without any question a minor masterpiece,
more laventive, more high-spirited and more
animate than anything I nave seen receatly at
the higher levels of professionalism. Under
Lawrsnce gornfeld's astute directioan, and with
splendid music by Al Carmines, the work employs
three male singers, a planist and five female
dancers who are called upon for & comblination
of dance, mime, speech, song and capers, and the
best way to descrine it is that it has found
perfect musical equivalents for Gertrude 3tein's
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lncantatory cliche-overturaing language.

A triumph of total theatre, Jhat Heppeaed

was the most hopeful evea this increasingly
desperate pllgrim of the theatrical apocalypse
has witnessed in many a week, month, and even
year,

3arefoot in the Park was & tremendous
success. . . .« Broadway is always feverishly
searching for a play like thls one. . . .
The cast was almost brilliant in its deftness
and ablility to fi1l out comic lines with
exactly illuminating movement.

Arnold Wesker's Chips With Zverything
weas a delightful play. . . . John Dexter,
director has created & pattern of directiom
that could not have been improved upon. It
keeps language Iin balance with movement,
imposes a line of controlled and rhythmic
rhysicality, maintaias a besutifully accurate
pace and offers a sensuous texture which is
g long way from the gimmickry and visual
extravagance of so many 3roadway plays these
days. . . . Dexter's cast 1s a splended
instrument of his will. 3

In the New York Theatre Critics Reviews, Douglas

Watt gives his criticism of the following productions:

Galileo 1s very likely 3ertolt Brecht's
best play. Anthony Quayle gives the title
role the volce and passion a2nd shrewdness it
requires and the others 1ln the very large cast
Johu Hirsch has directed so well rise to the
demands appealing. . . . The pley has been
handsomely set and beautifully costumed to
make the productlon a uanlted performance.

1

Richard Gilman, "The Stage," Commonweal, Ly XIX

(November, 1963), 227.
2

Ibid., p. 226.
3 ,
ulbid., pp. 139-141.,

Douglas Watt, New York Theatre Critic's Reviews,
XXVIII (April, 1967), p. 326.



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

Lee Silver states his view about the performance

of Romeo and Juliet in Theatre Critlics Revliews:

The 3ristol 014 Vict's Romeo and Jullet,
presented at the City Center last nizht 1is
a stylish and eagrossing production., What
distinguishes this Romeo and Juliet is its
well-wrought, well-balanced ensemble performaaces.

These productlons 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 S3urton's Hamlet stands
alone on a "rehearsal" stage almost entirely
populated by a dull band of strolling players
who barely manage to walk throuzh thelr 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. . . . Glelgud neatly
sldesteps iunterpretations, thus giving some
muddy-mettled actors an opportunity to do
thelir imitations of acting with impunity.7

5
6Ibid., p. 338,

lee Silver, "Romeo and Juliet," Theatre (Critics
Reviews, XXVIII (February, 1967), p. 35I.
—— ‘

Gordon Rogoff, "The Stage," Commonweal, LXXX
(May, 1964), p. 177.
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This criticism, positive and aezative, 1is
representative .of a type of criticlsm which is
accepted by the public and teachers of thestre. This
thesis will be an attampt to study the contribution of
Max Reinhardt's ensemble acting which has influenced
such judgments, although Reinhardt hed 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 & blographical sketch

of Max Reianhardt: Huntly Carter, The Theatre of

Max Reinhardt, 1914; Oliver M. 3aylor, Max Reinhardt

" and His Theatre, 1926. A number of articles have

been written about Reinhardt as a director and
producer, but no one has gathered together the material
concerning nis tresatment of ensemble acting. There-
fore, it is the purpose of this thesis to sha that
he made a definite contribution to the thestre through
ensemble acting.

In 1914 Robert zdmond - Joanes, while watching the.

repertory of Max Relnhardt's Deutsches Theatres, be-

came aware of the technique of organizing a production
then known as "the new stazecraft"--the fusion of

acting, liszshting, and setting into a dramatic whole,



A year later he made his professional dsbut in

New York with the successful settlag and costumes

for The Man Who Married & Dumb Hife.

8

Winthrop Ames, B3Broadway producer, also supported

the theory that the American staze has been 1Influenced

by the Zuropean principles wnen he stated:

de are likely nowadays to think of tne
art theatre movement as the work of amateurs
almost exclusively. This is & mistaken notion.
. . It was on the professional stage of New
York that the earliest and most siNnificant
Buropean innovations were iqtroduoed to American
audiences.

One of the men who was responsible for introducing

these Ruropean innovations to America was Max Reinhardt.

/
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 Enzland was at its height,

.—_—_.‘.8’ - ——

Max Rzinhardt comddered his work with the sctor

Lee Simonsoa, "Legacy," The Theatre of Robert

Zdmound Jones (midalﬂtoq, 1958), p. 18.
9

John H. Jenalngs, "Winthrop Ames' potes For The

Perfect Theatre," Educational Theatre Journal, XII
(March, 1960), 9-135.
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as the mosbt lmportant part of the process, and all
of his actors were successful ia the ensemdble. The
art theatres have profited by hils use of ensemble,
and ensemble acting 1is still used today tnroughout
the country.

In order to understand Reinhzrdt's position
among the leading art theatre contributors, it 1is
necessary to examine the seed from which he sprang,
to look at the environmental forces at work in the
molding of hisvview of the theatre,fnot only in the
country of his birth, but also in that of his adoption,
Germany .

For a proper background, material concerning
Meiningea'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 inslght into his methods may help to erase
any doubt about his position among the leaders of
the art theatre movement. His preparation for an
individuel play and the study of the play, his
philosophy in regard to eﬁsemble ecting, hils manarse-
ment and traeining of the actor, his methods of casting
end rehearsals will be studied, and it is hoped that
these methods will help to deéelineate his contribution

to theatre.



Finally, coaclusions willl b2z drewn conceraing
his countribution to the theatre through the susomble.

To understand Relnhardt's contrinhution to the
development of the theatrs, one must first understand
the defianition of ensemble acting. Thls method of
acting has been one of ths most highly pralsed methods
of acting in the theatre for well over two geanerations.
In one guise'or another, 1t has attracted the attention
of many serious theatre studeunts of ths prescent century.
It secems to have been almost unanimously accepted as &
desirable festure of modern play production if one
may Jjudge by the printed opiniouns that have appear=d

/
over the years.
Sheldon Cheney decfines ensemble acting:
As 1t concerans the actors, the scene

bullders, the electriclans anl tns other

workers on the staze, the seurcn for unity

means that they must always be obedicent to

the will of the director, worxkliag

sympathetically, "with aaswering mi

to evoke the one desired impression. The

actor may enjoy & certain latitude of
interpretation, but it must always be with-
in such limitations that it will not

disturb the ensemble as visuzlized by the
artist-director.

- nl
nds, "

10
Sheldon Cheney, "The Most Importsnt Thinr in
the Theatre," Theatre Arts Magazine, I (1917), 168.
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In his book, The Art of acting, John Dolmaun

In the art of acting today--if not
always in "show business"--teamwork (or
team play, as 3ir Henry Irving called 1it)
has becoms o major concern. It is not
that teamwork has become more important
than individuzal acting; it is rather that
the two have become less distinguishable,
znd that the excellence of individual actling
is now more likely to be judged in terms of
teamwork. The best sctor 1s no longer the
one whose temperameatal outbursts, varying
nightly, surprise and startle the other
actors out of their composure, scare nervous
people into hysterics, aad compel tumultuous
applause, interrupting the play, as an escape
valve for emotional tension. It 1s rather
the actor who, in perfect cooperation with
his fellows, can help make & play seem true,
vital, or stirring, night after night, with
sure artistry and flne sincerity.

Most of the prevalling attitudes toward and

definitions of ensemble are stated or implied in the

above quotations, and it is everywhere agreed that

the total effect of the whole takes precedence over

the individual effectiveness of any of the parts.l2
11 T
John Dolman, The Art of Actlng (New York, 1949),
p. 93i2

Ibid., p. 93.



CHAFTER II
MAX REINHARDI: THE MAN

Austria, with its colorful landscape, its
Romanesque, Gothic, Barogue, snd Rococo architeccture,
its castles and monasteries of great'antiquity, its
precious treasure of art, its immortal music, and
its time-rocted appreciation for the theatre is the
soll from wnich Max Reinhardt spranz. He was born
of a genial, pleasure-loving warmhesartasd, scansitive
people. He was reared in a country that foster=d
and developed the fine arts from earlisst times.

For generatlons the Austrian peasants had b=sen
accustomed to some form of acting, from their native
dance to the modern theatre. The theatre of the
Austrians 1s not merely a place of amusement, but

it is the center around which their intellectual
life revolves. "And even to the most frivolous
Vienaese, wno 1s nsver serious a»out anything, the

theatre is holy ground.” 1

1
Oliver if, Saylor, Max Reinhardt aad 4is Theatre
(New York, 1926), p. 32.
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Reinhardt adopted a xorth German envlironment,
Berlin, from which he said that he learned three
things: "(1) The secret of work, which 1s perhsps
more foreign to the Austrian than to any other people
or nation; the pleasure of work which 1is of most de-
cisive importance in art and the theatre. (2) Some-
thing which ouly 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 some 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,
Hauptmenn, Strindberg.” 2 Berlin, the capital of
Prussia, was surrounded with an atmosphere of military
dlscipline.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 accomblishes, that does not put off until
tomorrow what 1t can do today. In contrast to the
Austriansydthe Germans were serious-minded, particulsrly
the North Germans, who took thelr pleasures seriously.
It was not an uncommon sight to see a Jerman thestre
at four o'clock in the afternoon half filled with

2

Oliver M. Saylor, Max Reinherdt and Hls Thestre
(New York, 1926), p. 187.
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people, who, in order to get <ood seats, brought
lunches and walted fdr the plsy to begin and then

sat three or four hours longer throurh a Shakes-
pearean tragedy with genuine eppreclation snd en-
Joyment. It was not uncommon Lo see many of these

same people sit through a lon~ performance of 3opnocles,
Iosen, or Goethe the next night. TIhe statistics of the
German Shakespeare Soclety often showéd as many as
three thousand performances of Shakespeare yearly.
Thelr repertory programs were filled with the classics
of every natlon, and their theatres were filled to the
doors every night.

They had’ & passion for thoroughness and accuracy
unknown in‘any other country. It was this that caused
them to build the much criticized heesvy 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
& heaviness which was in direct contrast to the light-
ness of touch in the art of the Austrians and 3Jouth
Germans.

They had an insatiate thirst for investigating
every new theory and testing it to the limits of its
practicelity. For that reason, extremes in every
movement in drama, acting or stagecraft had been staged
ln the German theatre. For Instence, nowhere was

expressionlsm carried to such extremes. “Xpressionism,
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although it was a world-wide movemeat, was often
called "German expressionlism.”™ 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 expressiou.

Max Relnhardt added many of these qualities to
his own characteristics of enormous, untiring energy;
restless ambition; strong versonality; emotionsl
intellectuality; modesty; sensitiveness to coclor, move-
ment, and sound; delight in dencing and famntasy; and
appreclation 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 qualitles so frequently

*Jabsent in the worker of art.

Born with the Austrian creative impulse &nd
adopting the North German habits of work, Max Relnhardt
entered upon a theatrical field that had buried in it
years of experiment and practice and faced an audlence
which regarded‘the theatre as one of its most vital
educational instltutions, as a refuge from the ills and
woes of l1life and as a2 shrine for spiritual uplift.

Max Relnhardt was boru Max Goldman at Baden near
Vienna on the ninth of September, 1873. He was the son

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

love o the theatre, and at eighteen, after giving

up his banking job, he avidly studied for the

stage under Emil 3urde at the Vienna Conservatorium.3
According to a feature article by John 3. Xennedy

in Collier's Magazine, Max Goldman adopted the name of

Reinhardt because hls parents thought his choice of
profession would bring their ﬁame into disrepute.

Kennedy writes thus of Relnhardt's first pro-
fessional appearance:

Supers with bears were required for a
Germanized performance of Rip Van Winkle,
Max Relnhardt joined the line at the stage
door, was rejected beciuse of his youth,
hurried to a costume shop, hired a gray wig
and beard, made up, returned to the stage
door and was promptly accep-ed.

After playing a short time oa the Viennese stage,
in 1893 Reinhardt appesred in the 3tadt i=satre in
Salzburg. It was cusctomary 1. tnose dars for actors
to buy their parts. Ine larger the pért, the more
i1t cost. As Reinhardt had llttle moncy, he could afford
only the very small old-man-character part in Schillerts
Die Réubesr. It was while he was playing this theatre

3

Huntly Carter, The Theatre of Max Reinhardt
(New Eork, 1914), p. 57.

John B. Kennedy, "Max Reilnhardt," Collier's
Mezazine, LXXXI (January, 1928), 24,
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that Otto Brahm, founder of the Freie “uhne aud the
foremost exponent of naturalism in Germeny, visited
Salzburg. It was here that Otto RBrahm, director of

the Deutsches Theatre at that time, discovered 1n
Reinhardt outstanding material as an lnterpreter 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 hils 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 liperafy movemént which featured
Ibsen, Hauptman, and theiGerman 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 unianspired, productions,
for, on the whole, the Deutsches Theatre was superior
to the other German stages.5

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 & very fruitful one.

5
Huntly Carter, op. cit., p. 58.

et ey
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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 Beaver (Coat, committed suicide, Reinhardt

was ready to play the part and was given the opportunity
to "go on." From that time leading parts were assured
him. "Ibsen's old man Folda, Hauptman's Bzumert in

The Weavers, Tolstoy's Akin 1n The Power of Darkness,

the depraved cablnet maker Engstrand in Ibsen's Ghosts,

the philosophic Mortensgard in Ibsen's Rosmersholm,

the o0ld skipper in Hauptmaan's The 3eaver Fur, the

moody headmaster Stormer in Dreyer's Probationers--

6

these were some of the roles that Reinhardt created.®

Reinhardt also joined the Frele Bﬁhne, a dramatic
institution, which.afforded him opportuaities to play
more and varied roles aﬁd‘tb acquire craftsmanship.
His associatiﬁn with this soclety 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 iunstituting the "after-theatre" theatre,
the intimate revue. This was first performed as a
theatre called the "Brille."

6
Ibid., p. 57.
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The '3rille' was conducted onrivetely

with only members, mostly comedisns and their

friends, being a2llowed to participate in the

sing-songs and the Bohemien entertsinment
dirscted by Reinhardt. It wes hers that

Reinhardt fiprst became obsessed with the 1idee

of intimacy.7
Here he began to work as director snd here he discovered
and trained talented youngz sctors, such as Gertrud
Eysoldt, Rosa Bertens, and Emanuel Reicher and began
gathering about him his world-famous ensemble.

The audiences became too large to be accommodated
in "Die 3rille," so Relnhardt looked for new quarters,
which he found in the K&nsterhaus and which he con-
verted into the "Schall und Rauch"™ ia 1901.

This cabaret alsé 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 Relnhardt's personality znd
capablilities. Carter states, "Vaudeville hsd played
1ts essential part in the lon~ course of preparation
Reinhardt was undergoing. It was necessary thet the
comic not less that the dramatic instinct should be
fully developed in him." 8 Throughout the "Schall
und Rauch" period, Reinhardt remained under the

formative influence of Brahm.

7
8Ibid., p. 40.

Ibido > po LILZQ
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The "schall und Bauch" was transformed in 1902
into an intimate theatre, the Klelnes. Here Reinhardt
inaugurated his career as a producer of serlious plays.

e
Success came rapidly with productions of Strindberg,
Oscar Wilde, wedekind, and Gorky. Oscar Wilde's
Saloms was banned from public performance; but Reinhardt
showed his alertness by doing the play as a private
production‘wlth 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 contain§d the
preclous life-blcocod of artistic inaspiration.® ?

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 tealent for
play-production. In these two theatres, the Kleines
and the Neuss, he produced from 1902 to 1905 an
internatlional repertoire including plays by Tolstoy,
Chekhov, Ibsen, Bjoranson, Lessing, Schiller, Euripides,

Shakespeare, and Shaw.

9
Ibid., po “3.
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Up to this time Relnhardt had been absorbed in
naturalistic acting, but now he changed nis methods
and devoted himself to the realistic revival in
Berlin. According to Saylor, Reinhardt had too clear
an eye, too much imaginatlon,Atoo much inborn lonzing

for movement, change, surprise, to tolerate for any

10
length of time the monotony and drabaness of naturalism.

‘Reinhardt had been trained in RBrahm's school
of reallism and the Frele Bahne's school of naturalism.
He tasted Vallentin's post-naturalism. He~studied
Maeterlinck's and Ibsen's symbolism and 3Shakespeare's
romance, and deéided 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 Mellisande, 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 publisnhed.

10
Oliver M. Saylor, Max Reinhardt and His Theatre
(New York, 1926), p. 41. ‘

em—s
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Reinhardt's initial production of A Midsummer

Night's Dream in 1905 spread his fame throughout

Germany ard gave him his first taste of great success.
It was a revelation. Berlin wzss Jjubilant. Reinhardt
nad not added a word; he had not cut a line. And yet,
1t seemed & new play eatirely. 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 nsturelism.
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 Hungarien melodrama, that could compete with
this or the following Shakespearean productions in

their popular appeal. A Midsummer Nizht's Dream made

_ Reilnhardt famous. It inaugurated & new period in
German 1iterature.ll

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 Lhis famous theatre, Reinhsrdt

established a school for actors from which he pould

11
Ibid., vp. 7-8.



cast his plays snd establish a more or less permanent
repertory company. The repertory system was not new,
but the modern form of Reinhardt's system was not tne
same as the old or "stock"™ one. Carter states,

Tne modern repertory system has a great
advantage over the old systems in being better
organized, and in providing a response to tne
demand by dramatic socletics 1in large cz2atres
for an appropriate expression of the life and
customs of such centres. . . . Perhaps its chiefl
good consists in affording players coanstant
practice in a great number cad voriety of
characters, tnus openliaz up a valueble traluning
ground to them, aad tnereby devcloplng many
remarkable talents; and beyond tnis in develoning
ensemble acting ia the country, whersby the player
is enabled so to project nis part into the
play as to bheccme part of a wnole, and yet so
to project himself into the character which he
is interpreting that his own individuality
becomes merzed in the interpretation.

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. ALt the Deutsches Theatre he turned his
atteation to improvemzat in orgunization--one
of his greatest coatritutions toc the mecdern
art thesatre--to the presentation of and ex-
perimentation with every concelvable type of
play, whether it was realistic, symbolic, ex-
pressionistic, or combinatlious of these types,
inventioa of mechanical devices, and above all
to nis actors.

s

12
Carter, op. cit., pp. 176-180.
13
SaYJ.Or', 9;20 Cit., pp. 42-2'4’30 ?



21

after taking over the Deutsches Theatre, Reinhardt
relinguish=d the Klelass Theatre and'retained the Neues
_Theatre for a ssason longser. At the Deutsches Theatre
ne continusd to widen his policy, and Reinhardt
gradually beran to touch his highest development as a
producer. Here he focused on organizatlion &nd mzde
the theatre a cosmopolitan centre for English, 3elglan,
Austrian, German, Russian, and Scandianavian players.
Reinhardt widened the scope of symbolical representation
and laterpretatioa, and he provided & framework for
plays which was intended to invest realistic forms with
a symbolic meaning, for iustance, two empty thrones
occupying an empty stage, and placed face to face, so
as to suzgest a universe divided against 1tself,
Beinhafdt also stimulated the inventlion of mechanical
devices, which added materially to the resources of
one of the best equlpped theatres in Europe.llL

To get at the problem of creating & more intimate
relation between actor and zudlience, Reinhardt nullt
in 1906 another small thestre, the Xammerspielhaus,
out of the dance hall adjoininz the "Deutsches."

This aualitorium had a seating capacity of only
three hundred people aad a space of only three,feet

b

vetween stage aanl spectators. This hall wlthout

Carter, op. cit., p. 50.
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galleries was beautifully furnished eand elaborstely
decorated. Here Rsinhardt produced plays of new
rlaywrights and plays thst sppealed to & limited,
cultured audience. His main purpose in building the
Kemmersplele was to create 2 new relatlon between the
actor aad his public, between the stage snd the
auditorium, to intensify the contazct, to erect a

15

broader and stronger bridge between the two. Here
he bullt up his mighty acting ensembls by giving in-
experienced actors an opportunity to pley leading parts

before appearing on the stuage of the "Deutsches.™

In his book, Max Reinhardt snd His Theatre,

Saylor states:

Zvery actor of Relinhardt's easemble
knew that 1t was one thing to play st the
Kammersplele, and another to pley at the
Deutsches Tneatre, and something still
different to pley in the Grosses Schausplel-
haus Theatre. What, at the Kaemmerspiele, is
a mere relaxation of the fiungers, must become
& motion of the hand at the Deutsches Thestre,
a lifting of the arm in the Grosses Schauspiel-
haus. A clearly pronounced word at the Xammer-
spilele has no accent at the Deutsches Theatre,
and becgmes a whisper in the Grosses Schsuspiel-
haus. 1

15 .

Saeylor, ovp. cit., p. 148.

16 - :
Ibid., p. 149,
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Reinhardt will always be remembered for nls unexanpled
loyalty to the unknown actor. From first to last he
helped those who stood looking in at the window of the
théatre for chances wnich no onz would offer them.l7

The two theatres, Deutscnes and Kammersplclhaus,
where tne actors performed had three points of gzensral
interest. They were examples of theatres run on a very
successful commeréial and artistic naesis, perfactly
equipred and organiéed, and efficiently worksd on the
repertory system. The chief historical importance of
the Deutsches Theatre was that 1t was a privats tneatre,
not a subsidized one. It was a coavincing proof that
it was possible to conduct a theatre on artistic lines,
although the other theatres operated solely for mouey.
The Deutsches was really the intermediate theatre,
which demonstratéd that it was possinle to conduct a
paylng theatre on artistic lines. Qune of Reinhardt's
first ilanovations:in the Deutsches Thestre was ths
revolving stage, witn its ondless possibilities.
Another outstanding feature was the ingeunlocus mechaanicsl
contrivances by whicn electricity wss extensively drawn
upon in a well-orgaaizad lishting system. The lichting

systam at the "eutsches attractsd attzaantion evarywhere.lS

17
18Car~ter, op. cit., p. 51.
Inid., p. 177.
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The idea of intimecy 1in the very small house
made Relinhardt want to experiment with a similar re-
laztionship in the very large theatre. He was also
thinking in terms of the Greek theatre. Consequently,
in 1910, he coaverted the Ciréus Scnumann intoc a huge
arena theatre. At one end of this bullding he erected
the froat of a temple before which actors in gr=at
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 Gresk
tragedy andtworked out his famous pfoductions"cf

Sumurun and The Miracle, which he presented in Loandon

the following year and later in America; these pro-
ductions turned the eyes of the world toward the
German theatre.

The war interfered with nis plens for bullding a
"Theatre of the five thousand." With the coming of
pesce, however, tnls gresat new theatre bagen to take
shape. In 1920, he opened the Grosses 3Schausplelhaus
to throngs of warworn, theatre-hungry people in Germany

and to directors and critics from all over the worldfiﬁr

19
Seylor, op. cit., pp. 153-155.



Reinhardt's aim in buildingz tne Srosses
Schauspielhaus was not to dethrone the existing
theatre forms, the Deutsches and the Kammersplele.
His desire was to have stages which could be used
whare that thestre form dild not suffice. He intended
for the performances in the Grossss 3chausplelhaus to
be scmetanlng festive--out of the ordinary. |

Reinhardt's theatres did not cesse with his Berlin
thesatres, which he left to their own resources in 1921,
for wherever Reinhardt went, he took the theatre with
him(zo In his theatres, Reinhardt's ambition was to
show life in all its maanifeststions. His aim was to
create and place the best theatrical art obtainable
which was the combined art of the dramatist, stsage
director, palnter, musicilan, and actor. However, he
considered the actor the center and cornerstone of
theatricel art.

The scope of Reinhardt's activities seemesd un-
limited. He was tne filrst German producer who was
ever invited to produce plsys in forelga countries.

He produced plays by writers of every country.

Z0
Ibid., p. 149.
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Reinhardt was not a maa of one idea, although
most certainly & maa of one purposa. Style, @s such,
never nad an agpeal for nim. Relinhardt was acver a
follower of the realistic, the impressionilstic, or the
Aexpressionistic style; he took points from esch of
them, and he molded them to his own use. Just be-
cause of that, he, on his part, gave 2 ~reat deal of
stimulus to the art movement. i s S B
It was 1impossible 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 realtist
one day, & stylist the next dey, and both at the same
time on the day after. The only thing that he really
sought was to show life in sll its manifestations, its
roundness, 1its movemeat, 1ts colors, and its music.
delnhardt's material was the theatre. Not
the dramatist alone, not the actor; neither
of the two must dominate. Tae poet's work and
the actor; the latter's dynamic power and his
reserve, his volce znd his silence; and music;
and palntiags; and dencing; and the bullding,
with all 1its poteatial qualities; and the
audience, with all its sensitiveness. All
these made up his materizl.

Relnhardt iatroducsd innumerable stage devices

and lighting appliances, but they slweys remained

21

Carter, op. cit., p. 54. ‘
22

Ivid., p. 80/
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strictly subordinsted to the orgenic necessitles
of the play, and were never peranltted to deteriorate
into tricks and stunts. 1In some of the comedles of
MoliSFG and Shekespezre he used curved bridges,
gangways, passazes, stalrs, to accentuate movementis,
utilizing all three dimensions of the spsce at his
disposal. However, Reinhardt's vision was not obscured
by his own mechanical devices, by his runways, steps,
bridzes, revolving stsges, aprons, spotlignhts, aand the
1ike. He was the past master of staze mechanlcs, but
he never permitted his tools to mester him.
Relnhardt's importance as & producer comprised
several factors: he bullt the theatre on its own
true foundations; he mastered, in the widest sense,
his materiel--~-the theatre; he found z new and
individuasl connection witn the drazmetistts work. He
succecded in expressing his own personality and his
own experiences in the creation of a rezl world.23
In regard to Reinhardt as a producsr, Cartsr
states the following:
It may be that no definite style will
remain which one can call 'Reinnhardt style!
only because every one of his works has a
style of 1ts own, 1ts inherent style.

<3
Ibid.’ pl 88.
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In 211 probability, this will e the style

of the future: & style concelved from out

of the individualicy of the work and 1its
zuthor, a style created by disregard of
trudition. Today, Relnherdt is tne most
powerful creator of the 'living theatre.'

He is not sn academic maaazer, nor the
vainglorious tyrant who refuses to acknow-
ledge the independent individuality of an
sctor. But he yilelds to that individuslity
only in the service of ‘the ensemble, to wnich
he gives his own individual stamp and thet of
the srt of the theatre, an art which he '
slevated from oEe that serveés to one that
reignus. o« o . 2 -

Max Reinhardt was one of the most picturesqué
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
vlays, the style of production, actiag techniques, and
even in the sslectlon of theatres.

Professor Friedrich von der Leyen of Germany had
this to say sbout Reinhardt:

EZvery one of Relnnardt's performances

that I have seen stands out Ln my memory.

The dering joy with which he masters new

problems, manifold in character and al-

ways growing in difficulty; the genuine effort

he devotes to solving every ons of them, from

the standpoint of 1its individusl laws =nd

claims-~these traits must refresh every

spectator. It 1s not ia Reinhardt's nature
ever to rest on his laurels or to do egnythning

24
& I b i d_ .y p . 3 2 7 .
= e
// Toby Cole and Helen Krich Chinoy, Actors on

/Acting (New York, 1949), pp. 273-274.
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without giving it full care ~ad attention.
He has his own wey of zssimilsting end
studyinz end carefully workinz out every
sceae and every line of a play. The great
number of i1deas we owe to nim hss always
bean elucidating, never confusing. He

more tnan satisflies the claims of ths
moderns; his art threw & new and surprising
light on the classics whichn fillsg us with
curiosity end admiration. . .

Hquatly Carter in his book, The Theatre of Max

Reinhardt, sald:

It seems as thoush Zelnhardt hes never
conasidzsred a plece unplayable. The more
difficult the play to b= produced, the mnore
boldly he has emerged. He embodies, 1a fact,
the modern militant spirit - & spirit marked
by audacity and fizhting force. Lo ones in
this century has expressed this spirit in
the theatre more persistently and thorouznly,
exhibiting a certaln kxind of uncheined eunerzgy
that made progress meteoric but certain. As
a dynamic figure, as & revolutlonary wno has
fired all cultural points in & vigorous en-
deavor to exalt tne Will of the Thesatre, where
of recent years emotioanless intellect hes
alone peen enshrined, in his effort to bring
himself face to fece with 8 new theatrical
world . . . he probablg 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

26

Professor Friedrich von Der leyen, (Cliver

Saylor's lMax Reinnerdt zad His Theatre (Kew York,
1926)é7p- 333

Carter, op. cit., pp. 46-47,
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the greatest theafrlicel mentelity of 211

time from the preécticel working point of

view. PFor co one hos produced volwne

and ctheatriczl quantity iIn & more marvelous

way than he 2u

Reinhardt's purpose was to snow life in &1l 1its
manifestaetions. He sought to gilve every play 1its
individual charscter, style, and 1ts own atmosphere.
Reinherdt conslidered the actor tne most important part
of & production, and ne wanted sbove. z2ll to have a

perfact ensemble of which he was the lezder, not the

dictator.

28
Sayler, op. cit., p. 96.



CHAPTZR III
INFLUENCES ON REINHARDI

Saxe-Meinlagen

Georg II, Duke of 3axe-Melninsemn, 1s generally
conceded to have been the first to zive ensemble
WOrK pre-sminent consideration in the thesctre. Jith
his director, Ludwlyg Chronegk, and his wife, the
former actress, =llen Franz, he estanlished in tne
minor priancipality of 3axe-Melnlagen a compeny which
focused world-wide attention on ensemoale acting. In
1874 the troupe went to Berlia, whsere it created a
sensation witn 1its productions marked by excsllent
ensemble playing, by historical accuracy in costumiug,
and by an artistic and vital interrelationship be-
tween the movements of the actors and the decor.

Melningen's concepts of eunsemdle acting were
revolutionary ia his day, and they burst like an
electric storm in & theatrical climete which was

concerned almost exclusively up until that time with

the oproblems of the 1landividugl actor. True, there

31
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were in Zurope other men who were dissatisfied with
the existing state of the theatre, but here suddenly
was an actlve group dedicated to doing something
about 1it. 1In an article entitled "The Actor 1a 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 unfoldiag of the story. (2)

. « The actor must rnever stand dsad cgntor,
di“ectly 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 prompterts box, from the foob-
lights to the background, should be considered
by the actor merely as a passaze-way from right
to left or vice-versa; otherwise, he has no
business there. (&) Likewise, two actors
should avoid standing in similar relatioa 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 gesture
give the impression of wearing some costume the
wardrobe mistress has just handed him; one must not
be reminded of a costume ball or & carnival.

His artistic nature sought new and distinctively

- modern expression. In a letter addressed to his

Intendent in 1862 Duke Georz expressed the philosophy

1
Toby Cole and Helen Krich Chinoy, actors on Acting
(New York, 1949), p. 265, T
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which gulded his stage craft.
Artists are nothiaz; srt alone has

worth; that is to say, only the artist who

promotes art as such for the benefit of

mankind is worth our support. OCn 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.

Melningen outlined his new directorial concepts--
concepts which would give to the mise en scene a
verisimilitude that had not been known before.

Much of what Meiningen sald sounds naive and
childishly simple today; but it must be remembered
that practically every one of thess ideas was in
direct violation of some existing tradition of the
time, and that, taken as a wnole, they represent
one of the most dariang revolutions in the history
of the theatre. Melningen's couacept 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 aot iavolve any of the more
sopnisticated 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 beean so severe and so complate.

2
Max Grube, The Story of ths Meininger (Florida,
1964), p. 1.
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Lee Simonson writes enthusiastically of the Duke
of 3Saxe-Melningen:

4is career lnaugurated a new epoch in
theatrical production and made the subsequent
development of modern stage craft possible
because he coanviaced every important director
in Zurcpe 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 tne actor do?' . . . the dynamnic re-
lation of a moblle actor and an immobile
setting in continuocus lanteraction was an
accepted axiom.

The following tribute to Duke Georg II appears
1n the introduction to the University of Miami's
edition of Grube's book:

If the Duke of 3axe-Meiningea did not
Inaugurate Tweatieth CZentury staze craft
nimself, he may be considered the most
significant influence on thoss directors who
did. He made every ZIuropean director conscious
that scenery must be designed to fit the move-
ments of actors, that costumes, properties,
lighting must countribute to the creation of the
mood and atmosphere of the stage plcture; and
that no detall of interpretation or stage
business was so smell that it was not worth
careful research, plaaaning and rehearsal. . . .
Duke Georg II established the supremacy in the
modern theatre of the Rezisseur--the dirsctor
who unifies the production through his complete
control  of every moment of the actor's inter-
pretation and movements, and every detail oﬁ
setting, lighting, costuming, aad make-up.

mi‘“‘—ﬂ.‘”-‘---““i— T e T P S e .

Lee Simonson, The Stage Is 3et (New York, 1932),
p. 272. "‘
u -
Max Grube, ov. cit., p. xi.
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After their iailtial conguest of Berlin in 1874 the
company performed throuzhout Germany. wnherever they
went they became the iusplration for theatrical reforn.

An example of Meinlingen's success was found in

Twelfth Nlght. PFritz rFreiherr von (Ostial wrltes:

The performance of Twelfth Night staged
by Julius Diez, from the Meiningean school,
showed in an exemplary manaer just what the
Artists' Theatre can do. The whole thing was
an artistic unity in the finest style and the
work of the paiunter was indissolubly mingled
with that of the regisseur, The most beautiful
and artistic pictures coincided exactly with the
best scenes of the performence. The individual
figures stood out in a wonderfully plastic manaer,
and one thing in particular was typical: the
whole procession of pictures appeared colorful,
indeed sumptuous, 1in spite of the simplification
and stylization of the scene. There was mo
puritanical restraint to annoy. There was,
indeed, as much illusion as if offered by the
richest of naturalistic prcductions of th=s
previous theatrical style. 5

Many managers aand reglsseurs have tried their hand
at Shakespeare's zalily colored carnival piece Twelfth
Night, and the Meiulagen school came closest to per-
fection. And so, for the first time, Shakespears's

Twelfth Night was seen in pictures of radiant beauty;

was seen for the first time also in the flow of 1life,

the wealth of wit, the brilliance and abandon of the
6

separate scenes harmoniously and artistically blended.

Fritz Frelherr von Ostini, ~uchs' Revolution
in the Theatre (New York, 1959), p. 198.
: ) T
Ibid., p. 199.




The great contribution of the Meinlamen Company
was in their understandinz and perfectinz of the
ensemble, rather thaa 1a coacern for the individual
actor's problems. Their innovstions preparsed the way
for the development of naturslistic acting.

The artistic influence exerted upon the Jerman
stage by the company of actors in the service and
under the direction of Duke of Saxe-Melninzsa, at the
Melningen Theatre, wéas at its heizht between 1874 and
1890, Carefully organized »y the Duke of Saxe-
Melniazen, the company sought to ostain effects by
minute reallism, and zimed to make the scecune and every-
thing in 1t a reproduction of historical correctness.
The company contributad to the Cerman stage improve-
ments in crowd effects, speech, scenery and decoration,
and avbove all in attaining an extraordinary perfection
of ensemble.

The Duke of Saxs-Meininsen thoroughly organized and
managed his own famous tneatre; he gathered tozether
a really first-class troupe of pleysrs; he dirscted
the productions, and ne designed the costumeé and
sczanery; he brouzht the acting more into harmony
with the scenery; in fact, he had 2 true apprehsazion

iy

o scuale and scting ensemble, as well &as the ability



to do everything himself. In additlion to the reform
of the sceune, the Melinlagcers galned a great reputation
for their reform of speech and the stage-crowd. The
Duke would make elaborate drawings for verious scenes
in order to indicate dynamic movemsnt on the stage.
Each play was given its individuel settlings, costumes,
and nhistorical mode. Rehearsals were extensive and
detailed, with the Duke 1n cherge of the overall
production, his wife, the former actress 3Zllen Franz,
responsible for the iaterpretation of lines, aad
Chronegk acting as tne stage-manager and disciplinarian.
Tne Mainingers really formed & compeny of
SpEeaKers. Evéry memoer was an artist in this respect.
The dialogue of the drima was spoken by each so that
it could be heard and understood. Duke JGeorg handled
the stage-crowds well; he apzeared to have understood
their composition. He was occupied with the classic
crowd, which under his directilon indeed formsd a
Greek chorus. It ned g mental unity zad spoke and
acted as one person. The Meiningea Company travelled

about Germany and baglaand, creating a tradition.7

7
Toby Cole and Helen Xrich Chinoy, Actors on
Actinz (New York, 1943), p. 254,
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However, the classicel steadard was not maia-
tained at all. Max Relnnardt learned & grsoat deal
from the MNelugers' methods of handling a crowd, but
he also followed its fresh courage in breaking away
from tradition.8 Nevertheless, Reinhardt's alm was
the same as that of the Meiningen company:

To assure every dramatic action its full
poetic rights by giviang 1t &n aporopriate scenic
frame, with the result that the performanc= of
every drama ls an individual and harmonious
workx of art. Hls means, however, were different.
The assistance of other arts was sought by the
Melningers to create & *natural' atmosphere
throuzn faithful representatioan of ths outside
world., 3Rz2inhardt on the other hand, claimed
tneir ald, not to create freality,® dut to
assist him in endowlng the inner spirit of a
play with life and visible form, by trans-
forming tne outer aspects, by ziving them a
deeper expressivensss thaa 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

9
Oliver Ssylor, Mox Reinhardt and His Theatre
(New York, 1926), ». 323.




Gordon Craig

The name of Gordon Clralg signifies 1lnnovations
in stage productioca and desiza. Less successful in
his actual practice thnan in nis theories and dreams,
Cralyz aevertheless set forth idcals which liveratad
the theatre from the detalled imitatlon of surface
reallty prevalent at the end of the nilneteenth
century. Modern theatricel designers owe much to the
stimulus which Crsig zave tc a fresh vision of theatre
at the turn of the century.

Cralg appeared on the stege from hils youth,
and from all reports ne wzs & talented actor whose
services were/wanted by many menagers. However, (Craig
was on fire to revolutionize the stare, and he turned

to production and stage design. He became much

©]

admired throughout Zurope for his simplified, evocative
design and staging. He created designs for 3rahnm in
Germaqay. Max Relinhardt adopted many of Craig's
ideas.lo

However, Huntly Carter takess a differsnt view

about Cralg's ianfluence on einhardt:

We have heard a great deal about Gordon
Cralg's iafluence on the artistic development

10
Toby Cole and Helen Krich Chinoy, op. cit.,
p. 353.



of the German Tnestre, and more especliaelly
on the work of iax Ielnhardt . . . Cralz
contends that his influence nas been con-
sideravle and not always acknowledged . . .
Perhaps the cnarge aieinst Relnnardt is not
altogether just; for, as facts can show,
there 1s little resemblance between his work
and Crai%'s, and there have oeen acknowledz-
ments. 1

Sheldon Cheney in hils book The Art Theatre states,

"The man who has profitad most by Cralg's 1deas, who

1

took them up and acclaimed them to a practical world
was Max Reinhardt."® 1z

Relnhardt was mors practical than Craly, and he
modified tne genlus' ideas that art is reached only
by long periods of contemplation and leungthy, de-
tailed, and arduous expveriment and tralaing nefore
the actual production. keinhardt dlgested Craig's
ldess and then went logically in a utilitarian
method to the best compromise possible., According
to George J. nathan, "Relnhardt with Papa Craicg
peeping over his shoulder, brought more actusl life

to the stage than any other practicing director of

his time. He was Gordon Craig's Paul." 13
11
Huntly Carter, op. cit., pp. 90-91.
12 -

Sheldon Chensy, The Art Theatre (lew York,
1925)) p. 51.
13

George J. Natnan, "The Other Incomparable Max,"
American Mercury (New York, 1925), p. 61.
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In maay of the Zeinnardt

influence was plainly visible. The wWintar's Tale

may be cited as a specific example ia that great

stress was put on the proportions of tre figures and
the settings. Zven Hugo von Hoffmaunsthsl, one of
Reinhardt's closest 2ssocilaves eckaowledged Reinnerdt's
debt to Gordon Craig:

He legrned mucn from Gordon Cralg,
that lonely piou=zer, whose dream was (o
control the scena by mzans of chonglnag
light and to create an ever-shifting maze
of color, form and motion. He learned
much but only in order to create out of
wnat he learned somethling newer, mors
powerful, better sulted to th=z practical
theatre,

On the contrary, Carter states a different ,
view on Cralg's influeace on Rcinhardt. "There was
a great deal of artistic work golng on 1in the Germaa
Theatre bvefore Gordon Cralg arrived. Though Zermans

are ready to admitv that there are some traces of

Cralg 1ia Relnnardt's production of The Winter's Tele,

there can scarcely be any in Pelleas zud Melisande,

n

eclng that this plece was produced long befors Craig's

1
vislit to Jermsny.® 2 Carter, also, contends that

3ranm was the flrst Jerman manager who tried to anply

S ol " o " o Tt (i o s it i - et e o .

14
"A World Theetre Jeclius," Literary Digest,
XLIV (February, 1922), 30-31.
15
Carter, op. cit., p. 92.
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Craig's ideas and witnout success., The only two
sets of scenery designed by Cralg nimselfl for the
serman Theatre were done for Brahm. Bobth plays were
failures; therefore, caly a few detalls of Craigt's
artistic methods and stlll fewer of his designs are

-

likely to have influenced the jerman style., (Cralg's

(99

influence does nobt zppear to have gone beyond the use

Py

of curteains, experimeats in lighting, and iaviting
the artist to aid the producsr. Huntly Carter adnlits

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

g
s s . 16
very widespread reform.

Oliver 3Saylor hes this to say #bout Jordon Cralg:

Gordon Creig, at the beginnlag of his
career, was & great iastizator, perhaps also
an ardent teacher, but although he comes from
famous stage stock, nhns is no "actor," if we
use this term not only ia its ususl meanling
but also literally &s & man of action., Jorst
of all, he is no orgenizer, and tha theatre
requires orgaenization and action just as much
as ianspiration and art if it is to flourish.

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

cussed 1in Mordecal Gorelik's book New Theatres for 01l4d.

"Gordon Cralg expressed the desire to rid the stage of
actors. Fluding the human actor too unreliabls a

medium, Cralg wanted to replace him with an Uber-

marionette, or puppet figure of a2 superior typs." 18
16 T
Ibid., pp. 92-93.
17 /
Saylor, op. cit., p. 45,
18 - T

Mordecel Gorelik, .2w Theatres for Qld {ew York,
1962), p. 23.
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Craig's commenis on acting from the controversisl
"actor and the Uber-Marionestte™ sugeest that the actor
can bescome an originzl creator when he 1s unfettered
by the words and ideuxs of writers, vernaps as the
commedia dell' art was . . . Cralzg states, the theatre
will continue its srowtn zad sctors will continue for
some years to hinder its development. They must
create for themselves a new form of acting, con-
sistiag for the mala part of symbolical gesture. To-
day tney impersonete snd laterpret; tomorrow ﬁhey
must repreéent and interpret; aad the third day
they must creats. 3y this means style msy return . ..0 19

Arthur Hopkians'! article in Saylor's book, Hax

Reinnardt snd His Theatre, states his opinion of

Cralg's influence on Reinhardt:

There 1s at least one level head in
Zurove, and 1t sits on the snhoulders of one
Max Relunhardt of the Deutsches Theatrs, Berlin.,
He nas swallowed Creig, but he has digested
nim. He knows just now far to go with him.
He knows where to dismiss Craig and ravert
to realism. To my mind, Reinhardt doces 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 1t ia
such a way that 1t 1s not golag to kill tne

19
Edward Gordon Cralg, "The actor and the Ueber-
Marionette," Oa the Art of tne Thsatre (Chicago, 1911),
p. 54.
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lines. Y& makss his effect bvslonzg. ey
are not drarzed in. They are not zlariagly
apparsnt. A little of Craly zoes a 1o way,
and Reinhardt knows now to use hin. 0

Gordon Cralg develcped tne idea of & lneztre

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

€]

pluys accordiag to his

without interfer=ace, produc

3 o

own high standard of dramatic art. However, he dlid
not succeed ia "uilding the theatre.

Since he was not successful 2s a producer, he
turned to writing. He wrote a aumn»er of books and
published several pericdicals cn the theatre which
show the sextremely poetic nature of his idess. Crailg
believed the theatre was iaferior to what 1t might e
he wanted the world to recoznize the fact that there
was such a thing as an "Art of the Theatre." He felt
that the theatre neseded stzndards such as other arts
had, and he objected streauously to the dominance of
theatre by the human persoaality of the acter. Craig
advocated unity of production under one men, and he
thought there should be a school, wnere the art of
the theatre might be studied in all its aspects.

Gordon Cralg was wn important figure in tne

. , .. 21
theatre, and he did iafluence Reinhardit.

20
Saylor, op. clt., p. 339.
21

Toby Cole aad Helen Xrich Chinoy, op. clit.,
p. 353. :
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Otto 3rahm

Branm came into active coonerstion with the
work of the thsatre at & moment when Gsrmany wWos
bogianing to manlfest & remarxkable literary activity,
and wnen the drama was once morc »exianing to command
chief interest in Germsay. His counbtribution to the
mecdera theatre was indeed ensemble actlag derived
from the Melningers. Soon after becomliag one of the
leaders of the Frels BShne, he was agpnointed director
of the Deutsche Theatre, wherse he rzmained ten yzars,
till 1904, when he beceme director of the Lessziay
Theatre. At the Deutsches Theatre, he obtained full
scope for apolying his reforms. It was nere thet
Reinhardt ceme under 3rahm's ianfluence and derived
idesas gf ensemble acting. Under 2rinm's diroction,
every player was deprived“of his mere stapge personality
and was subjected to the will of the author.21

He surrounded himself with a grouvp of modern and
cultured men and women, who not only could play the
parts allotted to them, bul knew how fo subordinate
themselves to the main iaterest of the pilecs, and

thoroughly understooed the latellectual charscter of

that wnicn tney werse interpreting. 4 contrast to

21
_I.bld.c, ppo 58-59.

.



this was the Londoa stuze, where holl the modern
plays were interpreted by actors who did unot under-
stand wn.t they were 3dolag and savinzg.

arl Hagemann in his documented Raexls stated,

"All the activities of the theatre ars group activities

. 22
and the art of the Stage is the Art of Znsemble.™

It was on tne apvlicetion  thesa two principles,
thea, thset Brahm rose to fame. Brahm reached a per-
fection ensemble nsver Hefore attalaed, and he
gathered towether & dody of players who acted har-

monlously togetner and act into each other's hands.

They coasidersd & play as a whols and 2llowed uo
pert of 1t to protrude. In fact, they zave it a
collective individuality and gulickensd it with the
collective Will of thne Theatrs, so far as the Will
was expressad under the Arahm system.

amdle

b
The ¢

]
s
n

Tnere wzs 10 over-emphasis

—~

system was an 1lmmenss advance oa the ons-man system
ia Zazlande--a syst under which stars bulged over
the footlishts, aad players were taugnt to fi~at for

)
the center of the taﬁe.“s

22

s
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et

Brahm never hositacted to advence very small

part peovle in importsnt rvarts, cad in dolag so he

bt

discovercd many »nlaysrs of taleat.

30 it was $tto 2rahm, the founder of the Frels
Bzhne, wno siagled out Max Ieinhardt as possessing
extraordinary talent the first time he saw nim ser-
forning bt 3wlzoursg. de trainsd the young amateur
at the Deutsches Theatre untll the time when Relnnardt
felt the aced of bdreaking awsy from nis old mester.
Irahm?'s grest coutri-utica to ths thectre 1s ssid to
be his 1lufluence on cnsamble :sychclo:ical acting,
and it 1is certalia that he 'exerted this influeancs on
Relnnardt.

Branm gzve birth to the modern type of player--
educated, cultured, talented, nizhly restrained,
understanding ratner then feeling "the part,” the off-
spring, ia fact, of modern iantellectual drama.
Reinhardt weat beyond tne nsw traditioa, axnd promotad
Branm's moderns to ultra-moderns by affording an
openiang to impulse.

Otto Brahm, bvefore bzcominy a director, had been
a drema critic. He was particularly well versed in

dramatic literature witn his sympathies and ianterests
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lsaniar heovily -towards the new playwrizht

L

produced tnsse modera pleys with carefully seloctad

3raenm

w
.

and trained casts. He was lnsistoent in rezard to

perfect understaading of fae character the actor was
to portray, and much stress was leld on oringin~ the
author's ideas and meanlas to tnelir hizghest develop-
ment. The company which Brahm manzred and of which
Reinherdt was a member was mede up of a group of
intellizent and cultured iadlviduels who knew how

to interpret the will of the euthor.

Srahm regarded the stage as 1life and all actors
as men while Relnhardt took the Zhaxkespearssn con-
cept that all the world 1is a staze and 11 men players.
Consequeatly, taelr workinz methods end results
differed a great d.eal.‘z)“L

To suamarize the iafluence of tnese three men,
the most direct influeuncz on Reluhardt would heve to
bz Otto Brahm because he discovered and tralaed the
young artlst iu the metnhod of ensemble zcetiag. (Craig's
influence on Relinhardt deals not with the actors in
the ensemble but ia coordiasting the scenery and
liznting so that the buckground contributes to a

unified production. And finally the most important,

by
£

Ibid., p. 58.
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from the nistorical visw polnt, aud yet indirect 1la-
fluence came from the 3axe-Meialnzen concept of
ensemble acting which was a great contribution Lo

tre &rt tnestre movement. It misght e szid that

these three men and their idecs ianfluenced Reinhardt
aot as much by what they inncvatced as by thelr couraze

to break away from the o0ld trzditions.




Tap P2z IV

A STUDY OF MAX RZINHARDD'S TRIAMZINT

OF ZVSEMBLI 4CTING

It 1s difficult to «ive un ides of the
versatility of lax Eelannurdt, the Jizard, s
he wes called in Berlin. Jhatever he touched
he meda more preclous. e had ao less than
seven rshearsals in a moralngz. He was always
trying to brinz out zew plays, rovivim“ old

nes, trelailng under-studiss 2nd kezpiong =
tremendous, ever-chaazing repertory ian two
theatres iatact. 1

Eva Elise Vom Baur mede this stalement in an article

in Current Literature.

fwg
R
]

Relnhardt's philosopny of acting wss that
actor should subordinzte himselfl to the spirit or
mood of the drama snd aim before all things to con-
vey that mcod to the zudieace. He should first
:ssert the individuality of the blay, and thereafter

nis own individuality. This 2nsemble ida2z 21so de-

thzt all players concerned in a production

&

jo 7]

mands
snould submit to the dirsciion of a producer

1Y N LRV PN s Ty e - £ s

dnen Relnherdt bezen to follow tung accepted

principles of modera peianting, thst is to consider

B

1
gva dlise Vom Zaur, "ijax Reinhardt,” Current
Litergture LKL (2ecember, 1911), 312,

Huatly CZurter, Tne Thautre of  Max Belnhardt

e st it ot s sttt

(New Yorx, 1914), o, T3, e b

50



lignt the orimary sourcs of all colors and to make

1

nis scenlc effects, he lzld The

U

use of lisht for
final astone in nis edifice. Ouly by the synthesls
and analysis of all form, through lignht, 4id he
achieve that nishest form of axoresslon wanlch was his
aim: the cooperetion of ell factors toward a common
goal. At lest 1t was possible to slve to thz hard
outlines of tone, spe=cn, gesture, aad motion, that
flowins smoothness, that vegue, dimly-defined, limit-

phere wnlcn was always stertingly effective,

<

l=zss atmo

|43}

inasmuch as it distrscted the eye from lnconsequential
detall to the infialte wnole. 3Since that invisibile
vibration was preseat 1an Reluhardt's conception of
this world, only he could educate the actor so as to
ad just him to the total picture. Cf that picture,
Relnhardt's performances revealed dlstinetly only that
which should be visible &t the moment. Yet the uni-
form rhythm must not be lost. Only he could fit into
the ensemble who nad experieaced within himself how

an apperently 1lsolsted characterization served a
commor end. Reilnhardt's success in makiag this solatb
clear to the actor, aad in coaxing out of him his

best qualities, even those most ilusigailficant, was due

to nis wollity to Torce the sctor "to work out his

£
03

owna salvation,

——— o ol et Aot N Al o ot e v e i s

3
Oliver Saylor, M=x 2sinhardt and His Theatre
(New York, 1925), po. 111-117.
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The intellectual sasemble did not allow players

to nroject thelr imavinztio. into tne characters, hut

Cote

compelisd cthem to worlk to a rizid pattern sab by the

f

producer, also, 1t openzd thne door 22 abuss by
encoursziag authors to sketch out thelr plays 1a
soulless tolk, leaving them to be filled in by acting.

Efficient acting was 1a fact ziviaz rise to a zlut
ol s o] bl L”
ol bloodless dialogue.

Lﬁhat otner

[4]]

conceivad ia theory, Max Reinhardt

inhardt was aware that

®

geve blritnh to ia practice. R

[

the haphazerd educztion of the actor wss responsible

~

A

)

1

t

for tne 1ia

o
-

les of actiag. When he became director
of tne 3eutsches Theatre, he ilnaugurzted a school
wnerein budding such actors as Zysoldt, Mossi, and
Laystisr algnt e turned out by the score. ruplls
we2re put Iarouzn trelir prealiminary paces, and they

zh =1l the departmeats of

a player's carser, } .\ aotable festurs of Reinhardt's
school was that it reproduced in miniature his idea
of co-dirsctorship. .according to this idea there

were an orgealzer ond a numdber of intelligences who

separatsly aad togetaer imposed this Will on the

I
Huntly Carter, op. cit., p. 69.
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student. Thus the student in his jouracy rouad the
circle passed from master-mind to muster-mind,
gathering the fluest priaciples of speech and actioa

in elocution, posture, daace, gestur:, and gracs, till

Lo

the circle of his adventures was complete. Relinh&ardt's

policy was to discover tazlent. He preferred the raw
to the finished material and out of the raw he wove
& plece of fine tepestry wnich fell harmonicusly
within his general design.
ﬁéﬁiﬁhardt considered his work with the actor
as the most ilmportent pert of ths process of pro-
ductioan. He dediczted much morz time to it than to
all the rest of ths work put together. From the
very begluning, he reckoned with his zctors, mu=de
them the basis for elaboration of his dramatic
figures, permitted his artistic speculstions
occasloaally to be Influcnced by their personslibies-—-
only of course, wnen they were individualities.
Actors of little individuslity, hs formed 2ad molded
to it nils vision of the complete rley. He studled
entire roles, sentence by sentence, with the individual
actors, or successfuily iafluenced them in the course
of a coaversation. {
—t
5

Ibid., p. 185.
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'he secret of the powsr of his ensemble laey in
the rigorous training provided the actors in hnis
school of actlng and promotion. Zvary actor wes
obliged to study every phase of the ector's work.

He was trainéd in the correct zad effective utterance

of speech. He was put through the Delcroze system of
rhythnmlc dencing for developlag grace in movement ond
coordinatioan. He had to study music enough to apprecliate
it, 1f not to iunterpret it. The actor was thoroughly
trained in me%hods of studying drama and its back-
ground. Flonally, he was put throuin every phese of

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

had a good understending of the complete work of the
theatre ianto wnich he had to f1t his part.

Reinhardt strived for versatility and flexibility
of his acting ensenble. He bullt up a cast three
deep, each individual bpeing ready to cppear when
vacancles arose, Since the actor was oot trained
for one perticular type of part, but all parts,
Relnhardt had no trouble in filling vacancles. This
practice was an outgrowth of his own early methods of

study when he was an actor under Brahm at the "Deutsches.™

— —
Ibid., pp. 184-185.
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svidences of the versatlility wad flexibility of
nis ensemble acting were found in meny luastences. 1In
the two moaths thabt Reloherdt wes in dew York, ths
amazinz versatlility of his players was clesrly de-
7

monstrated. In the production of Love zald Iacrious

and in The Liviag Corpse, Tlexibllity was demonstrated.

- ey

In the first play Helea Thimix was cast for the
Pessant Luise, @nd Lill Darves for the arlstocreallic
Lady Milford. In the second production they were

cast azein Tor tre contrasting roles of Lisaz cnd
Masha, but esch in the opposite type of part, and

each played botn psrts equally well. Another 1nstance
of tne flexibility of Relnhardat's eusemble was that

of Moissi pleyinz the leadlag role 1a Zveryman one

week zad of Oberon in -~ Midsummer Nishtt's Dream the

1

next weexk durlns the Tirst wew York ssason. This
type of trelniag not only geve Lne actor flexlbllity

and versatilicy, but it gave the performaace freshness
and spontaneity.S

{/ﬁntll Reinhsrdt left Cermany in 1921, his acting
enseggle as ne ouilt it up from tne first days of his

directorship remained practicelly intect. He rave

———y == -
Gilbert Gabriel, "Reiaherdt in His Den," Theatre
Arts ggnthly, XII (april, 1928), 2556.

Ibid., pp. 255-252,
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them every considerestion, i ne peld them well.| Among

nis ensemble were Alexandsr Nolssl, IZmil JannlnZs,
Audolph 3childkraut, Zrnst Lubltsch, Al
Max Pallenberg, Faul Wegner, ths thres Tailmlos, ZTlse
Heims, Lili Darves, Gertrud Zysoldt, Jerner ¥raus,

and later ones, Lady _lane Mannsers and jHoscmond vinchot,
whHo played the lecding varts ia the Amesricéa production

of The Mirzcle. Nora Grezor, who plzayed witn Dourlss

-

Talrbanks, Junior, in The Man in rPossession, aud

Marlene Dietrich of movie fame warzs his »uplls. Many

-

of thnese actors were 1a the aAmerican moving pictures.J

[a speaking of the guality of Germaan acting,
Glena Huzhes s&ld, "The actianz of Zmil Jeauinss,
WJerner Kraus, zad Codrad Veidt (all of the Relinhardt
family) easily oversnadcwad the work of any cthar group
of actors in the world." 9
iéeinhardt trzined every actor individually. If
ocne of them was uneble to follow Reinhardt's peath
and chose nls own, the mester did not object and was

satisfied at findiag him his proper place 1in the en-

gemble. Jometimes he altered the cntire work to

oI
<

[

o)
[©]

1]

L
oy
[

Ui

tory of ths Thestre (Yew York,
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conform with the actor's work. In such cascs, he
often stimulated thne zctor, within

-+

mode, to zchievements of which the latter had 1cver

dreamed. He lead zveryoons no dizzloss his innsrmost

nature. RBelnhardt forced evaryone Lo zZive nis very
oest. 1In tne end, everyone, =vea the lsest, gavs

) Y, b X Pl 5 3 . - lO
more thoao n2 nimsell belisve. ne Dossossed,

inherdt's duty ctoward tne actors consisted in

<
ax

[§

obtaining adequate fresdom of sctlion for tham.

Nearly all the zreat actors of Zermaay beloaged to
his repertory theatres; most of them hed b=zen dis-
covered and tralned by him. He supported Alexande
Molssl for years azaiust the violent caslaughts of
the Berlia critics, who objected to nis insufferable
Italian &acceat aad to his coeaspicuous lack of talent,
until he became thne greatest actor of the Jermaan
stage.

It is worth rnotian-s that zctors who came to
Relnhardt without nams often won & reputstion ia =
short time, which thry &zela 1ost 2s socn =3 they
left Reluhardt. TFor a while what they

retalaed its influence, but e&s sooa as they fell into

10 T
Huntly Carter, op. cit.,
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the nends of othar reslsseurs, or Jorked without &

)

reglsssur, & :reat port of tnelr power snd likewise

O
1

t_.)

of tneir Tame, was 105U,

] i N Y - o

{ Relnnardt was uasble Lo resllze fully his
1

dremztlc concesptioas withia the compass of nis owa

Dody; tneraiore, he did so throuzh th2 bodies of

others..His suggestivs 1nfluence on the actor was

great hecauss tne rqctor f210 thot scmeorne wes lilsteniag
to him who was aot oaly & tescher or doctor who could
nelo him, »ut thut somcorne was sitting thare bolow

who would zlways se s carried sway as the

-
public whan ths schtor succe@ded.}

Catharine =. 3ibley drew from her own experience
in the Reinhardt acting enssamble 2t the Josefstadt
and states:

« « « 1t was through the ifuspilrstion of
the actor that the Relnhardt theabre flowersd

A performer with whom I nlayed on the Visnnese
stage 11 "Tovarisch® coafessed that vif

D .

gctor 1a the world. Jnen Reinherdt plays it,
he plays it with such compelling rizntnes.s,
that for tne moment one is unsble to imagine
how 1t could posszibls be played otherwise.®

other diracbor had had the Cemerlty to show me

no. the role snould be playcei, I would hszve

felt lasulted. 3ut I om always struck forcibly

with the fact thal I em witnessing the zrestest
S

The world knew Reinherdt as the Zreat
~

director, but it was Reinhardb the actor who
created tne direction in the first place. The

T IR

11
Inid., p. 106.
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rol=es xeinhardt portraysd in his yvounser
years were all charscter parts tnot came on
the stave for & {ew miautes and then weore
of f foraver. Coassequently, he must crezte
= complate impression, & conplets charscter
and @ successful ons, Tor he would hive ao
second chance to retriave what ns might
nave missed. It was tnis carly brelalns,
tnis —arly necessity to step on the stage
and, so to speak, strike twslve sad then
vanish, that gave Relnhardit the per-
spective and the craft in loter years Lo
show 2aothar actor what wes wanhed In 32
role in exact keynote of volce and minutest
detail of gesture,.

-

Reinnardt possessed the happy facility of being
able to recognize -hidden talent. Hes discovared and
developed meay proalneat actors of this ceatury. The

!

idea nas basn 4

¢
[o]]
<

naet the reasoa some of these

£,

U

VEllCs

U
e}

people did not succesd wnea they lelt hls company was
because ne was capable of capltelizlng on thelir

Lo Know how to

]

particular taleats snd 2lso was 2Dl
conceal their dafeots.13

{Max Reinhardt's workins method, if it can be
put briefly, misht be expressed thus: he studie
diligently the s=2lected drama, decided oa its dominaunt
flavor, and thzn intensified it by every possibls
means. Reinnhardt believed that the play lived ia the

emotional response of the audisnce, not in its cast of

5 o e o o e i e e e e

Catharine =Z. :Iibley, "Memories of 1\ lenlius,®

Califcrnis onthly CXIITI (Auzust, 1944) p. 40O,
13 :
Huntly Carter, on. cit., p. 106.
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actors, aad 1la ordsr to :@ria; =ooul thst respyonse ne

~ = - 4 2y ) ’:(' 3 ol v T N ¥
prepared & Regle 3uch, & Lremendous prompt bOOK.
I 2t S 2l

3

[ 1

his Regl. Zuch was & Wworgiaz script which

Reinhardt prepared for every drame ne producec. I

contained hls idees in detall now the drams gshould he
!

presented. Sometimes six months, & y2ér, or aven &

[543

longer overiod of tlme was spent by Relnhnzrdt in pra-

parinz his prompt boosk, for sverytal had to be

e ’
worked out: jp
The notes cover every pnases, avery
nuance, every detail of the productlion--
the gesture of the sctor; the tons of volce,
the movemsnt; the rhytnm, end accent of the
play, the msss arrsugement of the settlng,
511 the steze osusiness. 1%

[:Heinhardt went sbout for yesrs with a filianished

or almost finished outline for & productvion in his

mind. On occasion--after confereaces with the pziater,

the dramatic instrucltor, the muslcel a@dviser--he de-

laysd the productlioa ageain and arain. His book of

stege directions was sbout the most

Z thorcusn exemple

("f‘

of its kind in exlisbtence. It rzoresented a cornple

e

detailsd parspnrese of ths pley 14 the stege mangpers

rechbor Takes CJommand,”

M orto i
rt KX (March, 193%4), 214,
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languars, Zverything was texean Ianto coasidszrailon,

from the 203t importuat Teature to the lQBSt“)ﬁ&fw

The atumospnere of avery scens, of avnry

tee M ey o ~ o -
coavaersation in thao scence, of 2very secatence
in the conversatlion. S.opressios, lntonstion,

avery position of the ccror, every eactioa,
the 1 =dicztion of every intsrvel, the effact
tne othar actors--all tneosea ﬂzc’il arns

mavped out in clercr, couclse words. At the
ezianlinz of each scpau, there 1s @ minute
crlp ion of a1l ths decorutioﬂc, conarally

conpani=d by drawlazrs, corethar with a sketch

the stzoe with full exupl a¢,1oms, tnzra 18

accurate descritplon of the costume Tor

rery rIw actor, £11 the crossinzgs witnin a

ene are not only mentlonsd, but 2lso sketched;

> lisnting and all ths chenges 1n thes
alnatlion are dascrined; ther=s are aotses on

513 iificance, expression, langth, and

e of tne music; not=s on the different

ses; and notes on ths way in which the

age of scenes 1s to procead.

O

2

ool

O O D“HD‘O"D‘""JO(

ned oll these elements wnich nsve bzen

=
jay
H
7
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aAfter Rslahoerde finlshed this book, h2 bsgan ths
coanferences with the scenic artist, the dramatic
instructor, the chiaf technicica, aad eventuslly with
the composer. Relinherdt's manner of desling with his

designer differed greatly according to Lhe personaslity

e
C

of that artist, according to the play, and according
to nils own relation to it. 3Socmetimes Relnhardt ~ave

the play to the paianter 2nd expzcted nim to give his

3 e e e
Oliver Saylor, op. cit., p. 118,
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own ideas ta regerd to the scsusry. Then azolu,
Reianhe ridt expléined o rouzn drsit of nls plen, or he
guve the palaver & project coavletely outlined Dy

nimself,
Ccharacter of the play. Iney hsd £o H2 Dermonlous in

hed to be mede, 2@einhordt found out thst the datslls
of the dpcoretianb wers best made at "nome" sad there-

Torz providsd his theatre with lzrge shops, which

e

turned out excslleat work 'mis circumstance of

-

nis snops aloneLgave Reinﬁardt an opportunity to
experiment freely. '
(:éeinhardt's preparefioa for the differe&t aspects
of the production madse it possibhle for him to heve the
kind of environment hne ncedsd for nis ensemble acti ,:J
The rehezarsals, of course, nsd sterted long
before--as ¢ rule éimu”haneously witn bhe executlion
of the decorations. 2Relnhardt always consldered his
work with the actor o3 the most lmportaat part of tas
process of productioa. He dedioéte'much more time to
it than to 2ll the rest of tne worx zut tO““*heP.l?

[

Ibid., p. 119.

Ipid., p. 120.



Lﬁeinhardt reallz>d thet ons of the most inportont
- .

and difficult nroblems that he must fecs wes the costiny
of the pley. However, he nad an uansusl taleat for
castiag, and uander nis directlon meny actors did 0ubt-

tandiney work, which they a=sver reposted und=r other
S“"llq ¥ J &
dirsctors. Tne number of truly siznificant actors

associased with him a: varisus times testified to

3]

[

histrionic perspiculty. In ¢a articls, Actors on

actiaz, Julius 3&b called nim a "bora actor” aad

sald that his qualities as & dircsctor stcmmed Trom

the fect that Yhe was an actor who could transceund

his owa pnysicszl Heing to commualcate tne play of his
. 1,18

imaginstion to otasrs.

In the S=rmea theatre it wes the custom Lo retain

& feirly permansnt coapaay of achtors. Belnhardt

L

followed the

<

Gzrman tradition, but he reinforced his

v

group by the school wnich he estublished at the

¢

Deutsches Thesatre socn after he assumned control.

Saylor descrives his actors lLhus:

The group > srtists around Belnhardt
1s & growing uait of free, independent
individuals. Common work biads them from
production to production. 48 a unit, how-
ever, they have rpo organization. 3esides
there 1is & continuous desvolopment aad
transformation, 19

18 T

Toby Cole, actors o1 Acbiug (lew York, 1949),
oD, 273=274, - T
19
Saylor, op. cit., £. 199.




a1 interview _ronted te .ortoa zustis of

4
ot

Thactre ires Jozthly, Relnnardt euprassed the followlarnm:
In ceztianz 1t 1s Iafinqitaly more
importent Lo <etc a wzowarful poersoulllty to
f111 & role rother then oo actor, wno,
phctograpnically, s3=ms perfactly sultad
B >N
to tn: part. =9
“einherct was Tamcsus for unearthing new aad une-

known talent. He will alweys o2 rememoerad {or nis

unexampled loyelty to the uadnowa actor. from first

&

to lest ne halped those wnoe stend losking in at the

window of the theabre Tor cnsrces wnich no one would

of f=r then. 21

\ Reinhardt nzds every-actor feel that & small part
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14

an object of study as & lerre one, end that it afforded

him just as fine an opportunity for zood actinz eand

»

good tzan work. As one way of cacourasiaz this

¢3ling Reinhardt zssigned experienced players to
small parts every aow arnd tnen when thsy were ot
otherwise engepzed. He impresssd upon them the digalty
of doing & small taing well znd the 1ﬁportance of

subordinating the individusl to the cnsemble effvct.:l

20
dorton Zustis, ov. cit., ». 215.
1 22

duntly Carter, op. cift., »n. 51.

3N



e qemes of TLeilahardit's actors were improgsive

.

o]

- N SN N e TaTe o e Yoy oy by o
ones. ourianz his leag years of producilon ne 22tnerso

around himself & mostT cosmopolitéan and capabls compsany.

The absence of the star syscemn =22&aD1isd hian to uss

W/
femous end outstending actors and ctresses in aminor

parts 2s well as in lzads.
A11 ﬁnlﬁﬂu;dt asked was thst evaery ons
workinz wiih him be himsell ond kesp on
Gaveloplng nis artistic Pd“}lties, in order

s

that ne mlzgnt become richer, morsa axprassive
ol wnub was begutifvl in him ard more andQ
mora qualified for a staszs wanlch llves. 2%

1

After 211 ths ialtiel msetinags with the various
collzboretors had takea place and castliag nzd bhosn
completed, Reinnardt began nls first rehearsals. He

assumed the all-importent role, sot oaly &as &« member

of the group dut £s 1ts leeder, Reinhardt®s priaciple

of the eanscemole was, "no stars, nc Lricxs, o in-

competence, &«ll the players 3zulded by a ceatral fisure,

[o3)
or
o
]
O
W
)
+
3
—

the director, <1l the actin’ subordinate

2

ides, the authoris.” =3
Reinhardt persuadcd the actor of his own free will

4

to surrender to the cascmble: this power of suzgestion
sprang from the concisensss with which every fioure

«

stood before his eyes as an effactive part of the total

_
e

Oliver 3Saylor, ov. clb.; p. 108,

[3V]
W

Huatly Carter, on. cit., p. 59.
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pilcturs whnich n:@ worksd out with untiriay zeel., Thase
P M P T R Py A R - | i FYE S
SLOoAN0Gral Lald neiors Nis

childrza of his imuziactios,

. 3. £ LT
actor durinz tho first rshesrsal.

With tne peiisa 320823 of wna
Iadlon, ne sazaksd ard tor, Lad lursd
him itato the assk ol » jeto! rengsaﬂv,o.
xourished thus throush Ul -1ls of ¢11
his seases witn tas fool rea for onim, toe
aztor gradually grew into tesks; ond, re-

l=2ased 1n nis mind {rom L0 Nive conscious
support to the whole, ne was =ole, by the
insnired will of his lzader, to reach ths upoer-
3t renge of nils 300uL011*uva in materializiag
thb role ziven to nim. Xoowiag that his
capital would yield nim gernsrous returns, avary
actor submitted unconditionslly to Roiahspdt,
with the result that the least imvportant actor
of his ensemble was sup“r*oi in a sense to the
est who came from a differsnt scnool, 24

\Aﬁ Rehearsals, Reinhardt wes a clowa at a ziven
moment: in the next & loviur swestheart; in the third,
a warrior emong & nundred others. Tven duriag the
last twanty-four hours between the dress rehzarsal
and the first performaice, ne coaferred, exparimentii,
changed, elimiasted certain parts whicn did not seem
Important or which the actor wasn't sble to mastor
complately. For him rehearsal did aot cease uantil the
curtalin rosg:f5

In regard tc Relohardt's rehezrssls, Morton

Tustis stated:

24
Oliver 3sylor,
25

Huntly, Carter, ov. cif., nD. 122,
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datening RAclanerds rene..
Lime, especielly durl.: oz oo
he*wsaWS, was apt Lo su,-rest oh
nis zctors almost as Lf fthoy wo
controllingz “erj OVEL2Lt g
sSligatest cononce 1a 1209000 TLOM,
stamp of nis pe r%oaplicy Qn L
and ladividually uatil chey wors
nis own conception of thne roloss.

dnen necessary 3elanardt was Xnowa to 20 over an

entire role, sentence by scat-ace, with -n 2chbor out-
side of reh=arsal tims, for 1t was evideot bLnat he

enjoyed rehearslig nls actors. H: responded to thair

emotions &s readily as any nelve zmembar of btns gulicace

did duriag actuel performaaces. .ashley Dukes com-

mented, "His rshearsals are prodizlously amusint as

27

well as exceedianZzly tnorouzh.”

his every sugzestion at rencarsal, fTor they ware
Soerd b
unable to resist the zlmost nypaotlc sovell their

director exercised. « At evary rshearscl peianardt node

4

changes and tried differeant effects. Oliver szylor
states, "Cu the dey of tne [irst performance, Tiichardt
cuts, chanses, aovandous, so that an atmosovnsere of most

irtense zaerzy reméins and lancreases up to the fira

hour before the curteln rises.

g

dorton mustis, ov. cit., pp. 211-217.
20 zZxY
Ashley Dukes, "3alzburg in 1926," Theatre Arts
Moathly, X (uovember, 1927), 7@5 754-
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gt an actor'!s commaad, to

ha was in the orcnestra,

calllazr out Lac wctor's spes

pe

oolintin > up the sound with

He szemed to be everywasre

1%
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cto
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re-enscted 1L, playad

b

movement and the bzce. Q

-

Reinhardt wes on the staze

He leuvhed with him, exuonge

emphasized the xestures,

nends, n1s extregordl udrilv

LD E .
chanting

ceveryitnliog.,  fezi

owing ons achor

1.,

che linaes with

usison with tnem,

wresglive cesturss,

€ scens was played.
beside the actor.

toae, over-

actor by sheer nypnotic power to zchieve the desired

piten aand iateasity of 1ir

sceng was playedl over z oia.
and this time hs was Hlzssed.

\ .. [, . PR L .
After two weegks of rons:

PR . - d e 5
the scuoenz u.lcld. cace tne

1 lection

'‘oerforaance® wes no loagor

e cloom ol

4

and movement, The

Loy 8 ) oy 4 b
Ziinhe rdt watched,

jcorium and watchad

et wes coacluded,
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nowsver, neinherdb sgated 4ls wolols Lo - seml-

d R B N e T I 7 e Eo - [ERE
circle on the sh.ze .o procerded ©O ZO ArouIn LAe

i

oy - P ey i pe 3 N NN o v Y e
entirs scane, tellins stcn aclor Juss aanrs & in

flectiosn, « T83IUre, & n0Veu2al WiS WIOdZ, whare 1t

" M Yo .y . PR ) . p 2 5 da TP
was rizn.e; wnoat must De aone, fna oW to do it, tn=

IR SR I I o~ vy oy e g
olcst wey 00 cnaavl

o sthod with ons «ad shz seme ector durinz tne study
of tno seme role. Under coadliilons which forcad nim
to 40 =s Reinnerdt wished, the dirsctor drove bhe
actor to desperzilon, msde ALl Jilscouraiad, 2ntil he
brought him iato the dlresctlio. ne wanted him to 0.
"heq with & cesuzl, enthusissilc word of proilse, n2
would set the wctor on his Toet zzala 1o such & wWay
that ne weat iato tne work with stroager intonsity

L O,

chinha:&t did aobt iasist always on his own will
L ’

but often orought out origizsl ideas oa the part of

the sctor, born of tne letter's iundividuslity, which

he then, with renuasclatlion, pormitisd bo superscd his
. 29 .

own earlier wish. He 4idé ::0t drenarse Tor the actor

a warm or & cold snower-o2btn or massseie, oub sach of

ni

ui

rehesrsals was like a stecnm-bath o which the actor

29
dquatly Carter, op. c¢it., p. 106,
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70

Trom one to lhe obnsr, comoledl=d sbout his

R h I - S . o N AR [ T e e PR Y +
Clie LU, U S oonan ow L Loio othan ngitn witn the
1o UAd L e e a oweoms b AW .7’1:‘.’}(.‘}

o

‘]'(* PN S
[ERE S TN §

it of the play. hen the cciuel rohearssl b2 oan,

ne indulized the ectors, bui, s lersirud Tysoldt said:

R

Jne mian

our spirit n. nol's Lo it
o let it zo. Ha torture: 1x
Forward, resolvas every Qoudt. once we s8r:z
uacer waJ a71 our renrsssio 1o = ‘ :
raythm of intensity and oxn
into the clrele. Rainhardt
1t. We mive oursclves up ¢
sense our partasr, hisg feacs,
hands, his fizure, his wooir
nis hopes, aad nis strife.
volces *uto ooﬂtnot cragtes distencas.  He
Keeps up our onthusiasm, forces us beek into
the best of a/t“. o lsaving the sceane we
drop exhausted i1to chairs ia the bacxeoround,
Eryiang to ulet the tumult within us, so thal
we will ot wustse 1t 0oa mezalrn tlass objects
outside the play in which we live, 30

Jertrud Zysoldt wes oans of nis actresses, and

ful enersy lacitlag the enerry of the actors.

actors,” Thsstre arts Joathly, V (October, 1925), 318,

70 e e et =

ertrud Iysoldbt, ™How Reinhardt jorks With His
|8
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nis 5228 bo Lhalb as
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forced nis will upon nis uchturs, Ll ULa2 Cconirary, nNe
K1 RO T . A - ~ - M ey i P - A oy
iasisted 01 original 1dzas nporn of wn=2 fctor's

A . 4 Ty - e L ~ i . P, T 2, o oy e r A e
Iindividuelity. Hz sometimed chonryed mis mebnods with

= - I , -~ T P SR . I ~ % - - - a
2 slia sctor during the study of @ sivsle part. It

- ,.“

. . i orem e b U Ars v mear s St b - A =
was nis immeasa suszestlvs oovars Chzb mode his success.
Ty wriam At ad - I - Ty -y o ¢ < e D A - p 1 3
He wanted actors tce ve themselvas ond to develop their
T s 1 ey e e T e ! . . ~ o
aroistic faculties; he suzzested to them moens - ad

e d o e ] o 3 5 4= PR o Ty 4 ~
. aeinhardt the e¢bility -0 3tlir the sctor to

worx out nis own s«l
to coopersviag with

to tn= ew snc

a
1e

view

) [P S N 4

ne entlirs Iroun.

s e KT R e s b oo 3 =77
2d asd consicerats, sneclally

tors, but he nevor

that each one

L

28t oae siep in advonce. He 2xpochtaed h and
tnorougnacss from them 2ad unsslfisn devotion to the

T

prescavetioa of

30Ln the actors

come of thoroughuess

drama

w2
<A

S

" -1 - - e v ) .
ux bnelr ceolay were the oute-
o S - - Yy Y PO Y =y
end ravaercancs for chs theaire,

: < » . g &l b . a— -~ . I
[ney exlsted for the olay; they were. asvaer exploited
o W = oy s ey PR R G A S - .y o
&8 "stérs," each wes & port of fh: whole, 2ad esch
vy e Sl sy m el e e [P PPN 1 ] 32
Wwas rensarsed as & part of the wholse.
< —
.
A ITRPC o3y oy o 5 L0000
Juntly Carter, op. cit., p. 106.
s , o
Ibid., p. 125,
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scenzs thelr extraordinzsry tempo. J3J

nt's Dream was Relnhardit's first

A Midsumner Nig

blg Shakespesarean success. Huntly Zarter records:

It has be=n played over fiva hundred
tim@s and 1s never long out of ¢

Tnis 1s probably the th:otre's record, and
indeed, too long & life for any production.
Trie playing it in repertory, «nd the counstant
changes of cast (a2t tuhls perform nce only one
of the oririvnsl zctors sppesrad), navae KGOu it
&s {resh ¢ ﬂ”v bey, wad the meaniaz end soirit
of tne well enough; morae-
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components of ir
mor= thon one 1 T
rhyvthmically toost ell olecszantly
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the crowd revasled Mex “olqhardtis msthods
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transfer to ths 3

vigor. 39
[%einhardt had mﬁqX}ouqc Dr0<wuuiozs, 2a7d ench

in its owa wey «dded lustre U0 nls unigue reputation

Juntly cartsr, ©co. cit., . 219.
39 -
A
Sliver 3zylor, on. cit., Dp. 23-24,
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