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Chapter I 

AN ANALYSI S OF THE PRESENT STATUS 
of 

DRAMA.TIC EDUCATION I N VvESTERN KANSAS 

A. A Bri ef History of Dr amat ic Entertainment i n 
Territory, with Some Con sider a tion of Geogr aphi cal 
Relations. 

If we were to divide t he sta te of Kan sas ver tically 

into t wo halves it would be ob vious t hat t he For t Hays 

Kansas State Colle ge should be t he center of dramatic art 

as well as of other culture i n t h e we stern half of Kansas . 

The sowing and- fo s ter i ng of t h is a rt shoul d be an im-

portant contributi on of t he colle ge to t he cultural l i fe 

of the state. 

Going ba ck throu gh the history of past entert ainments , 

we are reminded of ghost towns of t he we st . Although they 

are but skeletons t hey play aavery organic part in our 

drama today. We have never los t their entire t y because 

their influe nces s till haunt our pr esent day interpretation . 

I n t he gay 80's t he dr amatic canvas was col ored with 

melodramatic pioneering p i gme nt s . A serious , r omanti c 

play, in which t he prirrar y emphasi s was p l a ced upon sit-

uation and inciden t r ather t han upon character, and which 

was over-a ct~d , was so promi n ent t hat it cheap ened dramatic 

entertainment. 



The grea t disci ple of t h is period or s chool was 

Louie Lord and her company . On t hei r way f r om Kansas 

City to Denver they s to pped ove r in Hays about twi c e a 

year for a o ne-ni ght stand to massage t he t ear gl a nds of 

the ·Ha ysites wi t h a sentiment al dr ama . Although a large 

lady ,Louie Lord i n Jb.e.r creation of the part of Topsy in 

"Uncle Tom' s Cabin" i s st ill che r ishe d i n t he hearts of 

t he few remai ni ng old- t i mer s here . She was criticized 

r a ther sever e l y for showing too much of her legs while 

playi ng t he part of Topsy . 

The old courthou se ser ved a s a t he atre i n those days; 

t he use o f benches covered with she et s to represent ice 

in "Uncle Tom's Cab i n " is a n example of t he ir elaborate 

stage settings . nTen Ni ghts in a Bar -Room" and "East 

Lynne" r ece i ved t he warmest welcomes , obvi ousl y because 

t he ministers applauded. The conduct of t h e audience was 

usually creditable unless a drunk should happen to get his 

interpreta tions di s torted and contradict t he ma jor .emotion 

by laughter. The r emoval of such an individual was ro 

common t hat t he attention of t he audience was seldom 

lost and complete sympat hy was held, since empathy was 

an unnaturalized f orei gner to t h ese part s . 

The departure of Louie Lord wa s a great s orrow and 

t he press notices r ead of h op e t ha t she woul d return t o-

morrow. As one l eafs t h rough t he fi le s of the Hays Sentinel 

he will find sh ort notices i n t h e Per sonals expr e s sing t he 

desire to have Louie Lord back again. 



The generaliza tion jus t made as t o t h e type of 

drama presented by stock co mpanie s may be contra sted with 

the write-up s and article s found in t he St ar- Sentine l 

(Hays) co ncerning a loc al dr amati c s club ca lled " The 

My stics". From a ll t he f a cts t hat can be se cured about 

t h em they rep r e sent e d and c arried on the same work our 

Little Theatre today tries to do. Their list of plays 

presented shows t hat Hay s, in compar ison with the rest of 

the sta te, was as nea r to t he ou t po sts of dramatic exper-

ience as many of our eastern c ities were . For e xample , 

t h ey gave " Caste" on December 3, 1883 , sixteen years after 

it was written, which i n thos e days was consider ed a very 

short time. "Cast~", written by Thomas William Robertson , 

is an important English dr ama because in many respects 

it inaugurat ed a new English dr ama . I is sentimental and 

its char a cterizat ion i s s car cely more finely drawn t han 

in t he 19th century melodr ama . But i t is t he l eader of 

t h e tea d'bp an d saucer s ch ool of dr ama , whi ch above all 

t hing s else brou ght to t he s t age a great er naturalness in 

acting . Its philosophy is Vic tor ian to t he core, in its 

too simple solution of t he probl ems arising from snobbery 

and sel f ishne s s a nd in it s exce ssi ve sent i mentalism. 

"The lVystic s" was compo sed of l adi es and gent lemen 

well known i n home ci rcles and it was sp ol<:en of by travel-

ing me n who witnessed its perf orman ces as ranking wi t h t he 

best dramatic s club s in t h e state. The cast fur nished 



their O'Wll wardrobes and mad e many s h_ort tr ips f rom 

' • 
Hays to play in nei ghboring towns. 

Following a r e excerpt s ~aken from t he f iles of t he 

Ellis Count y St a r, published by J . H. Downing of Hays City , 

concerning t he producti on s gi ven by nThe .ysticsn : 

Janua r y 9 , -188 3: " On ednesday night , J anuary 17 , 

t he .l\1ystic s will gi ve t heir se cond entertainment , bringing 

out t he popular =.ngli sh comedy , Meg's Di versi on 1 , with 

Mrs. John Gilb ert i n the ro l e of .l'Ll.eg . The pl ay i s a good 

one and we hope to s ee t he amateurs s uc cee d . " 

December 3, 1883 : "The crowd that as sembled at 

Krue ger's opera hall on Thursday night in response to the 

previou s a nnouncement that our home dramatic club had se-

lected t he occas ion f or a benefit l eft no question in 

t he minds of t hose assembl e d there as to the uublic's 

apprecia tion of Mystic per for man ces and performers . Not 

a r e serve or singl e s ea t r emaine d uno ccupied and standing 

room was s carce. ~t mi ght not have been inappropriately 

regar ded as a n ova t i on t o t he club . The audience , mainly 

composed of our best people from t he city and surrounding 

towns, se emed well pl eased with t he new appointments of 

hall and st age and when t he members of t he new l mperial 

orch estra took t heir pl aces t hey were greeted with a burst 

of ap plause - an orche stra of t en cu l tivated musi c ians 

bei ng en tirel y unexpecte d by t he audienc e . nd t hus opened 

t h e f irst night of the second sea son of the Mystics . The 



play presented wa s " Cast e 11 , a comedy , repl ete with 

pa t h os, abundant in humor a n d a live with irrepr e ssible 

fun. The a ctor s were all .Hay sites and wel l known to 

our people, a ll having a ppe a r ed h ere bef ore with t he ex-

cept i on of Duke Swe et. " 

Mar ch 25 , 1 884 : "Reserve seat s f or t he Iv.lystic s y 

p re sent at i on of 'The Lady of Lyons' we re put on sal e yes-

t er day a t Cou r tney ' s . By Saturday night t here wi ll not 

be a r eser ve sea t left i n the hall , s o g r eat is t he desire 

to witness our club in t his br ill ian t yet pa t hetic drama . " 

Oth er pl ays given by "The r, ysti c s" in cluded "Seven 

Cler k s and Sweet Si mon " , and "Irish Attorney'' . 

Engl ish pl a ys a r e e special ly noted fo r t he sub t lety 

and f i nene ss t ha t is not f ound in th e pro du cts of ot he r 

countries and yet here in wes t er n Kan sa s t own , where eve r y-

one wa s a fflicted wi t h t h e h i gh blood pr essure of mel odr ama , 

t hese f ew peopl e wer e able to int r oduc e and d eve l op an 

app recia tion for t he finest t ype of drama of that time . 

The peopl e who are i n t erested in t he dr ama of today i n 

Hays should off er up t hanks t o t hose few i nd ividua l s who 

brought t h e i r cu l ture with t hem f rom t he east and f rom t he 

cont i nent an d so cou r ageou.sly p i oneer ed th e better dr ama , 

mak i ng Hays today a very l i ber al show town . 

Then came t he per iod of maki ng the home , ti l l i ng t he 

soil, and battl i ng t he el emen t s for existence , cau sing : 

fatality to monopolize the soul s of men; a nd f or defense , 



emotions were inhibited. This process resulted i n cold 

responses to sentimentality and to romance because there 

was no demand or no use for qualities t hat might endanger 

the s tic k-to-it-iveness that was needed. 

At that time a for m of comedy was popular in which 

the interes t and ent er tainment r esulted princip~lly from 

a series of amusing s ituat ions and t he emphasis r ested on 

incident rather th an on characte r , and in whi ch subtlety 

was unheard of . 

. During this time were given su ch plays a s " The Flower 

of the Ranch" , presented in Topeka, September 27, 1892; 

"h Man of t he People" , an Americ an drama in four acts, 

g iven in 1879; and "The Phoenix" , an American me lodrama , 

give n in 1879 by t he Mil ton Nobles Comed y Company . Such 

companie s did not come out to western Kansas until t h e 90 ' s . 

I n February , 1905, we find the famous comedy "Ri p Van 

Vlinlcle" being presented by t he Russell Dramatics Company 

of Russell Kansas . 

From 1916 to HH9 and even up to the yea r 1924 t h is 

country was f looded with t he followin g companies: Nat and 

Verba Cross, Carl Simpson, Jimmie Nolan , Jack Benjamin , 

and Frank Manning , presenting plays of the extremely 

farc,ical t ype and some domestic come dy. For example, 

"A Pair of Gr een Stockings" was the favorite , wit h "Peg 0 ' 

My Heart" running a close second. 

The next great factor in tl:ye year s 1920 to 1927 in 



in towns such as Smith Center, Goodland, Hill City , 

Atwood, Beloit, Concordia, Hays, Colby and Be l leville, 

wa s the work which Olive Cackley ca rried on in dramatics. 

She was known as t he director of home talent pl ays . The 

home t alent era was the result of t he first fall of t he 

legitimate s t age . The pl ays used were such a s t hese : 

"The Lion and the Mouse" , "Let' s Go Some Pl a ce", and 

11 Cappy Ric ks", a ll domestic pl ays dealing wi t h the home , 

its c onflicts, and enforcing it s basi c principle s . 

The greatest influences upon drama in t his section 

were the movies and t he r a d io, whose ultimat e contribution 

was to bring t he people of Ameri ca i nto a whole wit h one 

common philosophy running through its entirety . The en-

tertainment that was produced b y these t v.D grea t fa ctors 

was started and based upon the eastern standard and the 

eastern background, which was far more advanced t han our 

western Kansas background. This resulted in a tremendous 

gap that western Kansas people had to jump over and yet 

make their adjustments to. 1Nh en such a thing i s forced 

upon people and they are not allowed to integrate such 

progress steadily, vve find a whir lpool of mal a djustments, 

ethically, aesthetically and logically, as well as in re-

ligion. Therefore, to t ak e the situation and realize its 

difficulties and understand it sympathetica lly, we must 

go back and develop t he backgrounds where the maladjust-

ments started. Some sections of this country have been 



able to do this efficiently th rough t he high schools, 

while some co mmunitie s are hand cuffed by the malaqj just-

ment ca se s t ha t are in control of the s chool. 

Conse quently a comic pl ay which de a l s with life sin-

cerely and satirically without exaggera ted car ica ture in 

the cha racter drawing , wi t hout exaggerated fun- making in 

t he ep i s ode s , a socia l drama dealing with a problem or 

problems of modern life and cont emporar y interests, and 

a satire tha t holds up to ridicule certain f o ibles and 

weaknesses or vice s of society or man , a re usua lly so thought 

provoking and modern t hat they fail to appeal to those 

whose social codes and mora ls date ba ck a coupl e of genera-

tions. The i mmedi at e defense of t hese pe ople is to cen-

sure such a d r ama a nd give it the name of a "bawdy" pla y , 

or ca ll it obscenit y . But what is obscenity? It is but 

the momentar y passing fashion on mor al s among a definite 

group of people. What is obscen e in one stratum of society 

is conventional to another . What is vul gar and low to one 

genera tion i s acceptable to another . A unanimous action 

taken today against an advanced t ype of pl ay wil l be di -

vided tomorrow, for so quick l y do fashions change in morals, 

or behaviorism. Dogrna, such as religious dogma , and the 

failure of influential p eople to g row in background and 

their insistance on censorship to an extreme degree will 

cause drama as an art and t he intellectual public to suf-

fer, more than the lecherous minded person vmo patronizes 



bawdy shows. Those persons will go on breeding their 

kind fo rever unless some effort is made to t each them 

their errors . Merely censoring or banning a play only 

increases the surest me thod of attracting a c apa city 

audience. In many of these communities we f ind a number 

of intellectually honest people a nd they are some times 

thought upon as _somethi ng over which to lament, but the 

young er genera tion does not think so. It is out to do 

thi~gs , not just t alk about them, to prove ol d tradition 

and bla ze new trai ls of endeavor and new t hought . This 

generation rea lizes t hat a new a ge is here: natura lism 

in drama, art, pragmatism in r e lig ion , and it is their 

endeavor to fall in line and be close to t he outposts . 

According to Herbert Sidney Langfeld, Director of Psy-

chology Labora tory at Princeton University , dr ama creates 

the least dista nce on the part of th e a udience, and t he re-

fore it is the most under stood a nd forceful medium t ha t 

can do t he important job of educating . Drama, a cross 

section of life, works through t he i mportant senses of 

sight and hearing, and emotionally and intell e ctually re-

presents the past and the present, and prophesies the 

future. 

Last year t h e Fort Hays Kan sas State College Little 

Theatre travelled with a play entitled 11Mary the Third" 

by Rachael Crothers . The author presents a distinctly 



skillful discussion of the question of ma rri ag e and 

divorce as it was i n the pa st, a s it is in the pr esent, 

and as it might be. She does not mince t he i s sue but 

faces it s quarely an d it is certa i n t ha t i n t hose com--

muni ties where this play was pre s ented, t he mother , daughter, 

father, and son had a mor e understandi ng interpr et a t ion 

of t he problem. 

Peace plays, such as "The Enemy", co nvi ncing l y di sp l ay 

the erroneous and illo gical a spects of war. The promoting 

of reli gious drama has been hel pful in deve lopi ng a broader 

and more honest, more ac c~p table view of relig i ous probl ems . 

Because of crop f a ilures and s hor t ag e of financial 

resources many of t he s chool s i n vari ou s communi t i es us e 

ch eap non-royalty pl ays a nd by so doin g t h ey have p l a yed 

below the level of t h e co:mmuni ti e s ' in t elligei1ce , t h ere by 

cheating t h em in an arti s tic sense. The momenta r y applau se 

and recognition was gr eat bu t t he audience' s se conda ry 

gain was practically nil. 

The geogr aphical conditions and climatic co nd it i ons 

leave t h eir mar ks on dra ma a s well as an y ot her cu l t ure . 

The bareness of t he plains, t h e lack of g reenness, and t he 

constant surrounding of g ray have f ound the ir way into me 

souls of men and govern them with their own vibra tion. The 

majo r ity of people believe in the philo sophy tha t ha pp i ness 

is man's ultima te goa l a nd Gree k philos opher s ha ve t aught 

us that the middle line is t h e hap p i e s t tra i 1, and t o get 



this middle line one extreme must be contrasted with the 

other extreme. We cannot live our whole liv es in one cer-

tain sphere, or degre e of vibra ti on , but we must t aste all 

to live fully . Therefore, in t his countr y what we need 

the most to enjoy life is perhaps t he mo st difficult to 

understa nd and to. ad just to. Unconsciously peo ple a re 

hungry for f a ntastical and poetica l qualities with al l 

their symbolism an d high vibrating t ones , and yet the re-

a lism and the f a rce of two gener a tions ago receive the 

warmest welcome. 

In districts t hat have been put into a turmoil because 

of an .industrial boom, such as oil, t he do gma and the re-

serve a re broken dovm because of the adolescen t condu ct 

tha t goes hand in hand with such a situation. Because of 

this brea~down mi nds are more in a st a te of receptivity 

and drama fi nds a fertile field. In the f arming distr i cts 

where good crops are common and people are satisfied and 

happy vV.i.th their present conditions and t houghts , t he dra-

matic st andard finds a middle mark. 

B. Questionnaire. 

When it became t he a :ira. of this school to p ioneer in 

the dramatic field in this country it was essenti al that 

we ha ve an analysis of th e dramatic education so as to know 

upon vfuat level to sta rt in the various communities. In 

order to secure this data a questionnaire made up of t wo 

divis:bns, stage f a cilities and the t ype of work tha t ha d 



been accomplished in t he past, was sent to eighty s chools 

in the western Kansa s territory . There wer e about thirty 

replies. From a study and interpretation . of these replies 

it appea rs that t he schools may be divided into three clas-

ses. It is hoped t hat more information may be secured in 

detai 1 from t h ese and the other schools of western Kansas 

so t hat when a play i s scheduled f rom this campus it will 

be possible to go to this mater ial and find out the type 

of play t hat would be t he most sui table to play in these 

conmmni ties and the stage f acilities tha t we shall have to 

work vvi th. 

Tn classif ying these s chools into three groups we 

considered three i mpor t ant points: the t ypes of plays pro-

duced in the past , t he shape and accoustics of the audi-

torium and stage, and the facilities t hat wer e available 

to work wit h . It was i mpossible to ge t an accurate analysis 

of the personality maladjustment of the community , but we 

had to secure this through the indirect means of write-ups, 

critici sms and individuals who lived in these communities . 

The estimation was worked out on the fo llowing r ating : 50% 

for recognized t ypes of p l ays or plays tha t were authorized 

by Burns Mantle' s "Best Pl-ays of the Year" , M. V. C. Jef-

freys' "Play Pro duct ion", J ohn Dol:rran , Jr . ' s "The Art of 

Play Production", and Katharine Anne Ormnanney's "The Stage 

a nd the School"; 25% for a satisfactory auditorium ; 15% for 

standard stage facilities; and 10% for well-adjusted commun-



iti es personality . 

'110 male a t heatre map one should use t he languag e of 

t he thea tre in it s cons truction and e xpl anation . The the-

atre uses t he psycholog ica l theory of synsthesia, t hat a 

sensation is interpreted i rnmedia tely in terms of a sensation 

from a different sense organ from the one stimulated. The 

most common form of this is color-hearing . Ea ch color 

accompanies a tone of t he same vibration; t herefore on t h e 

map we used low Con the piano , 256 vibrations, or brown, 

to repre sent the lowest class; upper Con t he piano,50 0 

vibrations, or rich dark blue, to re pr esent the middle 

class; and t he upper rang e, 3000 v i brations, or g r eenish 

tinge in blue, to represent the c ommuni ti es of t h e h i ghest 

vibrations. 

C. A Theatre Map of Western Kansa s , Showing Results 
of Q,uestionnai re. 

1. The black and white map represent s t h e towns to 

which the questionnaire was sent. The dotted l ines repre-

sent the feelers of contact whi c h this school made l a st 

year. They have either produced plays, judged conte s ts, or 

contacted the place in some other way in rela tion to drama . 

Towns to Which the Que s tionnarie was Sent. 
(Numbered according to g eo graphical location .) 

1. St. Francis 9. Russel Spring s 
2. Bird City 10. Gove 

1?. Garden City 
18. Johnson 

3. Atwood 11. Tribune 
4. Oberlin 1 2 . Leoti 

19. Ulysse s 
20 . Satan ta 

-5. Goodland 13. Scott City 21 . Richfield 
6. Colby 14. Dighton 22. Hu goto n 
?. Hoxie 15. Syracuse 23. Liberal 
8. Sharon Spring s 16. Lakin 24 . Meade 





Towns to Which the questionnaire Was Sent. (Cont'd) 

25 . Cimarron 
26 . Dodge City 
27 . Jetmore 
28 . Ness City 
29 . Ransom 
30 . Brownell 
31. !cCracken 
32 . Alexander 
33. Lacrosse 
34 . Bison 
35 . Otis 
36 . Pawnee Rock 
37. Larned 
38 . Great Bend 
39. Hoisington 
40 . Kinsley 
41 . Greensburg 
42 . Ashland 
43 . Coldwater 
44 . Hedicine Lodge 

45 . Pratt 
46. St . John 
47 . Hutchinson 
48 . Lyons 
49 . Ellsworth 
50. . vVilson 
51 . Dorrance 
52 . Bunkerhill 
53 . Russell 
54 . Natona 
55 . Codell 
56 . Plainville 
57 . Palco 
58 . Wakeeney 
59 . Quinter 
60 . Ellis 
61. Hay s 
62 . Studley 

63 . Hill City 
64 . Morlami 
65 . Norcature 
66. Norton 
67 . Ali ena 
68 . Phil l ipsburg 
69 . Stockton 
70. Smith Center 
71. Osborne 
72. Downs 
73 . Mankato 
74 . Belleville 
75 . Beloit 
76. Concordia 
77. Lincoln 
78 . Minneapolis 
79. Salina 
80 . HcPherson 

2 . The theatre color map . (The symbolism used in this 
map is the color tone and the expression of the old Greek 
masks ). 

The communities with the 3,000 vibration s are colored 

a greenish tinge in blue and the masks expressing ela tion 

represent the highest degree in dramatic education . The 

dark blue with 600 vibra tions represents the communities 

falling in the middle class , or upper C. The corru.nunities 

with the brown color and a vibration of 256 represent low C, 

or the lowest level in dramatic education . Neutral tones 

represent territory for which evidence is not now a available. 

The towns which answered the quest ionnaire are tabu-

l a ted in three divisions of ranking , as follows: 

A. Upper range of tone, greenish tinge in blue , 
3000 vibrations . 

These cormnunities represent the outposts in dramatic 





education; they are t he dreamers, thinkers, crea tors 

and leaders. The school is not harnpered by dogma but 

encouraged b y modern education . Fear is aboli shed and they 

stand for honest thou ght . The s chool has excellent stage 

facilities. There you can pl ay soci al drama t hat dea ls 

v. i t h a problem or problems of modern life and contemporary 

interest, or satire t ha t ho l ds up to ridicule certain 

foibles, weaknesses , or vices .of society or man , or re a li sm 

that attempts to pr esent s cenes and characters as they ac-

tually a re in real l ife , without resorting to ideal i zation ; 

symbolism, t ha t sugge sts spiritua l values , by means of 

concrete si gns, with rare sub tlety and beaut·y of style ; 

or expressionistic drama t hat see ks t he inner meaning of 

social and psych ological phenomena and attempts to express 

it in terms of t he abstract . 

The followi ng schools are included in the a bove r anking : 

Garden City 
Hugoton 
Dodg e City 
Pratt 

Beloit 
Cimarron 
Belleville 
Great Bend 

B. Upper c, or da r k blue, wi t h 600 vi brations . 

I n these schools the st ag e facilities ar e g ood . Dogma 

ha s been reduced by industrial influences, or farming has 

been successful enough for t h e people to f ind a reserved 

happ( es s . Moderate smoking and drinldng can be portrayed . 

High comedy t hat deals wit h lif e sincerely and satiri cally 

wi out exaggerated car ica ture in the char a cter drawing , 

and without exaggerated fun- mak i ng in the episode, or a 



serious romantic play in which t he primary emphasis is 

placed on incident and situat i ons rathe r t han oncha rac-

ter, should be used . Most of t hese schools have ill-

shaped auditoriums ; vision and a ccoustics are poor . The 

fo llovving school s a re included in t his cla s s : 

Pawnee 
Almena 
Osborne 
St . Francis 
Larned 

Lyons 
St . John 
Satanta 
Goodland 

C. Low C, or t he brown group, wi t h a vibration of 

256 per second. 

The stage facil ities i n these communities are poor . 

Religious dogma is ver y prominent and t herefore maladjust-

ing the personality of t he co mmunity . 

Financial conditions cause t he use of non- roya lty 

a nd cheap plays , and d r amatics is used t o r aise money for 

othe r activities. 

In these communities low comedy is used where t he 

characters are uneduc a te d and blundering , and the situ-

ations a r e of the grossest nature , or t he a rt ificia l and 

exaggerated mystery- pl ay , or a morality play that falls 

completely to the side of sentimen t ality a nd squeezes out 

t he artistic. The auditoriums in the se communities a r e 

ill- shaped . 

The following schools f~ll into these conditions: 

Palco 
Bison 
Ness City 
Stockton 
Holcomb 

Alexander 
Downs 
~uinter 
Hoxie 
Moreland 
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Chapter II 

ADIB AND PURPOSES OF DRAMATIC 
ORGANIZATIONS 

A. The Little Theatr e as a Community Theatre . 

With the break- down of road shows and the stock com-

panie s , t he community theatres and educational theatres have 

had a rea l opportuni ty thrust upon t hem. Except for an 

occasional highbrow tal kie , the literary drama is in the 

hands of t he Little Theatre . Everyone knows that a certain 

percent age of t he population enjoys literary drama (I mean 

Shakespeare , Shaw , Synge, Strindberg, Sophocles, Sheridan , 

and many other s) , and in many instances the Little Theatre 

throws away i ts go l den opportunity . The Director insults 

the wrong people , or he plays Sheridan when he should have 

pl aye d St r indber g, or he hopelessly miscasts the play, or 

perhaps hi s trouble is just a lack of showmanship . By 

showma nship I do not mean merely the ability to mount a 

play att r actively ; I mean also the ability to obtain and 

hold t he conf idence of the members of t he connnunity and 

member s of t he organization , to choose theright play for 

t h e occasion, t o formulate an intelligent casting policy, 

to take fulladvan t age of the special local interests and 

prejudices of t he community , t o formulate a policy governing 

t he sta tus of t he theatre (amateur , semi- profess ional, or 



professional, stock or repertory, highbrow, bourgeois, 

or lowbrow) , and to form a budget and stay within it . 

The question that always arises is "What is the 

greatest service we can render our audience;>tt The an-

swer is, first, to engage their interest in these days 

of radio and talkies in the acted drama given by natural 

spoken voices so tha t t he legitimate theatre shall not 

comple tely perish , and second , tb _open their minds to 

forms of drama the y a re not a c customed to, including 

plays of the past which will bring to life l iterary 

courses in drama so likely to be come mere dusty dis-

cussions of books to be read , rather than pl ays to be 

acted . 

One main influence that is holding back the theatre 

in many localities is its hide-bound audience which feels 

insulted morally and intellectually when confronted by 

something it has not already seen a hundred timese 

Many of the Little Theatres are in the adolescent per-

iod. They have passed the stage of the first growth but 

have not reached the years of discretion and stabilization. 

Let the Little Theatres continue to furnish amusement for 

their communities, but let them also realize that they 

are part of the most significant development in drama that 

the world has ever seen . If every member of every group 

were fired with this vision, t hen petty local squabbles , 

a tendency to mimic the treadmill of Broadway , even finan-

cial problems would disappear; and fe arless experimen-



tation, deve l opment of standards , an d hardy coopera tion 

would make t he gre a t Nat i onal American Thea tre an a ctuality . 

The commercial t heatre is a slave to its audie nce 
' 

which a c counts for t he k ind of bunk 'Which is exhib i ted on 

t h e stage s of Boston , New York , and Chicago and f a irly rep-

resents a mean leve l of t he desires of t he grea t American 

public. 

The next step in t he evoluti on of the Little The a tre 

is on t he audi torium side of the footlights . Whe re t he 

Little The a tre group generally fail is in trying to make 

a compro mise between t he thing that they organiz e for and 

t he box offi ce impress i on that t hey make with it . Usually 

t hey s truggle a long until t hey le arn t he lesson of how to 

make a Little Thea tre pay . When they achieve t h i s , t hey 

discover t h emselves far from their origina l p l ans and a s -

pirations and of ten wit h a n entirely new set of people i n 

control so t hat t h ey natur ally fai l in serving any purpo se , 

either art i st i c or useful . By producing sure- f ire plays 

for its earlier sea son a Lit tle The a tre may have hopes of 

cap t uring it s pu blic. Only a f t er its publ i c have been i n-

terested and f orme d can it s director venture on untried 

a nd experiment a l work. Even t hen such experimenta l work 

can and should be sandwi ched in at odd interva ls only . 

Little Thea tres come unde r various ca t egories with 

individual problems , sub ject ent i r e l y t o the geogr aphi cal 

position and loca l conditions . It is impossi bl e t o cl assi ( y 

t h em as a body, nor ca n it be expected of t hem all to do 



the same type of work. 

I believe that some emphasis on experimental drama 

should be a law of the Little Theatre. In addition to 

the regular schedule an original manuscript should be pro-

duced each year in order to stimulate creative playwriting . 

The Community Little Theatre, with so few excep tions 

that you could name them in half a breath, is timid, con-

ventional, imitative, and not half alive . Experimenting 

is looked upon as sort of a form of bolshevi sm . Most 

Little Theatres are so afraid of losing a subscriber that 

they scare off rna.ny potential customers who might go to 

see something daring. Almost any of the commercial the-

atres have more nerve than the majority of our Little The-· 

atres. I suggest a few points which in my opinion are 

the basis of most of the trouble. Little Theatre audiences 

insist on productions which copy Broa dway, both as· to 

choice of plays and methods of production. Back stage or-

ganization is handle& too much as a community activity. 

Casting is decided often more for social reasons than for 

ability or fitness. Directors use different players in 

successive productions instead of using the same group 

continually and by so doing building up an experienced 

group of trained actors who will eventually be fitted to 

interpret truly significant plays adequately. There is 

too much interference by communities, and there is lack 

of sound business management. 

Let the Little Theatre look for new pl ays from its 

own group so that the theatre may assist in developing -



new playwrights . Let the production be an expression 

of its own community. An experienced acting company can 

be built up and the management placed in the hands of 

the heads of ·the different departments under a chairman 

who Will coordinate different activities . 

An example of a Community Drama Organization, is 

as follows: 
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B. The Little Thea tre a s an Educational Theatre . 

1 . The Hi gh School Theat re . 

In order to have a bir d ' s- eye view of dramatics 

in high schools i n t he Unit ed States we ar e fortunate to 

have a survey made by Er nest Bavely . 

The da ta i ncorporated in this survey are the result s 

of a questionnaire sent to two hundred h i gh s chools . This 

materia l is not given here to confirm any current opinion 

as to the present st atus of hi gh school dramatics, nor is 

there any desire to e st ablish any such opi ni ons . The data 

have revealed sever a l facts of intere st, and t h ese may be 

of similar int erest t o others engaged i n t h i s f i eld of 

sch ool act i vity . 

It is necessar y to not e at t he beginning t hat t h e 

questionnaire was not sent to any selected group of high 

schools . The only qu al ification t o which some thought 

was given was whether t he school had some form of a cti vity 

in drama tics. Onl y t h ose which fell within t h is cla ss were 

considered . While no consideration was given to t he geo-

graphica l position of such s chools , the replies received 

represent nearly ever y s t a t e in the Union . Of the t wo hun-

dred questionnaires ma i l ed, f ifty per cent were returned , 

and ei ght per cen t of t h e se were wi thout answers . The 

items given below show t he na t ure of the qu e stionnaire 

a s we ll a s t h e re plies obtai ned . 

1. Are your cou r ses i n Dr amatics credited as Engli sh? 



Public Speaking? Dramatics? Other subjects? Answer: 

Credidted as 
English-------------------- - - ---------- 17% 

Public Speaking---------------------------------- 25% 

Dramatics---------------------------------------- 17% 

Extra-curricular------------- ------------ ------ 10% 
Extra-curricular but no credit given------- - ----- 23% 

No reply----------------------------------------- 8% 

It will be noticed that forty-two per cent gave 

courses in Dramatics that would not meet the needs of 

college entrance requirements. 

2. What are the prerequisites for your course 

in Dramatics? Answers: 

No Prerequisites--------------------------------- 50% 

Junior or Senior Standing------------------------ 29% 

Course in Public Speaking------------------------ 5% 
Schalarship and Ability to Act-------- --------- 8% 
No reply----------------------------------------- &1fo 

3. Do you have a special course in Play Writing? 

Answers: 

i~s======::::::::::::::::::::::::::::_:: __ :: _____ 9~ 

No reply---------------- --------------------------~~ 

4. Do you use a textbook? Name? Answers: 

Yes-----------------------------------------------31% 

No------------------------------------------------61% 
No reply------------------------------------------ 8% 

Of the thirty-one schools using textbooks, eleven 

per cent used books on Dramatics proper; the remainder 

used texts on Public Speaking. The following texts were 

mentioned: 

Dramatics: 
"Plays for Classroom Interpretations" by Knickerbocker- 3% 

"Technique in Dramatic Art" by Bosworth---------------- 3% 

"Acting and Play Production" by Andrews and Veirick---- 2% 

"One- Act Plays1' by Cohen------------------------------- 2'%, 
"Types of Modern Dramatic Composition" by Phillips and 

Johnson---- 1i 



Public Speaking: 
"Speech Arts" by Craig----------------------------- 10% 
"Better Speech" by Woolbert and Weavers------------ 6% 
"Oral Interpretation of the Printed Page" by Clarke 3% 
"Successful Speaking" by Sanford and Yeagers------- 1% 

Over fifty per cent of the schools stated that note-

books, scrapbooks, lectures, general reference books, and 

research topics were used in place of a standard text . 

5. Best hours you find for rehearsing? Answers: 

? to 9 a.m.---------------------------------------- 6% 
12 to 1 p . m.---------- --------------- -------------- 1% 
3 to 5 p.m.---------------------------------------- 29% 
7 to 10 p.m.--------------------------------------- 55% 
No reply------------------------------------------- 9% 

In several instances rehearsals were held during 

certain hours not becaus e they were best, but because they 

were the only hours available. Severa l schools were under 

instructions from school authorities to rehearse from 3 to 

5 in the afternoon . 

6.. How many weeks do you rehearse on a play? Number 

of rehearsals per week? Answers : 

Rehearsals Pct . 
per of 

Weeks Week Schools 
3---------- 5--------- 4% 
3---------- 6--------- 2% 3---------- 7--------- 1~ 
3---------- 8--------- 1% 
4---------- 3--------- 1% 
4---------- 4--------- 3% 4---------- 5---------15% 
4---------- 6--------- 9% 
4---------- 7--------- 1% 
5---------- 3--------- 1% 
5---------- 4--------- 5% 5---------- 5--------- 5% 
No reply------------- -15% 
12--------- 4--------- 1% 

Rehearsals 
per 

Weeks Week 
6--------- 2---------6--------- 3---------6--------- 4---------6--------- 5---------6--------- 6---------7--------- 4---------7--------- 5---------8--------- 2---------8--------- 3---------8--------- 5---------9--------- 3---------

10--------- 2---------10--------- 3---------13--------- 3---------



Average number of weeks devoted to rehearsals----- 5.4 
Average number of rehearsals per week------------- 4.3 
Average number of total rehearsals----------------23.2 

7 . What do you include in your course in Dramatics? 

Ans~~rs: 
No.of 

Topics Schools Topics 
Pantomime------------ 66 Acting-------------
Scenic Designs------- 19 Research Topics----
Make-up-------------- 45 Voice Training-----
Production----------- 38 Stage Models-------
Writing One-act Plays 25 History of Drama---
Characterization----- 70 Directing----------
Eurythmics----------- 3 Scrapbooks---------
Work Shop------------ 16 Costume Designing--
Lighting------------- 25 Dramatize Stories--
Memory work and Oral Interpretation of Poems-------
Reading, Study and Criticism of Plays--------------

(Only seventy-seven high schools answer ed this 

No. of 
Schools 

67 
25 
69 
17 
10 
30 
25 
17 
33 

8 
10 

question) 

8. Do you use understudies or double-cast systems? 

Answers: 

Understudies--------------------------------------- 11~ 
Double Casts--------------------------------------- 26% 
Selected one cast and rehearsed-------------------- 55% 
No reply----------------------------------- - ------- 8% 

At the fourte enth annual convention of the National 

Association of Teachers of Speech at Chicago, December,1928, 

a Connnittee for the Advancement of Speech Training was ap-

pointed. The delegates at that convention commissioned the 

Committee to plan and direct a five-year program having as 

its ultimate goa l the institution of required courses of 

speech in every junior high school, high school, and pre-

paratory school in the country. The Committee anticipates 

that in the not too distant future every school, whether 

primary, secondary, or collegiate, will have at least one 



required course of a year in length stressing the fun-

damentals of effective speech, and will offer elective 

courses for advanced work in the various phases of speech 

education . One of these elective courses should be dra-

matics and play production. It is not enough to have 

schools producing a play or two each year as an extra-

curricular activity. A basic course in play-production 

carrying full academic credit should be established in 

every school . 

From the study of the status of high school dramatics 

it has been learned that today there is great activity in 

dramatics in the high schools, that hi gh schools are giving 

drama tics more recognition by making it a credit course 

locally in their schools, that t here is much diversity in 

the subject matter now being taught in high school dra-

matics, and also in the methods employed, that there is 

a great need for a few standard courses in high school 

dramatics, that it is generally admitted that high school 

dramatics should have a prerequisite course of fundamentals 

of speech, that some colle ges and universities are now 

granting entrance credit for dramatics and are setting up 

requirements for that entrance credit, and that high school 

dramatics has changed so that the present content is not 

what it started out to be . 

School boards, principals, and superintendents are 

coming to rea lize tha t dramatics is a powerful force in 

the development of pleasing and effective habits of voice , 



a ction , posture, facial expression , and freedom from 

annoying mannerisms or embarrassing inhibitions caused 

by emotional tensions. They are coming to understand -

and we must make certain that this point is constantly 

made clear to them - that training in drama tics is 

training in personality development . 

Educators are coming to understand the true edu-

cati onal significance of dramatics. No longer do they 

regard the production of plays as merely a means of en-

tertairunent and display. The teacher directing t h e 

dramatic activities of a school has the right to expect 

that the students be previously tra ined in effective 

speech, including the coordination of all the agents of 

communication . It is unfair to call upon a teacher both 

to give a student elementary tra ining in speech proficiency 

and to prepare that student to perform the delic ate co-

ordination of voice, posture, and action re quired i n t he 

acting of even the most minor part in a pl ay. True, you 

can put such a student at shifting scenery , hauling pro-

perties , or tinkering with lights, but you cannot give 

him the training in poise a nd power which comes from t he 

a cting of a role in a satisfactory and stimula ting manner. 

The t eacher of dramatics, whether in primary, secondary, 

or collegiate work, will never be given a de qua te academic 

re cognition until at least a year's training in the funda-

ment als of effective speech is ma de prerequisite to that 



advanced phase of speech edu cat i on called dramatics . 

The interes t in drama is an entering wedge by which 

the entire sp ee ch program may be instituted in those school 

systems in whi ch ade quat e training is not now provided . 

Strangely enough , administrators are rarely to blame 

for t h e ba ckward condition of the speedh training in the 

schools which they supervise . Occupied a s they are by 

a l mo st countless administrative details , they have little 

time or inclinat ion t o consider the needs of speech train-

ing . All too often t hese needs have never been carefully 

explained to t hem . Once the issues are made clear , the 

majorit y of t he administrators are very eager to take 

step s to r emedy t he unsatisfactory condition . 

Unless t he entire speech program progresses , the 

dramatic progr am will i nevi tabl y suffer . In many of the 

high schools t he work Vvb.ich is being done today is of an 

inferior quality , e specially in western Kansas . If we had 

the opportunity to examine the knowledge of college fresh-

man classes ab out dramat ics we would probably find that a 

l a rge number of t hese fre shmen had taken part in plays while 

in high school, bu t an over-whel ming majority of these 

plays were of a worthle ss character and many were probably 

carelessly produced. Most of the candidates for member-

ship in the colle ge dr amat i c soc i ety of Fort Hays Kansas 

State College are compl ete ly untrained and are without 

ade qua te knowledge of pr e s ent- day pl ays , dr amatis t s , and 

methods of production. Many se condar y s chool s in this 



state are still producing the same tawdry, trivial , non-

royalty plays given twenty years ago. The training which 

the student receives is often worse than useless. 

One all-important question remains: what can we do 

to improve conditions? 

1 . Bring to the attention of the superintendent of 

schools and the school principal the many reasons for insti-

tuting a complete speech program , includi ng a required 

course in speech for all students and advanced instruction 

in dramatics and play production. Take your pleas to the 

man "Who can remedy existing conditions . Do not content 

yourself with complaining to fellow "friends" of speech and 

drama. 

2. Insist that all speech subjects, whether dramatics , 

debating , oratory, interpretative reading, phonetics , per-

suasion, purposive conversation, the correction of speech 

defects, or conference and committee room speaking , be 

taught by teachers trained in the pedagogy of speech edu-

cation . These teachers may legitimately be members of the 

department of English, but knowledge of the history of the 

drama should never be considered sufficient to qualify the 

director of the drama tic activities of a school. 

3 . Do not hesitate to criticize publicly the teacher 

of dramatics "Who constantly produces plays of inferior 

quality . 

4 . Write to some member of the Committee for the 

Advancement of Speech Training in Se condary Schools con-

cer ning t he condition of speech and dramati c training in 



your district. The Committee is eager to advise a nd help 

you in every possible way. 



2· The College Theatre 

Many problems of the College Theatre remain 

unsolved. Colleges are teaching and will continue to 

teach the art of drama, not as somethi ng t o be s tudie d 

courses of liter ature from t h e printed page of ol d na s-

i n 

terpie ces , but as a living synthesis of all the elements 

which form dramatic art as it exists on a stage before 

an audience. But what is the main purpose of this edu-

cation? Is it to train playwriglllts, directors, actors, 

scenic and costume designers? In other words, is the 

College to establish a school for those behind t he foot-

lights or those in front of them? 

The Carnegie Institution of Technology and Yale 

University have endowea schools for those who wish to 

take up dramatic art as a profession . Thi ~ is a log ica l 

development and it has found success . The aim of t he Col-

lege should be primarily to teach th e princi ples of drama 

to the young men and women who are to be t h e audiences of 

the future. Just as a course in the novel or i n painting 

should be de signed for those who wish to achieve a deeper 

appreciation of fiction or the fine arts, so courses in 

dramatic art should instill the ability to see plays in-

telligently. Such courses at the same time will be of 

great value to a nyone desirous of taking up playwriting 

for professional pur poses . But mere courses in playwriting 

are often so technical that they deal with only one phase 

of dramatic art . Courses in drana must embrace a study of 



all the elements of dramatic art, not merely the pro-

blems of the dramatist, certainly not the problems of a 

well-made play . The sooner we r eali ze that there is no 

exact s cience of building a play the better it will be 

for drama and America . 

A department of dramatics does not fit easily into 

the program of the average aolle ge . Producing plays takes 

time, ener gy , creative ability, such as is not expended 

on the more a cademi c cour ses . A department of drama may 

be a practical, modern experiment in a cademic life that 

brings to ge t her t he ory and practice, beauty and actuality , 

vision and creation , soul and body . It should be the 

liason between art as an abstract entity and art as a 

living reality in the student 's life . Failing to find in 

the curriculum t he opportunity to study, and what is far 

more important, deprived of chances to create, the stu-

dents founded dramatic organizations . These activities 

were a ll extra-curricular . Sometimes t hey were guided by 

a member of t he faculty who gave of his knowledge freely 

but often mistakenly, and he was likely to advocate the 

production of plays whi ch had amused our ancestors, but 

which bore youth . Yout h revolted and began to demand the 

opportunity to produce sure-fire comedies from Broadway . 

Professional coa ches were hired who did everything for the 

young men . They "put the play on" instead of directing its 

production and explaining the why and wherefore of every 



move. Scenery a nd costumes were r ented. Garish white 

bulbs furnished unspeakable illumination. If the audience 

roared, "the play wa s fine and ever yone did wel 1. n The 

undergraduate had merely lea r ne d how to a c t more or less 

painfully. Once more youth revolted. They began to de-

mand a share in creating something . At t ha t moment edu-

cation in dramatic art began in our colleges . The young 

men and women began to desi gn costumes , s cenery , lighting 

systems. They began to write dialogue and even music. 

They began to demand tha t the hired co a ch listen to their 

ideas of production. The results were often amazingly in-

artistic, but good or bad, s t udents and director fa ced the 

problems of dramat ic art first hand , and t he light of cre-

ation in their eyes, they went forth from the colleges 

and formed non-professional Lit t le Theatres in the cities . 

They carried wi t h them an enthusiasm and a deep under-

standing for drama. They shook t he old t heatre out of its 

stupefying letha r gy . They are t he nucleu s of t he intelli-

gent t heatre-goers who a r e demanding and get ting t h e best 

out of dramatic art. They di d t his in spite of most col-

leges which a t first flatly disapproved of such extra-

curricular activities and a t best tolerated t hem as a ne-

cessa ry evil. 

How we shall teach drama tics in college is our para-

mount question. Even our most a dvanced departments have 

fallen the victim of a cademic destruction and have pulled 

into the fiel d craf t smen but not artists. They i mita te 

nature so abominably. We do not need more classes, note-



boo ks , tests, required attendance on lectures, parent -

l i ke lectures , and a ll the rest . What we neea and must 

have is a community of spir i ts worki ng together in a 

creative process, some tea ching and a ll learning, the-

orizing , dreaming , building, and working together. No 

department of drama can ultimately succeed until it has 

shaken off completely the outworn garments of ancient aca-

demic conventions. 

How can we produce pl ays on an inadequate stage? Only 

those of us "1/'filO have traveled among the colleges and high 

sch ools know how inade qu ate most stages in these institutions 

are . Let the directors produce and work with what they have . 

Better a good job on an inade quat e stage than an elaborate 

attempt when the "effort" of production consists in living 

up to the stage they have . 

The director usually wants recognition . He fights for 

it a nd he is u·sually the loser . The fault more often than 

not lies at t he feet of the director. We need men and 

women with i maginat ion and insight, iconoclasts if necessary, 

but still men and women who will not sacrifice for any per-

sonal gain the l arger interest of the art that they serve . 

The director is t he crux of t he whole ma tter. When he 

comes with his art, understanding what he wants, when he 

collects around h i m students vJho are disciples , not of him 

but of th e grea t joy of the theatre, then he will twist and 

mold academic customs and they will yield to his wish . Let 

the s t udents ',NTi te t he ir plays . When the dialogue is as 



effective as it can be under the circumstance s , let them 

produce it with scenery, lighting , costumes tha t bring 

out the inner spirit of t he play. Let th e director guide 

them carefully, sympathetically every inch of the way from 

the moment the author conceived his idea . Afterwards , let 

the director analyze with t he author the reason for suc-

cess or failure . That is education in dramatic art . 

The values of amateur dramatics are mostly cultural 

and for the general student body rather than vocational 

and for t he limited number. Dramatics attracts hundreds 

of students to participate. It appeals to students of 

varied abilities, no t only to actors , but to art students , 

electrical engineers, novices in business management, and 

so on . Some teachers would mention as one of its advantages 

the training it gives students in qualities th ey l a ck by 

casting them in roles demanding such qualities, but this 

has always been rather hard on the audiences. Students 

in properly directed plays, however , get th e discipline 

from prompt attendance at rehearsal and from the cooper-

ation and teamwork that every successful play mus t show . 

Moreover, they are all brought into an active experience 

of many arts and offered that chance of self-testing and 

self- expression of which our present educationalprocedure 

of pumping thin gs in by lectures in large classes so gen-

erally deprives them . 

The educa tion of students into a quick adjustment to 

diff erent kinds and circumstances of plays is one of the 



part in dramat i cs for t he cultural benefits , but we must 

t hink also of t he f ew s tudents who wish to train for pro -
fes sional work . The college Little Theatres not in a 

grea t city have t his doub l e responsibility . He who shirks 
either of t hem may be st at ed to be a traitor to the cause , 

which is that every s t ud ea t wishing the opportu~ity can use 
the theatre as a refuge and outlet for the expression of 

Wha tever arti sti c tenden cies he may have . 



C. The Little Thea tre of Fort Hays 
Kansas State College, 1936 

The Little Theatre of For t Hays Kansas State 

College exi sts tod ay - not i n t he form of a monumental 

building or a s a monar chy r ul e d by one mind , but as a 

creative independen t gr oup giving their abilities and 

energy and receiving i n payment t he privilege of help-

ing to give this section of Kansas an aestheti c value 

in life . 

It is organi zed and ru n fo r the benefit of the 

communi t y and not as an ent erprise for personal profit . 

The orga nizatio n assume s as a basis the importance 

of the theatre both as an art and as a factor in social 

and educa t i onal li f e. I t intends to encourage the de-

velopment an d presenta tion of or i g i nal plays , to stimu-

late the app reciation of higher drama , and to give stu-

dents t h e pr a cti ca l side of theatre art . 

The organization r e cognizes as its executive head 

Dr . C. E . Rarick and hi s office as President of an insti-

tution of higher le ar ni ng i n we ster n Kansas . It abides 

by his philosophy s o t hat it may work into the harmonious 

whole of such an i n stitu tion . In order to find the middle 

mark which Gr eek phi l osopher s est eem so highly as the 

ultimate goa l in li f e, and so that the organizat ion may 

not defe a t it s own pur pos e by hasty and personal judge-

ment, it works in cooperation with a Play Selecting Board 
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and a Censorship Board appointed by the President . 

The choice of pl ays is most important to the suc-

cess of an amateur producing group . The most common and 

satisfactory way of solving the problem is to have a 

small pl ay-reading commi ttee . The final decision as to 

the play or plays to be produced may well be left to the 

vote of this committee. Directors, especially teacher-

directors, make a mistake in a ttempting to force the group 

to give a play for which t here is no general sentiment . 

The wholehearted de sire of t he member s of this committee 

to give a play is t he director's great est aid . 

The best safeguard in choosing plays in Little The-

atres is to have a careful ly pl anned program which makes 

a hurried choice unnecessar y . It is better to be on the 

lookout for opportunities to perfo r m previously chosen 

plays than to be co nfronted with an occasion for which 

a play must immedia tely be chosen. 

A number of play bibliographies, a selection of 

publisher's catalogues , and a collection of play books 

might well be among t he property of every producing or-

ganization . I f a ll the members are encouraged to be con-

stantly on the watch for suitable pl ays , to bring sug-

ge s tions to the play-reading committee, to t alk t he choi ce 

of plays over with one another, t here need never ge a mad , 

elevent h- hour scramble for something to play. 

The Censorship Board is composed of members from the 

various walks of life and with varied ba ckgrounds . They 



represent society as a whole and it is their task to 

judge the play from not only their background but also 

the background of the a udience that the Little Theatre 

group will have to meet in traveling over western Kansas . 

They must know the religious, intellectual, and aesthetic 

level of western Kansas people, and they are to prophesy 

the reaction of these people towards this production. They 

re-check the three divisions of the production- acting 

and technique, stagecraft, and business . Their judgment 

is not personal but is to protect the group from faulty 

performances as far as possible, and also to insure that 

progress will be steady and accepted . 

A good director should combine in himself a number 

of ch aracters tha t are not often to be found in one man . 

He must be a competent a ctor; he must know his craft 

thoroughly if he is to understand and develop the poten-

tialities of his ca st. However, it is not always the best 

actor who makes the best director. He should be a student 

of philosophy , psychology, and histt>ry . He must be able 

to design the stage settings and costumes and work out the 

lighting for his play according to their psychological ef-

fect and their philosophical meaning. He must be able to 

organiz e the whole system , supervise and discipline his 

subordinates, know exactly what everybody is doing, and 

evalyate t he capacity of each for his particular job . He 

must keep control of the entire machine, and a t the same 

time remain calm and good-humoured in the handling of his 



actors . It is essential that he should be a judge of 

human nature and help minor maladjustment personalities. 

He must be able to inspire, amuse , reprimand, con sole , 

without losing either the respect or the friendship of 

his actors and assis t ants. Moreover, he must be , to some 

extent, a technician . This does not mean that he must be 

a dressmaker, carpenter, or electrical engineer, but that 

he must understand enough of t hese crafts, from the point 

of view of the stage, to know what can be done at approxi-

mate ly what cost. He must know the technical as well as 

the artistic possibilities of the material and apparatus . 

There a re three methods of directing . The Gordon 

Craig Idea, as expressed in his era-making work , "The Art 

of the Theatre", is that the director is the dramatic ar-

tist, who expresses himself by the aid of scenery, lights, 

color, movements , a ctors, sounds , noi ses , in the s ame way 

tha t the sculptor expresses hi mself throu6h clay . These 

media , therefore, should be as plastic and as unresistant 

as possible. The greatest actor is the actor with the body 

and voice that are most completely at the service of the 

Director . The less emotion the actor brings to his inter-

pretation of his part the better. The director will supply 

the emotion . The actor must be able to move a nd speak so 

as to express the director. Hence, the greatest actor should 

be a super-puppet, with no individual ideas to interfere 

with those of the director . 

The second method is the so-called modern directing , 



that will give the actor no help whatever, except to talk 

and explain to him, in a supposedly pedagogic attempt to 

bring out from the actor a v a lid interpretati on of the part . 

The Fort Hays Kansas State College Little Theatre 

uses the method that falls between these t wo. The director 

does not absolutely insist on imposing his own conception 

on the actors but he does not hesitate to help them where 

help seems desirable. The actor is first permitted to give 

his conception of 'What he is about to create, and when this 

does not fit into the general thought , then the director 

tries to guide him, to show him the part which he must do 

in the building up of the whole. The director must never 

forget that a ctors are souls as well as bodies and each 

has within him an innate creative ability which, if pro -

perly directed, will give more warmth and sincerity than 

can ever be obtained through other methods . 

Thisorganization tries to have room for every one who 

is interested that can be tied up with play production , 

that is, those who are willing to manifest that interest 

in some concrete manner. Every member of the group should 

take part, not only as an actor in a play, but should build 

and paint scenery, design costumes, fill the office of stage 

manager, business manager , advertising manager , work out 

stage lighting , and many of the other activities that must 

cometogether in the full process of successful play production . 

Under t he director, the activities fall into three 

distinct divisions. The first division consists of the 



actors . They are directly responsible to the director . 

The stagecraft group i s t he second division . At its 

head is t he stage manager , wh o se duties are assigned to a 

student who needs this experience. He is really lieu-

tenant to t he director, and a ids him in ca rryfung out his 

ideas. In the absence of the director he is in cha r ge . 

He is the back - stage commander . He must see tha t scenes 

are set and s truck properly , that th e actors are in their 

entrances, correctly co stumed and made up , that the perfor-

mance starts promptly , and that everything funs smoothly . 

He will see t hat hi red properties and costumes are delivered 

at the t heatre on time and that they are correct . During 

t he performan ce, he will control the scene changing and 

the distribution of furniture and properties . The stage 

manager should have complete diagrams of each set and he 

should also have a copy of th e lighting plot . 

The stage nnnager's principal a ssistant is the stage 

carpenter . The carpenter is in direct charge of building 

and painting the scenery and makes all changes necessary . 

The electric ian has charge of the lighting . His 

duties are to arr ange t he lights so as to secure the effects 

demanded by the director . During the performance he takes 

h i s order s and cues from t he prompter . 

The prompter is the next important assistant to the 

stage manager . He ho lds the book of the play , gives cues 

to actors who forget their lines , and gives t he signals for 

off-stage noises, bells, sudden lights . The principal 



qualifications of a good prompter are familiarity with the 

script, unwearying attention to the book, presence of mind, 

and a clear voice . He is assisted by th e "call boy", whose 

duty is to surmnon the a ctors from the dressing rooms. He 

will remind them to bring their personal properties with 

them. He will see that all the actors involved in the scene 

are in the wings a t the beg inning of the scene tthey must 

not be allowed to time their own arrivals) , and he will 

report "All present . " 

The costumer, of course, is in cha rge of t he costumes . 

He , or she , is in cha r ge , under the director, of the pur-

chasing of them or the n:aking of them . After the costumes 

a re received, they must be properly distributed and taken 

ca re of or repaired . 

The property- master has charge of all properties, such 

as walking- stick , p istols, fans, lights, or, in fact, almost 

anything . The stage properties should be stored in an or-

derly way on tables. Nobody but the property- master should 

be allowed to touch the contents of the property t ables . 

Sometimes the property- master and the "effect" man are com-

bined into one . It is essential that the "effect" man should 

be intelligent, and possess a sense of artistic propriety 

and of the practical fitness of t hings . He should be fami-

liar with the true nature of sounds which he has to imitate . 

Moreover , he should use good judgment in adjusting the in-

tensity of the "effects" , as well as in appropriately timing 

them . 



The stage manager should so drill his ass istants 

that no instruction is necessary during the performance . 

There should be no shouting , no collisions, no breathless 

running to and fro during the intervals. Everything must 

be done smoothly, silently, easily, and quickly . 

Because the Fort Hays State College organizat ion is 

a repertory and traveling group , th e third division , which 

is the business management, is divided into two depart-

ments: the booking department, or the Extension Depart-

ment, and the business office. Mr. Burnett , who has cha r ge 

of the Extension office, organizes and sends out a ll adver-

tising , books all the plays to tovms of western Kansas . 

Miss Hedges maps out the route and takes care of the f i-

nancial side . :Mr. Faller stedt , 'Who has char ge of the print-

ing department , prints all advertising, bills , programs , 

and ti eke ts . 

The business office, with Mr . Irvine Wi lson in char ge , 

is fully in control of the funds of the organiz ~ion . Roy-

alties and ticket sales are under t he jurisdiction of this 

office . No material can be bought without a requisition 

presented to this office and signed by the director, and 

all bills must be paid by this office . This office makes 

out a budget for e a ch performance. After the performance 

a careful and complete report of actual expenses, income, 

and profit is made out and this is put on permanent record 

so as to influence the other productions . 

On the campus of Fort Hays Kansas State College there 



are two auditoriums in whi ch performances are given -

one located in Picken Hall, v"i th a seating capacity of 

750 people, and th e Coliseum , with a seating capacity of 

3500 . The custodians , under the management of Mr.Wagner , 

keep these auditoriums in immacula te condition . The 

house manager is appointed by the business manager and 

it is his duty to keep th e audience safe and comfortable 

throughout the performance . He should feel t hat he is 

t he host and that each member of the audience is his guest . 

He must have a competent force of ushers, who a re acquainted 

with the seating arrangement , and lmow the ar t of politely 

showing people to their seats . He must be always ready to 

remove fainting ladies without disturbing the other members 

of the audience, to keep the audience calm in case of ac-

cident or fire, and to keep his head and his tempe r in any 

of the other emergencies Vlrhich sometimes arise at thea trical 

performances . 



Since drama is the interpretation of life 

through syr;1bols , we of the Fort Hays Kansas Little 

Theatre have chosen to interpret our work through a 

phi lo sphy which has as it s key srovrth , development from 

the r:iost prL1iti ve form of expression which is imi -

tative to the highest which is purely sy111bolic . ,:e 

have used a series of studies to interpret our ain . 

Figure 5 represe ts th e becinning . The figures 

pulling on the rope represents our students coming di -

rectly from the soil whichas their mother from whom they 

have r e ceived sustenance has bound them . At the left 

are the low forms pull ing avvay from darkness , which re-

presents unapprecia tive existence as serfs bound to the 

soil . On the right of the picture arn lights coming 

from the halo of art . It is toward this light that 

bodies , representing soul , are trying to rise , still 

struggling burden bearers . But man cannot reach the 

heigh ts, cannot pierce the mystical realr1 of pure art 

withou t guides, wi thout encouragement . The two figures 

in the background representin g the teach€rs or instruc-

tors a r e these guides , pointi ng the way as best they can 

to the freedom of understanding and expression which is 

that something we call art . 

The body lines of the figures at the rope 

show struggle and the repetition of line shows the con-





tinuity of that struggle , repeated again and again 

although man is ever rising . That is man 's sacrifice; 

his struggle never ends, for he never finds complete 

absorption . These figures are shown as a group , 

for man does not work for individual glory . 

The balance and symmetry attenpt to 

portray those peculiar qualities of sincere appli-

cation and patient study which are essential for 

progress ; for it is only by blind devotion and 

unquenchable enthusiasm that we are in any way 

able to satisfy the seeking vJi thin us, that we may 

reach the pedestal of our absolute mistress . 

In fi gure 6 , the madonna-like figure 

represents ~rt , our absolute mistress. The man at 

her feet , with all lines going up, shows man 's ul-

ti1aate position , giving entire self-devotion, and 

feeling his reward in being permitted that inner 

coillI'lunion which comes with understanding . 
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Chapter III 

THE CHILDREN'S THEATRE 
OF 

WILLI A.NI PICKEN SCHOOL 

The Children's Creative Dramatic Department of 

Picken School was organized in 1935 through the exe-

cutive encouragement of Miss Mcl\liindes , principal of the 

school . The play "Snow White and the Seven Dwarfs", in 

which seventy-five children and t hree college musicians 

participated and all the teachers in Picken School helped 

instruct, was presented as a corner-stone production . 

Jessie Brahms' "Snow White" is an adult play with 

adult lines and was written to be a cted by adults for the 

entertainment of children . These lines had to be re-

written and simplified for the children's use and this 

was done by Hiss Proffitt, lvliss Paul, and the director . 

Such a play was an enormous undertaking because of the num-

ber and the inexperience of the cast. The plan was to 

use all grades from the kindergarten to the sixth grade. 

The play, having numerous group characters, lent itself 

very satisfactorily to placing representatives , a ll of 

one grade , in special characterized groups . 

The two major characters or singular characters were 



selected from the two highest grades, the fifth and 

sixth , because of the great number of lines that had 

to be lea rned and be cause the stature of the body had 

to be l a r ger, to give emphasis of character . 

The group char acters , such as the cats, dwarfs, and 

kittens, came from the lower grades because their rela-

t i ve stature needed to be smaller and t he lines were less 

difficult . The learning of these lines was under the 

supe rvision of the t eacher of each particular grade . 

The three-level stage set was designed by Drew Dobosh 

and const ructed by Mr. Havemann and student stage hands 

under his supervision . Costumes were made by the parents 

of t he students under t he supervision of Mrs . Golden and 

this stimulated an outside intere st which is profitable 

to any creative organization. Music sui table to the play 

was produce d t hrough the efforts of Nadyne Calvert and 

Carl Malmberg . Dan ces were adapted and directed by Eliza-

beth Barbour of t he Physi cal Education Deps~tment . Publi-

city was under t he authorit y of Pearl G. Cruise; window 

cards and feature article s were t he forms used . Mr . Wal-

lerstedt, t he college printer , cooperated with his efforts 

in printing t he programs and window cards. Goldie Proffitt 

and Gaynelle Davis served as readers and technical advisers . 

Mar y Mae Paul was general manager and it waB her duty to 

bring all the factors into a nucleus . 

The corner stone was l arge , beautiful with difficult 



qualities, but t he abstract building remains to be built 

with the marble blocks of yearly production . The organi -

zation must mix more efficient concrete so as to hold 

the blocks firmly together aE well as to develop the ab-

stract architectural positions. And in the future we 

shall not only find a cathedral with unity between the 

other dwellings and the landscape of society, but shall 

have the mass and lines of strength . 

The past year , or 1936, lent itself as a very pro-

fitable laboratory and it produced encouraging results . 

In general, dramatic work seemed to be the most valuable 

project, first, because the children loved it - it is the 

naturally dramatic period in their development and they 

enter into play preparation with the enthusiasm vVhich is 

an absolute ne ce ssit y in improving speech. Second, it 

quickened imagination, clarified conception, necessitated 

clear, audible speech~habits, and freed the child from 

self-consciousness in expression. Then too, it was the 

finished work whi ch correlated all t he creative and ar-

tistic study of the children - music, painting, dancing , 

oral reading and interpretation - with their English, his-

tory, and geography te st knowledge . 

The success of the first year encouraged the director 

and the teacher s to desire rapid improvement, and realiz-

ing that change is the only sign of life, we began to lay 

plans for the future years. 



For the year 1936-1937 the directorship of 

the Children's Theatre was vested in the adult Little 

Theatre group of the Coil.lege. Students with two or 

three year s of experience in this organization who are 

intereste d i n Children's Theatre work served as assis-

tant directors under t he supervision of the Little The-

atre Director . Since drama is a melting pot for all the 

different arts, i t was our aim to consult th e correspond-

ing departments on this campus and get authoritative in-

structions and advice . Ea ch of the assistant directors 

was asked to sign for t he type of work in which he or she 

is most interested - stage management , including lighting 

a nd scenic design , costume design, dancing , music , make-

up , business, and it was the duty of each to pre~ent and 

teach t h is division of drama. This 6ave these assistants 

experience in teaching as well as a grea t amount of re-

search in t he proce ss of developing their units . 

'I'he first semester we started with about forty pupils 

in t he g roup teaching of dr amatic technique. Ages varied 

from 5 to 11 years in order to estimate the chronological 

response to t he method of presentation of material . The 

first second and third grades were put into one class , ' 
which met one hour a week , and t he ~ourth, fifth, and 

sixth were put into another class using two hours a week . 

First, we organ ized into a Little Theatre group with a ll 



its various offices mentioned in Chapter I . 

like nothing better than club membership . 

Children 

It empha-

sizes the necessity of coordinated effort and removes 

many very important disciplinary difficulties according 

to the psychology of modern teaching . .Any creative group 

work is impossible unless some such self-disciplinary 

arrangement is made where the children themselves make 

and enforce their own rules of conduct. The teacher 

should be their director a~d not their policeman , and 

they should accept their responsibilities, as children 

always will in the right a t mosphere . If a child could 

not fit into this disciplinary plan and we by the use of 

psychology were unable to solve the problem , then the 

child was cordially dismissed until adjustments could be 

made . 

Before entering the field of developing actors , no 

matter how insignifi cant their position might be with the 

r ank and file of the theatre v\Drl d , we must always re-

member that there are t'WO important aspects in acting 

that must be molded into one . Not al l acting is art just 

as all painting is not necessarily art , or all writing , 

but when acting takes on imaginative warmth and creative 

qualities, then it is art . So we al ways realized the 

distinction betwee n the craft of a cting and the art of 

acting . Craft of a cting or the t echni que is the pre-



meditated use of those forms of voice nose and ges-
' .i; ' 

ture by Which emotions are genera lly express in nature . 

rt of a cting in its true sense is infinite and cannot 

be taught, and what cannot be taught cannot be mastered ; 

therefore art is our mistress and she will not be flirted 

with or abused without sweet revenge . She demands en-

thusiasm; pettiness is he r can cerous sore. Humanity or 

the warm response and sympathy for the moods of others 

is her healing s a lve and creative imagination is her most 

precious vitamin . The training of the body, as Boleslavsky 

expressed it, is like tuning up an instrument, but the 

most perfectly tuned violin wi ll not play by itself with-

out the musician to make it sing. 

The students had to be t aught as a group and the plan 

that was used is a s follows: 

1 . Every day part of the period was taken up by a 

series of exercises for fundamental voice placement and 

supporting breat h control. The students practiced deep 

breathing , expanding the abdominal muscles vnth each in-

take of the breath, and contracting them as the breath was 

allowed to go out slowly. Before beginning it, they had 

to have a correct posture; erect, without s tiffness in any 

part of the body; the chest up, th e head gack and up, but 

without any strain on the back of the neck or the larynx; 

the small of the back straight, not curved; wi t h the toes 

on an even line; the arms hanging easily at the side. 



Draw the air into the lungs slowly and evenly and 

without strain until the chest and all the muscles of 

respiration a re expanded. The feeling of expansion from 

the chest to the diaphram should be one of simultaneous 

action. After full inspiration, hold the breath, then 

exhale slowly and evenly. Repeat only a few times at 

first, gradua lly increasing the number each day. 

The voice organs were explained to them in a much 

simpler and understandi ng way than the follovtlng: 

The Chest or Thorax, a flexible, bony cavity, which 

can be enlar ged or decreased in size by the muscles of 

the chest. It contains the lungs , and the capacity of 

the lungs is determined by the size of th e chest. 

The Lungs, which collect the air in inspiration and 

compress it in aspiration, and whic h bring in fresh 

oxygen and expel the waste carbon diozide of the blood . 

The ir Passages , through which the air is drawn 

into the lungs . The se include: t he Windpipe or Trachea 

with its two major branches or bronchial tubes; the 

Larynx, which is also the voice box containing the vocal 

cords; the Pharynx or throat; and the Oral and Nasal 

Cavities of the mouth and nose. All these passages carry 

the air into the lungs. 

In order to develop articulation five or ten minutes 

of the period was devoted to exercises on the elementary 



sounds of the English language. The exercise used 

was as follows: 

THE THREE CLASSES OF SOUNDS 

The forty-two elementary sounds may be divided 

into three cla sses: Tomcc, Subtonics , and Atonics . There 

are sixteen tonic, sixteen subtonic, and ten at onic ele-

ments, as follows: 

Tonic Subtonic Atonic 

a as in ale b as in b abe p as in pipe 
a as in arm d as in did t as in tent 
a as in all g as in gag k as in kite 
a as in and j as in joy ch as in child 
e as in eve V as in vile f as in fate 
e as in end t h as in then th as in think 
i as in ice z as in zone s as in sin 
i as in imp . z as in azure sh as in she 
0 a s in old 1 as in lull h a s in hat 
0 as in move m as in mar wh as in what 
0 as in on n as in not 
u as in tune r as in far 
u as in up r as in run 
u as in full ng as in sing 

OU as in out w as in well 
oi as in oil y as in yet 

The exercise on t he tonic elements is as follows: 

Stand, with ca reful attention to the proper position, and 

be sure that there is no straining of the breathing mus-

cles. Inhale through both nose and mouth , feeling the 

abdominal expand. Exhale Slowly. 

Inhale; and, instead of exhaling a long breath, 

convert the bre a th into the fir~t tonic element tthe sound 



of a as in ale) . Do not continue the sound to the 

point of exhausting the breath . There must be no 

strain . With daily practice, t he lung capacity will be 

increased, thus increasing the ability to prolong the 

sound easily . The tone should be brought from the front 

of the mouth, resounded by the head ,resonators, and pro-

duced with a moderate force. 

Inhale, and convert the outgoing breath into the 

next tonic (the sound of a as in arm). 

Repeat on all sixteen tonics. See that there is 

sufficient jaw and open mouth a ction to give these sounds 

full value . 

The exercise on the subtonics and atonics is as 

follows: Take the proper position as in the preceding 

exercise, and inhale and exhale. Inhale , and convert the 

outgoing breath into the first subtonic element (bas in 

babe) . Do not pronounce the bas a letter in the alpha-

bet be which is a combination of the sound of b itself 
' , 

and the first sound of e; but eliminate the tonic e, and 

you ha ve the elementary b sound alone. 

lnhale and convert the outgo1ng breath into the second 

subtonic element (d as in did) . As with the b , pronounce 

only the elementary sound. The alphabetical de is made 

up of ~he sound of d itself and the first sound of e. As 

before , eliminate the tonic e, and you have the elementary 

d sound alone . 



Repea t on a l l sixt een subt onics , pronouncing only 

t he e lementa r y s ou nds of these consonants . ~twill be 

found tha t t ne subtonic e l ements can be sustained only 

a short time . Therefore , as you become familiar with 

them through pr actice , you can utter four or six of them 

before an intake of breath is necessary . 

In t he same way , practice the atonics . As these 

have no tone, a l l ten can be articulated after one deep 

inhal a tion . 

Before going on to the step of voice forrJ.S we must 

under s t and the basic emotion that causes their expression . 

r11he present ation of this w1-ts inte r preted and projected on 

t o the child according to his or her mental capaaity . It 

is far bett er to have the explanation a little below the 

chi ld' s l eve l of intell i gence . ~n order to develop their 

syne s t hesia or the abi l ity to interpret a sensory impression 

fromonce sense organ in the terms of a sensation of a dif-

f erent sor t we f i rst started with tone color . 

Wi t h e very tone there is vibration and this vibration 

corre sponds to a col or vibr ation . Therefore we struck the 

t one on a piano and at the same time presented a color card 

with t he same vi bration and gave examples of cha racteri-

zations at t he same time . For example , a very low tone, 

65 vibra tions would be a dark brown or black and would , 

correspond to a crow or a villain type of person . This 

would give ri se to an emotion of a depressive type such as 



horror . 

Not only must we cons i der tone and color but also 

line . The child should r ea liz e t hat l ines are as sym-

bolical as any othe r fac tor in art. In general , we think 

of a long , straight l ine as r epresenting tragedy; the 

short, j agged line , or short, curved line as denoting comedy; 

lines go ing down suggest depressed and relaxed emotion , 

such as horror, dread , regr et , grief , sorrow , and remorse . 

Line s t hat turn up show more physical action , and so are 

r epr esentati ve of the elating and tensive emotions , such 

a s hope, desi re , impatience , hate , jealousy , fear , terror , 

and as ton ishment . 

I t would be impossible for the child to receive the 

t hree factor s that make up the table of symbolism and di -

gest them prope r l y . Therefore , the next step was to inte-

gr a te t hem and giv e t hem to t he child as a vVhole , not with 

e xp l anations, but r a t her by impressions through two senses, 

s i ght an d hea r ing . So that the child might see the lines 

of t he body r a t her t han the contours in the realistic sense, 

silhouette for ms were used . In order to produce the sil-

houet t e f orms i t was best t o use a white screen with an 

individua l i n front of the spotlights that were located be-

hind t h e screen . I n or der to change the color of light 

colored ge l a t ine was pla ced over the floodlights . On the 

p iano or on a victrola music was played with varied tones 

so a s to ge t a va r iation of vibrations . Before this process 



was carried out the children were given a list of funda -

menta l character s to look and to listen for . For example , 

t he villain t ype , t he hard type, the loving type , the 

superstitious t ype , t he clown type, the elderly type, the 

fairy t ype , and the child t ype . The following table was 

also given and explained to the m so that they might have 

an element ar y guide : 

Vibrations per second 

Very low tone 65 
150 to 200 

Low Con piano 256 
300 
400 

Upper Con piano 500 

600 
700 
800 
900 

1,000 
Upper singing range 1,200 

1, 300 
3,000 

4 , 000 to 12,000 
Ab ove 12,000 

Color seen 

Dark Brown 
Orange or reddish orange 
Brown 
Brown to vermilion or pink 
Brovmish pink 
Rosy Brown,bro~m or pink , 
becoming blue 
Rich dark blue 
Mixed pink and blue , lilac 
Light blue 
Light blue 
Very light blue 
Blue shading off to gray 
Tbi.nnish blue 
Greenish tinge in blue 
Green 
Cororless gray . 

The room was t hen darkened and the spotlights turned 

on tae screen and then the music started and the individual , 

as he was stimula ted by the music , reacted, giving the cor-

rect ge sture line, body movement , or action . The color 

a lso was changed as t he different moods of the music sug-

gested . By using this method the children received the 

integr a ted i mpressions or symbols and as they recognized 

them they called them aloud , which aided attention and re-

sponse . In this manner we gave and developed a sense of 



symbolism in the child that is subjective as well as 

objective, and is a me dium of interpretation and under-

standing of the remaining technique. Figure 'AB shows the 

theory of synesthesia being applied . 

Makeup was found to be a most interesting and en-

joyable stage of their training . Using the Max Factor 

instructions in makeup , they were t aught to do juvenile 

and old-age makeup . Every shadow, every line was explained 

simply by using the table of symbols. This material was 

r apidly received, digested, and executed, and their re-

tainment was far above that of adult students. They ac-

tually did the makeup. 

The next step in the technique of drama was to teach 

them t he utterances which are merely the modes of sending 

out sounds made by or gans of speech . They must not only 

know when to use them but hrnv to use them; so we give them 

a short descri ption based upon the theory of synesthesia . 

The seven modes of utterance are: 

Effusive: Language of repose indicates a quiet, un-

disturbed condition of the mind, passages convey ideas of 

physical and mental relaxation and contentment. Everyday 

talk; lyric poems in minor key ; Longfellow's ·'Snowflake s": 

"Silent and soft and slow, descends the snow." This utter-

ance would suggest a high vibration tone and color, such as 

green, with soft curved lines, a symbol of rest. 

Expulsive: Expresses sustained mental activity , de-





gree of mental force sets muscular system to work, 

compressing a ir in lungs, a more determined effort to 

be heard . We are apt to use it whenever discussing 

topics of interest to us: Color of dress, what we like 

to eat, etc. Examples: Hamlet 's speech, Act III, Scene 

I, Advice to Players. About a thousand vibrationtone and 

color with stronger line would be in harmony with this 

utterance. 

Explosive: Results from sudden mental impressions, 

producing abrupt muscular action, so that the voice 

bursts out! Shouts of joy, shrieks of terror, outburst 

of laughter , etc . Examples: Dogmatic speaker--"A horse! 

A horse ! My kingdom for a horse ! " The tone color used 

would depend entirely upon the interpretation. About a 

500 vibration tone color with a line that has a long 

definite action space. 

Sighing: Reveals mental distress, produced by a 

large, quick, thou gh not abrupt, inhalation and prolonged 

exhalation in the expulsive mode. It is signified by the 

words "Ah!" or "Oh!" Examples: Lady Macbeth nHere' s the 

smell of the blood; still all the perfumes of Arabia will 

not sweeten this little hand . Oh! Oh! Oh!" This would 

suggest a 300 vibration tone and a brown or pink color, 

and a long line, with a sharp angle at the end. 

Sobbing : Generally terminates a long strain of 

weeping; shows the inability of the mind to control the 



physique . It is produced by a spasmodic inhalation and 

an expulsive exhalation of the breath . Overwhelming out-

burst of grie f destroys the truthfulness of the repre-

sentation and shows l a ck of study . Frequently the sob 

remains as a sign of mental di stress long after the cause 

of the first outburst has passed . About 200 vibration 

tone, orange or reddish orange with a long line without 

any curving upward . 

Panting : Expresse s physical distress . It is a re-

sult of unusual and violent exercise . Breathing is made up 

of short, quick inhalations with rapid expulsions . Panting 

utterance projects a sentence broken in phrases . Recovery 

of normal breathing should be gradual . This is about a 65 

vibration tone, dark brown color, and sharp, jagged lines . 

Gasping: utter physical exhaustion . It is made by 

a long , slow, and continuously weakening exhalation and a 

short, abrupt inhalation. It seems like an intense mus-

cular contrac tion for the purpose of retaining the breath, 

which the gradual relaxation through growing weakness alB 

lows to escape in expulsive manner at first, but termin-

ating in mere effusion , and t hen , by an abrupt contraction, 

as if t he will power were suddenly exerting itself, the 

breath is snatched ba ck again . The words and phrases of 

sentences r ide out upon the expiring breath . This utterance 

would be interpreted in a dark tone and a distorted line . 

Exercise in Utterance: Stand in the correct position. 

Inhale , feeli ng th e abdominal muscles expand; and exhale , 



slowly, allowing the muscles to contract . 

Effusive Utterance: Relax. Inhale, and utter the 

tonic elements, with a clear but sub~ued tone. Let the 

sounds flow out easily. Combine the elements into groups 

of four each for each breath. Articulate distinctly. 

Expulsive Utterance: Resume moderate tension and 

energy. Inhale; and utter the tonic elements (four at a 

time) with moderate force and a clear tone. Speak the 

tonics smoothly, and pro long sufficiently to avoid stac-

cato. Repeat, each time increasing the energy and loudness, 

until all the resonators are in use, producing a very 

strong, clear tone. 

Explosive Utterance: Inhale; and utter the tonic 

elements with a short, sharp, explosive effect, resonance 

in the head . Repeat with increasing energy and loudness. 

Next, repeat the tonics with the same energy and loudness, 

and with a quaver. This produces a sound like laughter . 

Sighing Utterance: Take a deep, quick , bu t no t 

abrupt breath; then articulate the tonics on a prolonged 

exhalation, in t he expulsive mode . The duration of the 

sound may be short or long, without tone or with a breathy 

tone. 

Sobbing Utterance: Take three or four qu ick, abrupt 

inhalations, through the nose and mouth . Utter each tonic 

element with head resonance and in the expulsi ve mode . 

Send the sound out with a quaver and a crescendo effect, 



and terminate it explosively. The action exhausts the 

breath, andnecessitates a quick , abrupt inhalation . 

So as not to confuse the utterances and the for-

ces our next step was to teach stage principles, using 

the following suggestions: On the blackboard a diagram 

of a plain interior setting showing entrances from all 

possible directions was drawn. The abbreviations of 

terms used in the diagram were as follows: 

C Centre 
RC Right Centre 
R Right 
LC Left Centre 
L Left 
UR Up Right 
UL Up Left 
DR Down Right 
D L Down Left 
U C Up Centre 

After allowing them to draw their own diagram on 

the board, putting in all the stage positions, a stage 

was drawn on the floor and as the director called out 

different stage positions each student had to find them 

as rapidly as possible. Such a drill gave them a back-

ground for stage business direct ion. 

In a much simpler manner the degrees of force were 

explained and demonstrated by the directors, using the 

following examples: 

DEGREES OF FORCE 

1. Whispering Force: We hear the whisper in se-

cretivenes s or in weakness . Examples ; a prayer, the 



sleep- walking scene in Ma cbeth . 

2 . Suppressed Force: The result of mental control 

over the strength and activity of the voice producing or-

gans whi ch would, otherwise, produce loudness; always a 

combination of feeling and intelligence. Example: Voice 

in a sick room, expresses sympathy; balcony scene in 

Romeo and Juliet. The emotions of anxiety , indignation, 

wonder, amazement, awe, fear, and dread are frequently 

expressed by the supressed force . 

3 . Moderate Force. The most inclusive of all the 

degrees of force which have been na.ITB d , varying from a 

subdued expression to pronotmcements of strength and de-

cision, though not great loudness. Modera t e force is a 

degree of strength which appeals to the intellect only. 

It never seeks to arouse feeling , and it is always op-

posed to any display of sensation b y .which the mind may 

lose control of the situation. Examples : Normal conver-

sation of well balanced people; Hamlet's speech of "Ad-

vice to the players." 

4. Declamatory Force : Results from increased men-

tal and physical energy and increa sed strength of t he voice 

producing organs. The degree of the force will depend 

upon the kind of emotion and the strength of the impression . 

Indicates a strong mental opposition to or sympathy with 

its cause . Always a degree of loudness in declamatory 

force . Examples: Animated conversation; oratorical speeches . 



5. Impass ioned Force: Indicates the absence of 

mental control. Whenever mentality is submerged by 

physical sensation, whe ther the animal nature is uncontrol-

led in terror, horror, grief, wild joy, or anger , we may 

call t he f orce of the emotion impassioned . in nature 

this force is frequently the cause of death . Examples: 

The r age of Shylock when he learns of Jessica's flight 

With Lorenzo. Juliet, ab out to drink the potion and over-

come with nameless fears . Macduff, swayed by thoughts of 

vengeance for t he murder of his wife and children . 

By this time the children were becoming rather 

bored with t he rr:e chanics or the technique of drama ; so 

i n order to save interest a play was selected to work on . 

In selecting a play , we tried to be sure of three things, 

that it had literary quality , drarnat iv quality, and cmtain-

ed an idea. By literary quality is meant that language 

should be poetic . There is no benefit in the memorizing 

of commonplace lines. By drama tic quality is meant that 

the p l ay should have an interesting plot, with a climax . 

Lack of climax, or culminating point, is the lack of most 

children's plays . That the play should contain an idea 

means t hat it should teach some dominant truth, either 

subtly or op enly . It rnay be either t he great lesson that 

evil will alvvays find defeat and good will eventually be 

t he strongest, as in "Snow mite" . 

In selecting a cast there should be enough plays so 



that the children could t ake t he minor parts in one 

play and the major roles in ano ther; and there should 

be two casts for each, so that on the eve of a perfor -

mance, if one player is ill his pl ace can be filled by 

a prepared character . If the director apportions the 

parts according to remedial reasons, he ought to see that 

the slugg ishly inclined children have brisk parts , that 

the shy child bas something appeal i ng to say and do , 

that the bumptious, forward child plays a character who 

is controlled and quiet . The older children should be 

put in charge of the properties , scenery, or lighting, and 

they must be coa ched and instructed in their duties . If 

properties are to be mad e, all t he children in the cast 

must agree to help . 

Assuming that the children meet for rehearsals two 

or three times a week, four or five months is not too long 

a period of preparation . The first week of rehe arsal on 

"Kai Khosru," the play used by the Picken School , was de-

voted almost entirely to an interior process . The imag-

inative element of the play had to be fused with the im-

aginative faculties of the children. In order to stimulate 

the imagination to a creative state the followin g methods 

were used: First, the story of the pl ay was told simply, 

usually just in parts . The children were then instructed 

to draw paint or model in clay any character or scene 
' ' 



which V'as important in their mind 's eye. The e:x:plan-

a tion made by them stimulated th eir imagination and 

eagerness to create . 

As soon as the story was finished the children were 

encouraged to interpret it in as many different ways as 

possible, a cting it formally, inventiJg their own dialogue, 

and pantomime . From time to tine the director used actual 

lines in the play, offering them as substitutes for the 

children's improvised words, allowing the child to invent 

gestures or attitudes to suit them. The best of these 

gestures must be recognized by the director so that it 

·will be obvious to the child . The children will be quick 

to appreciate and remember those gestures and aloo the 

bits of poetical lines because they delight in the exact-

ness and rhythmic quality and begin to ~nake them their own . 

The child should never see the printed play or memorize 

lines fromthe written part . The intellectual effort will 

become predominant, and the natural dramatic impulse will 

degenerate to recitation. Each child in the group should 

enjoy the experience of acting all the parts, however,un-

suited he may be in size, appearance, or talent. Any ten-

dency to crysta llize into a particular character should 

be fought agai nst until the performance is very close, 

because the deepest imaginative experience is attained by 

the child only when he is lost in the story, regardless of 

his own individual position . 



Upon starting to shape the performa nce and build 

stage business it is very profitable to explain the stage 

principles, using a miniature st age and minia ture dolls. 

Each doll 'Will be identified with a ch a racter in the play 

and in full view of t he cast as a 'Whole. The director 

should show the stage positions by moving t he dolls in 

position a nd repeating a line at the same time . By this 

means the pupils will be able to see their own po sitions, 

or to see t hem.se lves as others see them . Thi s r:iethod is 

only used once or t'Wice because of the danger of ch ildren's 

imitating and not creating . Whenever possible mu sic should 

be used as a background to intensify and augment t he feel-

ing of the situation, because it stimula te s t he i nagination 

and frees the body from restraint . The children will un-

consciously feel the rhythm, not only o·~ the whole play , 

but of each act and also the innumerable crescendos and 

diminuendos . 

The director should never be guilty of maki ng a ch ild 

nervous by na gging . Encouragement and praise will do won-

ders for a backward, nervous child . The director must al-

ways recognize effort and the will to do, no ma tt er how 

cloaked or hidden by i nability or mista kes . 

The children should work with prope r ties from the 

first so that the acqu aintance becomes second nature . 

In order to find out how much of the technic al mat-

erial the child bas reta ined and al so to encourage the 



the creative application, each ch arac ter designed and 

interpreted his own stage set under the supervision of 

the art director, Mr . Dobosh . It is extremely important 

that a children' s play should never be robbea of its 

value by poor costumes and ugly scenery . The damage done 

to children's taste and their feeling for beauty is ir-

repar ab le . Where it is not possible to develop a beauti -

ful stage setting it is better to give a performance with-

out costumes and on a formal studio stage . 

The evening of the performance should be one of glamour 

with all the responsibilities resting upon the shoulders 

of the children . They should serve as ushers, house mana-

gers , business manager, stage hands, call boys, and the 

many other offices that make up a complete theatre . Let 

them be t rained to the extent that they have complete 

confidence in themselves to do the job given to them. 

During the year the children should keep in mind 

that they will write a play, and they must watch for dra-

matic plot material in their study of Engl ish and history . 

In cl ass the simple elements of sue cessful drama should 

be discussed - conflict , suspense, contrast , climax , charac, 

terization . The story or plot ideas suggested by different 

student s should be voted on . The elected plot should then 

be divided into scenes and acts; each child, as outside 

wor k should vvrite one scene; and the play itself should be , 

written by the class . 



Both sound and imagery seem to penetrate a child's 

mind vri th a swiftness and clarity vm.i ch can be explained 

only by recognizing t hat for a few short years , at l east, 

children possess i maginative qualities which a re in some 

measure akin to tho se of poets and artists . It is our 

part to introduce t he se kindred to each other , t hen stand 

aside . 
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Chapter IV 

HELPFUL SHORT CUTS IN PLAY PRODUCTION 

It is not the object of this chapter to present a 

deta iled course in stage craft , in make-up , in publi-

city, but r a t her to give a few suggestions and a few 

short-cuts t hat are so badly needed in Little Theatres 

in western Kansas . From these few auggestions with the 

aid o~ creative ingenuit y a great amount of dramatic 

work could be accomplished . 

In this territory the common cry and complaint of 

drama tics directors is that the stage equipment and ftcil -

ities are so meagre t hat it is impossible to produce good 

productions . But this complaint is certa inly defeated 

¼hen we think that perhaps the grea test recognized reper-

toire thea tre, known as the Hedgerow Theatre , under the 

direction of Jasper Deeter, was started with a ~9 . 00 fi-

nancial backing and an old mill to work in ~dth hardly 

room to seat over 100 people . From these seemingly im-

possible circumstances has come a parade of over 300 ac-

tors and actresses who are now in the professional legi-

tin1ate t heatre, and their productions have furnished 

inspira tion and models for Litt l e Theatres . From this 



exampl e we r e ceive t he proof t hat we can reach the 

stars t hrough di ff iculti es and by so doing we sh ould 

ea rn a hi g her recogniti on because it takes more thought 

a nd more organizi ng and more a rt . Almo st any high school 

auditorium wou l d have seemed a God- send and a he aven for 

those who started the Hedgier ow 1l1hea t re . The grea test 

fallac y i n colle r e dramatics is that the students are 

spoiled wit h the ever- ready store-made equipment and 

whe n turned ,out into the field they are unable to deal 

with t he me agr e fa!idlities and unable to prepare hone-

made f a ci li ties , and for t he ladk of this intelligence 

and adaptabi l ity they give the common excuse . 

Without further delay we will jump in to the midst 

of t he making of home- made stage f a ci lities . 

The i mpor tance of lighting cannot be overestima ted , 

for t he re is no other sin gle element t hat ha s e qual 

possi bi l i t ies . It is lighting t hat fuses settings , cos-

tumes, and a c t ion into a unified an d har monious whole . 

In choosi ng the color and lighting s cheme for a play t h e 

climax of the pl ay should be analyzed and a cte cc upon and 

t he color chosen a ccordingly , thus bringing to t he aud-

ience grea t er sympat hy and feelin g for the emotional 

strugg l e por t rayed . ~n planning lighting t he director 

must have four thin gs in mind - to give light , to give 

color , to show the time of day , and to light the action . 

Although t he dimme r s a re compar a tively new in lighting 



equipment, we shall pla ce them first because of their 

importance in modern stagecraft . 

Home-made Salt Water Dimners : The subject of inex-

pensive, ye t pra ct i ca l dimners has long been one of worry 

to directors and technical experts in Little Theatres . Hany 

know how to construct salt water dimmers , but for those 

who never have attempted this piece of hone - made equip-

ment we offer these directions which may be easily followed, 

and t he results obtainable are quite satisfactory. How-

ever do not expect this dimmer to compete with the real 

article, t he commercial dirnme r made by various manufacturers 

and on sale in most l arge cities . 

In fi gure le we see a barrel- type dimmer . Other con-

tainers may be used , such as earthen crocks , but small , 

wooden wine kegs prove the best , we believe . 

Across the top a board is :nailed , (a) . The hole in 

t he center allows the stick , (b}, to pass down into the 

liquid . Two metal plates , preferably copper,form the con-

t act surfaces; (g) is fastened to the lower end of the 

stick, and (d ) is attachee: to the floor of the container, 

or left l ying in place . 

Two contact wires are connected, one , (f), to the 

upper plate, and the other ,( e ), to the floor plate . These 

are brought out to plug (C) . The medium is a solution of 

salt water, the density of which depends upon the load to 

be dimme d and must be changed for varying loads . 

In principle, the dimmer works in the following rnanner t 
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As the upper plate is lowered in the medium , the lights 

on the load become brighter, the distance betvveen the plates 

(and therefore the resistance ) being lessened. When the 

plates touch, lights are full up. 

To prepare the s olution of salt water , hook up the 

load to th e dirmner and fill the barrel or container wi th 

water within a few inches of the top . Next , lower the upper 

plate until it is barely imrne r sed in th e water and add or-

dinary table salt . When the load begins to glimmer slightly , 

stop the salt, and lower the stick to test the smoothness 

of the dimming . If there is a perceptible flare - up when 

the plates touch, your solution is still too weak . Add 

more salt and repeat the test . 

This testing may take several tria ls, but a solution 

of the proper strength can be made sn tha t the dimming pro-

cess rea lly is effective and smooth . 

Although we have illustrated only the simple funda -

mentals , tricky ad justment l evers may be a ttached to the 

stick , such as a jointed lever or counter-weighted lines. 

It would be well to be sure that the dimrcars are not over-

loaded or they may boi l over. 

Figure 11 shows t he correct way of illuminating a 

curtain cyclorama, or d~op . 

Figures 12 and 13 are diagrams showing three dif-

ferent home- made lighti ng devices - strip light, spotlight, 

and fl ood light . 



The strip l ight : These are li@lts arranged alongside 

of one anothe r in a row , and furnished with a reflector . 

Ei ght or t en feet is a sa t isfactory length . Strips of this 

sort can be used for footlights ·when t.t1ey are prope} ly 

pl a ced along the f r ont of the stage , or as border lights 

when t hey are suspended at the proper angle from above , or 

as pro s ceni um- arch lights ~men they are fastened above or 

to one side of the proscenium arch . 

For homemade strips a series of light sockets may be 

f astene d to a pi e ce of wood , three or four inches wide and 

of t he de sired length . A piece of tin , eight or ten inches 

wide , and of the same length as the baseboard , may be bent 

and fastened int o an excellent reflector . It should be 

left bright inside , and painted black on the outside . In 

such a strip , the bul bs should always be arranged as in 

the illu s trat ion , so that they throw the light from the 

side . They give more light in this position; there is a 

"dea d" spot a t the end of most bulbs . 

A tin cone or horn may be made for a g,otlight . It can 

best be made around a single large bulb , mounted on a soc-

ket whi ch has b e en set on a square of wood . A tin reflector 

can be t a cked to the back edge of the wooden block . Holes 

abov e t he bul b wi ll be necessary for ventilation , but it 

will be necessary to rivet a tin hood over the holes or 

they will ~et light out . Of course , this substitute will 



have no lens, Vvhich is the most important single pie ce 

of the spotlight . But the homemade article will cast a 

limited s pot of ligh t . It will work better if the inner 

rim of the cone is painted black for a distance of six 

inches or so: t his black rim helps to make the light from 

the cone less diffuse by preventingit flrom being reflected 

by t h e extreme edge of the cone - it prevents the light 

from "kicking off," in the technical jargon of the stage 

electricians. 

For a flood li f.,ht, a bunch light is the best substi-

tute . When electricity was in it s infancy , before the 

huge power ful bulbs of the present day had been invented , 

bunch ligh ts were universally used . It consists of nothing 

more or less t han a box arranged to contain a number of 

small bulbs . It throws a diffuse light over a large area , 

just as a flood does . If a wooden box is used , it had 

better be lines with tin . It may be set on a standard , but 

if it appears at all top-heavy, it should be fastened to 

t he floor whenever it is used . Tb.is may best be done with 

one or two stage screws . The amount of light may be regu-

lated by unscrewing some of the bulbs . The variation 

possible with a bunch light, is therefore, from a single 

bulb to the united strength of the total number of bulbs . 

Color may be introduced by the use of colored bulbs , or 

by arranging a device a t t he front of the box to hold gela-

tine slides . 



In making homemade electrical devices care rnust be 

t aken to avoid fire risks ; nothin g should be done tha t 

will inval idate fire insurance policies . 

Scene r y may r ou ghl y be divided into two main clases -

drap eries of unpainte d material , which a re left their 

na tural color or di ed in so l id color , and the painted sce-

nery of the more or less traditional types . With two sets 

of homemade drapes t he e f fects that one can get suit able 

to every play are surprising . The reason for this is 

that drapes a re pliable and ha ve the faculty of producing 

s ymbolism and impressi onism that are of the modern school . 

Home- made dr apes can be made of flannel , monk's cloth, hes-

sian denim , cotton velvet, poplin , and burlap - the one 

tha t we stress favorably . Why destroy all the burlap sacks 

when, if they are split and sewed toget l3 r and died either 

gray or black , they will have the appeara nce of beautiful 

material to the audience? With the proper lighting effects 

and the draping almost every play can be se t; even outdoor 

scenes have been successfully achieved . 

Figur e 14 shows t womethods of hanging drapes . As in 

fi gure 144,. wires may be used on which to hang the curtains 

and t hey may be s tretched from wall to wall and tightened 

with a turnbuckle, as alr eady describe r for the proscenium 

curtain . Sometimes wooden s l a ts may be hung with hooks be-

tween t he two wires . The sl ats wi ll keep the wires paral-

le l and t he curta in may be fastened to both slats and wires . 
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Another common method on th e professional stage and more 

suitable when the scenery may be hung from overhead , is 

to buil d a frarne in the desired shape , to which the cur-

tains may be fastened, as shovlffi in fi gure 14B. 

Host drapes are weighted a t the bottom by a chain 

running through the hem, and they should overlap each other 

six inches. 

To give variation Gothic windows , doors , pictures, fire-

places may be used by folding the drapes around them, as in 

figure 15 . 

Figure 16.J shows four pieces in painted scenery . The 

best material to be used in making the frame on which the 

cloth is to be stretched is one inch by three inch white 

pine. Select lumber straight and free from knots . 

Figure 17 shows the corners and keystones, or the 

blocks of wood th at reinforce the corner joints . 

In tacking t he cloth the frame should be placed on 

benches or horses that will raise it about to waist level, 

as it is a back- breaking job to cover frames while the y are 

lying on the f loor. The face of the frame, the sides with-

out corners or key-stones, should be up . The canvas or the 

unbleached muslin should be cut roughly somevm.at larger 

than the frame, laid over the frame, and tacked along the 

inner edges with ordinary carpet tacks . The centers of the 

long sides should be the starting points, from where the 

tack i ng should be continued to one end of the ffame, a man 



working on each side so that the material is at all 

times being pulled evenly and paralle l . In the same 

way , t he material should be tacked towards the other d en , 

and then the ends should be tacked . The pull on the mat-

erial should always be towards the ends , and the I!Eterial 

must not be stretched too ti ghtly , as it shrinks with the 

painting . The important thing to note is that the tacking 

is along the inner edge of the batten , and the tacks shouls 

not be driven away down . 

There are four me thods of painting scenery . 

( 1) Sponging - a large sponge is trimmed so that it 

has a flat surface . It is dipped into the paint , wrung out, 

and the flat surface of the sponge is patted on to the sur-

fa ce to be painted . The result is a patter n of spots made 

by the face of t he sponge . The sponge m11st be constantly 

turned to left and ri ght during the patting , so tha t the 

outline of the sponge will be lost in the l a rger pattern of 

spots . But it must not be turned while it is on the surface . 

Several colors may be sponged on, one over theother . Some-

times a solid color may first be painted on the surfa ce to 

be sponged , as a sort of background . 

(2) Cloth Rolling - A large cloth may be dipped into 

the paint , wrung partly dry, and then while still twisted, 

rol led across the surface to be painted . A vari ety of ef-

fe cts may be secured , as in sponging, by using several col-

ors , one over the other, and by changing the direction of 



the rolling. 

(3) Spattering A brush is dipped in paint, which 

is spattered on to the surface by shaking the brush or by 

snapping it so that pain t falls on the surface in small 

drops. This is, perhaps , the commonest means used in pro-

fess ional scenepainting studios. The surface to be spat-

tered may be vertical or horizontal; but if it is vertical 

it is necessary to have the paint sufficiently thick so that 

t he spots will not run from gravity . 

(4) Puddling - The surface to be covered is placed 

horizontally, and the paint is poured on, then pushed about 

and blended by a large brush . Several colors may be used, 

usually variations of the same color, such as two or three 

shades of green and a greeR-yellow. This process can be 

ver y r apid if one person is appointed t take a bucket of 

each color and simply pour it on as needed , while one or 

two others with brushes blend the edges of the colors by 

running them together . 

Large windows , such as Gothis windows, that must have 

color in them and yet be transparent are very simple to 

make . First cut the frame out of cardboard; drygoods 
' 

boxes and mattress cartons should be saved for this purpose . 

'l;hen take a ·wide and long strip of printing pap er, which 

can be secured at any news office , and draw and paint with 

water c olors any diagram or figure that you wish to . As 

soon as this is dry, spread on a solution of half turpentine 



and half linseed oil with a brush and let it dry . Then 

glue it on t o the frame and hang it . 

Co stuming - The irr1portant tL.ing in costuming is to 

develop a costume plate , and from there on ma.kine_; the pat-

ter n and sewing and dying is a process that most housewives 

are ver y familiar vv.i.. th . But there are a few unusual facts 

t hat are valuable . Painting costumes is an interesting field . 

All sorts of de corations and designs may be made wi th paint . 

The paint used is similar to that used in making scenery , 

t hat i s , it is made with hot water, glue , or mucilage , and 

dry p i gments . Aluminum or gilt radiator paint may be used 

f or si l ver and gold color . The material to be painted should 

be pl a ced on a flat surface and the design should be painted 

wit h a stiff brush . Collars and cuffs and borders may be 

pai nted on :English garments, for example, or the entire 

surfa ce of a tunic may be covered with a pattern . 

Ti ghts may be made by putting feet on underwear and 

dying t hem the col or necessary . 

Sho e s - Heavy stockings cut or laced, or rolled to 

suit t he occasion , with an inner sole of cardboard, may 

somet ime s be us ed for medieval cloth shoes . Sandals may 

be IIB.de wi t h inner soles and lacing . 

Hats - The foundation of a hat may be made in the fol -

lowing manner . The mater ial used is buckram . First a mil-

liner' s mould or block of wood is cut and greased with some 

hea vy grease . Then t he buckram is steamed and pressed dovm 



over the mould and a string tied around the bottom edge . 

Vmen this has dried it is t aken off t he mould and wired 

around the bottom . This is the crown of the hat . A brim 

of t he desired shape and size is cut and wired around the 

edge . This crown and brim are t hen covered with the mat-

erial and sewed togethe r and the required trimming put on 

the hat . A hat lining is made and put in the bat , and it 

is ready to wear . 

One es sential of mask making is that you have a mould 

on which to model the mask . One way of doing thisis to 

take Prang modeling clay and model the face of the charac-

ter in it . This clay hardens over night and gives you a 

good convex mould on which to model the mask . Next make 

a mixture of tissue paper or unprinted newspapeT and glue 

(about one part glue to tVvO parts water) and then add flour 

and whiting and work until smooth . Coat the mould with 

heavy grease and t hen cover it with t his mixture . When 

t he mixtu r e is dry take it off the mould and paint with 

tempera color mi xed with glue and water . After the paint-

ing is done shellac the outside and the inside of the 

mask . The outside co a t of shellac should be rubbed down 

wi t h t he pumice to t ake off the g loss so that it will not 

reflect too much '_light . A very interesting effect may be 

gained by shellacking the high lights with V\Thite shellac 

and the shadows with orange shellac . 

Armor - Armor is of two kinds , t he plate type and 

link mail . Neither one is really easy to make but the 



but the link mail is simpler than the plate type • Mop 

cloth is an excellent substitute . It comes in t~bula r 

form and :ma.y be bought of any cloth manufacturer. As it 

comes only in vmi te it ri1ust fir st be dyed . If dyed a dark 

gray and then brown with silver powder it will look like 

polished links because the bi ts of silver will c a tch on 

the rough surface . 

Property Hints for Children's Theatres 

If a fallen tree-trunk or a log is needed for a 

forest scene, it can be made by f astening together two 

small vinegar barrels, and coverin g them with g reen and 

brown burlap to represent bark and moss . Or it can be cov-

ered with brown burlap and gray lichen - real lichen fas-

tened to it with stron g glue . Such a stage :prope-,ty as 

this can be used again and again . A seventeenth century 

groom can b e made by tying an armful of hazel or willow 

svvi tche s to an old bro om-handle • The browner and sturdier 

the tvrigs are the better . A round brovm collar- box can be 

used for an earthen bowl . A white cardboa rd shoe-box is cut 

dovm a little, covered 1·Ji th black tissue paper, has a little 

yellow pane inserted in each side, and a curtain ring for 

a hc::1.ndle , and you have a lantern . 

Three boxes nailed together like this will make a 

hearth . If it is to be a medival or fairy-tale hearth , 

cover it vdth cheap gray cambric , bulked to look like stone, 

and marked with splotches of white and brown chalk . Be 



sure you turn the ungl a zed side of the cambric outward . 

Use c halk because paint does not show up well on cam.bric . 

A brick fireplace for a modern scene can be r:E.de in the 

sanID way, covering the boxes with brick chimney paper that 

can be bought at almost any book store . A narrow box on 

rockers , stained brovm, becomes a Puritan or eighteenth-

century cradle . Gilded and hooded, it is the cradle of a 

royal princess . Couch- seats can be r.E.de from bo~rns; only 

be sure that they are secure . 

I.Iakeup 

Very little information can be found on home- rnade make-

up materials . Hake- up in itself is experimental and no 

definite rules can be followed . IIake -up changes vvi th light-

ing , stage set , play, and character . In :rreparins to make-

up either at home or school the follv~ing materials are 

advisable to have in your make-up box : cheesecloth or towels 

to protect the dressing table; Kleenex or cheesecloth to 

remove make - up; hand mirror; comb; brush; scissors; matches ; 

paper stumps; orange sticks, or·wire hairpins ; two lar:1b's 

wool puffs of g ood size, one for li ght powder and one for 

dark - a supply of absorbent cotton can be used for putting 

on powder when large groups are using the make-up; a baby's 

brush for removing excess powder; a hare's foot for retoch-

ing the make- up; a tin of theatrical cold cream; grease 

paints - light foundation (No . l) , medium , olive , "sunburn," 

brown . These should be purchases after a careful study of 



the color chart put out by the company furnishing them, 

since number and name differ widely. You will also need 

lini 1g sticks - dark brown, black, gray , medi urn blue, lake 

vermilion; lip sticks; medium wet rouge; medium dry rouge; 

face powder - juvenile, deep pink, dull yellow; cosmetic 

- brown, black; mascara - black. White rnscara is very 

satisfactory for men to use in whitening the hair over the 

temples . 

Additional materials to be purchased as the need arises 

include purple, green, and white liners; crepe hair v,i th 

spirit gum and a lcohol; nose putty ; black wax; liquid powder; 

aluminUTI powder . 

Before a mirror practice first the simple make-ups, care-

fully studying the features ans noting good points to be 

emphasized and defects to be elimina~ed. Then take dif-

ferent chara cters out of drama, whether they be of the aged 

type or bizarre characters, and create according to the imag-

ination; or one may use portraits or pictures as a help. It 

is very important that every actor be competent to make 

himself up . 

Perhaps the greatest make-up ar tist of the present 

day is Max Factor of Hollywood . It would be alt ogether pro-

per and fitting to give a few of his general short-cuts of 

technique of make- up . 

As in portrait painting , so in make- up, we resort to 

chiaroscuro, an arrangement of light and shade, to produce 



various character effects. A highlight is the name we 

give to the patch of light which stands out in "white" 

relief or contrast vvi.th respect to dark or shaded areas. 

Highlights are used to give prominence or definition to 

the nose, cheeks, chin, and wrinkles in creating a par-

ticular character . 

Every dark line that is drawn on the face should be 

highlighted with a much lighter shade, and the edges of these 

lines must be properly blended with the foundation color 

of the complexion . 

To highlight the features, use a lighter shade of 

make-up than the ground tone that is being used on the 

rest of the face. For ordinary highlighting use a shade 

three or four times lighter than the base. For extreme 

highligh ting, use white or yellow lining colors. To make 

shadows or lowlights, use coloring of a darker shade than 

the ground tones of the complexion, such as dark brown, 

light brown, blue gray , ar maroon . In straight make-up, 

shadows can be used to offset features that are out of 

pleasing proportion~ . In special character make-up, Sha-

dows are employed to produce sunken features by blending 

them with highlights . To sink or hollow the cheeks and 

temples use shadows of gray or brown, highlighted with con-

trasting white or yellow and blending the whole into the 

base color. In most cases, in making shadows or lowlights, 

do not apply black . 



To make the eyes appear larger, draw a line with 

the dermatograph pencil around the upper and lower eye-

lids . This line must be drawn a reasonable distance from 

the lash lines, allowing the skin to be visible, and ex-

tended to the outer corner of the eyes . The eyebrows, too, 

should be arranged to obtain the desired effect . 

While there are significant differences in the propor-

tions of the nose among different types of people, it might 

be helpful to knavv the general standiJg of proportions ac-

cepted by most sculptors and portrait painters, as follows: 

1. The l ength of the nose must be equal to that of 
t he forehead . 

2. A front view of the nose should give the arch a 
a little more width near the middle . 

3 . The point must be neither round nor fleshy; the 
lower contour , precisely outlined, neither narrow 
nor wide. 

4 . The flanks nust be seen distinctly. 

5 . In the profile , t he lower part of the nose should 
be only one- third its length . 

6 . The sides of the nose form a wall . 

Vfuen these propIDrtions are required, the use of high-

li ghts and shadows vv:i.11 give the effect . 

To make the nose thinner and more prominent use a high-

light on the bridge of the nose of a much lighter shade 

than the gr ound color of the complexion, carefully blend-

i ng the sides with gray shadow or red brown . 



To tilt the nose upward use brown shadow in a tri-

angular shape underneath between the nostrils . 

The mouth may be called the most sympathetic part of 

the face . Its mobility makes it readily responsive to our 

innermost feelings , indeed, the mouth can someti:·1e s betray 

our deepest thoughts . And with the eyes it makes up a 

language that is unmistakably communicated . 

In making up the feminine lips the width and the cupid's 

bow should be in pleasing proportion to the other features . 

To achieve this, sometimes the natural lip lines may have 

to be concealed . This is done by applying lip rouge, form-

ing the desired shape and size, then carefully spreading 

the ground color to the edges of your new lip line with a 

tinting brush especially designed for this purpose . To 

hide the line of demarkation, pat the c 0mplete surface of 

your concealed line with your index finger . 

Men in applying lip rouge must avoid the appearance of 

a cupid' s bow. Strange to say, this is often overlooked . 

If one lip is more prominent than the other, use two 

shades: a dark shade to subdue the prominent lip and a 

bright shade to accent the other . 

A jovial, good-natured expression is effected by tilt-

ing the ends of the mouth upward . A worried, haggard, },ain-

ful expression is made by dropping the ends of the mouth l 

The syrabols of t he drama, Comedy and Tragedy, illustrate 



the s e two eXJ_)ressions . 

Hake - up is affected by lighting and therefore it 

should be checked and rechecked with the lighting under 

whi ch it will appear. It is far better to have make-up 

weak than to have it too pronounced . The make-up should 

therefore be judged from near the front rather than from 

the back of the auditorium, for at a distance one does not 

eXJ_)e ct to see facial details . 

Today stage setting is pointing to eXJ_)ressionism, which 

strives to intensify the emotional appeal of a play by means 

of light , color , rhythm , and manipulating of line and mass 

to pr oduce a psych ica l reaction in harmony with the spirit 

of the pl ay rather than an imitation of actual life . To 

accompl ish this abstract idea the great arti s tic composers 

have r esorted to every possible means of getting away from 

the limitations of the traditional theatre . There are no 

limitat ions to the power of creation in eXJ_)ressionistic 

stage se tting , and therefore, may we give it unlimited 

support . It is also the type of stage setting where waste 

mate r ial, such as grocery boxes, gunny sacks, barrels, paste-

board cartons of all descriptions , and n:any others , can be 

used . 

Fi gures:1.9 andl..9B are examples of expressionistic stage 

settings for "Man and the Masses . " The background is a sky 

cloth of a sky green color representing the high vibrations 

of man ' s hope and happiness . The gray flats, which are 





hung from the lofts, represent nass falling upon the 

individual, crushing the sight of hope and life from him. 

The whole stage setting is produced with worn-out stage 

flats with shadow lighting , and yet it is the picture of 

the conflict of the individual soul . 

Figure ro shows the use of pyramids made out of mat-

tress cartons that you can secUTe from a furniture store . 

The cardboard is cut and tacked onto a frail wooden frame-

work in a pyramid shape . The background is a burlap cyclo-

rama dyed black . The door is made out of long strips of 

crepe paper , and with lighting, a prison, a castle, and a 

throne room can be rep re sent ed • 

In figure 21,the important thing to note is the use of 

green drapes to represent trees and grocery boxes painted to 

represent ma. ss and levels . 

In figure 22 is an example of the use of barrels and 

rug cylinders to represent a wharf . The background is a 

burlap cyclorama with a dark blue floodlight . The shadows 

are produced by a fain~ flood from the le'ft of the stage . 

Figure 23 is a cathed'ral scene produced by gray burlap 

drapes . The Gothic 1,,vindows are made as described previously 

in this chapter . They are hung from the lofts in the curved 

position and l ighted ,,,ith flood lights . The drapes are 

hung on three flies in order to give distance . The arch 

effect is producee by simply pulling into drapes by the use 

of loft ropes . The doorways are cut out of pasteboard car-
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tons and the architectural forms are painted on . 

Figure 24 shows the suggestion of the interior of 

a cabin on a ship by beams which are made out of cardboard 

snd suspended from t he loft byrope s . No border lights 

are used and all illumination is accomplished by the use 

of spotlights . The black cyclorama gives indefinate walls 

and ceiling . This set was used for the play "Outward Bound" 

given by the Fort Hays Little Theatre . 

Figure25 shows t he stage setting designed a nd constructed 

for the play "Noah," given by the Little Theatre . The frame-

work for t he trees and ark was made out of scrap lumber 

covered with cardboard . The surface was then rounded by 

gluing on crumpled newspapers . The ribs of the ark wre rolled 

newspapers . A blue backdrop was used for the sky . 

Figure26 represents the use of J. combina tion of drapes, 

flats, and oiled windows , used in the production "Cradle 

Song ." 

The following table should be used as a guide in 

painting and designing impressionistic sets, as well as 

for costuming . A list of the colors and their symbols can-

not be a ll-comprehensive, but a short table showing some 

of t he most widely used of these symbolic meanings may prove 

helpful. 
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Illustration No. 27 

TABLE OF COLOR SYI>ffiOL TS1\1S 

I II III LV V VI 
Genera l & Specifically Forces, Seasons, Individuals 
personal personal c cupa - ob jects, occasions 

:1bstractions abstractions/tions material 
etc. 

innocence cha sti ty(in light winter deities 
purity woman) mourning angels 
holiness integrity (in China ghosts 
faith (e.g., of Egypt & (mod . ) 
joy judges) Hed .Eur . ) priest s 

humility (of wedding s virgins 
rich men) saints 

despair witch- mourning Satan 
wickedness craft monks 

r death magic nuns 
shame 
depression 
mystery 

humility monks 
accused in-
nocence 
mystery 
subtlety 

monotony negative autumn 
'.-J poverty personality 

inferiority 

truth fidelity water 
quietness (of cold 
modesty lovers) 
integrity 
firmness 
stability 

fruitfulness goodness gold marriages royal ty(in 
love (of God) sun harvest Bible) 

ow constancy wisdom 
r) dignity (e . g . of 

power Miner~a 
joy 



Table of Golor Symbolisms (Cont'd) 

I II III 
General & Specifically 
personal personal Occupa-

Lbstractions abstractions tions 

jealousy t r eason 
)'f inconstancy ( of 

deceit Judas 
r )decay 

passionate 
love 

purity 
(the 

ardent zeal 
divine love 
creative power 
cruelty 
guilt 
hatred 
courage 
haste 
warmth 
excitement 

passion 
:m Mild unrest 

vitality 

usurer 
(me-

dieval 
Jews) 

war 
above as(of 

Galahad) 
honor( in 

Bible) 

fllignity 
temperance 
fasting 
passion 
euffering 

majesty 

LE tragic love 
martyred 
truth 
solerani ty 
seriousness 

116JY6 
thought 
envy 
eternity 
faith 
truth 
loyalty 
inspiration 
vitality 

( of kings) 

IV 
Forces, 
objects , 
mater ial, 
etc. 

heat 
energy 
blood 
fire 

ligh t 

V 
Beasons 
seasons 
occasions 

autumn 

Spring-
ti me 

VI 
Individuals 

royalty 
cardinals 

royalty 

apothe-
caries(in 
And . Eng . ) 

Robin 
Hood 



A standa rd list of stage f a ciliti es t ha t could be 

used to succ essfull y produce pl ay s is a s follows: 

1 . Draw curtain 
2 . C..:urtain cyclorama 
3 . Standard interior se t 
4 . Two spot lights 
5 . One flood light 
6 . Two rows border lights 
7 . One row of footlights, red, blue a nd vmi te 
8 . Svvi tchboard 
9 . Plain drop 
10 . A foliage border 
11 . A plain border 
12 . Available furniture 

Fig . 28 

Diagram showing the correc 
as to sight and accoustics . 

\. i 
\ 

) \) 



For high schools , colleges, and communities that 

wish to raise the standard of dramatic production, it is 

beneficial to have a suggested group of plays authorized 

by individuals of dramatic experience from different po-

sitions in the field and from different parts of the country , 

so that they may have as universal a selection as possible . 

The follow..:..ng list is taken from the suggested lists of 

M. V. C. Jeffreys of London University; Katharine Anne 

Ornm.anney, Instructor in Dramatics, i\Jorth High School , Den-

ver, Colorado; John Dolman , Jr ., rrofessor of English , 

University of Pennsylvania : 

Title Author Publisher Characters Royalty 

(Four-act Plays i M w 
Beau Brummell Fitch French 12 ? 'i?25 . 00 
Copper Head, The Thomas French 15 10 25 . 00 
Cyrano de Bergerac Rostand Doran 12 3 p 
Fool, The Pollock French 13 8 r 
Kiss For Cinderella Barrie .:3cribner 10 8 & 4 40 . 00 

children 
I.iice and lien Ryley French 7 5 25 . 00 
Q,uali ty Street Barrie Scribner 6 8 p 
Road to Yesterday Dix and French 8 6 25 . 00 

The Sutherland 
She Stoops to Conquer 

4 Goldsmith French 13 n 

(Three-act Plays) 
Adam and Eve Bolton French 5 4 25 . 00 
Admirable Crichton Barrie Scribner 7 5 p 
Belinda Hilne French 3 3 50 . 00 
Brat, The Fulton Longrnans-Green 4 7 25 . 00 
Broken Dishes Flavin French 6 4 p 
Cappy Ricks Rose French 6 3 25 . 00 
Cinderella Man Carpenter French 8 3 25 . 00 
Cricket on the Dickens & French 7 8 n 

Hearth Smith 
Devil and the Cushing French 7 2 p 

Cheese , The 3 Doctor in Spite of Moliere French 6 n 
Himself , A 



Title 

Dulcy 

Enemy , The 

Author 

Kaufman & 
Connelly 

Pollock 

Publisher 

French 

Characters 
II W 
8 3 

~ smera lda 

First Year, The 
Gypsy Trail 

Gillette & 
Burnett 

Craven 
Hou sum 

He \Tho Gets 
Holiday 

Slapped Andreyev 

1.ce Bound 
Ivory Door, 11he 
Kempy 

Barr y 
Davis 
IIilne 
Nu gent 

Lili es of the 
Hary theThird 
l ilestone s 

Field Turner 
Crothers 
Beru.1.ett & 
Ehoblock 

LT . Pim Passes By Eilne 
Nothing but t he Truth r.:on t-

gomer y 
Officer 666 I.lacHugh 
Outward Bound Vane 
Pas sing of the Third Jer01m 

Floor Back 
Prunella Housman & 

Barker 
ueen's Husband ,The Sherwood 

Romantic Age , The Milne 
R . U. R . Capek 
Sun~up Vollmer 
Swan, The IIolnar 
Three Live Ghosts Isham and 
Who's Boss Harcin 
, 1 ho' s Boss Toler 
Vlren, The Tarkington 
You and I Barry 
Youngest, The Barry 

( One-act Plays) 
Boor, The Tchekoff 
Close the Book Glaspell 
Florist Shop, The Hawkridge 
Hero of Santa Maria Goodman & 

Juliet and Romeo 
Londonderry ir 
r.:an Vlho Harried 

Hecht 
Gribble 
Field 
France 

Longmans Green 7 

French 4 

French 
French 
Brentano's 
.l:!Tench 

5 
3 
8 
7 

Lon mans 
..t!'rench 
.!:!Tench 
French 
Baker 
Doran 

French 
French 

Green 6 
16 
4 
4 
5 
9 

3 
5 

French 9 
,;French 6 
French 6 

Little Brovm 12 

Longmans 
French 
Balrnr 
Longhlans 
Longrnans 
French 

French 
French 
.B'rench 
French 

Green 11 
5 
7 

Green 7 
Green 12 

6 

4 
4 
4 
4 

.r rench 2 
Sm.al l naynard 3 
Brent ano 3 
Appleton 3 

Appleton 
Scribner 
Dodd tiead 

3 
2 
7 

Dumb \life 
Noble Lord, The 
Pot Boiler , The 
Romancers , The 
Sham 

Wilde Baker 2 
Gerstenberg LongnansGreen 5 
Rostand Baker 1 

Twelve P ound Look 
Tompkins Appleton 3 
Barrie Seri bner 1 

3 & 1 
child 
7 

4 
4 
5 
5 
6 
4 
4 
7 
5 
6 

4 
6 

3 
3 
6 

10 

4 
4 
6 
2 
8 
4 

6 
3 
3 
5 

1 
2 
2 
2 

2 
2 
3 

1 
2 
6 
1 
2 

rtoyalty 

~25 . 00 

25 . 00 

10 . 00 

p 
25 . 00 

r 
p 

25 . 00 
50 . 00 
25 . 00 

p 
25 . 00 
25 . 00 

50 . 00 
25 . 00 

25 . 00 
p 

25 . 00 

50 . 00 

25 . 00 
50 . 00 

r . 
25 . 00 
25 . 00 
25 . 00 

25 . 00 
25 . 00 
50 . 00 
50 . 00 

n 
!L 

10.00 
p 

p 
p 

15 . 00 

5 . 00 
,.p5- .Jl0 

n 
10 . 00 

p 



Title Author Publisher 
( One- Act Plays - Hore Serious 

Bishop's Candle sticks McKinnel French 
The 

Caleb Stone's Death Flavin French 
Watch 

Clod, The Beach French 
Death and the Fool Hofrnannsthal Li ttleBrovm 
Drums of Oude , The Strong French 

Eldest, The Ferber Appleton 

Fifth Cornmandmen t, Houghton French 
Finger of God ,The Wilde Henry Holt 
In the Hospital Dickinson Huessch 
Interior r.:aeter linck Applet on 
Land of Hearts De- Yeats French 

sire , The 
Minuet , A Parker French 
No-'Count Boy Green Heath 
Rider of Dreams Torrence Harper 

Characters Royalty 
L1 w 
6 4 Jl0 . 00 

6 4 10.00 

4 1 10 . 00 
4 2 
7 1 10.00 
3 3 10 . 00 

(voice) 
2 2 5 . 00 
2 1 p 
3 2 p 
4 5 10 . 00 
5 3 n 

2 1 10 . 00 
2 2 5 . 00 
2 1 & r 

1 child 
Riders to the Sea Synge Atlantic Ethly . 1 3 p 
Scales and the Sword Bishop Brentano 6 
Storm, The Drinkwater Houghton Mifflin 
Valiant, The Hall & Jiid- LongmansGreen 

dlemass 

(One-Act Plays for Boys) 
Bound East for 

Cardiff O'Neill Appleton 
Brains Flavin French 
Ghost of Jerry Jacobs French 

Bundler, The 
Glittering Gate,The Dunsany French 
Rising of the Moon Lady Gregory Putnam 
Submerged Cottman & French 

Shaw 
Three Lepers of Clements Appleton 

Sunkeli3Garab 
Houghton-Mif . X-0 Drinkwater 

When t he Ship Goes i\IcQ,uire French 
Down 

(One-Act Plays for Girls) 
Rehearsal, The Morely Doubleday 
Will o'the Wisp Halman Baker -

(One- ct Fantasy) 
End of the Rainbow Webber Baker 
House with the 

Twisty Windows,The Pakington French 
Land of Hearts Yeats Baker 

Desire , The 

5 

11 
5 
7 

2 
4 
6 

3 

6 
10 

2 

4 
3 

2 
1 p 

3 p 
1 10 . 00 

p 
10 . 00 

5 . 00 

p 
5 . 00 
10.00 

p 

p 
5 . 00 

6 10 . 00 
4 10 . 00 

1 

3 
3 

p 

5 . 00 
p 



Title Author Publisher 

Maker of Drearns,The Down Baker 
Pierrot of the 

IIinute Dawson French 
Romance of VTillow 

Pattern Van der Veer Longmans 
St . Simeon Stylites F.Sladen-Smith French 
Snow White and the ~'/hi te French 

Seven Dw rfs 

Characters 
M W 
2 1 

1 1 

Gr . 4 1 
6 2 
13 11 

.!.l l 

Royalty 

$8 . 00 

p 

p 
10 . 00 

(Christmas Plays) 
Bird's Christmas Wiggin Hough ton Hi f . 

Carol , The 
Christmas Play 
Dust of the Road 

The 
Hyacinths for 

Christmas 

Coakley 
Goodman 

French 
Stage Guild 

Chicago 
Helliwell Row ,Peterson 

Light of the World 
Nativity, The 

Smith 
Sanchez & 

Robinson 
Vanishing Princess Golden 

Century 
French 

French 

'\ilhy the Chimes Rang licFad a.en French 

(Easter PJa ys J 

25 
3 

4 

21 
19 

2 

3 

5 10 . 00 
1 10 . 00 

4 & r 
2children 

22 & more 
1 D!. 

1 and 
crowd 
1 and 

pageant 

10 . 00 

10 . 00 

Boy Who Discovered McFadden French 2 2 r . 
Easter , The 

Good Fri day Hasefield Eacmillan 12 and throng 
Simon the Cyrenian Hummel Baker 4 1 
Terrible Tieek, The Kennedy Harper 2 1 r 
Two Thieves , The Kennedy Balcer 2 and choir 5 . 00 

Note : Under "Characters" M stands for men , and W, women ; 
under "Royalty", p means that permission must be obtained an.d 
the charges ascertained, n means no royalty is charged, 
and r tha t it is charged . 

Period Classification of Plays for Advanced Groups 

Greek Classics 

Aristophanes : 
Birds 
Clouds 
Frogs 

Euripides : 
Medea 
Alces t is 



Medieval 

Anon : 
Everyman 

Elizabethan 

Dekker : 
The Shoemaker's Holiday 

Shakespear : 
As You Like It 
Coriolanus 
Henry V 
Julius Caesar 
Richard II 
The Taming of the Shrew 
Twelfth Ni ght 

Udall : 
Ralph Roister Doister 

Re stor a ti on 
Congreve: 

The Way of the World 

Eighteenth Century 
Goldsmith : 

She Stopps to Conquer 

Sheridan: 
The Rivals 
The School for Scandal 

J:vlodern English and Ameri can 
Barker, Granville : 

Dr . Knock 
Bar rie , James: 

Dear Brutus 
Benne t t , Arnold: 

i.:ile stones 
Brighouse , Harold : 

Lonesome Like 
Dane , Cler.ienc e: 

n Bill of Divorcement 
Drinkwater, John : 

-Abraham Lincoln 
Gal sworthy , John: 

Strif e 
The Roof 

Gl aspell, Susan : 
The Inheritors 



Houghton, Stanley : 
The Younger Generation 

Kaiser : 
Gas 

Hilne, A.A.: 
The Fourth Wall 

O'Neill, Eugene : 
Marco Millions 
Ile (One- act) 
Where the Cross Was Made (One-act) 

Rice, Elmer: 
The Ad ding Ua chine 

St . John Ervine: 
The Ship 

Shaw, Bernard: 
Arms and the Man 
St . Joan 
The Devil!s Disciple 

Sherrif f, R. C.: 
Journey's End 

Brieux , Eugene : 
False Gods 

Toller, Ernst : 
Masses and I.1en 

Pirandello : 
Six Characters in Search of an Author 

Spanish 
Sierra: 

The Cradle Song 

Scandinavian 
Ibsen , Henrik: 

Ghosts 
The Doll's House 

Short List of Children's Plays Recormnended by 
the Goodman Theatre 

Aladdin and His Wonderful Lamp, by James Norris 
Jolly Robin Hood , drama ti zed from the ballads of Robin Hood -

Charlotte B. Chorpenning 
The Sleeping Beauty, by Charlotte B. Chorpenning 
Huckleberry Finn, by Hark Twain . 



Theatre Publicity 

In Little Theatre organizations tbere are no stars . 

~mphasi s is, or should be, on a well-rounded production . 

The company is fairly pe manent and th e schedule is laid 

down some weeks in advance . This means that whoe v er is 

handling the publicity is not working against time and that 

he may prepare himself for a season y s material by doing 

his work well in advance . 

press agent, whether he is working for Ringling or 

a Little Theatre group in a city of 3 , 000 , should be in-

formative . It is wise to stick closely to those items of 

information which have a general and news value. 

lf a g roup is doing a modern play, let all possible 

data on that play be assembled. the author and his past 

work as a neans of identify-ing him; the play and its suc--

cess in the major cities; the company and its past pro-

ductions . If there is a backg round to the play, let it be 

assembled . For example, "Outward Bound," a supernatural 

play, fundamentally is derived from the old Greek play 

where the problem of crossing the River Styx was the im-

portant thing . The character s in the play symbolize the 

major philosophies in oociety today, whether they be erron-

eous or plausible . 

lf it be some classic, there is always a public li-



brary ; indeed , a public library is a press agent's best 

griend, for it contains much infor:rm.tion . And there is 

such a wide range of theatrical com:'.nent in published form. 

that it is never hard, after sli0ht searching, to light 

upon the book or books which will provide nuch infornation 

on almost any well known play. 

Where the play has a great aut17.or , a Shaw, an O'Neill, 

an O'Casey, or a Galsv10rthy, biographical stuff on the man , 

drawing in enough of his better lmovm work , has a value . And 

every modern author has, at rnme time or another, set forth 

his ovm views on his own play •. , .all of which makes good 

reading . 

Pictorial publicity is as good as written . The an-

cient Chinese and the modern advertising men agree that 

one picture is often worth a thous£ J.d stories . What sort 

of pictures , then? 

First of all, nothing arty . The soft-focus stuff may 

look well in exhibition and in rotogravure sections , whi ch 

can reproduce almost anything admir~ly ; but in the darker 

hal f - tones of daily paper print, there must be a clear out-

line . Thus, sharp pictures are the best . In taking scene 

pictures ·which may be used in papers it is v.ell to remember 

that the demand for large groups is non-existent and that 

two or three people in a scene is enough , because psycholo-

gists tell uss that we cannot comprehend over six things at 



one time and still keep intere s t . 

In the l a r ge cities papers have their own engraving 

plants und vv.i.11 repnodu ce from photographs . In other 

places , they seek mats or electro-types, and it is a small 

tovm , indeed , where the local papers have not the ir own 

casting J'lachine to make cuts from ma ts . 'ilhere the com-

pany is more or less permanent, it is well to have a sup-

ply of n:a ts on hand , tv10 or three :poses of each player in 

one and two- column widths . The cost is slight , as little 

as five or six cents a mat, even if not purchase d in large 

quantities . 

If you have a person in your organiza tion who lectures 

well and who knows local social clubs , it is well to see 

that he appe ars before the va ri ous clubs of the city when-

ever possible , and soMe sort of an arrangeMent might be 

r:iade vrhereby this person can dis semina te interesting infor-

r.:iation on future productions . Any other means of enlisting 

local interes is worth trying , and above a ll things, if you 

are using the local papers for much publicity, do your part 

e.nd support them with advertising whenever it is possible . 

And then there is the direct mail method , too, of notifying 

selected l ists of people wheneve~ something of interest is 

in prospect . void stereotyped forms of letters and tell 

as ~uch as possible to tell in a letter . 

T:te knowledge of st age business , or the back- stage 

activi ty , does not lend itself to any definite form and 

.122 



therefore , it challenges the individuals creative and 

mechanical ability . The saine effect nBy be secured by 

many different methods . A knowledge of physics , chemistry, 

mechanic arts, fine arts , and economics is the library for 

back - stage effects . The material presented above is 

merely an example of vV.hat has been done and should serve 

as a stimulant to what can be done . 



Bibliographical ~otes 

illCh of this naterial was received from 
practical experience in the Fort hays Kansas 
State Little Theatre, using these texts: Daykark-
hanove , Tamara , Ilake- up for the Small Stage ; 
Boleslavsky , Hichard , Fundamentals of cting; 
Cheney , Sheldon , Stage Decoration; Clark, Barrett , 
How to Produce Amateur Plays ; Baird , Hermann , 
Expressionism; Powell, lvin Leslie and Rodgers , 
A., Lighting for non-Professional Stage .Production ; 
Sage , Elizabeth, A Study of Costune ; as a guide 
and help . 

.L.L ', 



Chapter V 

THE PLAY FESTIVAL 

A DIVISION OF THE FI1\1E ARTS FESTIVAL 

In the western half of Kansas dramatic conte sts 

are first found in t h e county and th en they ar e t a ken 

to a regional contest . Examples of this a re t h e Union-

Pacific League, the Santa Fe at Dodge City, the Rock 

Island, etc . But at the present time there are no state 

contests for the western part of Kansas . Hays is ad-

mirably suited to a festival of this sort since it is 

centrally located for a ll the high schools in western 

Kansas . A play festival of this t yp e held at Hays and 

sponsored by the college will not only be of advertising 

value but will give a stimulus to dramatic education. 

The chief values of a play tournament are the possi-

bilities for improvement of regular drama.tic work through 

intercourse with others engaged in the same field. If 

a tournament's sole purpose is to rate the schools par-

ticipating it defeats its own end, for no school can be 

judged absolutely on one small play for its entire work 

of the year . The tournarnent need not be just and lose 

affair . It can be a place where students can see each 

other ' s work, where directors can exchange ideas, where 



excellence of work can be rewarded, but also where the 

steenth place many not seem hopeless if the director 

and the cast have caught a new enthusiasm for the work . 

Another value of a play festival is thereward tha t comes 

from doing an unusua l type of ~lay. The harder, the 

better, becomes the watchword . All of us are more or 

less hampered by prevailing taste in our communities when 

it comes to our regula r production, but when we choose 

our tournament play we may do the thing we secretly have 

longed to do . The standards of plays as well as of acting 

may be raised because schools did worth-whi le and unusual 

things in festiva ls. 

The last value of all is the reward that comes from 

doing one's best . Throughout the year high school groups 

at tines may have hearkened to the appeal "give the public 

what it wants," and they as directors and studentw may have 

listened to the lazy slogan, "this will get by," but when 

they know that their efforts are to ·be placed by the side 

of those of neighboring schools, they are ashamed to give 

less than their best . In this respe ct all competitors can 

be winners for the work is and should be the end in itself. 
' 

In a drama festival several main points must be borned 

in mind . 

1. The importance of standardizing the plays chosen; 

2 . The necessity of recognizing ability and sincere 

effort on the part of the actors rather than skilled tech-



nique ; 

3 . The wi s dom of maintaining a uniform simplicity 

of production . 

I do not ad vi se the use of the term contest sine e 

it seems wiser to keep out the element of rivalry as 

much as possible . It should not be a question of who 

will win the prize but which school will make the most 

effective and best use of drama . 

Those who are participating will be given passes and 

all others will pay an admission fee according to the 

business office request . 

Only the winning regional g roups will compete in the 

festival at Hays . There will be three judges . 

Each group will prepare the stage for its own play 

and clear the stage after1·'ards . Three members of the Col-

lege Little Theatre group will be assigned to each group 

to help and assist them in every way possible . 

In order to maintain a high standard of plays it is 

well for the Hays committee to pass upon an a ccredited 

list of plays and require all competing plays to be chosen 

from this list . 

I may state here that high school students, because of 

their adolescent age, understand and do better with melo-

drama and tragedy . Good comedy is usually too subtle for 

them to grasp . 



Suggested list of one- act plays for contest purposes: 

Name of Play Author Publisher Royalty 

Bishop's Candle sticks McKinnel French $10 .00 

Bread Eastman French 5.00 

Dust of the Road Goodman Longman Green 10.00 

Why the Chimes Rang McFadden _ttrench 5. and 

As time goes on directors and even students should 

be able to write enough good one9act plays so that these 

high schools could use them without paying royalty . 

The list of plays should be mimeographed and issued 

10 . 

to every school in the western half of Kansas with the 

invitation to participate if the school wins in the local 

contest . It is wise to rule th at the same play may be 

given by only one group ir each region, because it would 

be disastrous if the plays that come to the state contest 

should be the same . Therefor it would be advisable to ar-

range for preliminary entrees long in advance . It is 

obvious that in the first formative years of these contests 

rules and regulations must have a certain degree of plasticity. 

1 . All actors must be accredited members in the high 

schoo l s and not recruited for the occasion . If this rule 

is not very strictly adhered to we shall defeat our main 

purpose . 

2 . Directors should not take part . The performance 

must not be professional . 



3 . In order to simplify production it is advisable 

to limit properties. A curtain cyclorama and such small 

properties as could be carried in an automobile are suf-

ficient , plus the use of local lighting equipment . 

Basis of judgment - Since the plays will be chosen 

from a given list and their eligibility established by 

the reading committee, the subject matter and appeal will 

not be regarded to a major degree by the judges . They will 

judge on the quality of the performance . 

The following points should be considered in judging 

conte sts : 

1. Group training . Is the work the result of regular 

systematic training, or only sporadic effort? Is it well 

organized and dignified? Are the performers free from 

self-consciousness? Do t r ey show understanding and sincerity? 

Is the work of such a ch aracter as to show adaptability a nd re-

sourcefulness on the part of the participant? Are the ac-

tors dependent upon setting, or are they able to carry on 

the play without the support of the setting? Is there 

group cooperation? Have the participants been allowed 

individual development of parts or do they reflect slavish 

imitations of a director? Does the interpretation bring 

out the salient points of drama. simply and forcefully? 

2 . Production. Are the setting, scene lighting, pro-

perties, artistic and interpretative? Does the production 

show resourcefulness and originality? Has it been planned 



carefully as to expense? 

3 . Costume s . Are they historically correct, 

artistic, and expressive of the spirit of the play? 

Is the costuming the work of the group or of an out-

side expert (renting)? 

4 . Is the acting convincing and sincere? Does it 

show character development? Is there equal attention to 

minor parts? 

The directors should be given copies of these desired 

points long in advance . 

After all the performances have been given it is good 

psychology to entertain the directors, students, and com-

mittees a t tea and give the m a chan ce to discuss the 

undertaking and air tl1eir grievances . The day should be 

concluded with a play given by the Little Theatre to which 

all directors , contestants , and committees are invited . 

We can expect that the financial question will arise 

as to how the high school will pay the royalty on the 

contest play as well as the travel expenses to the con-

test . In the past students have worked in dramatics and 

given plays for the sole purpose of raising money for 

banquets and other activities . But why, when dramatics 

is such an important activity in itself, should it be 

used for such a slavish means? If the earnings of other 

activi t ies are used for the progress and enjoyment of 



themselves, why cannot the earnings fro m dramatics be 

used for dramatics? Using this theor y , those students 

who are interested in dramatics could produce a t hree - a ct 

(royalty or non-royalty) play in their own community so 

as to raise money to pay the royalty and entrance fee of 

a contest play and a lso their traveling expense to the 

conte st . They certainly should enjoy a trip as much as 

a debate team or a thle tic team . Please under stand we are 

not condemning either . If we were to support fairness 

it would be obviou s that a the atre group could pay its 

way without drawin g from t he trea sury of t he school . 

In order to present such a drama festival plan to 

t he schools of western Kansas it would be advisable to 

se nd out printed bulletins containing the following: 

(See sample bulletin) . 



FIRST ANNUAL 

WESTERN KANSAS 

DRAMA FESTIVAL 

May 3 , 1937 

P~cken Auditorium 

Fort Hays Kansas State College 
Hays, Kansas 

Lginal ; 
:-om t he I m,va 
~Y , and t he 
Dallas . 



Bibliographic a l Notes 

The material i s almost a ll original ; 
a few su ggestions have been t aken fro m the Imva 
State Con test he l d at I o~~ University , and the 
Dallas Dramatics Tou rnanent held i~ Dallas . 



APPENDIX 

A file of questionnaires which were 

returned to us from twenty-seven of the 

schools to which the form had been sent . 

The material was used as a criterion 

of the level of dramatic education in 

western Kansas . 

The questionnaires are filed in the 

original copy of this thesis . 
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0

• of watts) ___ _ 

Baby Spot (250 00) .~tt ____ Foot Light Spot ___ Hanging Jpot ___ _ 

Hanging Flood _____ St anding l ood ____ Border Li· hts ____ X- ray or Sectio: 

13orders ___ :5ectional loot Lights Y-, Open- Faced loot Lightinc.g __ _ 

Fl ush• ,.al l Outlet }/ ultiple Connector ___ L.ink :.ruse ___ Cartr:i.dge .Fuse __ _ 

Knife- In Type ___ The $lip Cozmecto s ____ sta~e Floor i'ockets_ . .all 

r oekets __ stag6 Plugs _____ .Plug5 ing Box ___ I'l ate Dilllwers ___ _ 

Sl ide Dimrners ____ vulor )ht;;el ____ Projectile ano "' f fact .~ppa.ratue __ 

Color Frall'es ____ Gelatin and Color edians ___ _ 

Sound .!!,ffects ____ 1igs ____ .Properities and .J.ffects ____ _ 
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St udit'cr:tun - st on }' rn1s 

ionss 

cen·.ry inti11 f"o t· •. 

rtJf( D pth 2-- 0/f. .ei l .t II/# ib of 'u itorii•r /;2. (!}c) 

1L--_u~ C~ UlrtiC P r 
f/T.- v}/ -

:O o P'. . - :. b n nt d ir ..,.,..e d t --.c:/ ~~;)--- ,------

d to~~~:-:- ---~------

idtb 

.). ap or (ito · 

- ---~~----- ~-----------
JC ner J ~tcrior t_~ _ _ 

ir pl · d• r~ 

l t . _t 

l 

_____ olo ·e1 ""i'i p l e ___ . ntal irC:1pl 

_ p.nce __ _ 

PH e.s er _ _ _ 

·l ut_ 

or lllilt {ccl __ .. rc)< itu l---
11 ___ _ 



J 

Stage rd rea The Lash Cleat · ___ B.aek 1·1ape _ Stage Ser 

Brace Cl eata _ T&ar-orr CJ.eats _ Stop C.."1, ate _ or ~ t ton. __ _ 

Stage B aces ,_ Pi,cture rame Hangers !nap 11ooks Ceiling Plate 
- 0 -- --

Side Draw _ Cut:t in Rigging _ nd Bags _ Loft Blocks (3) _ 

ad Bloek Side Block - -
Scenic Paints and pplie s ____ _ 

Brushes, Lay- In _ Foliage Liner _ Pf'iming ___ t ch Neb _ 

Tit Glue _ Switch Board~ i;,:;·Ligbt. (no. of tte) &: . 
Baby Spl)t (2 ~-oo :tt) _ Foot Light Spot Li_ Hanging Spot ~ --

Hanging .Flood _ Standing Flood _ Border Lights _ X- ray or Sectional 

Bo~e<rs _ Secti-on.al F-0o t Lights ___ ~n- Faced Foo·~ Lighting -0?,, 
Flush 11 utl t _ ltiple Oonn ctor _ Link Fu _ Cart.ridge uee 

____ Knife-In Type _ The Slip Connectors _ Stage l.l'l.oor Poe ets __ _ 

~l Pocket& _ Stag Pl gs Plugging Box --f-- Plate !Ji rs. __ _ 

Slide. Di oars_ Color .. eel~ Projectile and Effect Apparatus _ 

Color Frames ·- Gtllatin and ~ol or dians 

Sound f fect e _ "'!gs _ Propertie and effect s _ 

Direct.or' a Kit ~ stud-eut • e Kit dget Kit _ F• ifa:r l'rod,uring 1J<, J)r1.u.-,,...,, J)~ 



0 

-



• I (. 

Stage r d rea 'fbe sh Cl at ck l''1aps _ St g 

~r c "'let 18 ff Cleats _ Stop Cle t or t t on. __ _ 

t e Brae .:._ Pictur "8.n ers _ Sn p Hooks _ C iling Pl te_ 

Sid raw _ "'urtain Rigging __ · nd Ba.gs __ Loft .>locks (3) __ _ 
.., 

ad loc Sid Block __ _ 

eenio r ainte and 'u:pplies -----
ruehes: Lay•In _ ___ oliage Liner ring_ . h Brush 
• 

th tt ) a. ----Th Glue_ 

aby t (2 00 

r !Pot Light (no. of 

tt) ...L_"oot Light ;:-,pot _ ging t ___ _ 

ing ood _ Stan~~~- Flood _ ord r Light s _:___ X-ray or ctional 

r en _ ' ctional poot Light _ Open• aced 

tlet ltiple Con e.ctor L k se ridge 

re-In ype _ e 'lip o e~tore _ age oor Pock ts 

gs_ Plu i.1g x _ ~late ;i;i. ers 

lid Di ers Co-1 r e l .L Proj ectil and Ef fect pparatue _ 

Y Gelatin nd Col r di s 

nd ffecte _ gs_ ropertiee an .ili f foet 

JJirector' s Kit --1::::::._ tud nt ' Kit _ · dget Kit __ _ 

Play roducing __ _,_ _______ _ 



Stage lacili ties of r~udi t oriurns in ,,este rn 11.ansas 

Six .LJi visions: 

Hardware Painting eostume kakeup 

Height / / ~ize of ,,.uditoriurr~ ~ ~ 

::-hape of Auditorium /l~ Acoustics f'.:rtvv _ ~e ... >u1...:f./1w~'--
1,ar.ae of pl ays that have been presented in. the past laaurrll f?-~~:Jh 

~YJi~t 
Name of play that seemed to rank first with a -Ypreciation of audien ce 

~~~-~~-fL-7-dd ivi I r~-~~t..t..L._J.~~:.&. 

Scenery, .t;xterior Set~ Interior Set :J_c v Unit .t-'lat ~ ----LfL_ 
iireplace Do or ~vind ow :kdL::_ .:iize of Flats 5-~ French door 

Two Panel Door _9.::i.Ltr-:., ___ Colinial Door _Cf1.A:r _____ ii're r,ch .i.loor CJ/ ~ 

One Panel Door~.:::......d- Hinge Slat with Larf!e Opening· _ 

li rench Doors and Casing ___ flat viith archea Op t" ning 2LdZ::."_ Arched Door u::_ 
, lat with Gothic Arch Opening 11:a::,_ Gothic Door Parallels 'ka::_ .::>tops -2tt::t::-
Platforms Jur:_ ':ase1-ent ,in ... ow Jidc:__ .i!ull-li ht :"indow &::. ...iix Lit:ht 11 indo,-, 

Two Light ,{indow ~ _/_ Colonial firepl ace Jadr.. French 1.,antel Rireplace_Jut:-

St'one ,ireplace :..~c9-U..£.1~ ~d.-tv !1sodern .v'ireplace _1:1..__""'a:..,__ __ _ 

Coll.runs: ·'tandard .J&t--_ t1alf-round .JM:::_ Square 1-' ilaster -~-

Ornaments: Ne wel Post _lJ4:t:::_ Profile Balustr!:l.de _J4.a::.. Tree Trunk --1:t.1l::::._ 

Tree Tab ']1,{;--'_ Foliage Ground Row _rJ...a jtone or Built .ock -~ Tree Stump -11..a:: 

Profile B'ence Plain Ground B.ow :J::ut::_ 1ood ,Jings ~- Plain Drop 

A Jrop 'ri t h a ?oliage Border ~ZC-4--1 C:up Drop vurtain Cycloramas 

Curve -.::yclorama 1::L¢:;-_ ::::eihngs .J1:o:::_ Light l'orwntors _2/.,,,r: _______ _ 



.J. 'i 

Stage hardware: The hash Cleat :1:1.::o--' __ Back ii"laps Stage ::Screws_.2t&::' 

.t;;race Cleats :)La:_ Tear- Uff Cleats '1:Jdr:._ Sto1 Cleats l1dJ:::__ Door Button ~ 

Stage Jj rac es Picture 1;-rame Hangers J£a::: Snap Hooks '1:Jd:r:_ Ceiling Plate ~ 

Side Draw _'Ji-..t;f'Curtain Biering F- .and Bags _'Jt.ct::... Loft vlocks (j) -~-
Head Bloc k J:14:r_ Side Block _.:]Lf)::::: __ 

Scenic Paints and SuppliAs _Jja:-~ __ _ 
Brushes : Lay- In -~oliage Liner ~ 1-'rimfog _1d4:r:"Dutch Brush __ 1:td!:--_ 
The Glue 12dr:._ Switch board .3pot Light (no. of wat ts ; _7::l, ..... ,0-:::"'--------

Baby Spot ( 250 - 400 watt) J:lr;::_ Foot Light :3pot ]i.a::_ hanging Spot ~ --(Jl.J:O UJ,. 
(1 t/:.~~) hanging .flood r,:b:/ Standing .flood ikJL. Border Lights ]_jg- _ X- ray or Sectional 

Borders 1la:::._ Sectional .v'oot Lights :J.i:t::!:::_ Upen - li'aced .F'oot Lighting~ _{j;,g_,s- lt)a.. 

l l ush - .all uutlet "ultiple S::,onnector Link .!!'use .JidZ:::_ Cartridge ... ·use 

2::/4;:::: Kni f e - In Type J::.Jr:.... The Slip Connectors M:_ Stage lloor Pockets 

vall Pockets f:!..fz:::.. Stage Plugs r'lue;gihg ox~- Plate i,;ir-imers 

Slide Dimmers t:Lf::_ Color •• eel /ddz:::_ Projectile and .11ffect Apparatus ..2d.,,tJ: 

Color Frames _}-~r-:: Gelatin and Color 1,.edians _'tifz::: 
Sound l!.ffects ](1...£:'._ .dgs~.Z:: Properties and Effects /'~ 

Li rector ' s Kit ~Student ' s Kit ;....:::a::::_ ,.Jidget Kit ~/r..:::..~~---

Play Producing ~~~~~~.=:.:'.::!=:::::!:::;:::!L&~'.fJ. a>....(, Cost umes : 

~ . ~~d,,~ 4( 

~- s.:r:'LL-U.L~4..2 '-'~ 

..,_Ccf 



Stage Facilitie o Auditoriuns in !eotern ''-ansas 

::>ix Divisions: 

eenery Li ghting 

~;;....r. _1.V'oopth /lo I 
(lve'I"- al/ S5 ' 

hardware 1-ainting 
. . 4/ 

. ht..'frt1s .lJr~ I . • 
1g ce,1,/.q 3 o'"i ze of u 

~Cf'llery; 

Fir )lace v" Door ,,,.-- .'inc ow / !ji ze of Flats Zrc .ch 

.i.WO af!el :nl r . ~oJ l n1 eJ r,oor i-~re-n('h Door 

.me ?:it1el ~,o tii nge ti l n .. .i.th ,arge Opening 

14 

doc.r 

.i'renct ioo rB and v~,li.n ______ .i'lat ith rch d Cp ning_,.,._ ___ Arct~d 'oor __ _ 

fl at ri ti-, oth:.c rch Upflniug ___ li o"t hic 'Jc or __ ai'allels __ .:-;tcfn __ 

Pla.tfl 1· s. ____ CaS(" . t .hlCt ·; v:' i•\ ~.1-li,c;ht .indo·~. ___ Bi x Urht .indow 

----~·rwo Lig:H t i ridow ___ Cclonial .i.-'i rer. nce ___ Frenc , · antel i' ire-

ple.ce ____ 1.od rn rirE-pl ce ___ 3t.., .. e i'ireplnco ___ _ 

Columns: ~t.an ar _____ .alf- ro1,n ·-- ~q re ~'i laate r ___ _ 

Of'nam nts, 1-le ,el J'ost ___ Prof i ie Ualustr de. ___ 'l'rt,e 'l'runk. __ _ 

l'ree 'l'ab ___ .l:t'oli .. e round w, ____ st ne or LJUi lt toe, __ Tree Stump __ 

Profile Fcnce __ Plain iJ round ,ow. ___ :.to od tings v"i=-lain Drop __ _ 

A !Jro ':1it. a FoHar;e Borcer._ Cup Drop. ___ .Jurtain Cyclorarnas 

Curve CJclot·arna __ _,'leiUnga ___ Light ornientoL·s 

f> /idf of /}} < c/; /() r I ti 111 1 -~ -1 J'. -

---, 

=--=-~~ 
~ , 5~ J 



1 
Stage Hard ware s The La.sh Cleat ___ Baek Fl aps ___ St ag e Screws __ _ 

Brac e Cleat s ___ Tear- Off Cl eat s ___ St op Cleats ___ Door .But t on __ _ 

Stage Brac es ___ Pi cture Fr ame Hanger s ___ Snap ~ooke_Ceiling Ple.te __ 

tiide Draw ___ Cutrain - i g p:i ng ___ :-tlnd Baga ___ ;t.oft l::o <:: s ( 3) 

H~ad Block __ _ ide l ock ___ _ 

Sc·eni c a.int s and 

Br ushes : Lay- l n_ Foli aga Liner __ Priming. ___ Dut ch Brush _ _ _ 

The Glue ..... .,; _____ .wit ch Boar d ___ ~pot Li ght (no . of wat t s) /bOO 

Baby Spot ( 2 0 00 ''a.tt} ___ li'oot ight Sp ot ___ !iru1-ing Spot __ _ 

anging Flood ___ St anding F ood_v Borde r Ligbts;t - ray or Se ct i onal 

Borders _ _ _ Sect ional .tt·o ot · ghts _ _ Opon.-t cad Foot Lie ht ing /row - .3 ~h>~s 
Fl us h- ,all t.u t let _ _ __ r. l t ip l e Com eet or ___ Link Fuse_. _ --Cart ridg e .F'use 

" ire-I n ·r_rpw _ _ _ _ The $1i:, Connectors_ .. tage Floc, r Pocket s __ 11al l 

Pockets ___ St fl r e Pl ug s V Pl vg, in - Yox ___ Pl ute Dimmors ___ _ 

Slide Dimmers _ _ _ olor 'rhe~ l V Proj ect ile m.d ' ffect Ap aratue. _ _ _ 

Color Fr arnes ____ Galat in ai1a ,~ol or Me di ans ___ _ 

Sound Bffects ___ ;i g s _ __ .Prope rtt es a nd ~,;ff'ect s _ __ _ 

Director'B { i t ___ _ _ tudant ' s Ki t ___ t'i g et Y- t _ __ _ 

Costumes : Play flr oducing _____ _ 
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Sta ge Facilities of Auditori ums in 1restern Kansas f}_,,rYLIJ,,, vJ/ 
Six Divisions: ..L>bc..-· ..-_, 
Sce ne ry 

~r 
3 '-' Shape of 

Lighting 
;;l. (, 

Depth 

uditorium 

Paint ing 

Si ze of 

Acoustics 

5ostume Makeup ---~ -
C-dea~ ~Jf 

Auditori um ( - -7 ,11' , ; / JJ ) 
~7 

of plays that have been pr sented in the past ------~------.....:.---
of play t hat seemed to rank first with app r eciati on of audience _ _ ________ ~~;' 

Scenery: Ext erior Set ______ _ 

One Pane l .1.1oor_,..;..._1-.,!:..,.;_ __ _ fn~ge ~l at wi t h Large pening __________ _ 
, 

Fr~mch Doors and Casing ___ ,;...:;...:. _____ Flat , ith Arched Gpening __ Arched Door_ 

Do or__.J __ Paralle ls U Stops ___ _ 

Platforms_ .. ):_.;;;:.,..,.,_Casement ,tindow _ ____. ___ ..Full- light indow ,. if' Six Light · ind ow_ 

Two Light · .. ndow~/ _ Colonial /i repl ac _______ French '"antel ti re place ____ _ 

· .. odern Fireplac~ one firepl ace_:::::--

Columns: Stan dare __ Half- round ______ Squar e Pilast er_ 

Ornaments: Newel Post_.......,. ____ Profile nalustrade ____ Tree Trunk. __ _ 

Tr e Tab_ ,. _" .....;;........,._ 1 o liage Ground -"Ow _____ __ -Stone o r Built ock ____ Tree Stump_ 

.. ood Wings_,...___ Plain 

A. Drop i ' th a Foliage Border ___ Cup Drop ____ Curtain Cyclo ramas _____ _ 

Curve Cyclor a __ ..;;..._Celings _____ L; ght orment ors _ __,;_ 



Stage Hardware: Th o Lash Cleat Bac k Flaps St age Scr e ws 

Brace ""l eats 'l'ear - Of ... CJ.oats Stop "l eats Door Button 

Stage Brace s Picture Frame Hanger s I ..-.J..- Snap Hooks tjeili ng Plate 

Side Draw Cu r t ain i ggi ng . '1--- Ni nd Bag s Lof-t Blicks (3) 

Head Bloc k Si de Bilwck 

Scenic Pa i m:;s and ~ P1Jlies 
/.; 

Brushes: Le.y-In Foliage Li ner Priming Dutch Brush 

Th e Glue Switch .Board { .•. , ot Light (no . of watt s) 

Baby Spot (250-400 ,att) Foot Li ght Spot Hanging Spot 

Hanging Flood _____ Sta.nding lood ___ Border Light s_~~~.-· ray or Secti onal 

oorde~ ___ jectional 'oot Li ghts___,_-=:.:__-Open• Fac ed Foot Li cht ing ___ _ 

Flush- ,1al l Outle t. ___ ..;...._ ·'-lt i ) le Gonnector ___ L. ink .. u se ___ Cartridge Fu se_ 

nife- In Type ___ The Slip "onnectors ____ St a.ge Floor ? ocket s ___ :all 

Pockets ___ St age ftlug s .PL /~-Plugging Bo x. ____ Pl ate l)j_lIIln€rs ___ _ 

Slide ui mme r s __ __.. __ Colo r ,,h eel. ____ Proj e ct ile and ..::. ffect Apparatu s _ _ _ 

Color Frames ____ Gelatin and Color Medians. _____ _ 

Sound .H:f.i'ects ____ .dg s ____ Pro pe rit ies a.11d Ef f e cts ___ _ 

Dire ctor~ s :dt ___ student ' s Kit _ ____ Midget Kit ___ _ 

Costume s : Play • roduci e! ______ _ 



Sta _·e Fa cilities of Auc'.itor .urns in 1estern ,ansas 

ix i..,ivisio ,s2 

j;J!_e;"j 
~,_/,,,-

Lighting Hardware Paintine; .::ostunie --.akeup 

,' idth 
11 l'.) 

.Dept h 
4- D 

;:J·.ape of .rl.udi torium 

Heic...:ht ::>ize of ,l.uditoriuni( u<;, 
.-------..----, ? So o .se ..__-\-s lJ' 

\ Acoustics : be..\-o w f\vQJ'A~ i::. .-f' 
''ame of plays that I a'-----ve_b_e_&_n____.._p_r--Jes _ntecl in t1 e past J~ -tle- Ne.-r+ R uM J Jk Your~ 
_ ~ '" 1-llfil,'f lfu:! i r,,, 1\11-s vse-J:1 e /Y\~ f,J .L \DctMJ 

ame of p lay that seened to r aD first ,1itb appr ciatJ on of au, ience 

]i'\l ?..e r\Je~t(coo,v\ o,e lli~~ ft,, c:- ~) ----

JCenery: Lxterior .:iet __ V_· __ I 11teri or ::;e t Y Unit Flat ___ _ 

Jireplace __ / ___ Joor v' ,Ji ndow /' :iize of Fl ats Fren ch c!oor v7 - --
• ro l anel Door __ /~ __ Jolonial Do or _____ .french Door __ _ 

l'ne ;1anel door ____ Ginge flat ·with large openL1g _____ _ 

, rench Doors and Casing _ _L_i'l at with arched opening ____ rcbed door __ _ 

Flat wit h Gothic Arch Opening ___ Gothi c Door __ ParaJlels __ 0t ops __ _ 

Fl ,, tfo rms ____ Casement · indow _ ___ iull- ligU ind ow_?_. __ ::; x Light '•ind ow __ _ 

l'wo Li ght .vindow _______ Colonial l''ireplace ___ _ .l!'rench --ai.tel !rireplace __ _ 

,odern Firep lace __ / __ Stone Fireplace ___ _ 

~olunms: jtandard ____ Half-round ____ Square Pilaster __ _ 

lirnarnent s: €'::e l I--"ost ___ Profi l e Balustrade _ ___ Tree Trunk __ _ 

.r e 'l'ab ___ :B'o liage Ground -~ow ____ St one or .Juilt B.oc, ___ Tree ~tur-ip __ _ 

rofile .i!'ence Plain •...¾ round How ____ '1ood .;ings ____ Plain Drop __ _ 

A Lrop vn.th a ? oliage J3 order_L __ Cu.. J ro p ___ Cu rt ain t!yclora.mas ___ _ 

Curve CycloraI!'a _____ Ceilint s _______ LiE°ht Tormentors ___ _ 



.. tage Harch1are i '.i.'he Lash Cleat V Bacl-.. :i'laps ____ .::ita.ge .)Crews v 
0race --:lea ts 'rear- Off Cleats otoµ vleat s .i.1oor button v v ------
;:itage Braces Picture .frame 11angers Snap I ooks :Jeiling Plate -·--
..1ide Drav, Curtain iligg:ing ____ ,ind oae;s Loft Blocl s 3) 

1ead .r.Hock Side Bloc k 

5cenic ~aints and ~upplies ___ _ 

.,rushPs: 

ThP- Glue 

Lay-In ____ Foliage Liner __ Priming _______ Dutch brush 
-~ --

witch ,.,oard upot Light (no. o~ '1atts) ---
Bab; Spot (250 - 400 wat ___ J!'oot Light Spot ___ Hangfog 8pot ___ _ 

nanf:ing -'lood ___ .:itanding ,tl°lood ___ Border Lights __ X- ray or ::iect.ioral 

bOrcters_L _ oectional .loot Lights _.;../ __ Open- iaced .F'!ii'ot 1.,ig-hting __ _ 

Flush-"all Outlet _ __ ,.u ltiple Connector ____ Link Fuse ___ Cartridge /use __ _ 

,.nife- In rype ,.'he Jlip 'Connectors .:>tage iloor .t'ockets __ v_ .1all ---- -----
J ocket s v t>tage Plugs ____ Plugging .dox ___ Plate LJimmers ___ _ 

Jlide Di,. mers ____ Color "heel _____ Proj ectile and ~ffect Apparatus __ _ 

Color Frames ___ Gelatjn and ~olor , edians ___ _ 

::iound .1,;,,ffects ____ ., .gs ____ Properties and 11,ffects ___ _ 

Director 's l<it / Student's Kit _J,,idget Kit / 

~ostuuies: Pl ay ? roducQ~-----. 



J / ~-----

s age Fac1.li ties of Auu.1 toriums i11 ¥,e ste1·,.i 1.ansas 

"ix D v s .... ons r 

Sc .. nery Li . h t n,~ Ccs t u e akt·Up 

Name of play tha , b .. m. d -co r ank f irst v,i t h _ p1..,eciation 0 .1. udien ., 

Sc ~nery : Ex erior Set _L_ln werior f\e t / Uni t : lai; _ _ ;Jk=~------
Fi:re11l ce Y Door-...1:;__· i nuow_j__Si ze of 11 1.b s~:b :.;nch o:c ~ ,. 

Tlto Panel Door-r-,c o onial Door ;;,t,::: l!ren 'n Door ~, 

One Pane Door 2i.t:- Hin~e Fl a.·c; Ti i·ch Large Opening ' . 

FrE:nch Dnrs a1K Cas i n 5 1zc, Flnv Wj.t iJ Arched O 10r;.inr;~ Ar· .:ned Doer~ 

F .Le. wit:i1 Got.uic Arch O eninb ~.Ge ,.t1i c r,o:r~ Par•2.ll,. l $ -- 9s n 
P atfor s Jr.ces .. ei lindow ~ 'U.Ll-... 1 : h t ',J U1.tO\, ~i.z .ui ht .indow: 

Two Light v,indow~C l onial Fi r·· place ?rc,nch ,Jantel fi,' ;;l ee&~ 

odern Fi c~'l O.Ct . &-,, ~1,on F .i.... pJ.~1ce jJ,-. ___ 
C . umns: Stan a2 ,&H~l.f- l:·ound ~r G uar· Pil·.,.,t,Jr~ 

~am . i s: Ne~, el ?os t_k_pro.file ,,alustrao.E, ... .'H:H:;; T1·ur. - ~J 

Trc:e T bk .1.,01 · ·· 6 Ground Uvw~ Lon ,.-: 0 1• Bt!~ l ~1 )Ch~ r- · C-c..1., • ..r. '1! 
Fr f_.J... E:: F • ~~_rl ',.J. ·1 lr o i.filc Hmv~ vwoo. 1i ~, .. , ...,~ :--;l . .!. ,. Dro ..9~ . 

A D ··p • = · i D .lj 1:_·· D1· .,,.. q,...,_ , .,.,. t ·1 1 y 10,·~~ •,.s 
Yo i ... 1 ... a 1 c. 1. c o ...i.e... . , ..... ., }'~ ............... , . ... ... ... "'· ., 

Cu ... 1e Cyclorama_h:.;.; ilinb:.:-. L -· ... :,h - 'Iorx .~nto:r s ~ CL---
/ 



Ste ge Ifa dwar : 'i'h . Lazh Cl a.t~ L, .. c} l'b,i-1~~ tc- e Scr'er~s~ 

Brace Cl-at:, T ar-Off' Cl ats ~top CL atf.. YUoor But"' n 

St:s . .; ,r- c cs ~ .l ictwe J:•ra,,€ Han ers ~ -Snc1 1 Hoo.tes ~dl:Lq, Plat 

lead Bloc· 3lde bl0ok 

Sce:nic t'a .... nts a.,td. S 1,t.1,- li -.S ---------
Br u r.: h s : LetY-In_V:·olic: ., Liner ~rimi g . .?----ru:'- ch r ·s _ .c----

T:.ll Glu~ ,..,,:i.t.l _tjOa. :J~ •~1-ot Light (no. of ctts) ~-

Baby s .. ot ( /::,50- ~1..G watt) 1-zr:r ot Light Siot ~ ... fr ... 11 <:_ ot ~> 

Hc.n_ i T'k ~i.... Sh; 1<1,_n __ f .LOO-,,. .L'or U r Li .h~t.~ X- R~. 0" •. 

Bore e ·sL ,...t2.. 1nal f'oot Lip,-hts en-- act;J -:oo.., ..,_,i .. - ~---r- .. C7 
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Flush- all utle-y __ 1.ul tiple .... onnector ___ Link ruse ____ Cartridge Fuse 

Knife-In 'l'ype ____ i'lie Slir Gonnector8 tat:e Floor Pocl:ets ___ /all 

Fockets ::i ta2:e lugs lugg:i.-ng £ox ____ Plate Dimners __ _ 

~lide Dir-,mers Color .heel rojectile and ~ffect pparatus __ 
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Platfo r ru s _ Q _Casement ,Iind ow _ _a,_Full-ligh ., ·:.rin do v; __ ..Q_ __ uix Light ,Jindow _L 
__ JL_ __.Jee_ Two Light ,vi ndow I Col onia~l "' . rep lace /J t r en ch iv.ant e l Firepl a ce i) 

1\/10 d e rn ~"i rep lac e ___ __'2. ___ · :i: r eplace / 

Colunms:. Standara _ ____a __ Half-round _ _ _c2 ___ .Squ are 1-ilaster _____ .()_ 

Ornaments: ·ewel Pos t __ _a_ Profile Balustrade _ __d_Tree Trun i--. _ .... J....___ 
Tree Tab _ _Q_ioli ag e Lr round /..ow __ _cj __ Stone o r .t3uilt Roc k_t)_Tr r e Stump _jJ_ 
Profile Fenc e __ J2__ lain Ground :{ow ___ ..t/__ vJo od ,-iing s~ lain Dro p __ L_ 
A Drop with a Ii'oliag e Border _ _[__Cup Drop __ 7 __ Curta in Cycloramas_~_ 
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,1umns: Standard. _ __ Half-round ____ Square Pi last er __ _ 

·naments : ~e Jel .t- o s t ___ Profile Balustaade ___ Tree 'i' r unk _____ _ 
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'anel Door_~ _Hinge 1' l at wi t h Large Opening----'1:J.._ 

!h Doo r s and Casi ng~ _ _ :il at "i th rched Opeliuimg~ ___ Arched Do or _ _Aa 
vr.ith Gothi c • rch Opening_h'--_Gothic Door_b_Q__Parall elsJ1.LL..s teps_t1_e~ 

'.orms _k'u__ cascment i/i ndow_~ _:._ full - light .Jindow_):J_Jl._ v · x Li ght ,,indow fz'-6 
,ight .indow_lla __ ol o.1ial tFireplace A _Fr enbh Lantel Fireplac e _ ____& 
·n Firep l ace _}J_4.. St one ii'irepl ace )1 t) 

ms : St andard~ __ Hal f - round~..L-Square Pi l aster_}t.._ 

1ents : Newe l ost_tf..1-._Profile Balustrade~ _ Tree Trunk~ -

Tab..}/4-_~'oliage Gr ound .tow_~ __ Stone or Built • ..:..ock_~f)__Tree Stump __ tl_p_ 
.le B'ence_lf:p__P'tain Ground .i.pw _ _ __ \·,oad .i.i.ngs-r-lain Drop_~ 

,p with a ''o l iage Border"?-_ Cup Drop_¾__curtain Cycloramas~ 

, ~yc lorama.Ji1_ cei l ings-r---_Light Tormentors __ _ 



nar dware: 'l'h e Lash Cl eat_rJ4-__ Back ri·1aps /2_l,_Stage '.::Jcrews_U...a... 

Cl eats_.fl.r ___ Tear- Off Cleats ~ Stop ~l eat s_~ _uo or Button_ JJ...~-

Brac es~_Pi cture .F'rame iangers Jt~ ~nap Bo oks_&,_ceiling Pl ate _ff.!.__ 

) raw __}io_ Cu rtai n i<igging~ _ ·'ind dags J2. 6 _ Loft rlOoclc s ( 3) 

Bloc k~ __ Side Bloc k_~_ 

? Paints and J upli mes __ )!2~---
a s: Lay- rn)t0 __ 1' '0 li q_g e Lin r r ~ _Priming./.l.t,_ ___ uut ch Brush~ 

l ue _ __f/_ 11 Switch Boar~:.,-Opot Light (no. o f wat ts ) J:t-,,_ 
:3pot (250 - 400 ,Jat t ))i.4---_Fo ot Light .:ipot_hJ_ lianging Sp ot -11_]_ __ 

1g Flood~ Standing Flood_}?_e _Borde r Lights_)J_tJ__Z- ray or SPctional 

rsllt,__sectional Foot Lights~ _ Open- Faced Foot Li ghting~_ 

. ,;,.11 Outlet_l'.H! __ Multiple Conn ector }12,p Link 'use__}:[,a_cartri dge Fus efa.a--

-In Type~ _ The Slip Connectors_.l!..o..s t age Fl oor Pocket_,. ~ \lall 

O s}Z.(j..._Stage Plug s .h'.iz_Plugging rlox~ Plate Dh,mers _ _&._ 
Di mmers~_Color ,vh ee l h_p _Proj ectil e and Effect Apparatus _ _& 
.i:l rame s }to Gelatin and Color ,..,,edians~ --

Mfe ctsltt_ _ _ ,,i g s~ _Properiti es and Effe cts V:"7 
~or ' s Kit }Jp__ __ Student ' s Ki t & _ _ lv<l.dget Kit _ _/J_.IL. 
ne s : Play Produ cing~ J6---
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Stage Facilities of ~ditoriums in · stern Kansas 

Six Divisione1 

Scenery Lighting !-ll.rd re Painting Costume li !akeup 

idth 1-·c' Depth /~,,,. Height JI// Size of A\lditorium cf~~ 

Shape of Auditorium /U,A:/4~.u..,;~~.~ 1 
Aeoustics A./~ 

Name ot pla70 that have been presented in the pe.ot ft!o/,!;/;!; ~ ,/· 
Name of play that seemed to rank first \:lith appreciation of audience ---
Soenery a Ext$rior Set -./..- Interior Set ~-- Unit Flat .... 4:i:;.\£.::;.. __ _ 

Fireplace ,"""""......_ DoQr _.J..._ indow ..L.,_ Size of l!~ats ffe, li'renoh door tie:, 
Two anal Door '¾'::::: Doloni.al Do~:r French Door t, 
One .Panel Doer Hinge Flat with Large Opening .Pk--/ 
French Doors and Casing t?<;;:: . Flat :I.th Arched Opening Arched Door ~' 

Flat with Gothic, Arch Opening othic Door . ~ arallelo ta~s ~ -

Platforms Casement · ndow ~- iull• light ~ndow Six Li ght wi.ndo ;:z,_,, 
Two Light Window Colonial Fireplace 0- French ·nt l Fireplace 

dern Fireplace e;: Stone Fireplac.e ~-

Columns, Standard~ Hal.f~round "~ Squara Pilaster,&: 

ornaments• Newel Poat~ Profile Balustrade 1t..r-- Tree Trunk 

Tree Tab t9i,-: Foliage Ground Row Stone or Built Ro ck Tree Stump~ 

Profile Fence _a_ Plain Ground ow • ood flngs /Jb .Flain Drop 

A Drop with a )iage Border~ Cup Drop Curtain Cycloramas 

Curve Cyclorama Ceiling s Light Tormentors 



Stage lardware s The Lash Cleat Back Flaps~ Stage Screws 

Bre.ce Cleats ,L Tear-Off Cleats~ Stop Cleats~ Door Button~ 

Stage Braces ,k Picture Frame }jangers ...::::::.:-snap Hooks ~ Ceiling Pl.at L---

Side Draw curtain igging · nd ge <Loft Blooks( 3 ) 

Head Block 1it:z Side Block 

Scenic Paints and supplies 

Brushes, Lay- ln __t::_ Foliage Liner J-- Priming . ~,,,,,. Dutch Brush..!:::.,.. 

The Glue Switch Boe.:ed Spot Light(!!2.:.....2f tts ) Z---
~-Baby Spot (250•400 1iatt) _ Foot Light Spot __ Hanging Spot _ 

. v-- . 
Hanging Flood ~Standing Flood _ Border Lights~ X-ray or Sentiona.l 

Borders~ Sectional Foot ights Open- Faced Foo~ Lighting , 

Flush- all Outlet Y-- Multiple Connector Link Fuse ..?-------cartridge Fuse 2.---

Knife•In Typer-~ The Slip Conneotori ....::::Stage Floor Pockets ..,?--wall 

Pock t$ 1:-' Stage Plugs /-},lugging Box __::::::-Plate Dimmers ...±::_-
Slide Dimmers ~Color he l !-----projectile and Effect Apparatus_:::::'- -

Color Frames ~Gelatin and Color .Media e J---- -
Sound Etfe cto . r.tge __!:::::: Properties a.nd Effects _ .J.---__ --_·-

Director' s Kit Student ' s Kit ~ - -Midget Kit 
?,---

Costumes: Play Producing /,,--,,,--



:::itage iacilitie s of , uditoriu1r1s in .,est ern Lansas 

x Divisions: 

ape of Audh,oriurn 

Liglting har dware~ Pairting Costur,1/.akeup 

.uepth 2. "l-- hei t,;ht 2..o Size of i.uditorium ~) 

. ll,.o~~~ 
.n.C OU st l CS ef~ l (J.. £.-.If',.,..,_..._,,,~ 
~L. me of pl ays t at have been p_es nted in th past 

-~ -~- -~--- ~;_ s:t;.~ 
me of : lay that see1r.ed to ran , first with aprreciatior of aucience 

~c{~ 
enery: .t!.Xtl ior Set Interior Set Unit i l at Jf 

replace Doo r / .,indow ~ize of Flats Fren ch door 

o- i>anel vo or Colonial .i.Jo OD .11·rench door 

e Panel Door ___ Hinge Flat with Large Opening ---
ench JJoors and Casing i l at ,nth Arched Opening Arched door 

at with Gothic -i.rch Opening G-othic vo0r ___ Parallel s __ Stops 

at forms ___ Casement . .indow ___ .full- light ./incl ow ___ Six Li ·ht dindow __ 

o Light h.noo~ ____ Colon;ii ~, l .!!'ireplace ___ lrenci.1 , .. an·cel J<'ireplavu 

dern 1f~replace _____ Stone Fireplace 

Standard ___ half-round ___ ::iquare .t-'ilaster ___ _ 

narnents he wel Post __ Profile Balustra~e ___ "i'ree ·rrunk 

ee Tab ____ Foliage Ground Row ___ Stone or Bui lt "'O Ck _v ___ Trec ;;.,turnp __ 

ofile J:t~ence ___ .Plain Ground , ow ___ .,ood .lings ___ Plain ~rop __ _ 

Drop wit h a l'oliage .0order ___ Cup JJrop ___ vurtain ~ycloran as ______ _ 

~ve :yclorn a ___ Ceil ings ___ Light Tormentors 



..1. u t:. 

tge ardware: 1'he Lasl1 Cl eat ___ Bac k .1.' lap s _ __ St a.ge Screws 

a.ca Cl eat s _____ 'l'ear- off J l eats _ _ _ Stop Cl eat s ____ .uoo r buJcton 

!l.ge ...., races . __ Pi cture .fr ame ··ang ers ___ Snap t oo ks ___ Ce L i ne P l ate 

i e Dr aw _v ___ Jut r a in ·'i 6ging _ __ .,i ncl ,.,ag s ___ Loft Llo cks (3 ) 

ia bloc i. ___ ~i de £ lock ____ _ 

,nic f ai nts art1 Suppli e s 

1shes: ' Lay -in __ / ol i qge L~ner _ __ _ Pri rning .1.,ut ch .urush ---
Li lue _____ S11vi tch noard ___ S~-ot Li ght (n o • of uat ts) 

JY dp ot ( 250 - 400 wa:-ct ) _· _ ___ Foot Light ~p ot _ _ __ Hanf i nt.: ;:,po t ___ _ 

1ginz •' lood ____ St andi ng t' lood ___ Borde r Li sht s ___ X- ray or Sectional 

'." de rs Sectional l oot Li ghts Ope n - Faced .t'·oot Lighting _ _ _____ _ 

1 sh- . all 0ut let ____ , ultip l e Conne ctor ____ Link .i.'use ___ Ca r t ridge ..:- use 

Lfe --In typ e ___ 'l'he .Jlip <.Jo nne ct or s ___ .Jt age .•'l oor .,_ ockets .,all 

~kets _ __ :::>t age PJ.ug s _ ___ Plu~·gin ' J..)o x ___ Pl at e .1.Jimrue rs ___ _ 

Lde ui rr,me rs Color .Jhee l --- ___ Project i l e and ffe ct ,1.ppar atus __ _ 

l or j'rame s ___ Ge l atin and Jolor Ledian s 

md .i:.,ffects _ _ _ ,,i gs ___ Pr operii..ie s and ,...ffects __ _ 

r ctor ' s Kit _U _ Stude11t ' s Kit _____ __ . rmget Ki t 

stuwe s : P l ay Produ ci ng 
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Stage lacilities of Auaitoriums in .iestenn Kansas 

Six fhvisions, 

Scenery Lighting nardware Painting :ostun,e 1.:a.keup 

iidt~ '~ '.Depth ~0 
1 

Height J 7 / .:Jize of -uc1i toriu~ 5.,"'/4"- ':~ -

~hape of Auditorium .J - : AJ Ac ustics ~'-'" 

"'ame of plays that have been presented in th 

- ~H b,:'At!~ ~W'c-60- -- - ~ 0 - . 
Name of play~hat seemed to rank first 

:Jk juu ,r, ½ 
Scenery : Exterior Set _-:!I_ Interior Set--~ - Unit Flat 

Fi rep l ace _l _ Door L Nindow _;i_, __ -Size of ilats -1/- /_;5French door 

Two i'anel Door ...-zkP?f.,L ___ Colonial Door - ~ --- i rench Loor 

One Panel Door ~ - Hinge Flat with Large Opening ~ 

French Doors and Casing ~ tlat with Arch \jd Opening ~ Arched Door 

' Flat vnth Gothic r ch Opeining~ ~othic Door ~ Parallels ~ Stops ~ 

Platforms ~ Cas ement Ai ndow~ - Full - light .hndow Six LiL·ht .Jindow 

Two- Light ·,f.i.ndow Colonial Fireplace ~ rench J.iiantel Fireplace 

~ - lv,Ode rn Fi replaxe _j__ Stone Fireplace ~ -

Columns : Standard ~ Ha.lf - round ~ ::i~uare Pilaster-~ 

Ornarnen s; l\JF we l Po st -:?2-0 __ Profile t:alu st racle :::2.i&l.- Tree Trunk -n..-u 

Tree Tab -~ - Folia~e '--,round rlow $tone or Juilt :ock Tree Stu::n}ll - ~ 

Profile Fence ~ - Plain Jround ,{ow ~ - 1iOOd lings _L Curtain Cycloram.as 

41-\.~ Plain Drop ~ Drop with a ioJi8_ge Border ~ Cup Drop 

Curve -.:ycl orama veilings 71..~ Light Tormentors __ 4 



.J.. V 

ta~e Hardware, The Lash 2leat _LL Back Flaps Stage Screws __ _!/_ 
Brace Cleats - ~-- Tear- Off Cleats ~ Stop Cleats ~ ::::ioor Button ;L_(j_ 

Stcige Braces }i'. __ Picture f.'rarne hangers ~ Snap Hoo} s ~ Ceiling Plate 

Side Draw ~ Curtain ·ugging ·"ind _,ags ~ Loft .olocks (3) - ~ 

Head Block~ Side Block ~ 

Scenic Paints and ~upplies 

; rushes: Lay - In ~ foliage Liner ~ Prim:j ng Dutch Brush 

The (.Hue~ Swi tel, _Board -~ -~ Spot Light (no . of watts) / - /IO w , 

Baby Spot ( 250- 40r' watt) loot Li ght Spot r,anging Spot 

J " Hanging Flood ~ Standing Flood ~ Border Lights:2 -~&. X-ray or ::3ectiorwl 

Borders ~ ::;ectional Foot Lights -3.,_ Open-Faced Foot Lighting __ 3_ __ _ 
£l u~h- 1all Outlet ~ 1 ultiple Connect or ~ Li~1 l· li'use .M!1&. Cartric1ge luse t_ 6_ 
Knife - In 1Ype · ___ The Slip Co1 nectors Stage Flood Pockets ~ iall 

Pockets ~ _ Stage F- lugs Plugging .0ox )_ __ Plate Lirnr,iers _<J_ __ 
Slide Diwmers Color 1heel~ Proje .;ile and .wffect Apparatus 

~olor Frames ~ Gelating and Color J,edians 

Sot·nd ffec"s /.igs ~ P,~operties ar.id ~ffe~ts 

Dire ctor ' s Kit ~ -~ - Student ' s l\.J.t ,.0.dget .1.t -~ 

Costumes: Play Producing 

j,k__~~ {Vt-Lr 
~ , /l i:6-C-U-fl 

aft i r--<1--°f . 



''t a.~e Faci li tias ofAudi t ori ums in ' ·s tern Kansas 

,ix ~ivis.i.ona: 

"i ai.nt · 11g Costume kak eup Li .: hting 

pt h 
/ 

~iza of ;,.uc1itoriumc«-' j~a 7 J 

1.u 11.toriurn Acoustics 

\ 

~xtar'i.or !;) t_7_· _ _ Inte ri.o:. ::let __ v __ Un t 1; Flat ______ _ 
t 

14,.c~ _ _ .,int ov·--:.....,_~_J · zo of 11'la"b$,Jl._:Trencll o:oor__.'W,.-,;--
1 b 

<>or ij ----

rr on -h "'c, ors and ,.Uh .i'trclwd 

'lat ;1itn L.othic :u·ch Opening ____ ',othi~ Doo~·--- e.re.Unls _ _ -3t ops __ _ 

'.olu.ans ntanda · _____ L,.;,L.-rcun l ___ _ 

lrnament s: llewal 1>oot ___ Pro ile al.ust,,-ae _ _ _ _ 'f ·ee ;run 

' r ..;e Teb ___ _ ~"cli ~c ; rouno .-w·v ___ st .. nc or Ji.lilt '\Ock _____ i.'.--·eo :Jtump ___ _ 

'rofilo .. once _ __ Pl a.in Gr-ound ;tow ____ l.'!ood ~ing~1 V Plaiu Drop V 
der Lro1-1 ___ ...:.., r aic. Cyc lorarnae ___ _ 

:urve C, clor a ma. ___ 1x,ili ng s ____ Ltght Tormentors _____ _ 



itage har dwar a 'rhe Lash Cleat ____ Back .tn.a.ps __ t/'_ bt age tic rews ___ _ 

lrace leats _____ ·rear- ff Cl &ats ____ Stop ..:1c.ats ____ Door ·utton __ V __ 
1t aga ..3 r aces _______ ~Picture fl"ra.mo Eaug e.cs ____ !:>nap ho ks ___ Ceiling Plate_ 

Iida .iJraw ____ Jurta in i gging ____ ~-ind ags ____ Lo f t Blocks (3) ___ _ 

[ead Bloc,. ____ Side Bloc i< ___ _ 

icenic ~a l l. ts rid Sup1-- ies _____ _ 

rushes: .t.a.y- ln ____ Fo :'.. iag - Liuer ___ Priming. ____ Dut ch .5_ sh __ _ 

.he Jlue ____ owi.t ch Board V Spo· Light (no . o wntt s) ____ _ 

&aby Spot ( 250- 400 watt · __ fo ot Ll. · t Spot ____ Hru-1i,d .11e J ,ot ___ _ 

· ,,,,,- ,. · ~1 d B d L ht Z - t· 1 lang1nf 1' uo ____ ::>·tand1,-1g .tt oo ____ or er i g s ____ -- r -i. ' or Sec 1ona 

iorders ___ ::.l ctional J! uot _,i gbts ___ 0pon- Fa.ced .foot Lighting __ //' ____ _ 
/ 

'lush- all Outlet ___ ... .u.1.tiJ,l, ~OHL, ct r _____ Link i use __ V_ Gartridge Fuse 

___ 1,nife- Lvi yps_ .;.. e '5lip Connectors ___ St age Floor l 'ockets __ ,Jal l 

V oc11:et s ___ ta.ge Plugs __ .r lugging Box-;..... __ Pl atc Dinn rs ___ _ 

aide .L.i roo. s ___ Golcr ~heel_, oj edti le ruw L i'fect Apparatus __ _ 

~olor Fri r10s ___ \a0elat.in and Color .edians ___ _ 

f'e ots , ·g _Properities an C ~ ffects __ _ 

7St udent ' s Kit ____ ,i:i.dget t it ___ _ 

:ostumess r'Ly l' roducing ___ _ 



Sten r, U.$ht:bg J!d r J>fllnting stu. 

d1ih ' ';J.. 0, . pth 'I J Height J J. ~h of \lditoriWQ 

Sbape ot di1i!>l'l.1Uil 

.· t pl•" that have bfu$ pl'f!Jsented in tl~ _paot ~ -. .,;;;;;;;..,~~~~~~~~ 
d,.., - .?""- /' ( --- '-

. 'S!-". -~ " ·" , . ,. 

lJtm 171 11:xterior Sot .J,...,. ln't.etiOt' S$'1 / Unit Fl t. V 

Firapla . _!:;_ Door ~ Wind VI .?-' Sbe of' Fla'ta V::,, f renQh d$Ol" L---

tel 1replnee 

om 'ireple.oe V 6.totw N.npla,e h . 
lumn ·• s~11dari ~ r-rcuud . _ . ~ 'sq11ta.1'.1 PU;9;at r . 

~a.men~eu H~ 1 Poet _-1,,/' , f ro.file Saluot d..e 1-/' Tree Trunk ,_!,;;; 
ree 'l\\b --i~:) rol1age Gf'Quad ttow _::::_ Stone or MU ck J.,,- _ Ta:-.e ·tuuip z,.- . 

f :rot1l~ ll'eno __ ..11laifJ. Or0uttd ito'W f.-/" _ woo.d ~d.ngs _ Hain Drop ,,l.__. 
A Drop th a ti&ge Bof"d•,r 0 . Cup Drc>p 2--' Qut'ta;bt Cy-clos-amae .,..s-..a~.,.,. 

Our-vo Cyclo~ua .,J.,.._ Oeili ngs U ght t onnento:ra 



-
• :h _.t;;; r.a~otr Ol&ats . Jtop cn.e. t Vl <>r Bu \op v-

...k::::., cture fnuoo 1 ng r V - nap HoOlf.$ .v--·-Ceillng etf)~ 

<eG C.r ta:i~ : 5.gging _ V ·ra.•c;1 sgq ~ t ort BlcQks($) v---
,?/' . -,e;;: aide Blooli:. _ 

i:Jv.m.o P$.in • n<i · ppUe.e «<::; 
l rueh 1 !Ay• In J:;;:_ Follag LibG'V V . fril\1S..~ ~ - t .oh i,ueb _ v--__..-;, 

Th G • y' Sw.Uch Dotl.nl Spot. ht(~t :tte ) _ / __ _ 

-------(2S0-4i00 _ .lltt) _ fcH1t t.lalrt pot _.:::_ ging 'pot J::;;::._ 

ood Stand!ng l'OOd y ··- 80l"d•r gltts -1.;_ • ray oi" i,,Uonal 

•t , ~ ~ec=ticmal_ f eet ightl.i _... __ Op n- d too . L-igh in3 
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Bahr, Hermann . ~xpressionism. Translated by R. F . Gribble . 

London , F . Henderson , 1925 . 116 p . 

An extremely interesting book full of untried 
theories because at t he time of publication express-
ionism was just being introduced into the theatre . 

Baird, John F . Make- up . New York , Samuel French , 1930 

One- of the best books I have ever found on this 
subje ct, although make - up is a rather -trial and error 
subject and the knowledge of it is gained chiefly 
through experimenta tion . 

Bosworth , Halli am . Technique in Dramatic Art . (Revised 

Edition) . New York ; · The Ma cmillan Company, 1934 . 

438 p . 

A very practicable book, of value to both 
director and actor . 

Calvert, Louis . Problems of the Actor . New York, Henry 

Holt and Company , 1918 . 273 p . 

A superior piece of work to develop the human 
philosophy in acting . It is not technical , and gives 
a great deal of valuable tradition of the theatre . 

Cheney , Sheldon . Stage Decoration . New York, John Day 

Company , Inc ., 1928 . 265 p . 

A very full record and interpretation of scenic 
art . Cheney theorizes without facts . His works , 
nevertheless , are stimula ting , well i l lustrated , and 
va l uab l e . 



Clark, Barret t . How to Produce Amateur Plays . Boston, 

Little, Brown , 1921, 1927 . 

The material is good, but rather simple and 
elementary . Its directness is valuable because of 
the time it saves in reading . 

Langfeld, Herbert S . The Aesthetic Attitude . New York , 

Harcourt , Brace , 1920 . 

A book that approaches aesthetics and inter-
prets it from a psychological viewpoint . Used by 
the Aesthetics class of Fort Hays Kansas State 
College, Hays , Kansas . A most helpful book for 
the stage director . 

Macgowan , Kenneth . The Theatre of Tomorrow . New York , 

Boni and Liverright, 1921 . 308 p . 

Beautiful illustrations worked in to an 
interpretation of the modern movement in the Little 
Theatre . We find many of the prophecies made at 
this early date true today . 

Macgowan , Kenneth , and Jones, Robert Edmond . Continental 

Stagecraft . New York , Harcourt , Brace and Company , 

1922 . 233 p . 

A record of impressions gained from ten weeks 
of travel through the theatres of France , Sweden , 
Ge rmany , Czecho- Slovakia, and Austria . Splendid 
illustrations by Jones . 

Hackay , Edward J . and Alice B. Elementary Principles of 

Acting . New York, Samuel French , 1934 . 253 p . 

This book is devoted to the art of acting and 
the rudiments of its technique . It serves as a guide 
through t he tangle of fad and affectations . Full of 



valuabl e exercises which are funaamental to the 
de velopment of t he actor . 

Powell , Alvin Leslie and Rodgers , A. Lighting for Non-

Profes sional Stage Production . New York , Krie ger , 

1931 . 

A well illustrat ed pamphlet with some good 
ideas for amateurs . 

Sage, Elizabeth . A Study of Costume . New York, Scribner's, 

1926 . 235 p . 

Good illustra tions an d short bibliography . An 
accurate historical account . 

Stanislavski , Consta ntin . An Actor Prepares . New York , 

Theatre Arts , Inc ., 1937 . 295 p . 

The author is probably the greatest of modern 
directors . The work is in the for m of a student's 
diary of rehearsals . The thou h t is r a ther abst ra ct 
but you will be entrapped by t he way he communica tes 
his thought . 



Articles in Magazines 

Arnold, Alfred G. "The Little Country Theatre; t h e story 

of its origin,- its productions and projects . " 

(In Theatre Arts Honthly, vol. 12, pp . 655-666 . 

July - December , 1928) . 

Extrenely valuable for directors i n Kansas 
because it deals with a country whose conditions 
are very much in parallel with our own . 

Boleslavsky , Richard . "Fundamen taJ.s of Acting . " (In 

Theatre Arts Monthly , vol . 11 , pp . 121- 129 . 

January - June, 1927) . 

An informa l presentation of t he most difficult 
principles in acting . Very much from t he Russian 
school.- One of the greatest lesson s t hat has been 
published in the l a st few years . Bole slavsky is 
one of the outstanding dir e ctors in Hollywood today . 

Cheney , Sheldon. "The Theatre in the Machine Age . " (In 

Theatre Arts llonthly , vol. 10, pp . 504-516 . 

July- De cember , 1926) . 

An interesting piece of work showing t he 
psychological effect a stage set t ing ha s on a n 
audience. Machine age is bringing in constructivi sm 
in the theatre , whi ch is only good design . 

Daykarkhanove , Tamara . " iake-up for t he Small St age . " (In 

Theatre Arts Monthly, vol. 15, pp . 561- 571. 

July - December , 1931) . 

Simple yet technical material of grea t value to 
studio t heatres. 



Hutches , John . "Away from Broadway . Some Notes on old 

and nevv stock . " (In Theatre Arts Monthly,vol. 13 , 

pp . 431- 444 . January - June , 1929). 

A rather optimistic outlook for the future 
drama . New stock will not be in large quantity 
but extremely good quality, and slap - stick has 
worn out its novelty . 

MacGowan , Kenneth. "The Livi ng Scene . " (In Theatre 

Arts Monthly , vol . 11 , pp . 444- 454 . 

January - June, 1927). 

Not a practical piece of work. Hi gh ly in 
support of the formal school . 

Totheroh, Dan . "The Open Air Thea t re. California's 

Contribution . " (In Theatre Arts Monthly , vol. 12, 

pp . 667- 675 . July - December, 1928 ) . 

The suggestions from t his have ver y little 
value to western Kansas, not that we do not have 
the scenery a nd t he adaptable places for open air 
thea tres, but t h e wind is so great that t he audible 
facilities are completely destroyed . 



INTERVIEWS 

Fields, Mrs . Sara , 101 East 14th , Hays, Kansas . 

It seemed an impossibility to judge or in -
terpret subjective material such as dramatics 
without bringing in the personal , because dramatics 
is nourished only by the favor i t meets i n t he 
minds of t h e audie nc e . 

Mr s . Fie l ds came to Hays in 1903 and has 
alway s been a religious f ollower of all dramatic 
activity . Her opinions are based upon a well- rounded 
knowledge of the t heatre . Through Mrs . Fi e l d 's 
remarks I gained the impress ion t hat dramati c art 
in Hay.s at the turn of t.he century was at a s hi gh 
a level and as interpretative of its own time as 
is the dramatic art of today interpretative of modern 
times . 

Grout, Homer L. , 418 South Pearl , Denver, Colorado . 

Be cause of his varied experiences and contacts 
made wi t h the Dallas Community Theatre, the Indiana-
polis The atre , and the Denver Civic Theatre, he was 
able t o se cure the spiritual and material qualties 
whi ch made t hese organizations a success . His human 
and understanding philosophy which regards t he indi-
vidual as the u l timate aim has made hi s judgment of 
the pro s and cons of various Little Theatre organ i-
zations val uab l e . Many of his ideas and prophecies 
hav e come t rue and serve as stones in the foundation 
of t he pr esent organization of the Fort Hays Kansas 
St ate College Lit t l e Theatre . 



Phil i p , Geor ge , Hays , Kansas . 

It was on hi s gr ound that most of the shows 
t hat p l ayed in ear l y Hays set their tents . He has 
kep t a r e cor d of t he various companies and the plays 
t hey pre sented , and this material has been bene-
fici a l in de t ermining the trend of dramatic art at 
t hat time . Lcr . Phili -p knew most of the directors 
and t h ei r vari ous eccentri cities . Because of his 
i nt i mate knowl edge of those early .Lays theatricals 
and be cause of his subjective viewpoint - he judges 
a play sole l y on its merit as a finished production -
he seenIBd t o me indicative of the public ' s opinion . 
From hi m l re ceived t he layman ' s impressions of the 
t hea tre . 
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