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This s-tu .. dy of the :med1m1s of' expression for D1"amatio 

Li te11 at-;;tre :ls recognizedly a. primary step only. There is 

no into:1.tion of min:1:mizing ·che impo.1."tanoe of the 11.at1.11 .. e of 

Drrun.Htic P.,::r:t, its eci:uses and f)i'f'ects, is bound up in hmnan 

11.eeds, sires, w·ishes, act;ions,. and ideals. Tho pri:mt tive 

nosds., which meet .wi. th. satisfactory. or unsat:lsfactory 

of f''.lneneas 01"' coa1"seness of :response, in social or 

terrn.s, depends upon the experience er the l"oadel" or observer 

and his ovm :nt1 ture. '.I1he fleld of this thesis lies in the 

determination of t11e degree of f.ineneas or coarseness of 

that response. 

So bec:3:use this xriethod :r:>ecormaendz att;ontlon to only 

objective elements,. it does not intend to deny that the 

t · 1· .. '. .t...1 l ~· ' g:rea er so(na· a:n.et aef.n;;nev c va .ues m"'e or pa1"1:uuom1r; 

importance. Por the physical medhuns of expression are but 

the out11rard form vrhich expresses, through the relationship 

of forces, in light of the sltui;:tion, l.mive1.,~1a.l t1 ... uth, 

social goodness., or beauty, 1,:1fith a comic or tragic emphasis, 

:e.nd in a :more or less realistic or S)1n1bolic :manner. 

The mediums of ex:pression are: 

1. Situation 
2. Language 
3. Picture 
4. Sound 
5. :Motlon 



Situ!ll.tion and langu::1ge cont/3.in the cat!ses. '.Plcture. 

sound, and motion patterns o.re the physical form of the 

act'.lon, th<;; objective inter-play or forces .. 

The method is: to ·work from the Jen.own. tm.<1 ob Jective 

t~o the unk:nown and subjectiVE1 in the observation and 

experience o:e obj,-:}ets, events, and situe.tions i.n lite and 

d1.,ama. Thc1 mediunrn are sens,:u,y and involve the visual 

in languo.ge. 

The 1.,ecogn:ttion of the sensory elements .formed for 

dre.matic effec·t should lead to & realization of the spiritual 

significance in the dra.r11e.tic situation, v1h:lch is always a. 

:t"eprosentation to please OO." instruct in v:11,tue. This 

recogn:tticm :ts always rele.ti·~e to 1..1nivc1:->sal t:r,uth,. soctal 

values, or sheer beauty; one or all may he emphasized and 

l"eVee.led.. Tho method is essentially 'lTheatricaln in nature 

rather than aoe.domic.. I-1:; works frorn the physical causes to 

,effects ~"'ld values .. 
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S:t11ce the word <lr,wna 111,~a.'l'ls to do" we may say that 

tll"amatic Iii teJr~:.ture lneludea that hoc1y o.f W1"it:tne; whleh is 

ostensibly for· the Theater. In this reapeot it 1a not the 

same s..e othel? literacy :fo!'m:a; the novel, the &S$ay, ote. A 

sont,t, };>lot# d1et:ton1 thongh.t,, m1d. character to represent 

men 1-'n a.ction; to reveal the ~H,ul and eaeenee of J:1t:rman 11fo 

in so:me aspect :for in.atruet.ion :tn virtue" a$ A:r1st.otle says 

1n auhs1;ance.-1 Ft.1rthe1? fJoorge Pierce 3akell" atates sir:tply, 

in etreet, that a play 1e .a story ·told 1Jy &etors en a stage 

bef'ore an audieriee, It a:hau.ltl be s.of:!ln and ht.:Htrd to be 



fully experienced. 2 

The fact that drama is a particular type will likely 

have some eff ect on choosing a method of presenting it in 

study. It may be impossible to realize the effect of a 

2 

drama fully by merely reading and thinking about it . An 

intelligent person may surely get some "inkling" of i ts 

message , characters , rhythms , and movements by merely reading 

it or criticall y analysing it , but a drama is still very 

much like the proverbial pudding, - -it needs eating. 

Drama may and does ach ieve abstraction through its 

physical mediums . From the patterns of voices and bodies 

and ideas in conflict an essence is revealed , a truth is 

pai nted . It is n ot clear just what a "pur·ely11 abstract play 

would use to present a web of' spiritual permutations . ·ve 

cannot suppose without a physical basis of fact . 

In Villiers, The Rehearsal is the following: 

\Vhy that ' s to be supposed . 

Supposed? Aye , you are ever at your suppose-
why you may as well s uppose the ~hole play. No , it 
must come in upon the stage, that's certain--but in 
some odd way that will delight , amuse , and all that . 3 

This author further emphasizes the need for seeing 

the play: 

2 . 

3 . 

But sira, you cannot make judgment of this play, 
because we are come but to the end of the second act . -
Come , gentlemen ,. you ' ll see this dance , if I'm not 
mistaken , take very well upon the stage when they are 
perfect in their motions a.nd all that . 4 

George P. Baker , Dramatic Technique , p . 11. 

George Villiers , .~ Rehearsal , Act v, scene 1 . 

~ . ,. Aet III, scene 2. 



Ar1other ntngle of' the drnnmtic is sgtir1zed in the 

following: 

'What is your design in this scene? 

V'!'ny, air, my design is Roman clothes, gilded 
trench:tons, f'orc.ed conceits, smooth verse and a rant; 
in fact; if this scene dooa not take., gad, Pll write 
no mo:re ....... Gentlemen, I must desire you to remove a little,. 
tor I must desire you to remove a little., :for I must · 
fill the sta.ge.-.-~tour heroic verse never sounds well 
but when the stage is full.5 

The inference here is that one cannot fully appreciate 

a :rant in an a:rm chair be.fore his own f'ire. If he can., then 

there is something 1.ivrong 1,yith s.11 actin[~ ba.s1cally, end it 

should no longer be written.. The conflict of a d1"ama can 

be imagined, but to substitute second handed vicariousness 

is to carry the cult of the rn:ind to an extrenie. The theater 

is viearious enough; an arm chair is too much. For drama 

1s, the revelation of li:te impersonally,. as far as art raay 

be impersonal. through the force of' external objects and 

e'IJ"ents in our :memories. In this respect the ideas presented, 

the values reve,9.led, the er,1otions a1"oused, and the characters 

portrayed may come :f1"0:m a..1/1y level o.f experience and instruct 

th.e audience by a revelation of the spiritual throup-..,h and 

from physical :mediUi.i:1s. 'I'hese representations a.:Pe not of one 

moral pattern; they present d'jmamic and vital .forces, 

creating emotional tensions in e.n actual altuation throu.gh 

the use of physical mediums. 

For the theatrical talent consists in the power 
of making your characters not only tell a. story by 
means of dialog but tell it in sueh a skillfully 
dev:1aed form and order as shall* within the limits o.f 



the P- b • Al 

r; 1e. CB .. "1iCh ll "p 0 

thou t ", t the oint 

g re ent n 

l 

1.s 1 tl.u 

th ore ra. ti n o£ o1ee 

~......:.--,):...~ ct 

plo.a.da fo 

r ee "o. 

ury uree lies 1n 

bodies ~ exp:ms 

th 

0 ri 1 , 

rt tom, the betru ee or c nt11ct full of motion 

a ?'a t .. 

ll 

oee asunder; 

d ire., 
all, 

... t 1n little 



Pierce out our im:perfectlons with you1" thoughts; 
Into a thousands parts div:tde one man, 
.And ma.Im imaginary puissance; 
1l"'l1lnl{ when we tallt of' horses, th.at :,;rou see them 
Printing their proud hoofs in the receiving earth;· 
Por its your thoughts that now, must deek ou.r kings., 
Carry them here and there; ,jumping o'er times, 
!):urning the aceor11plish.111ent of numy years 
Into a.11. hour glass--
Gently to hear, 1t1ndl';ir ~co judge, our play.? 

Al though there a.re statements here 1,•ih.ich ask us to think 

one man a thousand, and to imagine the hor,,::.et s hoofs upon 

the earth, yet theJ?e is suff:t.e1ent body and form and actual 

experience so that the audienee need not suppose every thing, 

for if it be all a ttaupposen wherein ls the play, or need 

for actions. 

The wo:t:ds ln the above quotation appeal to much that :te 

physleal. Shakespeare in these lines and in HamJ.et;ts advi.ce 

to the players· took time to fi"runo tho baste principle of 

drax.,mtic art for public p:r•oduction on a stage for the elevation 

and pleasure of an aud:lcnce. He was aware of the f'aet that 

a pla:y must be so fo:rr.c1ed that its ideas, conflicts, forms, 

and pressures, \'J'Ould irhold t;t10 min..,01 .. up to nat11ron.,.8 

In terms of public 1~esponse the succeas of plays is alwa:ys 

p1"oblematical. Producers nor playtvrlghts seem able to 

predict a ttwowu or a urlopn. Shakespeare t .s technique 

included. the grandest o.f poetry .for the gentry and bawdy 

jokes and conceits for the stinking pit.. He knew his 

contemporary th.eater. 

7. Shakespeare, .K1n6 Hen.ri y,. Act I. 

e. Shakespeare, H!?.:mlet, Act III, scene ii .• 
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Only ten percent of the plays which take to the board$ 

in New -York in the course of a year ever are pronounced a 

suce.ess,., according to Ma.rt:tn Fl.avin in a talk at Iowa 

University,, in the f'all of 1036. This might not prove that 

the play did not read 11vell silent].y. rt m:tght stil.1 have 

literary virtues, but regardless o:f this faot the play might 

£ail to have that dramatic something which achieves the subtle 

tensions and release.a whieh at-ir an audience and raise it 

out of 11.?,ture into "artistic" rapture-. This implies the 

necessity for the physical elements, the sensory nature or 

ttart as expe:r;tenee" adroitly fo1:>nied and responded to by an 

audience. 

For the elevation of the ideal alone and beyond 
ill11"!1ediate sense has operated not only to make it pallid 
and bloodless. but it has acted 1 like a conspirator 
with the sensual mind, to· 1:mjoverish and degrade all 
things of direct experience, 

Consequently the author plans to point out again that 

the drama may not be fully appreciated by students through 

a purely intellec'tual approach to· it~ It does not mean it 

should never provolre thought nor instmict in virtue., but 

that it does have a physical basis., 

The langi.tage of the d1"ama is as the score for a great 

symphony .. •the dram:a is reduced to sound and I11ovement def ... 

initely physical; the score, in music., is translated into 

pa.tte1 .. ns of $.ctual sound and movement from instruments. 

The actors., however~ play upon themselvEl"S• 

9.. John Dewey, ~ .~ Ex.perienee# p. 31. 



Since the dramatic art presents men as their 
inmost beings exerts or influence on the external , 
or as they are af:ected by external i nfluences , it 
must lo~ically use the means by which it can make 
intell igible to the auditor these processes of man's 
nature . These means are speech, tone , gesture . 
It must bring forward its characters as speaking, 
·singing , gesticulating . Poetry uses also as 
accessories in her representations , sic and scenic 
art. The dramatic effects have a very peculiar 
character; they f low in •• • through two sen3es and 
excite ivith rapture n ot0only emotional but also 
intellectual activity.I 

The enjoyment of a work of art is not an act of the 

will or choice at an:<J particular time . Here is the real 

problem or training or "Culture'' of the person . A person 

cannot be forced to feel or 1.mderstand what is too far 

separa. ted from his experiences . 

7 

Much professional teaching ts often nothing short or 
cruel in attitude , when students who are the forced product 

of 1'systems1' and national ncultural standards" fa.11 to be 

tten rapport'' with sOI:le poetic abstraction which is out of 

contact with their experienee . There just is no point of 

departure for them. The necessity for this point of 

departure applies to all ages . It ts not a matter of years 

but training through experience . The grain of their wood 

may not take an abstract polish. 

Symbols are used only after direct personal 
experience of the t hing symbolized , not before . 
Children do not possess abstract truths , nor 
generalizations ; how then could a symbol call them 
to mind or stand for them? They are the product 
of much teaching and experience , and are characteristic 

10. Gustav Freytag , Technique in Drama, pp . 20-21 . 



of the:; philosophical aclult mind. Even those teachers 
who use S'Uch symbols ms:y have themselves but a faint, 
glimmering 9. l.· 'Wh.at the abatractim.1s they stand for 
really a1 ... e • i 

Although the author here speaks of children and simple,~ 

sy.n1bolism, yet the same rule holds for all more abstract 

figurative e:cpres.sion or representation. T1'•11e that which is 

the art of drruna is all :more or less fir1uratlvo and syrnbolie 

in its finer sense. 1I1he1"efore a method which leads the 

student to observe o.nd experience the visual and auditol"'Y, 

in nature along with language repl?es(:mtation and the conf'licts 

in hur.aa.n behavior in vaPied actual situations., may be of 

some value in introducing tho mind of the person to truths 

and hom:i.ties of life. This sort of training imperson2,1ly 

obs-01:"'ved should make l t easier an.d more productive fo1~ a 

person to either re act or see a play, af te1"' \vhich he may 

vdth. Bardolph say: 

1;\111.y,. sir, for :my po.rt, I say the gentle man had 
drunk himself out of hi.s five sentences t 

And '.8Yai'ls replies.: 

It is his five senses; fie, ·what the ign.ore..nee 
i.s ,12 

Since all -11alues o..re relative and in view o:f the H£ive 

senseslf through which., obv:tously., all .art is received, the 

ar,tist begins all flights of irapassioned poetry from the 

sensory. D:i:•amatic lite1.,ati.1ro likevdse deals vwlth re-

there should be profit in a :more sincere and :i."everential 

11. 1!'1'.b.itely and Horlrirorth, :Ps;rehology of Childhood., pp •. 166-611 .• 

, 
r,.,. ,is. 

.. -·-- ..... --· 
t~J11r:r';;r \11i \TC:s,. r?.Jiji \.\~:L11cls fJ.t~~.,. 
~-~~~.,,.,~~ 



study from sensory ''e$.pcrlencett of ob,jects and events d:1:rectly 

and impersonally.. It is not sufficient to observe nature 

nthru tho glass darklytt. Th01"c is something still vital 

All great dramatists seem to have been and to have reniained. 

1n direct contact vdth nature and "men in actionf1. A kind 

of Greek love of' stll life is the lntoxicant 11ecessar"J to 

arouse an audience. With Slender, :tn the ~ 151!1~~ of 

VVindeor is this observs.t1on: ...... ~-
If I be drunk" I'll be drt.mk ,'11th those that 

have a fear o:f God, and not with dru:nken knaves. 

And Evans adds again:: 

So Got ndge me tha:l; is a virtuous mind.13 

This interplay of conceits ~"ld puns enables the s·enses 

to ttsmell" ou'l:; a moral. It becarae evident in the act of 

doin.g, which is dra..'Yla. For drama. csnnot be just vmros on 

a page read. silently ru1d a drama/c:te experience at the srone 

time. It 1l'l only potential dra.111a until experienced. '11he 

written d;r>ama :ts only a blueprint, a plan. 



CHAPTER II 

mTIIODS OF T? AC'IING SI OULD 

EMPHASIZE A STUDY O • T • DRAMA rr SELP 

Teachers of Dramatic Literature may emphasize one or 

more of the fol lowing: 

1 . The Drama itself, as an experience. 
2 . The language . 
3. The technique. 
4 . The sources . 
5 . The physical background . 
6 . The social significances . 
7 . The life of the author , and his growth. 

A knowledge of any or all of these will not make a student 

10 

a playwright , designer . actor., or director. One who becomes 

a poet does so fr om some inward compulsion because of e. desire 

to become articulate . Should the person desire to write a 

play, he will acquire technique ands ill mainly 1n the process 

of wrl ting plays . He •rill never become a playwright solely 

by kno 1ing theoretically how or why a. play was donG . For 

instance: there a.re 2 , 789 lines in Shapespeare•s Loie •s 

Labot>s ~ · There are 1 ,. 086 prose lines ., 579 blank verse 

ones and 1,028 pentameter lines . Ru.~- on lines make up 

18 . 4 percent of the lines ·while 10. 0 percent end within the 

lines . 1 Similar facts are given coneerning all the other 

plays of Shakespeare . This is interesting scholastic in

formation and it is objective . But to write~ play on this 

percentage basis is patentl y absurd. It does indicate some

thing, of course , but it does not prove in any way that 

1 . 11 eilson and Thorndike , !!?!:. • acts About Shak~spe are., p . 



Shakespeare was interested in drama tic technique from this 

standpoint . 

ll 

An A• and M. Master's Thesis2 points out the need for 

the modern reader to lmow something of the historical , social, 

literary and biographical in reference to Shake peare ' s 

plays in order to appreciate them. The author further 

stresses t1A need to know something of music, mythology, 

language , and the Bible . It goes without argument that 

information will add to appreciation of any thing . But 

when the tendency is to stress the secondary scholast i c data 

more t _an the actual experience of t_e play itself, there 
-~ 

is a greater loss than can be repaired . It amounts to an 

inartistic use of time and energy, which may be academically 

sound research but it is artistically sterile . 

One way to study drama is by reading parts aloud and 

walking through t11e positions in class and at home . In 

this method there is. some attention to sound and movement . 

There are some physical stimuli for memory and imagination. 

G. P. Baker says in his work on dramatic technique that 

one may read of a terribl e accident with a fair a."'l1ount of 

1nnnunity to shick from it ., but if it is made "realtt to even 

a small degree , there is more violent reaction at its 

reception. If "acted0 in complete detail., the result may 

prove too much for many in tho audience . Plays are in 

terms of voice and body in action., ·1here the emotional 

tensions and releases can become actual experiences. The 



most effective method possible 1n presentation o'f drar.'1et.1e 

literature . to students is through actual production .• 

When the continuously un.folding process of 
a'..>eu.r,rulat.ive interaction ru..1.d its result are negleeted1. 

an object ;ts seen in only a. part.of its totality,,, 
and the rest of. th.gory becomes sv.bjectlve reverie,. 
instead: of growth. 

To experienee the play in p1cturs,. sound, and mot1:,on 1s, 

like eating a meal; :tta flavor stimulates nthe hilll1ourstt. 

It pushes and pulls on rec:i."eated a.nd re-for.med experioncos 

not just aeen or felt in mere tranquility. The recognition 

:Of the need f'or the method of this thesis is an outgrowth 

of ten year's work :i.n high school dramatiea.. It is axioma:tle 

that high school students generally e·ll'ade 0 11teratnre". If' 

a child be nkept inff, and made to learn 100 lines ot 

.ShakespeaJ:le as punishment,, there is certainl.y aom.ething wrong .. 

Vlhe:n he i.s "required0 to read ten. plays• lenzrn 300 lines f'r-om 

one and write a papel" on "The Lif'a of' Shakespeare", the 

psychology is bad. Is there no way to present the greates.t 

dl'--ama of all time other than by force? Is one taught the . 

most difficult· music before he can sense '..i.'hythm? If' it be 

p.oss.ible to love drama by teaching it 0nti1 .. e1y through the 

study o.f sources,, biograph:y., e.nd g1)0.mr.1ar, then why not learn 

· .music by such a method? Is it not a.a logical to read a 

score of g:rs.nt opera sil()ntly as merely to read a pla::,,, or,, 

what ma:y be worse, stu.dy only its secondary data? Drama ie 

dlff'ieult to teach well because of lack o.f tlme and f'aeilititHJ, 

bttt th~:re is something to be con.sidered if an experience 
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or drama is to be fully realized6 For students who have had 

little or no play-going experience it is absurd to ha"Te them 

write a summary ~f Macbeth and exp ect it to be more than a 

news report in which no attempt is made to present the play 

in terms of vcice and body in action, here the emotional 

tensions and releases can e actual experiences . 

In the oral-walkl n0 method students aro actually 

performing the initial ~teps for production; the play actually 

begins to take some form . Pon2 bilities beg in to emerge. 

A silent reading and study of· mere rord meanings , situation~ 

and t hought content makes its contr_ ution but the i nterplay 

of the physical inf'lections and consequent emotions have 

not of a necessity been given freedom rom ~he very fact 

that silent reading alone ca.nn t give a complete experience 

of a drama ~ince it is an art form ·hich requires actors, 

an audience and a situation. 

In another A. and M. thesis the writer points out in 

he1" :rork on Chaucer's use of drama.tic technique how 

ooservant Chaucer was or men in action . 4 The author makes 

very clear the force a physical action has in indicating 

motive . According tot is the~is Chaucer's chnre.cterizations 

are impersonally accomplished by relating ,vhat the various 

persons do . In their doing they revealed or expressed their 

inward- selves 11 • The genius af the 1riter v as revealed as 

originating in his ability to g ive f orm and neaning to his 

4 . Carolyn Bagby, Chaucer's Use of Dramatic Technique, 
hesis A. and I • College , --n1'3-g'; 
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extremely sensitive observation of life. It appears then., 

that since a play co1sists of some elements in .ieh pictoI'ial 

representations of line , form , and color play a part in the 

expression of ideas and in recreating the forms of amot·ons; 

in •hich tones of voice , pitch., melody, end rhythm are 

orchestrated by the actors from patterns of sound; in which 

movements through lil e, form tempo, and rhythm are part and 

parcel of the ensemble effect; where language flows in symbolic 

figure in harmony with all , there should be some virtue in a 

method of teaching which stimulates observation on the part 

of th student to make hirf'J , ore conscious of' and senai tive 

to life in nature and events as he experiences ~hem 

objectively. hi~ i~ the method of stud . 

In still onother A. an H. the ia5 on vis al e.ffects 

in selected York r ystery :=>lays , the r1:11i ter points out the 

great demand for realistic physical representation in the 

pr senta ion f the relic ion plays of: the medieval pe riod. 

Drama has never efm without the physical elements, or 

modiums of e.xpr•ess1on. Here physical element;s have een 

more or less stressed but never done without. There 1a 

al~ays a stimulation of the i magination a.nd a recreating 

of emotions, a rebirth of old ideas and moods and the birth 

of new o_es, all throu3h the medium of a stage, the actor 

and the audience ·nteracting on each other. In the method 

to be resented here the author does not mean to i nply that 

5 . Persephone Marx, Visual ~rfects in selected York M.Iste!7 
Plays , Thesis, A. and M. College:-
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by merely observing t he chro1g1ng cloud forms., t he colors 

of oil on g reen water , the pink freshness of a baby ' s skin, 

that an observer will il:unediate l y become a poet ., l'lho is 

a le to express in aI•t form the essence of sor;ie i dea. or 

emotion . B~t it may prove t a t should a person become 

sensitive to art forms which utilize these same natural 

elements . For such o ser ation i s the sole substance of 

dramat-c art i n express1on of ideas and emotion . 

John Dewey quotes _udson ., the painter., who was 

extraordinarily sensitive to the n sensuous sur fa ce of the 

worl d 11 . 

I rejoice i n colors ., s cents , tas te and to ch ; 
the blue of Tu"le sk y, the verdure of the earth , the 
sps.rkle of liel t on wa-c r , the aste of mill:: , of 
fruit , of honey, t he smell of dry mois t s 11--a ove 
all cer .,a.in colors in flo 7ors . • • • 

Of c our se t h· s does not mean that as nse orean is the 

11 end. of the conscious experience". t there is a connection 

of qualities • 1t h objects in th nbmte quotation Q 11 This 

is intrinsic in all experience hav·ng significa..nce 1' . 7 

After all "e think and fee l with our whole organism fro:n 

tho past through the present into the future . 

It is obvi ous then that drama involves speech, odily 

movement , costume , a more or l eas s :un le stage , scenery, 

lights., several actors, an audience, and a story to t ell. 

Drama is as distincti·ve an art form a.s painting , dancing , 

sculpturL.'1.g , or architecture . It includes many but :ts 

6 . John De~ey , op . cit ., p . 126 . 

7 _. Ibid.~ p . 127 . -
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still individual . A .othod of study must bear t h is in 

mind. 

Although, 

The material out of which o. w rk of nrt is com oaed 
belongs to the common world rather than to the self , yet 
there is self-expression in art because the elr 
assimilates that material in a destinctive way to re
issue it into t he public world in a form that bu lds 
a new object. B 

Yet each artistic medium is unique in its own form and 

substa.""1ce . As Dewey refers to art as experience , one which 

grm'lS and unfolds as it is objectively experienced, so may 

actual experience of the physical conditions and actions 

of life be the generic substancei or. matter , from which 

art may be a re-creation and an inspiration. 

There is no limit to the capacity of immediate 
sensous experience to absorb into itself meanings 
and values that in, and of themselves would be 
designated "ideal" and rtspirit ua1° . ~ Dewey says 
further: But when the savage ls most alive , he is 
most observant of the world about him and most taut 
with energy. As he watches what tirs about him, 
he too , is stirred. His observation is both action 
in preparation and foresight of the future . 10 Dewey 
further points out: It is mere ignorance that leads 
them to the supposition that connection of art and 
esthetic erception w"th experience signifies a lowering 
of their significance and dignity . Experience 1n 
the degree in v.rhich it is experience is heightened 
vitality. Instead of signifying being shut up 
within onets own private feelings and sensations, 
it signifies complete interpenetration of self and 
the world of objects and events . 'It is art in 
germtt . ll 

8. Ibid., p . 107 . -
9 . Ibid , p . 29 . 

10. ~ · , pp. 19-30. 

11 . Dewey, op. cit . , p. 107. 



·rom this idea the a:proach to dramr... nmy be inferred . 

bserv tion of objects and events , in whol e and in part 

uld apnear to be a basic approach . 

The method is a series of o jective exercises vith the 

p r o e of calline attention to t he norc p :{ i c s.l e~oments 

in drruaatic art in t 1.eir more 'formlees n state before being 

turned into the pattern of a drama for esthetic experience. 

The very greatness of the play in refe-r>enee to hur,w.n 

kind makes it self-sufficient . The drama Antigone, by 
12 

Sophocles, is d:ynrunic and positive in its ef!'cct 't:!. thout 

the r eader or auditor lmmving one other thing about Greek 

drama other than what th drar.:ia itself c ontains . It is 

from this angle a study or ir,terest should begin,--and 

pos.sibly end, as far as £. generc.l interest in drama. is 

concerned . '11here is , of co rse, place f or o.11 intensive 

study a.nd analysis of dramat:tc literature :from scholarly 

stand point . The purpo e of t . 5 s. thesi 1.s to plac the 

emphasis on a prepe.ration .for the experience of the lndi-

vid 1 a l drama in terms of t S 171 edi l l.ID.S of ezpress on . J. C 

meth od does not ir:iply t hat there are not subtle anc abstract 

inferences in a wo1"k of art and in the s oul of t ob er-

var which m~re objectiveness may miss . But there is the 

idea that it is from sens i tiveness too jects, events, and 

situations that a person discovers human values , for, 

12. Hubbell and Beaty, Introduction to Drama., p . 53 ff. 



vn-tat is expressed ,ill be Peither the past events 
that have exer cised their shaping influence nor yet the 
literal existing occasio. It ill be , in the degree 
of its spontaneity, an intimate union of the fe atures 
of present e .. is en e vit 1 the values that past ex erienoe 
has incorporated i n pers onality. 3 

The proper study of the student of drama then is the 

drama 1 tse l f , fol" methods which stress secondary data miss 

the point of drama . This has bee~ perfectl y stated by 

Sheldon Cheney in reference to painting: 

The picture or statue carries its o~~ justification. 
It estows its o · bless i ng . It ~.s in 1 self the way 
into cor.:ununion and contentment . But the chronicles have 
surrounded it vi th a. cemeter· of d a tes and da. ta, of whys 
and wherefores , have hidden 1t in a maze of disputed 
doctrines and explana. tt rms . - -1Yh.at commentaries exist 
are concerned with exterior t;hings ., vvith stypes and 
source , ~1th intellectual meanings , 1th schematic 
ranking or gossip and anecdote and legend . It may be 
possible,.--to o fer an approach ·:iore direct, --the 
shelves of analytical works have been excellent for 
their information purposes: sett ing aster ieces in 
a convenient row, affording guidance through the list s 
of na.~es and dates . They were ad i ably esigned as 
handbooks to the Victorian intellectual study of art . 
It is t his distrust o · the intellectual that ulfes now 
the direct meeting with art as an end- product . 

13 . Dewey., op. c1t ., p . 71 . 

14 . Sheldon Cheney , A World Historz of Art , Preface ., 
pp . VI I-VIII . 



CHAPffR lII 

THE MEDIUMS F E ~PRESSION 

SHOULD BE CBSF.RVED IN LIFE 

19 

Of course the application of the method to be p1~sented 

sho ld bear main ly upon teaching dramatic literature to the, 

student who is not likely to take part :l.n, nor see the drama 

tudied . It 1s understood that this method shall apply to 

the literatu.re class situation primarily, and not to a class 

in act i n , or producti on of plays . B t the inference is 

ttat if we appl t his :more "t eatricalf' approach to the study 

of drama tic litera ture that more of' the "feel of the stage" 

ma enter into it and thereby enhance the tudy and appreciation 

of an ,· ece of dramatic 11 tera.ture,. for scholar or actor. 

Briefly the idea of the method is to have the student 

spend som =- time in direct observation and experience of, 

first, situations i n his own environment . These should be 

written . It is better if t hey are read and given orally, 

if possible, and also with some discussion . Such observation 

sh ould make more vital the situations in dramas presented for 

study . This 3hould be done similarly for language . This 

dee.ls with the correct use of words, phrases , and clauses , 

in presen ting facts and ideas . The use of language w111 be 

ta pa.rt of the statement of s ituation from the observation 

of actions and eve~ts in the situation . This includes 

dialoeue . 

First in the physical mediums of expression is picture. 

y tis is meant all that the students es which s static 
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or not in motion , alt ough what actually moves is in a sense 

a moving picture whether it is one object or several . To 

observe p:tcture is to ake ·!;he artist ' s view· of nature and 

men , thing s , relations , or qu.ali ties . Hot only doe~ the 

student observe primary sources but secondary as well , such 

as , drawings or paint·ngs . It is to be borne in mind tba.t 

the act of observing is the end so far as the object of this 

method is concerned. Although it is important what the 

student sees and how he reacts , yet the basis for critieiant 

and response lies first in observation of the picture as a 

whole and t hen by part and in detail as well . In tbe f'ourth 

place the student observes patterns of sounds . This 

includes natural s ound formed all about him in nat re as 

~ell as those of voice . Especially should he hear tone of 

oice , pitch , volume , speed , melody , and rhythm , and 

experience these in music . The movies and the radio provide 

e. rich field for hearing the artistic use of s ound in musie 

and speech . There is no spec:i.ul attempt to ma ::e the obser-

vations have " ea.Y1ing tt or "abstract" ,,alue . The object is 

tc hear and try to recognize and recor the obv ous physical 

elements of which music and speech are made . The mos t 

particular o~scrvations to make ure those patterns of sound~ 

melody and rhythm ~1.ich are the fundamentals of the actors 

vocal art . Theses unds should be observed to some extent 

ru1d then reproducer vo0ally. This is an undoubted ear 

traininz and lends itself to the beg1nning f ~ gro~ ng 
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appreciation of sound , tone, and melody in poetry and drama 

of which these two so largely consist. 

If people reveal what they t h ink and feel by what the.y 

say snd do , then a more cal." f'ul observation of the primary 

sources may enrich their appreciation of the literary rep• 

resenta.tions in that the otudon t will 1a.ve a wealth of 

observation and expEn-•ience upon wh i ch hi~ i magina tion can 

·mrk . ',"leak response to 0 grcat '1 l iterature may i ndicat e a 

poverty stricken memory due to incomplete observation of lifec 

and experience . For it is through this sensory observation 

and experience of t ,.1ings , relations , and qual:!. ties a person 

gathers fuel for the fires of i!Jagination and memory which 

form an attitude of wo~der and curiosity ma es poss ible 

creation i n any art fo1,rzn. This applies to a satisfac tory 

r esponse also . 

The variety of speech signals at the command or 
an educated person which are almost bewildering in 
:number and in subtle differences, is traceable on 
the one nand to his incomparable rich motor equipment 
of thorax , larynx, mouth and phargnx . On t he other 
hand, it is traceable to and bears witness to t he 
richness and -.rarlety of h is past environments . .1.1 or 
t h e mastering of every component art of speaking has 
been a story of is learning to adjust himself to the 
locations and natures of t hings and especially to the 
acts , demeanors ,. and att tu.des of other people . l 

The last of the f ive medi ums , motion, should be observed 

in a similar manner to t hat of sound. Motions should be 

observed and definitely followed . It is most i mportant to 

observe people as they move and gesture .. All the slight 

inflections of body and arms indicate a state of mind . 

l . John P . Dash iell.• Pundamentals of Ob,iective Psychology• 
p . 366 . 



They speak to us as definitely as vocal lan0uage, or 

more so . For la_neuage may mi::!lead ,h ile t une and melody o:f 

sound and patte rns of uovement arc :::o nruc 1 a po.rt of t e 

n euro- r.- u:.rnul ar effects fron psychic drives tha, .,.or e au then tie 

reason comes from he:rn than fron words alone. The tone of 

voice is more important t ha. the wo!'d an· so a.re the body 

inflections . l any motions in natur e should be o served. 

So should those in o .Jjects and people . Por all t hese are 

the basis for acting and the dance . Con1nunication of 

thought , ntory, and feelin0 by danci .. g is as old o.s 1:1an is. 

Dance ie more nearly the iI:11Qediate effect of inner wishes 

and desire than uny n ~ tura.l me ans of :r.:pression. a.t the 

body conveys in dance is no less ir.1.portant in drama, and 

the use of it in drru:10. is t h o s a.me as in d a.nee . For there 

can be no useless o.ir.1less rr:otions in drama any more than 

:l.n a do.nee . On l:e basis of v,h at the body does "naturally" 

d ances c.re cre c.ted , l• or dc.ncing is to vml ~l .~; as sing ng 

o to talking , 

Artists in the theater i nvario. 1y e 6 in to see en 

hoar a pl ay as they study it for pro 1ction . Tho actors 

and designers create in terms of the physical medi ms and 

from these patterns effects result . For the ability to 

abstract and generalize is one w.:11. eh co.mes fron o ser1at:ton 

and experience . The use of word , picture , sounds, or 

notion symbols can mean nothing tit 1.out e:: ~. 3rience . 

The use of word , pictur e , s 0und.s , or motion symbols can 

ean noth ing without experience . hese make possible a 
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recognition of val ues , and rela tionships which is insight;. 

For an organism (A) capable of reactlng to h ghly 
spee:lfic detail s ( Nbether , 11 things 11 or "relations'' or 
11 qualities 11 ) of singling out ., as it were, obscure but 
crucial f'e tures of situations by virtue of this 
capac:i. t , ...., ) ac· quires habi tuo.l mc..11..-riers oi' reaction to 
t~esc special fea tures from time to time , and (C) in 

-tho event of its facin0 a ne• pr'oblem o difficulty 
involving these features , has on tap refined reactings 
·rhich ! ake possible tha · disc:?'.'iminating behavior we 
call n1nsigl:t" . 

In the first six lessons in acting Richard Boleslavski, 

a fcmous director of stage and scr een , presents most clearly 

this need for observation and experience . The entire book 

could be quoted to substantiate the position of the method 

of this thesis . For people who love drama are always students 

of life before they become "studentsn of Dra..matic Literature . 

Sensitiveness obviously implies fine adjustment . Boleslavski 

presents it in this ruanner : 

The Aunt: 
has ~Ji t gif 
please?ll 

(Caustically) "And what . if I may ask ., 
f obsor""!.c .. t on to do with o.ct -tng , f you 

I : ttA great deal .. It helps a student of the theatre 
to notice everything unusual and out of the ordinary 1.n 
ever yday life . It builds his memory. his storage memocy~ 
with all visible mani · sto.t:t on of the 11man s:1ir. • It 
makes him sensitive to s incerity and to make- believe . It 
develops his sensory anc muscular memory., ant"T ac .11 tates 
his adjustment to any business he may be required to do 
in a part . It pens hi eyes to the full ex et in 
appreciation of different personalities and values in 
p ople and works of a1"'·- . And lastly., Madame., it en1~iches 
his inner life by full and extensive consumption or 
everything in outward life . It has the same e .f0ct that 
one banana and a handful of 1~ice , as a day's food ., have, 
on a Hindu follower of Yoe;a . Consumed 1 .. 16 h tl·?, 0 etting 
the maxiraum energy out of that mi ser able amo1.mt of 
vi ta.mins, that food ,;,ives to a indu inu'leas 1 1~nble energy, 
spiritual po rnr 1 and vitality. We consume a steak at 
lunch , and i mag ine ut di nertlme that we a.re hungry. We 
go th1"oug~1 life ln the sa.r.10 manner . Ho think that we 
see everythin6 , and we don 't assimilate anything . 



But in the theatre , where we have to re-create life , 
we can't afford that . We are obliged to notice the 
material with which we work . The actor who has his 
gift of observation dulled and inactive will appear 
in worn~out dress on a gala occasion. As a rule • I 
believe that inspiration is the result of hard work, 
but the only t...t1.ing which can stillIUlate inspiration 
in an actor is constant and keen observations every 
day of his life . "2 · 

24 

In the experience of this director the person who 

becomes sensitive to dramatic situations must have a wealth 

of experience from which to draw for inspiration and 

creation . Then the physical mediums should be observed and 

experienced in life . 

2. Richard Boleslavski, ~ First Six Lessons in Acting , 
PP • 97- 8. 
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a wreck and merely hearing about it . In seeking a v.rreck one 

is actually part of it as an observer . In hearlng about it 

or4e is only a part of it by irr1ag·na ·ion alone . 

so the r eader goes through t he play line by line and 

notes the actual pictures ., s ounds ., and motions wluch a.1,e 

sen or heard . He also n otes the pictures , sounds , and 

motions . Either may be eff·ecti ve in exciting imagi native 

response under the situation through both the direct and 

impl ied action. The use of picture , sound , and motion as 

a basis for study under the situation which causes t he 

conflict, is with the belief tlw.t these are all of the 

physical mediums used in t he presentation of a drama . For 

picture implies line , mass ,. space , light , and color in objects 

or persons . Sound implies tone, pitch, volume , speed , 

melody, and rhythm i n voice as rell as the clashing of swords, 

t hunder , hail, rai , or animal calls . i:::ot ion l:':'!plies all 

that moves , be it a falling ~all , r1oor l runp , vase , or 

moving clouds or persons . It implies gesture , attitudes , 

facial expressions , walking , setting , or s·i.ia.nd1ng. 

And from the playwright's stand point, whether he uses 

rank realism or higbl.y abstracted S'Y1!1bolisn, or hat , he 

must deal more or less itb either actual or word•pictura , 

sound , or motion to form the dramatic experience of" men in 

action whether his purpose is characterization, melodramatic 

action, cosnic truth , aesthetic beauty, social morality or 

common place mystery, horror, love , or adventure . 
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For a very definite reason nothing has been said about 

ideals , spiritual insisht, aesthetic values , characterization• 

er social values as being the most i1portant effects of a 

play. Vital and significant truth and beauty are ~ of course, 

~hat tho playwright and the actors are after . They 1ivant 

definite response , at least . If the plan and design of the 

play is right and fully caught by the actual and word pictures, 

sounds , and motions , and if the memory of experiences and 

observations of man and na. ture are aroused in the audience., 

a successful dramatic experience will result . If any one 

of the three fail the play will fail likewise and in direct 

proportion to the absence of necessary skill in acting or 

of tho artistic composition of the physical elements of the 

drama . The audience will affect the play because of its 

experience and observation., and vice versa . A satisfactory

experience , to be agreeable, must be on common ground 

whether it is tragic or comic in mature . Consequently in 

application o~ the method the student or actor must go 

through the play scene by scene, forever keeping his miid 

on the general and specific situation and relationship of 

f 01 .. ces , and note generally the fundamental pie ture patterns .t 

sound patterns and motion patterns, so that he may get the 

direct and implied effects of word and deed in terms of the 

playwright ' s intent and purpose , in the sit-ua.tion ., e.nd in 

terms of his own observation and ex.perie ce actually. 

From t his sort of study the student ., actor, or director 



begins to get a conception of the relationship of forces 

and their potentialities . Thus they determine what the 

characters are like in size and personality, 11hat they wear, 

how they vallt and talk , and 'lb.at they and the setting must 

contrfbute to the pluy in f orm and manner. They hereby get 

some idea of what emotions, ideas, facts , truths , morals 

and beauty may be effects of the representation. The style 

and manner of production become more evident . 

The trca ment may vary but cannot get very far away 

from what has been pl anned and specified in the playwright's 

design . There is always a certain freedom for treatment 

possible but the basic nature of the play fairly well sets 

it and makes such things as clo ing Romeo and Juliet in 

the balcony scene nothing more than vulgar attempts at 

humor by the lowest form of witless and stupid imitation. 

Such a method of study as the above is not a prompt

book for production but is and must be the initial step 

before a prompt- book can be made or goals set up to be 

achieved . It is an attempt to work from the more objective 

elements and forces as they are related in the conflict . 

This is life study applied to the drama . 

A series of articles2 on~ ~ Actor Attacks his~, 

in several issues of Theatre~ Monthly are of ve.lue in 

ref'erence to this · thesis . Not able contemporary actors arui 

actresses give their reactions as. they study a play f'or 

2 . Morton EUstls , Theatre Arta Monthly, The Actor Attacks 
his Part . (Oct., Uov • ., Doc .. , 1936). XX:- {Jan • ., Feb., 
~} . XXI. 



production . It is of interest to note that they are all 

at ome l oss in stating their neth ds in exact and simple 

manner . 
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Ina Claire practices a car eful observation of life 

around her an within erself. She makes mental '1.. tos of 

pl a ces , people , things , and ideas . She says it i important 

to know what to do 'lit1 t:1e voice and how to use it correctly 

i n varying s itu.at ons . 

Alfre Lunt ond Lynn 1 ontanne act as a t eara often . They 

i mpr vise freely at home L'l'l t '.le ir pn.1"ts • v!is s Fon tanne ge-ts 

a visual pic ture of the person t he instant she reads a play. 

elen "9'ayes .vorks in the opposite manner . She a llows her

self more time for study of he situation and relationship5 

in the pl ay before t 1e character oft e par she i s to lay 

emerges . But each, however , seems to ork on the same 

investigation of elem :rit . But Miss Fo tanne validates 

her i nstinctive grasp , and Ina Cl aire accumulates t he 

characteri tics and lets t he character emerg more slowly, 

The end, however , 1 the s e . 1ss Fontanne said the most 

wearin role she has ever played was the Shrew. 

] r . Lunt pieces a char ac ter toe her rrom accents , 

personality, and a.ppeara..11.ce, h may liken e. charac er t o 

several other peopl e e . has known . he c aracter becomes 

a composite of voice, appearance , and movement from his 

observation . Mr . Lunt say it is essential to vork f or 

the play and not for you.reel£ . He is always learning 

new things about t he part , playing to new audiences . 
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Katherine Cornell says lines, situations:, characters 

all suggest :many things to do . The actor should know what 

he wants to do a p ractice it most carefully. ·.Uss Cornell 

says ne must learn to act by acting and that success depends 

upon the 11ga.llery gods". 

Belen Hayes sums up basic points of expressi n: 

Any experience, perception~ adversity or training-
through life, literature or art--whieh will enrich t his 
store house of memory, upon which the actor can draw 
at will, will heighten an actorls powers of expreeaion .3 

These actors make quite clear the point of putting their 

time and energy on a study of the p lay 1tself1 and in ariably 

the primary approach becomes a most detailed search for cause 

and ideas in the language and situation and the physical form 

the acting will take in reference to voice• body, and 

gesture from their experiences and creative imagination. 

In the recent work , An Actor Prepares , is the following: - --- --=----
Time is a splendid filter for our remembered 

feeli gs - - besides it is a great artist . It not only 
purifies, it a lso transmutes even painfully realistic 
memories into pootr ... . Yet the great poets and artists 
draw from nature . A reed: But they do not photograph 
her. Their ~Jroduct passes through their orm personalities 
and what she gives them supplemented by living material 
ta en from their store of enotion in omorles . ....halcespea.re, 
for example , often took his heroes and villians , like 
Iago , from stories and made liv_ng creatures of them 
by a.ddini his ovm crystalized emotion memories in the 
picture . 

This book i s recent and hailed as the most important book 

on the rt of acting in many years. It is excromely 

3 . Morton Eustis,~., ct . , 1936 . 

4 . s . Staneslavski , An Actor PreEares , p . 163. 
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psychological in rue1;hod. Of course it serves to direot the 

actor toward and into the finest conception of drama and 

acting. The author has a profound grasp of the integra:cion 

of experience and imagination.. It is, of course~ a constant 

application of experience to drama. J?or just as t;he student 

should ob.s0rve and experience closely the life about him so 

should he in the study of drama observe and ex.periei.1.e.e ·these 

elements of conflict in situation,. :i.doaa1 and f'orcos.,., as well 

as the ph:ysic.al fo1nr1 of the .frame that the inner and poetic 

concepts may become more and more apparent .. 



CHAPTJ~~ V 

TI-ill R-:SULTS .. 1"?' 1\IJPLIC Ar,_oN OF THE 

CLAS~ srrUATIO J • 1!.R ,, SATISFAr TOR. ~ 

The application of situation and language was made 

with fifty students in sophomore English in a study of 

The Tale of Two Cities. The students each made a simple 
....,.._, ----- - - ---
scenario o:f the entire book. Suggee:tions ,.,ere ma.de for the 

student to select the scene which would most effectively 

tell the story. This stimulated a visualization of the novel . 

This served to isolate the elements of situation and language~ 

descriptions of person~ place, and thing . The relation of 

facts and ideas to forces was more clearly in the minds of 

the students. The value, purpose, and social contribution 

of the story were then a result of these primary observations. 

The application of tho entire met od was made with thirty 

seniors in a dramatic class through a reading study of 

Hamlet, Romeo ~d Juliet, and The Taming ££_ ~ Shrew. 

Two small copies of each p lay were given to each student 

with a large composition notebook. The small pages of the 

play on each page of the composition book. This left one 

half of each page for notes in the play for that page . Tho 

student then noted the situation at the top of each page and 

under this the actual picture, soW1ds .,. and motions a.s involved 

in the situation. Then the word- figure pictures., sounds , and 

motions were noted . These were selected with constant 

attention to the situation; the relationship of forces . 
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As a result of this stu:ly some changes have been made in 

the terminology of the mediums of expression. In the class 

application the students askod to note situation, language, 

and action . Picture, sound ., and motion elements we1~e to be 

given f or languag e and for action. But since acti on may be 

implied by language as well as by action literally these 

terms proved confusing; consequently the situation has been 

made to include t he plan or p lot of the dramatic action , and 

picture , sound, and 1notion to be the physical form of the 

action, either actual or imagined from word images . Following 

the observation of the play in this manner,. the students 

ere asked then to s ·tate from their observations of situation 

and language the following : 

1 . The general situation of the play. 
2 . The bf3.s1c idea of the play. 
3 . What forces were in conflict . 
4 . The number of minor situations , incl dents , or 

scenes in the play. 

After a study in detail of the actual and word pictures 

s~gcsted by the situatio~1 ., and after an imaginative , or 

actual c nception of the sound patterns ., and a feeling for 

the actual movement patterns necessary for character and 

mood ., the students were asked to describe t~e principal: 

1 . 
2 . 
3 . 

Patterns for picture ., tone , movement . 
Characters 
Settings • - -= . • • •• • ... ,. . . . . . . . . ". . . 

d further , what effects ~ere ~tr~$sed. or ftChieved · ir.t the 
( ,I • • • • •• • : • 

play? . . 
. ..... ... . ~. . . . . . . . . 

. . . .. 
.. . . . . (. . . ::: . . . 

.. : .. : . . . . .. 
. 
' . 
' . . .. . 



1 . 
• 

3 . 
4 . 
5 . 
6 . 
7 . 
8 . 
9 .. 

10. 

Scenery 
Characte1" 
Situation 
Ideas 
Morals 
Beauty 
Mood 
Rea ty 
Symbols 

ancy 

The consensus of opinion from the students as that such 

a meth of study, e ng objectiv, detaile, and exact g ave 

them a better grasp of t e play a.s a v, ole and the relation-

ship of facts, o.nd forces , than the me t bods which l ook or 

val es and effects before the elements ares udied ln 

relationship. This study ras t e sole assignment for the 

class for a nine wee!s eriod . The preceeding ine eeks 

period was spent in prepari~g a note book of situations from 

stories, plays , and life . These co1sisted of mi or incidents , 

either merel y state in lancuage or inters of ialoe . 

Notes we:re included i th the incidents which entt.'lle e.ted the 

cha.ract rs and stated the substance of the situation of 

whic the cicent ras a part . Students were f rther en-

couraged to read ha.t they could and w01 ld on books in 

dramatic production for fact , as ell ae the Introduction to 
1 

Dr ama , by Hubbell and Beat, for s.e ue.intance 1 h the 

t ypes of plays . 

At the time of study of the three plays y the me t hod 

involving ituation, language , pictlre , somd, and motion, 

l. Hubbell and Beaty. op . cit ., pp . 1-51 . 
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work was under way in a casting and production of the 'rami11$ 

of the Shre 11. The aim of the product'.Lon was to stress the 

soi.md and motion elements and not the picture . The Shakespoar

ea.n stage vms simulated but no attempt was made for an actual 

replica of the Elizabethan stage . It was merely suggested 

end t his became a simple background which did not force itself 

through the production . Further ., authenticity of costumes 

11ere not as much the aim as a contrast in form, line, and 

color f or the accent of types of character from a visual 

aspect . In this respect the class concluded that some of 

the rented costumes for the servants did not provide the 

contrast so a$ a result servants' costuraes were eff ectively 

improvised f ro . wrestling tights , sweat shirts and sheep-

lined bedroom slippers . The obvious need for these positive 

physical contrasts which involved groups of people in line ,, 

form , and color as well as motion became more apparent to 

the students as they selected the elements of picture , sound . 

and .motion from an analysis of the play in its situational 

relationsh ps . 

In decid ing !hat t he sound patterns of the play should 

be the students cons·dered the actual sounds which r1ere 

obvious , as , the rattle of swords , the noise of falling 

dishes., and the music f rom the wedding crowd and orchestra . 

~he speech patterns for various c1 racters w re determined 

y t he ir place in the situa tion, their social position and 

consequent cultural manner , anJ in this respect, to the 

contrasts of sou...~d w~ich would likely obtain the desired 



comic ef.fects obvious n the situation. Constant stress was 

laced 'pon looking at the play as u whole , as an orchestrat ion 

of sound and motion v:hi c 1. s 1ould f l ow in u..Ylbrolrnn continu1 ty 

in the same manner as would a p iece of music or a dance and 

i n the ins ta.nee of t ho play, us both . It became more and 

more evident to the t,acnta analyzing the play and the 

ctors glving it physical form that no one person or clement 

wo.s more important than another for each ims a cause as ell 

as an effect in the composition of the whole . 

The production was well 1~eceived . The cla.so felt t;hat 

the results obtained were duo , in part at lea t , to the 

met od o study which left them free to wor k from the stand

point of designing the physical med:tum.s of picture , voice 

patterns , and movement patterns in terms of the ideas in 

l anguage and in the c o1flict of forces in the situation and 

t heir own nemory o f experi0nce and imagi n tive invention . 

In applying the met 10 to the reading o:r lines , the 

actors studied ot only the relationship of the idea s in a 

a3peech to the scene sit ation :rnt also w}mt w.ord p:tctures., 

sounds , or r:10tions in he lan .,uace .._:aire .,. them dei'inJ-te 1~0. ter1al 

for l n ginn.tive invention . or tone and movement patterns . 

W r ds and phrases ftcn c ,1 tnin figures and images as they 

r elate to the actual situation :l.n t e scene an in 1•espect 

t o t he whole . By c nstan tly chcc dng back and _ orth from 

ideas i n t ho language and t e s ituation to te physical 

pattern .;> and design in picture , speech , and movcr-1ent an 

lnterprets.t1on is motivated and the p roper form may b e found . 



When a student is fir~t Given the play to r ead, it is 

o viously ,just a p lan of action . If there .are certain 

definite mediums of expression which he can o Jectively 

note, he can then by an inductive process rebuild the play 

f r ore study of its part . Consequent_y, t_ e instruc tor 

may say that this play re,.rosents id-as , forces, and incidents 

i n a situation . It s to be presented by the use o. some 

elements of p:lcture , patterns of sound and pa ,terns of 

movements . The very first thL g to do is to determine by 

an analysis of t1ese elements in the play what these situation,s• 

i ..... ea.s, .forces, pic t ures, aounds , and motions are roman 

act al standpoi~t an from tho e implied in thew rc-fi r.os . 

This "'l ,V1or ,1as al o a plied in a s-;age c1 .. a_ t class . 

T is class had charo.go f t.10 stage , scenery, and lights 

f orte production . It be rune evident to them that t hey 

must also lmoi'i son:e ~~hi f!, o:': the elements of the lay before 

they could design t:.e sc nery, arrange the properties, or 

l ocate t _e 11 ,hts . In the modem co ception of scene c.e 1E;n 

the al"'tist b comes , in u ense , a irector . '9: r.mst know the 

pictor.al and move et emsn soft e acti 1 f the lay. 

'The director- desi<:"mes the the - trt al deal . 1 s udents 

i n thi.s class vere g iven e_~ercises in observation f picture 

i n accordance with the met od of this th s s . 

Obs"3rvation and dra n s f lands a· es, b1 llr ngs , store 

fronts, and windmvs, floor plans of rooms, a tual pictures 

and costumes were ma.de . T e object vms not for the 
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reproduction of' a likeness u t rather merely to call a. tten tion 

to lL~e, form, mass , space , light, and color. There ras 

no atte:npt to call a picture , building, or dress good design 

or bad but merely to encourage the observation of these 

elements . As~ Tam·ng .£!: the Shrew progressed in reh arsal• 

attemtion was constantly tu1"'!led to the picture patterns which 

constantly fl ow throug n play by the positions of' c aractero 

in relation to each ot~er and to the scenic background . 

In the use of ttiis method in study of plays not produa.ed, 

wbtch might be called "imaginative productionn, and in study 

and actual production of a play, it was found that students 

more easily discovered all the elements w:!:lich make up a. 

dra..?J1a . The methods which cmtirely depend upon the reader 

t o just "feeltr his way through the play by a sort of instinct 

or with a so~t of spiritual divining-rod are too aimless and 

undirected, for beginners . But with these definite objective 

elements which fundamentally touch the play at every vital 

point, the student is more able and likely to emerge , 

inductively, from fact to fact , and for ce to force, to a 

more complete conception of the whole drama . 

The experience out o which this method ha.s come as 

an effective approach to dra a in high school is sur.Ir.1arized 

as follows : 

From, 

1 . Ton yea.rs of play production . 

2 . roduction of 120 plays . 

3 . use of 700 students in the productions . 



4. Production of three orig inal 3 Act plays ya. 

local aut1or. 

5. Production of seven marionette plays. 

6 . Endeavoring to 11 teach" dramatics for 7 yea.rs in 

cla ses . 

7 . Prod ction of ten ivic plays . 

The c nclusion for this chapter is that in ,or_:tng with 

a be inner in drama ~ en objective elements are stressed 

in the play, the jective a lues have soneth i .g to energe 

from in the imagination of the student . 



CHAPTER VI 

THE 1. ~TOD CAN BE 

APPLIED O, CTIVELY TO DRAMA 

The forms to follow· in observing either life directly 

or in a drama are simple and ob active . 

,o 

It is to be remembered that the objects , events , persons ~ 

or places to be observed may be: 

1 . From observation solely. 

2 . From those which are part of a personal experience . 

3 . From literature . 

4 . From imaginative i nvention . 

,ollowing are the first mediums of expression and their 

application: 

I . Situation contains: 

1 . Incidents 

2 . Forces 

3 . conflict 

4 . Action 

II . Language contains: 

1 . words 

2 . Figures 

3 . Facts 

4 . Ideas 

2rom the ideas , facts , and figures in language i n relation 

to the conflicts , .forces, and incidents in situation come 

the causes and motives for action . The student observes 



life, or a drama , first in te~ns of the situat on and lan-

guage . AS he does so he zn~ites t h is in a note book for 

situations . 'J.1he left hand page f'or the situ.a tion and 

languace , the right hand one for picture., sound , a.nd 

motion . Each page is divided in hulf vo tically . The 

observations are :vritten ofter the following nanner : 

orrn O • r . Situation and Language 

This may be: 

1 . The situation for the vhole play. 

2 . r.rhc situation or an act . 

3 . The situation in a scene . 

This same form may bo used or a life situation ao well as 

for a play. It is deductive in the play a.nd inductive from 

life . 

The Play: TAM:ING OF TFIE S~!RE 

Situation in Act I Scene 1 page No . 

Kate and Petruchio . 

Place and persons 

daytime , a house , 
rich people , 
the father , 
the daughter , 
t he suitor, 
the musician. 

fact and action. 

The a t her speaks of his money 
and his daughter . She i s a 
shrew . The suitor is interested. 
So is the father . The musician 
enters with broken lute and pate. 
The shrew meet s the suitor . 
They qus.rrel but like each other. 
Both are "devils" . 



Characters names should be omitted at f irst so that the 

s tudent will chink in terms of types and appearances . se 

on l y doscripti ve wor ds or phrases . Do not write too much . 

This i s for the purpose of careful selection of the mai n 

f acts and action . It is import t to keep t he page nur.i er 

of the s cene in the play . 

This form may be used for actual life situations or 

i maginative ones . In the case of the life si tua. tions or 

i maginative o es i - is good practice to v:rito t ~e situation 

f i r st and then reduce it for the scenario f orm. From this 

form there the scene may be dramatized by turning it to 

d ialog , speech and action . It has then com.e from obsqrvs.tion 

t o a story form. to a scenario form and then to dialog ar:d 

action phyolcally. In a small way this is t he genesis of 

a dramatic scene . 

Since every situa tion in life or d rama will be made 

up of physical e l ements of a sensory nature these are 

obser"( ed both generally and specifically . , For the purpose 

of this method they are: 

1. Picture, in line , mass , space , lia'-1-:l.t, and color •. 

2 . sound , in tone , pitc , volume , speed , Melody, d 

l"hyt hm . 

3 . l. otion , in lino , orm , speed , und r hythm. 

tJ'hece a.re actual in l ife , of cou rse , and also in the play 

rhen 11 acted11 • In al drama and especially poetic drama 

there ar _ ·1ord- .fi ures , or :i.ma.rres , which also refer to 

picture, sound, and motion. By such reference the imaginative 
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effect has a sensory basis. lith these t hings in mind then 

the student observes t he life, 1ma.e inat1ve or drama situation 

and notes these elements of picture, sound, and motion . 

These observations are then more vividly remembered when they 

are: 

1 . Drawn, if picture . 

2 . Vocalized , if sound . 

3 . Acted, if motion . 

It is not expected that these will be photographically 

or realistically reproduced or imitated. But if they are 

drawn, vocalized, or acted to some extent, the memory is 

vividly impressed by doing as well as see ing and hearing . 

The imi ta.tions , however,., can be as complete as you desire . 

The end of the exercise is observation, closely and carefully, 

part by part. With those ideas in mind the student then writes 

in his note book for physical effects , his observation of a 

life , drama or ima~inative situation, what he sees and hears . 

This is done in the following manner on Form No . II . This 

is the right hand page if the note book for situations is 

used . The observations for a scene from a play are as 

f'ollows: 

Play: TAMING OF THE SHREW 

Situation in Act I scene l page No . 

flThe wooing scene" 



Actual 

Picture 
clear stage with two col
umns , bright warm light, no 
properties , bright colors in 
costume, line of dress i mpor
tant , etc . 

Sound 

Voice patterns: 
fat11er•s, low, formal, 
Suitor's, gay, strong, con
fident 
Shrew's , loud, petulant , 
hasty , thumps, slaps , yells 
end falling , etc . 

Motion 

Father, slow, easy, 
Suitor, quick, with energy, 
Shrew, fast , jerky, unrestra
ined effect , falling , kic dng , 
pushing, running , etc . 

word-figure 

"Kate of Kate Hall", 
"a joint stool", 
'1look so sourn , 
"sec a crab", 
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"like a hazel twig " , etc. 

"asses are made to bear"', 
" aspish, soft and affable"• 
"plain terms ,r , ttwild Kate", 
etc. 

ttcome sit on me" , 
"young and lip)lt", 
"to light for you t o catchtt,, 
"a slow- winged turtlell, 
"I'll cuff you , bite the lip", 
"thy princely Gait" , etc. 

If the F'orms No . T and No . II are put in the same note 

book they should be put opposite each other on the double 

page , the situation Form o . I on the left page, the other 

on the right . Then in the process of reading the play for 

the various observations of situation, langua e, pict re, 

sound, and motion can be made at the same time . Those same 

forms should be.used for recording observation f life 

situations or iraaginative ones ex~ept that the student will 

have to form it as he observes it. For the drama is 

experience ~hich has been com osed, or formed, while the 
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life situations demand selection as they a.re observed and 

recorded. Of course there is a eonstant rel ationship between 
' 

picture , sound ,, and motion which is actual and that which 

suggested by word-figure . t a.11 con tribute to hat is 

said and done and seen. 

Following are some words ,vhieh uggest the type to be 

used in c lassifying the: 

1 . lines, forms , mass , space, light , and color in 

picture . 

2 . tone , pitch, volume, speed ., melody, and rh thm in 

sound . 

3 . lines, forms ., speed , and r h ythm in motion. 

long, wide , broad , flat , rotmd, gray, white, varied , 

clear, smooth in reference to line, mass, etc . 

For sound: 

loud, fast , gruff., weak , high , low, in reference to 

tone, pitch, etc . as in music: music terms can e used. 

For motion: 

straight, curved , regular , fast, up , across,. long , 

broken, in reference t.o line , rhythm, etc. 

Theo ject is to have the studen t use as many descriptive 

words and phrases of hi s own choice as possible . 

Finally the student should be able to wr1 te out 

ome definite conclusions from the observations made . 

~~hose should be fully stated in writing . 



l . The t ype of drama 

2 . The theme 

7 . What i s emphasized:. 

3 . A description of each 
character. 

4 . A des c~iption of each 
sett ing . 

5 . A state:m nt of manner 
and mood . 

6 . The aesthetic , or 
mor a l val ues . 

a. . 

b . 

c . 

d . 

o . 

f . 

:t~us ic 

Plot 

D."ction 

Character 

Picture 

Thought 

T ese effects o.nd conclusions are left to emerge after a 

detailed st dy of either a drama or the lif0 situat ion. In 

e vei-,y case this or similar methods do get results with the 

actors on the professional stage as cited . And from t he 

application of the method to a school study and production 

of the Taming of~ Shr ew a satisfactory performance was 

r ealized . A method , of courze ., cannot create an actor out 

of anyone but , in this instance~ lt was a prime factor in 
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study and production of the dram.a . For if a student s tudies 

a play after the pl an of this method and then is una le t o 

grasp the form and conte1t easil y , it will likely be safe 

to say that he e:Lther needs rr1uc more experience an obser

vation or t 1at he is- j lSt not interested in dramatic 

• I "' 1 • express:Lon ror , more or ess , o vi.ous reasons . P.or there 

is doubt if platitude or 11 preacbment in pedantic manner 

on the .crystaline classicism of the drama ' s aesthetic 

embodir.ient" 1ill yet move im . For Sir Wal ter Ral 1 h says, 

al we can give a person is point of view, enthusiasm, and 

s metho of study. :;tr om then on the teacher is helpless 

if the s t u ent ignor es i t. 



The situation--la.n,gua.ge application to a scene from 

Romeo end Juliet is on the back of the next page. It is ----~-
placed so to illustrate its uso in the students r:ote 

1.. ?51 tuntion 

2 ., Lo.nguage 

3. Picture 

4. Sound 

5. Mot1.on 
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Left page of situation- erect note book . Use one side 

onl y . Reserve back for later comment . 

Form r . 
The method applied to a scene from Romeo and Juliet s 

as follows: 

The drama: Rm.mo AND JULIET 

Situation in Act I, scene IV to s cene V. {page , if needed ) 

"Queen tab scene" 

Situation- Language 

Place - -Persons 

a street , night 
Maskero, gentlemen, torch 
bearer 
prlncip 1 characters are a 
young man, Romeo, and two 
fr iends , of mo1"e adventuring 
nature j_n arms . 
names , Romeo , Percutio , 
Denvolio . 

Note: 

Facts--Action 

They plan something . 
''go without apologytt ., 
"we'll measure them a 
measurerr . 

They are g oing to a dance. 
The young man is in love . 
His friends joke with him. 
Romeo is fearful but he 
says , "on, lusty gentle 
men", 
a lusty gentleman speaks 
of Queen Mab , the fairy 
Mid- w:tfe , on love, dreaming . 
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The actual situation is that which will be physically 

on the stage . Other appeal is made through the language. 

Ideas and facts in lane;uage also clarify situation . Direct 

reference to actual situation is o£ten made in poetic drama 

more than in other types . 



Right page of situation-effect n0te book . Use one side 

only. Reserve back f or later comment . 

ior:m II . 

For picture , sound , motion in -cle 

Drama: ROMEO AlID JULIET 

Situation in Act I , scene IV to scen e V, {page, if needed) 

''Queen lab scone tr 

Actual 'ord- fipure 

Picture 
a street at night , earl y 
evening , torches , masks 
and cloaks . 

ne and form of b qd:J.es 
i mportant, crowd grouping 
or mass , use of steps, 

doors , arch f orms, hedge 
and tree forms and levels . 

Sound 
music of voice in t he 
"Queen Mabtt speech , fe et, 
sword, laue;hing, sining , 
general c onfusion of sound 
for effect of revel and 
gaiety. 

"'hood wi:ukedu, 
"Tartars painted b own , 
enpierced with aha.ft 
u give me a torch t1 

na visor for a visor» 
l"'ueen Mab speech full of 
pictures "shape no bigger 
than ru..1 a c;ato stone" , "wings 
of a grasshopper', «spiders 
web'' 0 ni rTh.ts revels" 

' u ' 

"scaring the lo.dies" 
ttcome knock" 
Q.ueen ,!ab speech full of 
s ound images, "her whip, 
of cric ets bone ', "swears 
a prayer" , "drums in the 
ar", " the wind blo vs us 
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from ours el vcs 11 , "puffs away't , 
"str1 e d r um 1' , 

b:otion 
light, quick , easy for 
most of crowd . Romeo 
slo-r:er , dcpres ned . Put tine; 
on masks , raising torches , 
group posed fo r ,ueon Jrab , 
poetry • . 

"not f r t l i s an 1 net', 
"'l.n'lder loves heavy burden 11 • 

nr have a soul of lead . '' 
''soar wit .l light fe atherstt, 
ttwe must hove you lance tt• 
"come knock'' , Queen Mab 
speech full of motion cues 
for actor . 
"lazy fingers of a ~ai " , 
gallops over a courtiers nose"• 
11 cutting throats" . 



The actual pictures , sounds , and motions , it will be 

observed, ai"'e not always definitely stated ln a drama. , but 

from the 1,1·ord- figures in the right colurm and the situation-

la.nr::uage observation ·the reader or actor is able to get 
' .. 

50 

the basic ideas , action , and physical .form of the drama. Again 

it may be s tated, this sor•t of observation of the objective 

mec huns of dramatic expression but indicates the general 

e fects of the drama . 

But as the reader or actor begins to discover what will 

be seen , henrd , urtd done in the 1folding, or uilding of the 

whole dramatic situation he acquires an intimate conception 

of the rela tlon ship of force a and incidents to the whole. 

It is in this respect that the dra.:ma is an entity, a work 

of artistic expressi on, whici is complete in itself . Drama 

means, to do. It is the work of a. poet , a make11 , a p lay-

1n~ight, or builder. It is constructed or composed from 11fo•s 

conflict .of forces , and ideals, in the Lac; n tive vorld of 

make- be lieve for :,?lcasurc or lnstri ction in virtue . 
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Picture from the production of the Taming of~ Shrew, 

pr•oduced by the method advanced in this t esis: 



Another scene from the Taming of the Shrew. 



C APTER VII 

C NCLUSIOHS SH0'1 TIE MET>-IOD I RIGh"T 

IN T .... ORY A1 D EF.i'ECTIVE Ill PRACTICE 

Drama consists of a situation, presented by means of 

language, picture , sound , and motion. These constitute the 

mediums for drama.tic expression. The problem of the play

wright resolves itself into effectively designing these 

elements so that they obtain, by means of the artistry of 

the designs and actors, a satisfactory response from the 

audience in terms of the original intention. The exercises 

recommended involve direct observation and experience, in 

detail , of environment for personal contact with life , 

situations ., language , pictures , sounds , and motions . These 

same elements are in turn observed in the drama . To often 

in teaching the background , social values .,, moral implications,_ 

and sources of the drama have been elaborated on before the 

student was aware of the details of the situation , the 

relationship of ideas and forces as evidenced by the physical 

:mediums of expression. Confusion results from generalization 

before close observation has clarified causes . Further, a 

drama is best taught by physical presentation in that the 

drama definitely consists of a musical nature in tones and 

melodies of speech; of a dance nature in form and movement 

of bodies; and , to a sTeater or less extent , of a pictorial 

nature in the line, f orm, end color of its scenery, properties1 

and dress . For these reasons an experience of drama i s 

incomplete when it is only read and studied, as the sensory 



nature of sight and sound see:ns to make direct expe_rience 

o.f 1 t ease tie.I for the greatest response _. 

Finally, the method as applied in actual class 
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situations in hi h school . A ~tudy without roduction was 

made of two drama, Hamlet, and Romeo and ,Tuliet, a third 

play, The amin5 of the "hre\v , \'fas not only studied but 

produced after the approach to pi-•oduction and study was ma.de 

by application of the method which this thesis pres nts . 

The findings herein presented are also a result o'f' ten ye ars 

of experimentation with high school students in the study 

and production of over one hundred plays. 

C naeque tly, the stud of a drama should place an 

emphasis upon the drama itself and not upon secondary data . 

An objective observation af life and drama,, of' situation, 

l anguage , _icture , sound, and motion mediums of ex ress1on 

gives the student material for imaginative and actual 

experience of Dramatic Literature . 

The method seems to be right in theory; it has proved 

effective in practice . 



Bibliography 

1 . Adams , John c. Romeo and Juliet, The atre Arts Monthly, 
Theatre Arts, Inc ., November, 1936 . 

f5 

2 . Anderson, Leta Atwood . Some of the difficulties modern 
readers rind when readin'f°Snal<espeare ana how to over
~ ffiem. 1i!aster ' s Thes s , A. and H. College ,-"!9~ 

3 . Bagby, Carolyn . Chaucer ' s use of dramatic technique in 
Troil ers and Cr iseyde . Thesfs, -X. and M. college . l n'3'2 . 

4 . Baker , George P. Dramatic Technique . Houghton Mifflin 
co., 1919 . 

5. Boles lavski , Richard . Acting . Ma@i:tillan , 1933 . 

6. Bosworth, Hallam. Technique in Dramatic Ar t . MacMil lan 
co., 1927 . 

7 . Butcher , s. H. The Poetics E:! Aristotle . MacMillan, 
1922. 

8 . Carrel , Alexis . ~ , ~ Unknovm. Harper and Brothers, 
1935. 

9 . Cheney , Sheldon . The Theatre . Tudor Publishing Co., 
1936 . Stage Decorat!on . 

10 . Dashiell , John F .; Fundamentals of Obj ective Psych ology. 
Houghton Mifflin co ., 1928 . -

11 ~ Dewey; John .; Art as Experi ence.; Mi n ton ,. Balch and co. , 
1934~ 

12 . Dolman , John~ Art of :'.: lay Production . I a rper and 
Brothers , 1928 . 

J.5 . Dreir , Katherine s . Shawn , the Dancer . A. s . Barnes 
and co ., 1933 ~ 

14 . Ellis , Havelock . '11he D nee of Life . Houghton iiiff l in - --co.' 1923 . 

15 . Eustis , Morton . The Actor Attacks his Part , Theatre 
Arts 1:onthly. XX-;-5ctober, Nover.1.be~Deccmber , 1936 . 
XXI , January, February , March, 1937 . Th6atre Arts , 
Inc . 

16. Freytag , Gustav. Technique of~ Drama . Scott For esman 
and co. , 1908. 



56 

17. Houghton , Norris . The Designer Sets the Stage . Theatre 
Arts Monthly , Theatre .Arts, Inc . October, November , 
December., 1936. XX. 

18. Hausman ., A. E. The Name and Nature of Poetry. 
MacMillan ., 1933.- - -

19. Hillebrand , H. N. 1 ritine; the One Act Play. Alfred 
E. Knopf , 1925. 

20. Hopkins, Arthur. How 's ~ Second ~· Samuel French, 
1931 . 

21 . Hubbell , .J . B., and Beaty, J . o. Introduction to Drama. 
MacMillan ., 1927. 

22. Marx, Persephone . Visual effects in se lected York 
fyster y Plays . Thesis , K. and M. College., 193·0 . -

23 . Morrison , Henry c. The Practice of Teaching 1n the 
Secondary School . University or Cnicago Pres~., "Im!6 . 

24 . feil s on ., w. A., and Thorndike , A. H. The Facts about 
Shakespeare . MacMillan., 1927. 

25 . Norsworthy, Naomi ., and Whitely, Mary T. 'I'he Psychology 
of Childhood. MacMillan., 1922. 

26. Oenslager , Donal d . Scenery, Then and~· w. w. Norton 
and Co . , 1936 . 

27 . Pennington ., Jo . The Importance of ,einB Rhvt hmic . 
G. P . Putnam ' s Sons , 1~25. 

28 . Shakespeare , Wi lliam. The Complete Works . World 
Syndicate ublishing co:-;-1935.,· · 

29 . Sha,m , Ted . Fundamentals of the Dance.· Haldenman Julius 
Publishi n3 Co ., 1§35. --~ 

30 . Simonson , Lee ~ ~ stage is set . 
1932 . 

arcourt , Brace and Co.,. 

31 . Staneslavski ., Constanti~. An Act or Prepares. Trans . by 
_ 1 liza.beth R. Hapgood . Thei'£re Arts , 1936. 

32 . Stevens,. Thos . 'V• The Theatre from Athens to Broadway . 
D. Appleton, 1932. -

33 . Steven s~ David H. Type~ ..Q!. ...... nglish Drama , ~-1780 . 
Ginn ana Co ., 1923. 

34 . summers ., Montague . Wil liam Congr eve, the complete works . 
lone .such Press , London , ""'Il123 .. 

35 . Utang Linn .. The ~ipor tnncc ~ J..ti7in5 .. John Da y , 1937. 



Typist., lfau.rino Duke 


