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INTRODUCTION.

Tarre are two closses of readers for whoso
needs a book of this go1t shonld i to pro-
vide: (1) thoss who know much g}huu% the
practical workings of the thejtre, ket “have
little constructive knowledge; and (2) those
whose instinet for diamatic construction is
gtrong, but who, through lack of opportunity,
have acquired little insight into the practical
details of stage representaiion, With this
end in view, the work has besn arranged in
two prineipal divisions, the first dealing with
the minutiee of the theatre, the second with
the prineiples of dramatic construction,

In the first the reader is inducled inio the
twilight region which lies beyond tho scenas,
told the name and function of fhe pieces of
stage machinery, mtroduced to ‘wings,”
“flats,” *set-pisces,” *grovves,” ¢ tormend-
ors,” — taught the office of the various exils
and entrances, initiated inlo the mysteries of
stage conventionalitios — in shorl, made o-
quainted with every [ealure of the modein
stage which concerns him as o working play-
wright. In the second part, an endewvor is
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made to set forth the theory and art of play-
writing, first, by a thorough classification and
analyss of the drama, and second, by a prac.
tical exposition of the actual proeess of build.
ing up a play from the fiest crude suggestion.

To very many readers doubtless an attempt
to teach an art notoriously so subtile and
somplex as that of playwriting will seem
like proposing a vecipe for ¢ Paradise Lost”
or a formula for #The Mill on the Tloss.”
They will say (and with much plausibility)
that if playwriting is an art, its rules are
airy, impalpable, elusive, To get them down
in prosaic black and whife is fto imprison
Ariel in the rived oak wheie he can no
longer work his magic for us. The force of
all this may be granted, and yet we may in-
sist that thers are special rensons why a
work on playwriting, if properly conceived,
should be entitled to greater comsideration
than one which pretends to explain the se-
erets of poetry or fiction, The poet or novel-
ist i8 at arm’s length from his audience, He
has only to get his poem or novel into type
and hig thought is within reach of every
man that reads. With the dramatist the case
ig far otherwise, Between him and his audi-
ence looms up a monstrous, unwieldy, mys.
terious instrument of interpretation, rusty
with traditions, top-heavy with prejudiecs,
gtuffed to bursting with curious, antiguated,
erazy machinery of which few know, or care
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to know, the meaning. It is through this
instrument -— the theatre — that the drama-
tist must convey his conception to s hear-
ers. No matter how bnlliant his genins,
how feitile his imagination, unless he has
studied the intricacies of this ponderous ma-
chine his labor is likely to go for nothing.
His play may be most delightful- reading,
but unless it will lend 16sclf to the poculiar
requirements of the stage it iy not worth, fox
dramatic purposes, the paper it i8 written on.

Now there are thres mothods by which the
beginner may acquire this knowledge. Tlo
may go on the stage; he may converse with
aptors and playwrighls; he may have re-
course to books. The first plan 18 unques-
tionably an excellent one. The young dram-
atist can spend a year in no more profitable
way than as “ walking-gentleman” in a troav-
eling or stock company. DBy no othor moeans
ig he likely to acquiie so intimate a knowl-
edge of the highways and by-ways of the
world behind the scenes.

But there are two econsiderations which
preciude the universal applieation of {his
mothod, In the first place, the young play-
wright may not Iknow what Lo observe, 1o
may never have learnad that first great avt —
the art of seeing with his eyes open. T'hat
being the case, the time and perhaps money
which he expends for his stage experiones
may be virtually thrown away; for the stage,
while a good school for those who know how
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to take advantage of its instruetion, 13 one of
the worst in the world for those who do not.
Nowhere is the student unguided by sound
principles more likely to acquire a taste for
small theatrical artifices, hackneyed phrases
and forced, unmeaning situations. As a proot
that mere presence on fhe stage is not suffi-
cient of ilself to inculeate valid dramatio
prineiples, any reader of plays eould cife the
case of hundreds of actors of the day whose
familiarity with stage maftters has become
second nature, and who yet betray the most
absolute misconception of the application of
their technical knowledge to the business of
playwriting,.

But there is another and a less debatable
objection to the stage as a dvamatic educator.
What this 1s, will appear as soon as we try
to answer the question, Who writes plays ?
Upon this point, no one but a professional
“reader” can pretend fo furnish accurate
statistics. It will be interesting, therefore,
to quote a private letter to the author from
one whose right to speak in matters of this
kind cannot be called in question.

“There are thousands of plays written
every year in thig country. . . . It would be
easior to enumerate the classes of those who
do not write plays than of those who do, , . .
We receive MBS, from journalists, novelists,
dramatic crities, theatrical reporters, amatenr
performers, merchants, brokers, bankers, law-
yers (nol only the young and obscurs but
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those of almost national reputation), ladies of
high social position, government clerks, army
and navy ofticials, telegraph operators, collego
students, bookkeepers, typewritors, physicians,
teachers in our public schools (of bolh sexes),
professors in our leading universities, actors,
theatrical managers and attachds, commer-
cial travelers, musicians, painters, architects,
engravers, minigters, politiciang, congressmen,
and members of the supreme beneh of — 1
dare not say what States of the Union.”

Now in the majority of these cnses it
would be manifestly absurd to advise any
going upon the stage, The humble govern-
ment clerk desirous of eking ont her meagre
salary, the ocripple and the invalid, alleviating
the real tragedy of life by the ideal sorrows of
imaginary characters, the hurred professional
man and the harried journalist, — all these
are alike debarred from the moeans ol aequin
ing the needed information. Nor in many
instances is 1t practicable for those of tho
classes named to consnlt with dramatists or
actors regarding the rules and requirements
of stage rvepresentation,

It is8 upon books, we must thon coneclade,
that the great army of those who oxporiment
at playwriting — the army from whose ranks
our professional playwrights ave largoly
drawn — is dependent for whalever instrme-
tion it may got regarding the art of wriling
plays for the stage., For English and Amor-
ican readers such books arve practically none
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existent. There i3 no one work, at any rate,
"in the English language or any olher tongus
(as far as the author’s experience goes) which
pretends to have gathered together all avail-
able information on the subject. A real de-
ficiency seems, therefore, to exist, and it is
with the purpose of supplying this deficiency
that the present work has heen written, As
to the old question, How much benefit may a
writer derive from beoks on writing ? - that
is a discussion which may be set aside simply
because it 45 old, No great author was ever
hurt by the study of the principles of rhetorie,
and no small author ever achieved success
without such study. Although no book of
thig sort is able to supply the dramatic faculty
where it is absolufely wanting, or likely to
aid materially the creative processes of strong
natural genius, it may yet be the means of
leading to the achievement of no inconsider-
able number of smaller snecesses, aand so ac-
complish what is, after all, the only hope of
the drama in this country, — the raising of
the general average of dramatic workman-
ship,

It may be said, in conclusion, that {there
are many persons heside those'who have felt
the actual need of a book of this kind, for
whom the study of dramatic art (even if lim-
ited to construction) will be found of profit.
The dramatic critie, indeed, finds it altogethor
indispensable ; but to any one who is at all
interested In the study of literature, and
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especially of the drama, it may be recom-
mended as one of the most interesting and
delightful fields for investigation which it is
possible for him to cultivate.

In the preparation of this work, the aun-
thor has received assistance amd suggestions
from so many playwrighis, actors, managors
and literary men that he can find space lere
only to make a general acknowledgment, If
would be ungrateful in him, however, to pass
by without special mention the great obliga-
tions under which he rasts, to that prince of
gentlemen and first of American dramatists,
Mr. Bronson Howard, to Mr. A. M. PPalmer,
manager of the Madison Square Theatre, 10
Mr. Louis Ludoviaci, “reader” of the Madison
Square Theatlre, to Mrs, ¥ Minnie Maddern ”
Fiske, and —last but by no means least —
to Madame Janaunschek, It is a pleasure
also o refer to many kindly favors shown
him by the lale A, 8. Cazauran, although the
ears that should hear these thanks have long
been closed to the things of this world.

Trinally, the anthor wishes to acknowledge
a very considerable indebtedness to My, I, N.
Scott, Assistant Professor of Rhetoric and
locturer on fsthotics in {he University of
Michigan, of whose wide seholarship in mal-
ters pertaining to literature, art, and the drma
he hag (reely availed himsell.

Arrrup HeNNEQUIN,

Axy Arnor, Micmraan, July, 1800,







CONTENTS.

Pt i

CHARTER 1.

THE THEATRE STATT,
PAGH

:. Gfﬁﬂ&rﬂﬂnd At‘t‘ﬂ-ﬂlléaill-lillli-liilllllliilililll 1

(1.} The Manager.....cvivvevieas verresrrnvresss 1
(2.) The Assistant Mnnugar ..... vernnas T |
(3.) The "T'reasurer ..... . veee 3
(4,) The Stage-Manager «vvevivrricrrarserian ves 2
(5.) The Reader......... S

2. TllEAttHﬂlléElltliillllltlll-l|ill-lilllllli'lillll||| 3

(1.) The Property-Man.....oovvvirvseciniriiesies B
(2.) The Fly-Man........... Crerneas e reeeaneraey 3
(3.) The Gas-Man .... ..., Cetviseerans Cereeetaan
{4.) The Scene-shiftor...........
(6.} The Stage-Carpenter.......iviniirsavns oo .
(6.) The Ticket-Taker.......... G errebeeti e
(7.) The Baﬂ]{dunr-lie&par................-.,....
(8,) The Head-Ushor..
(D.) The Director of tho Grﬂhuatm Cerir et n e

T TR M e R e

CITAPTER II,

THE HTAGRH.

1, Tho BontdB, «ovyeneevrrrrrsrvrenrsanronerinersaes
B The Sbamn. .. veviar it et rsitnnerorssrrraerseae
3. Parts of the Stago..covivviiierianenss b bevensana
4, The Stago P roper. cvsavisrirariinrnrisrsritsessy
B, The Staga-Cloth. .o s ivavivnnrnarrssarrrnasrssns
i, The Proscenivm....... Caarenaes Ciereriasaes Fevane
7. ThEWi“gﬂ--alianuuu:i-nnu-H.u.ullaalunl--nn

G5 00 vl =Y O o



X1V TABLE OF CONTENTS.
8: TIIHFHEE -------- s ra N T E R R TR s Ak ksl EEE AT BN Y
9. The Dock... ....covvuv... ferrar i rae s ierrrian
10, The Green-IRonm ... ivrnnssconnacrsrasnses
11. The Property-RRoomt.... «...... TR T IET,
12, The Dressing-Jtuoms. « oy invecistirssnncnrssses ‘e
13, The Trapda....ocvvvnrean Lt a M Rass sa e ar ey
14, Dimensions of the Stage...... TR ;
CITAPTER ITI1,
THIL AOENERY,
1, Stage Seemery... cor tvr trrrisr i i .
2. Different kinds of &uenar}r ........... Ceanbae sy
3. Tha Dropa. . .. Ciie ees beereavas evus
4, The Flats and T’Vﬂﬂd Cut&. ......................
B, The Set-I*ieces........ ... Cev b ananas Veradeae man
8. The Borders.......... Ceenaaaans e rr s b raanes
To A Buneh-Liaght, .0vvoviiiiiiinnrviinnisnsrrsinnns
8. The Grooves.....oivererrerernes s tene heveseraee.
0, A Bun, + vieiniiniiinnnnsns et et e v e e e
10, A Seene-Plot.......... ... fvavass L e Ch e
11, A Property-Plot .... .......... s S
12, The Setting of a Play.....
’
CHAPTER 1V,
ATAGH DIRECTIONS.
1. Lines and Business. . Ch e bt et e
2. Analysis of tha Illuﬂtmtmn P
3, The Lines.........v.. G aetarraruesssas Cererruesa \
4, Tha Business........ccuv.. s e it enrartenenis \
5. Kinds of Business........ Chr e an e Caveatse e e
B. At Bise. .. civirirvrirsnnnnas
7, Enters and Ixit 5. . coiris v inrrennas
8, Looation of Characters durt ulg thu Act........ vans
0. Meaning of Abbroviations....covvvvrvnne.s
10, Plan with Lutrances..... e ntrerress hererennaey
11. Meaning of Abblreviations....... Cearessran s Ve
12, The Tormentora...... fertaamnestacannas crevrr

13, Movoment of Ulmraﬁterﬂ during the Act, .o v i,
14, Going Up. .vvivrvrnnass

LI BB B B B RN O NN N R B BN B BN BN R RN B

12
2
12
13
14
14
15
15
16
15
15
15

10
16
7
17
17
17
18
18
19
20
20
21
21
22



TABLE OI' CONTENTS. XV

15 Cﬂmlllg DHTFH B B B B R I I Y B L L B L Hﬂ

16. Lrnsqlng Ovor.... ...., 2
17. Ixorsige in Htuga anmlmnta ........... Cerern e 21
18, Incidonts ..... CiredrarEan e v resteia e nens voe O3

19. Millur BllEillﬂEE--iltlil;j I L B N LA N O B RO IR O B 23

CHAPTER V,
BTAGE PLANS,
1, Interiors .. ... G h et e searse Meatesiesrivs verenanse 2B
Plan No. 1... vve viinrre asinas fiaraarean . 25
9 Doors and Windows. .o vecieriirerriorries, creves 25
3. Number of Entignoes. .... v vvi viiienias vor 20
Plan No. 2..... ..... vh baare shensarenes 20
¢, Plan with Run....... beeaanenan R -1
CHAPTER VI
RTAQRE PLANS (continued),

1. Ewd;emurs.... .............. Peeananes direniaens . 28
Plain Noo 1 oiiiiciiiiianens Ceverhturenenn veey 28
2, General Remarks on lem. ........ beriavevisnnis 28
Plan No. Bovrrr i vt tinersnaneeorsannnens veors 20
8, Additional Ahbmwutjmm for btngﬂ{:dttmgs . 29

4, Matorial for Beene-P’lots for the abovao Intﬂmurs
and Exteviors.. ..... et eerns b aenaeenaes 20
For Interior Plan No. 1....... G r e aeneanas .. 30
Ffor Interior Plan No, Z.......... D
For IExterior Plann No. 1...iaiviiiireriersnans, 81
For Kxterior Plan No, 2..... bese anvvresrraass Sl
g, Property quta..... ....... A 1

QHAPTER VIL

DIFPLRENT KINDE OF IPLAYH, — TRAGEDY,

1., No Syatematio Classifieation,......covenvn.as v 33
2, Thwo Prinvipal Clagses. . cvvrvrvivivinrirerssarnsss 82
3. The Distinetion Valuable...ovr ciivrirnsrvsreess 38
4, Differont Clasges of Plays....o..ooviiiiiivarinnd, 8¢
B, Tragedy oovovcinniinrininiioinivinis siiiaessss 34



XVl TABLE OF CONTENTS.

6, Comody ...c.v cveitriiiiriarii st venven, 35
7. Tlmme, Charneters, Plot, and Stylﬁ .......... ae. 3B
8. Tho Themo ... vivvrirevintorraenoasssee oo voea OB
9, Kinds of Tragedy. .. .. o0 e civvrrvansnass a7
10, Meaning of the word * Classie g C e Chenane a7
11. Meaning of the word * Bomantie”.......... ..., 48
12, Aneiont Classiec Tragedy. ... ..o iiviiin v i v, a8
13. Theme, Chavacters, Plot, and Style .........c000, Y
14, Modern Classic Tragedy....oovvriivrirniinnen. 80
16. Theme, Charactors, Plot, and Style..... Cevata . 80
16, Romantie Tragedy.....oovnivr iy vrviiineas . 40
17. Themo, Charaoters, Plot, and Style........... oo 40
18, Mediated Tragedy.........vvv. L. Certtaaaes veeen 41

CHAPTER VIII.

DIFFERENT KINDS OF PLAYE (continted).— MEDIATED

TRAGEDY.

1. Subdivisions........ Cevarran e Crasas vrenasnarss 43
2. The Drame...... T, Cerivrnase e raanan o 43
3. The Romantie Drame......... ... .. e ranesaenns 43
4, Thems, Chavaotors, Plot, and Style...........ovis 44

5. The Social Drame....covvves os e tt et voo 45
ﬁ T L T T Cenva 45

7. Themea, Characters, Plot, and f:tyle, e enaneas .. 46
8 The Emotional Drama. .o vvrer verrverrnnvens 46
0, Thema, Charaoters, I’lot, and St}flﬂ R
10, Mslodrama.,..... e traenraarasae AP L ¢
11, Theme, Characters, Plot, and Styla,.............. 47
12, Spectaenlar Drams......... Cerees Caerreeraves vhr 48
13. The Musical Drama.......... Ceevees Y ¢

CHAPTER IZX.

DIBTERENT KINDES OF PLAYS (conlinued), — COMEDY,

1. I{indﬂﬂf Gﬁmﬂdf.--..1.-1;--11---1;;|-;--.-‘..4--.- 5{]
2, Anclent Classic Comody......ovviviiiarnissnien.. Bl
3, Modern Claggie and Romantie Comedy...... Ceane 51
4, Gmnmlynfhimmarﬂ........ ........... T ) |
8. The Comedy Drama. . PO 12
6. The Farce Gnmad}'-.... et asares sivanaerrtaenea D2



TABLE OF CONTENTS. xvil

7. Tho Tarce..... ranen s saes Cevanss
8. I.P]lﬂ l;“].'lﬂﬁ-quﬁ- N R L Ay b w g b a R A N ko P ﬁu‘

H. r_Fl].{! Bul‘]ﬂtt“ ----- TR R R EE R LR EEIEEELIREEEE R R ﬁl-"
10. Tho Comedictta..... .iiiivnaiss R i 1t
11. Recapitulation and Illnstrations.....cevveieveenes B

CHAPTER X,

THE PARTSE OF A PLAY,

1' Aﬂtﬂi-ltt """""" B R R R R R R R R EEE R TR ﬂT
2- ni‘?iﬂiﬂﬂﬂﬂfﬂlﬁﬂﬂtﬂ. T NN NN AR LR R R ﬁ?

8, Dafinitionn of 8 A6b. oo itriiniriernosrssonnnees 07
., Prntr'neto. e cevecenrsrarnvosarravnanraornssasesans 07
5. SEE“E TR TR R R R R R A T T Y ﬁT

Tn,hlﬂnu...“”..... R Y 1
'i'. SILUAION « v cvorvvrrrrrnes Chnes it anenns crersenaes 0B
8, Number ﬂfﬁﬂta ....... G h v rE s e st rarn s verre I8
8, Length of Aats, ...... ..... ... Ve e vearerres 8
10, How to Determine the Lﬂngth of an Act....vvenes B0

11. Rule for Determining the Length of o Play....... 1

CHAPTER XI,

THE FENTER,

1, Meaning of the Tarm....cooveviviiiiioniscinenres 62
2, Discoversd at Rise.. PR |12+
3. T]].EREHEII’(EI'.......-..-”-- N |
4., When the Tarm Re-enter ﬂlmuld lm 17117 IR |
B. Passingat Rear......vovveveiivnrsanrersririnissas 03
6, Appearance . Cee e
7. Management uf thﬂEntnr...,.................... (4
B L!.']I cﬂl.ﬂlltm‘“”... ......... Y IR A AR ﬂ‘]:

LI I B L B B B NN N B B RN RN BN RE BN RN BN RN NN RN ﬁl-]

0, memltimml Use of Entrances........ P (1
10, Lines with Butor,.......... N 411
11, Ussof the Tormentors, .. covvervvrennrsnsrrananss O

12, Prepaving for Entor. .. cvviiiviiiiiiiraviinnv,snre 00
13. Stereotyped Forms.. P |
14, BEnters prepared furbythu Plut;........ cavesvrsas 0T
15 L{m{llnguptﬂElltﬂrﬂf IEJt-ﬂri RN YRR R R Y GH
16, Namtos Mentionod, . eoovrveresrvarvnrssrrssssnsss MM
11- Duuhl& E“t'ﬂl‘--”a.;-;n-;1--n1;;--:”:ll:r:u-:1r ﬁﬂ
18. Unnoticed Butor..... v virvienvsrvtsrirnvncanses U9



xviit TABLE OF CONTENTS.

CITAPTER XIL

THE EXIT,
1. M{!ﬂﬂi“g ﬂf tlhﬂTﬂIm-”qn-a.;--..i.t N TR 7{]
2, Helation of the Exift to the Lines...ovvvuvaiens, . T
3, The Exit to ereate & Situation.......... e etaans T0
4, Exit without Lines..... R Ceraes G ienbtaaea A i |
5. Exit with an Apart........... Ch e reteaens 4 |
L E}tit- “ritll R'ﬂ"ﬂntﬂr -------- PP TEEE LR Fraga ?1

CHAPTER XIII.

 DIFFERENT ROLEE IN TLAYH, — MALE ROLES,

1, Types of Characters......... s e reeetees . 8
9, Clagsifieation of Actors............... e e rarreaes T3
s S ) T U O .. 13
4, Male Boles. . vvuerevirinriiinnerinnennnnes fer e . Td
A N T T O A , T4
6. Star Plays........ e arraaat e e eens oo Td
T D oue SIS . o vt e ss virear s arr e aaas tfi]
8, The Leading Man.......... e et taaa et . b
0, Tll{] I’IEHN}"----.---“- ----- TR R E R IR AR SRR Tﬁ
10, The First Old MoN., .. vvvvrverrrnorerocaencorsees 1B
11, The Second 018 Man, voovvirrriiirisireriereans (i
12. TllﬂGﬂmEdi&H ..... T L AR R R T R Y ?‘B
13, The Light Comedian.......... Cieveiviannarneess T0
14, The Low Comeadinnz.......c...... Cereren R
13, The Eeeentrie Comedian-........... Cerarenranaes i
16. The Villain. ..o eu, v G ededaneay beevevnses TT

].T- Tllﬂ l]“-vﬁﬂilﬂl'».-l-l---1-t-;i-:-illlttlninqtihtuun 73
18, The Walking Gentloman.......oovsaieiiniseinn 78
19! Th.ﬂUtilit}rhiﬂn-l‘-i-l!ll-itilliili‘li¥lrliiila* rrg

2[]'; TI].ES“BEI‘ llllllll L BN N NN NE N RN R NN NN ?3
21! Ghﬂl‘ﬂ.ﬂtﬂl‘! A-utn'rn'*t--lirlui.rl-;1.rl||-.¢|i|‘..t TE
22!- Dﬂuhli“gﬂpn---' llllllllll B8R gy kN gt gy ok TH

CHAPTER XTIV,

DIFFERENT ROLES TN PLAYE, — FEMALE ROLER.

1. Classifiention of Female Roles ..., e b anaa 80
2, Correapondenco to Male Roleg.. .v,ieveviierevins B0



TABI.E OF CONTENTS, Xix

3, The Soubrette.............. Ci e AbaErearrias teises BL
¢, The Ingdnua................ P bt . 81
b, Arrangement of Cast,........, bl v aare s oo 81
6, Cast of Traveling Companies..... R <

CHHAPTER XYV,

WHAT CONSTITUTEH A PLAY,

1, Defindbion e oo vsrrvernenriorearneerns. R 1 1
2, Thoe Story ...... e e eenr e rery e b reaans ceens OF
3, What Constitutes n btﬂry ........... C e wever e &5
4, Characters ..... R Cvreratanaarngy SO
5, Characters Suited to thﬂ 51713 1\ SO
G, Clmraﬂtﬂr's Distinguished. . ... Cerr i rer et oo 80
7. Self-Consistency of Characters..... Chare P . ¥
8. Characters as Foils.......... Chne ey e veenes 87
0, Completeness ........, baavataasnnass Frarteraran B7
10, Uniby . ovveriinviavionns ous Cie e birerraaee. e 88
11 Tha Threa Umtms. e r e s r e iee e 89

2o Unity of Aol ciaveirvrevrnsrosaarrneranersss it
3 Unity of Tima, ..o vierrirrrnrraasssiararsnrayens i
14, Unity of Plroe.....ovvviiiiiiieinina., Ve 59
16, The Story must be ona that mm be Aetud* vieeaaes OO

16, The btnry must ho suited to Stagoe Conventions. ... {0
I.Tl- Mﬂtivﬁd Illuiilant‘silil!llllf‘l'l*liiill'-l'l"|ililll Hl

" CHAPTER XVI.

WHAT CONSTITUTEY A PLAY {conttntied), — MEANS OF
ORFATING INTEREST,

« 1, Interest and Pleasure ... .voiiviisrriensnnroreses 02
2. Novelty..... P {12
in

3. Variety and Contrast,...v..vviviiiiiniiiinnania d
‘.l'- Suﬂpﬁnﬂﬂ-ra+-|- TR I R R R R R R R R T I 'Ei
B, Surprigo ., .ovvuveianns A et v e anna R 1}
‘G, Climax . ...0veus D -
Te TTumor and Pathos. . covovne tr tvvervnrncnnsarss: 90
8, Whore Storivs come [rom. cvvirvvrervirerrrrsan s 0
0, Character of Good Stoxies. .vvvvrvicvsrrirerassas,s 03
10, Adaptation « oo iivivvsiiniiiiisniressnaasaaassresa B0
11. ﬁtlﬂptillgﬂﬂ\?ﬂlﬂ-.--- LR R N a n N R RN AR ﬂ?
12, Adapting Forsign Plags. .o eivvaeiviiriserirvanise 87



XX TABLE OF CONTENTS.

CIIAPTER XYVIL

THEORETICATL, (ONSTIIUCTION, — BEXPOBITION,

1. Making the Oatline..............cov0t. ber vaee 08
2, Intervals ...o..ovii i Ceneeraraarnys . 54
3. Purpozeof the Exposition. ...........000vhe Cearee 49
4. Managoment of the Exposition...... Cvrraran e v 1,100
5. Methods of Exposition.....ovvuvennss bevhe e ae 104
G, The I’rologue..... s e Carvatne ua Cue s 100
7. The Spoleen Prologtig. ..o vovviiniiniias e ve e 200
8, Tho Acted Prologue........ e el rerressraes 101
9, Exposition by Nareation, .......... R L) |
10. Spivited Narration. ... .. Crrerae Cetaean PR 14 )2/
11, Poiuts of Effeotiveness......vooovivvivnas Ceveranes 103
12. Exposition made part of tha Stury R ()&
13, Implieation......ccoovniiiiiiiiirineans Cieaes oo IO
14, Irnphﬂutmn by Wurds .............. e etasieraeen iG4
15. Analysiy of Implmutmu by Wmdﬂ ............ 105
16, Implication by Aotion. . P ) Y |
17. Length of Expnaitinn...” ............. AP 11

CHAPTER XVIIL

THEORETICAL CONSTRUCTION (conlinued)}, — GROWTIT,

1. Growth and Exposition....... gt ... 100
9, Conflict and Plot...... e teaiean R 1 411
8. Beginning of the Growth.......... P & L1
4, Elements of the Confliet............. PP & |
5. Main and Subsidiary Aetiens. ....o..oh00vvven,...113
6, Example of Subsidiary Actlon.......... vvereiae. 118
7, Analysis of Illustrﬂ.tinn....“.................. 15
8, Episodes .......... Ceierenaieey ciraciin PP 1)
8, Series of Climaxen....... PPN & 1 |

CHAPTER XIX.

PHRORETIOAL CONSTRUGTION {conitnted). =~ THI
HEIGHT O GRAND OLIAMAX.

1. Tying of the Knob....cooviivveniinenn,, 118
2, Rules of the .[I'Eiglltr-in-\H--.-lti:--;t-----..it 118



TABLLE OF CONTENTS, xx1

3. Height as Comsequence of the Growth...... Cear e 119
¢, Height as Summing up ol the Growth.. R 4 £
ﬁ Place of the Height. ..o i iiiiiiiiiiiiiiin, 150

G, Multiple Climaxes. . ..coveeriiaiiinsnan, vinernaa181
7 Management uf Multxp]ﬂ Climaxes, .o vvvnavs v 181
3 Hlﬂﬂtfﬂtlﬂll EE NN NN NN E NN 1111112‘3

CHAPTER XX,

THEORETICAL CORSTRUCTION (continted), ~ PHIY FALTL,

1. Olject of the Fall................, i 124
2, Managenent of the Ifall ........00vviiis Crrreaans 124
3. The IFall in Comody...ooovvivien Prteirer et N P
4, Interposition of New Obstreles, ..o oiviiviianin, 125
b. Emphasizing JCnown Obstaclos. .. oveivsenniin 127
G, Nocossary Obataeles......ooooviiviiinivaiiniiia, 128
7 Obstacles 1&511It;mg from the Removal of Othm-ﬂ. . .120
8. The Fall in Tragedy. ... oviiiiiiinisnas Cerena 14

9. Happy Ending suggested............cooconins.s, 132
10, Mediated Tragedy...oovvrieerireensay R 184

CHAPTER XXI,

THEORETICAL CONSTRUCTION (confinted),—THBE OLOSE
OR CATASTROPHI,

1. Killdﬂﬂ'fclﬂﬁﬂ --------- FENNNEE bearsaeresrarensa 8D
2. The Tragio Catastrophe........... Pheranens berens 130
3. Daath the Result of Transgression..covves ey vu. . 136
4, Manapemont of the Tragie Catastropho........... 150
B, Tha Close in Comedy,...vvvvi. AR .
8, Close with * Gag"........... .. e rees e 139
7. Address to Aundienag.....vveeies T 111
8, Closa in Mediated Drama........ ..o000. evee seaddl

0, (General Remarks on tho Cloge. .. vver s vinennnes. 141

CIHAPTER X\II.

THEATRIQAL CORVYENTIONALITILR.

1! Impn'rt“-n'ﬂﬂ Df tlll{} Sllbjﬂﬂtl LAL L N NN EE NN '11111
2. Kinds of ConvontionB. et vrersernnsnnnens cere e 144
3. Point of Viow of tho Audienco...vvveerenensun, . 148



XXil TABLE OF CONTENTS.

4{ Smgﬁ DfﬂtﬂnﬂﬂsllllliilllitiI-"ii.liil'l"'il“l"lliiqﬂ
B, Changes of Scene during the Aot ..vvvvvvvvann, T

G, Order of Seones. .. oo v vvennrinerrisnsonntsravsn. A
7- Stﬂgﬂ ElltrﬂnGEHi e A l'l--llnl-llll"*i‘*"'l!“'l"'!t]hl-ﬂ

8. Stege Doma....vv.oviss, S )

g, Stage Traditions. .... e bevrenen ivaseneil 80
10, Stage Tiwe........o0e0n, P bha by v o 2 1)
11, Writing Letters, eb0.. c.. v ivrririiiiiiarannns 15
12, Time hoetween Actg. ... viveecinnrin, P £ |
13, Conventionalities of the Dinlogue...... arrir e 182
14, The Monologue.....ccvii v iiivnnnnees N ) 12
15, The Apart, ..., ovues, e bar v re e g PR £
16. The Aside..... e a ot ittt ey R P |
17, The Stage Whisper.. ..o i iiisnion, R £ ¢
18, Relating Enown Eventa. ..o vvvauss., AR 1
10, Unimpnrtaut Diﬂlﬂguﬂﬂn YR EEERE Y SEREERRERR 1155

20* Gnstunlar‘i“!rtflili' PR l""iiii!*lllliiilililﬁﬂ

CHAPTER XXIII,

HOW T0 WRITE A PLAY. — BLOCKING QUT,

1. Getting to Work. .........cvt., Ce rens Vhaaan ... 187
2, Selaotion of the Story...cvvserviiiiiinas, Cetieian 158
3. Expansion of thaStory....vevvvevninse caraeness.,108
4, Questions and Answers...... et et .+ 1050
5, Importance of Taking Notes........ R 1]
6. Arranging the Material.............u0s. P
T. Ghﬂrﬂﬁtﬁrﬂ ------------- PR TR hilillilihl!l-llﬁz
8. Synopsis of Situations........ e riaaee careees 104

CHAPTER XXIV.

HOW T0 WRITE A PLAY (contintied), — REARRANGEMENT,

1, Ordar of Work......vviiiiiiivininas Cerbeernrran 167
9, Exposition. ......ovuvs Cr e U 1 1.
3. Whatis tobe Told...vv vivvinvonnivnnniererses, 168
4, JTow it shall be Told........ Ceiiaaaens Crrrer e 170
i, Proparing for Later Incidents....covvivirns. e 174
8, Length of the Expositlon.....ioiverrivanrvencin, 174
7. Order of Incidents........ovuu.s R & ¥
8, Incidents not Reprasented on the Stage........ . 176



TABLE OF CONTENTS. xxiii

g, Division 1nto ﬂﬂtﬂ: ---------------- vevavearanran dTT
10- Pl'i“ﬂip]ﬂﬂ ﬂf Di\*iﬁlﬂl‘l. ' 1‘1 BEEEEE R R R R IR TR Y -1??
11, Applieation of tho Prineiples............. veaenes 178

CHAPTER XXV,

HOW TO WIITE A PLAY (continted), — FILLING IN,

1. Outline of SEones. . ovirerverianiiriiiriiivinan. 1851
2. OI'(].{!II'ﬂ'f SEEIIGE”- ----- AN EFYa T ------.--;;...1”2
3 (onnection of Saones. .. ivieiiiiiiiiiiiiis e, 0 182
d, SequanﬂaufSﬂEIlEE ------ AEEREEERRE coverarrenana 183
B, Variety of Seenesg......ooiceveisvarviiaarianss.. 183
6. Variaty of Emotions.........ovviiiin. viverenas 183
7. Number and Grouping of Charaeters............. 184
8, Variety of Exits and Entors.....oooviviiivniin 184
0, Time of Characters on the Stage...... Crarrrerare 185
10. Opportunities for Dressing. «..ovvvereiinirin, 185
11. Opportanities for Acting.......v.vee.. vevararies 180
12, DIalogue «vovvevaeresngoesnnsrsasssasrosraansnas 180






THE ART OF PLAYWRITING.

CHAPTER I

THE TIIEATRE 3TAYP,

1. Offteers and Attachds, — The organis
zation of every well-equipped theatre includes
the following officers and attachds,

The Officers arve ; ——

(1) Ture MAwager. The manager has
general charge and oversight of the theatre;
attends fo the engagement of the company,
if the theatre supports a stock-company,' to
the Doolking of companies,® and — what i3 of
most consequence to the playwright — deacices
upon the acceptance of plays submitted to the
theatre.

(2.) THE AssrsTANT-MaNAceEr., In the
largest theatres there is usually an assistant.
manager who transacts routine business, and
whose principal dulies consist in superintends-
ing the minor details of the general manage-

ment.

1 Seo Chapter xiv, &
2 Arranging for datos whoh companics shall producs

their plays,
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Tivery company on the road! is accompas
nied and managed by aread-manager. These
managers either attend to the production of
plays as a personal speculation, negohating
with aunthors for the sale of plays or the
right to produce the same on certain condi-
tions, or simply manage the general business
of stars,® or of traveling stock-companies.

(3.) Tur Treisvrer. The treasurer has
charge of all .the moneys received or ex-
pended by the theatrve. Ilis principal fuuc-
tion, however, 1s the control of the box-office,®
and the accounting to the manager of the
amount received, after each performance of a
play.

(4.) Tue Srace-Mavaeer. This impor-
tant functionary has entire and supreme con-
trcl of the stage during the relearsal* and
production of a play, He personally superin-
tends rehearsals, attending to every detail, —
the movaments and the grouping of the actors:
for situations, scenes, or tablearns,® the arrange-
ment of the general stwuge-seftings,® the pre-
paring of scene-plots™ and of property-plots,®
ete., ete,

1 A travoling company producing one or more plays
throughont the country.

¢ Soo Chaptor xiii, 5.

8 Frequently ealled the tickat-office.

* The recital and preparing of a play for its publie
pradustion.

5 Hea Chapter x, 6. ¢ See Chapter i, 12.

T Seo Chaptor iii, 10.  See Chapter iii. 11.
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A good stage-manager has almost as mmeh
to do with the sucecess ol a play as the actors
themselves,

All stock-company theatres employ a stage-
manager. Theatres that simply do Lthe book-
ing of traveling companies have a locul stage-
manager, whose duties are more liited, and
who, alone or in conneclion with the visiting
gtage-manager, prepares the stoge for the pro-
duetion of the play to be given,

(6.) Tae RrAper. Somse of the metropoli-
tan theatres that ave in the habil of bringing
out original plays employ a professional
reader? of plays, who exanunes all the man-
usecripts submitted to the theatre, rojects those
that are hopelessly mferior, and recommends
to the manager's attention such as are avail-
able, or can be made so by revision,

2, The .Attachéds, — Persons of legser im-
poriance connected with the theatre are : —
(1) Taor ProrerTty-MaN, The Dbusinoss
of the property-man is to care for all the avti-
cles, miscellaneous objects of all kinds, farni-
tuve, appendages, etc., known as properties,?
used in the production of plays,

(2) Tue Fry-Max, The fly-man altends
to the shifting and dropping of such seenery
as can be handled from the »igging-loft, or
Jiies.B

"1 All manuseripts should bo sent to the reader. Xf o

play is 1ejected by lim, an appeal to the mannger is

ugeloas,
% Seo Chopter ii. 11, 8 Sos Chapter i, 3, (1) and {&)
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(3.) Tar Gas-Max. The gas-man regus
lates the light on the stage and in the audi-
torinm during the production of a play.

The term is still retained, in spite of the
fact that electricity has, in many theatres,
taken the place of gas as a means of illumi-
nation,

(4.) Tug SomNk-SHIFTER, The scene-
shilter handles such seenery as can be moved
in the wings!

(6,) 'me 8raer-Carrenrier, The stage-
carpenter, besides doing the general construec-
tion and repairing of the stage and the
appurtenances, has special duties during the
progress of the play. He attends to the me-
chanical details of the stage-setting, such as
the building up of elaborate set-pieces,® runs,?
stairways, ete,, to the movement of machin-
ery representing waves, moving vessels and
the like, and is constantly or hand in the
wings to superintend the shiffing of compli-*
cated scenery.

(6.) Tue Trcxer-Taxer, The ticket.
taker attends to the taking of the tickets at
the entrance of the anditorium, and aceounts
to the treasurer after the performance.

(7.) Tue Baoxpoor-Knerer, The back-
door-keeper guards all the entrances to the

I Sae Chapter ii, 7. ? Sea Chapter iii, b,
8 Sao Chapter i, 0.
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gtage (but especially what is known as the
stage entrance 1), during the performance.

(8) Tur Heap-Usunk, The head-usher
anel hig assistanty seat the audionce.

(9.) Tnr Dirvoror or Tur ORCUESTRA.
The director of the orchestra has charge of
the orchestra, and consults with the stagoe
mangger about the music to be played during
the periormance, in accordance with certain

cres.?

1 The entranee admitting the aotms to the stago with-

ount passing through the auditorinm,
2 The last word of & gpoecch whick a player fg to an-
swoer. A musie cue is taken up by the oichostra as it

would he oun the stage by an actor,



OHAPTER IIL.

THE STAGE.

1, The Boards.— In a limited sense, the
word stage signifies the floor, or the bhoards,
on which theatrical performances are exhib-
ited, as distinet from the auditorium ; hence
the expression to go on the boards, meaning to
become an actor,

9. The 8Stage. — In its more extended
meaning the word stage is applied to all that
region which lies back of the proscenium,! of
which space the visible stage occupies but a
very small portion,

3, Parts of the Stage.-—— The stage has
some nine distinct parts, as follows ; m-

(1) The stage proper, where the action of
the play talkes place.

(2.) The proscenium, the frontispiece, or
front part of the stage, 4. e, all that is left
exposed to the view of the andience when the
curtain is down.

(3) The wings, a series of chambers or
platforms on each side of the stage proper,

(4.) The flies, the space above the curtain
and extending over the whole of the stage.

1 Soe this ohapter, farther on, 3, (2).

-?
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(5.) The ripging-loft, the same space ocen.
pied by the flies, but consideied with partic.
ular reference to the machinery contained in
i,

(6.) The dock, the space under ithe whole
area of the stage-floor.

(7.) The green-room, a survival of the old
Hreynge-house, or tireynge-room, where the
actors assemble, awaiting the time for the per-
formanee to begin, or to which they retiro
when not needed on the stage,

The popular conception of the green-room
as a sort of promiscuous dressing-room is
absurdly fallacious.

(8.) The property-room, where are kepl the
miscellaneous objects used on the stage, ex-
cepling scenery and sets of furmiture,

(9.} The dressing-rooms, where the perform.
ers dress for and during the performance of
the play.

4. The Stage Proper. — The action of the
play usually takes place on the floor called
the stage proper, 'This floor slopes upwards
and away from the audience, thus gaining the
effect of foreshortening, and so appearing
deeper than it really is.

6. The Btage-Cloth, — The floor of the
stage proper 18 usually covered with o green
cloth, unless other furnishing, such as carpets,
. rugs, ete., arve called for by the play, When
the cloth is to be used, the technical expres.
sion eloth down should be inserted in the manu.
geript at the beginning of the act.
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6. The Proscenium.-— The proscenium
varies in size in different theatres, being some.
times reduced to a mere strip not a yard in
width, On the side nearest the andience are
the foot-lights, a series of lights casting & pow-
erful reflection on the lower part of the stage,
Though foot-lights are still in common use,
different and better systems of lighting up
the stage have of late been devised.

The proscenium in many metropolitan
theatres has on each side one or more series
of bowes, 1. o. seats inclosed so as to form
small private parlors overlooking the stage.

In front of the foot-lights and below the
level of the stage is seated the orchestra, the
conductor's seat being on a platform elevated
above the seats of the rest of the orchestra.
Various mechanieal and other devices ars now
in use for concealing the orchestra either in
a portion of the dock or in the flies.

7. The Wings, — The space on each side
of the stage, from the side walls of the the-
atre to the scenery when set up for a play,
is called the wings. The space in the wings
varies according to the amount of actual space
required for the performance of the play.

In most theatres, the greater part of the
scenery is kept in the wings or af back, i, e,
against the hack wall of the stage.

There is a tendency in the larger theatres to
do away with the storing of scenery in the
wings, all or most of the different pieces of
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scenery being made to ascend from the dock,
or to descend froin the flhes.

8. The Flies. — In the larger theatres, tho
flies take up the greater portion of the stage,
not omnly extending over the whole region,
but going up several stories to fully double the
height of the prosesninm areh,

Tn the fies are found the rows of wind-
lasses, rigging, ete., used for the raising or
lowering of the scenery. The paris of the
flies occupied Dby this machinery are termed
the rigging-loit,

9, The Dock., — The region under the
stage called the dock is also, in the largest
theatres, divided into several stories by suc-
cessive floors. Here is found the maclinery
for operating the ¢raps,! raising and lowering
scenery through the stage, ete.

10. The Green-Room.— The green-room
is a luxury not always found in smaller the-
atres; and even in larger theatres, private
parlors connected with the dvessing -rooms
are preferred to one larger room, some the-
atres combining both.

11. The Property-Room. — The property-
room is & repository for the innumerable olb-
jects handled, sat on, brokon, thrown abous,
or pointed at during the progress of the play.
IHere are to be found Ilamlet’s “recoirders,”
Shylock’s knife, Juliet’s vial of poison,
Prospero’s wand, Richeliew’s manuscript, the

1 See this chaptor, farthor on, 18,
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brass money that Armand flings at Camille,
and the tin dagger with which Brutusg stabs
Clresar, — not to mention rubber turkeys,
pasteboard beakers, papier-maché legs-of-mut-
ton, and all the rest of the realistic though
deceptive articles that go to make up the cus-
tomary stage banquet.

It is well for the playwright to remember
that in most of the smaller theatres the list of
groperties includes only the articles most com-
monly nged upon the stage. Costly proper-
ties, or articles that are hard fo obfain outside
of large cities, should, if possible, be avoided.

12. The Dressing-Rooms., — The dress-
ing-rooms ara located where they will cccupy
the least possible space. While in many of
the larger theatres these rooms are actual
bhoudoirs, easy of access from the stage, in
most of the smaller ones they are bare, car-
petless boxes, sibuated without regard to the
actor's convenience, in the flies, in ths dock,
on the side of the stage, or midway between
the floor and the rigging-loft.

138, The Traps.— The traps are holes cut
through the satage-floor, and furnished with
apparatus by means of which an actor may be
dlowly or rapidly elevated from below to the
Ievel of the stage, or in ihe same manner
lowered from the stage into the dock.

It ig impossible to go into details 1egarding
the different kinds of traps. Somse of the
modern stages are lilerally honeycombed with
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them, so that in any quarter of the stage there
can be made to open a hole just large encugh
to admit a gas-pipe, or a gaping chasm capable
of swallowing up a (canvas) city,

The term trap 1s also applied 1o openings
cut in the scenery for the sudden appearance
or disappearance of performers,

14. Dimensions of the Stage. - Stages
are of various dimensions, according to whether
they are built for general or special purposes.
Stages that have neither complete rigging-
lofts nor docks are not well adapted to the
production of speetacular plays.t

The dimensions of the smaller theatres
throughout the country will average about as

follows : —

(1) Width of stage, including wings . . 05 ft,
(2) Depth from tha foot-lights to baok

wall of stage ., ‘ ‘ . . o0 ft.
(8.) Haight of rigging-loft . o« 40 £,
(4.) Spaca above rigging-loft . . . b ft.

Theatres of the above dimensions seldom
have a dock of more than one story,

} See Chaptor viil, 11,



CHATTER II1,

THE SUENERY,

1. Stege Boenery. — The varions paint-
ings or other representations of inanimate
nature required for the production of a play
— gxcepting what comes under the head of
properties and furniture — constitute the
scenery.

As it is not within the scope of this hook to
describe in detail the different kinds of scen-
ery used for theatrical performances, this
chapter will deal only with such features of
the subject as are of special interest to the
dramatist,

2. Different kinde of Socenery.— Thers
are four important kinds of scenery ;: —

(1.) The drops.

(2.) The flats and wood-cuts,

(3.) The set-pieces,

(4.) The borders,

3. The Drops, —The drops are usually
painted canvases let down from the flies.
Since they have no wooden frames, they are
often termed cloths.

The prineipal cloths a16 ; ==
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(1) The green curtain, lowered when the
play is over.?

(2.) The front curtain, or aot drop, which ig
down until the play opens, and is lowered at

the end of each act.
(8.) Baok, or scene eloths, lowered at various

distances {rom the front, usnally to represent
the vista of exteriors.

4. The Flats and Wood-cuts, — Under
the heads of flats and wood-cuts come all
struotnres of canvas stretehed tightly on
wooden frames,

In the larger theatres, flats ave usually made
of one piece, arranged so as to be let down
from the flies like drops, or pushed up from
the docks, When removed, they aro said to
be whipped off. '

In most theatres, flats are made in two cor-
responding pieces inbended to bs pushed out
in the grooves?® from the wings, and to join
in the middle so0 as to form one coniinuous
geene,

Wood-cuts are structures of canvas stratched
on wooden frames, cut 80 as to represent ox-
namental pieces, such as avches, trees, eto,
They have a variety of other names, as ou-
woods, stde-scenes, and wing-outs,

In exteriors,® where they are mostly used,
they form the scenery visible on each side of

1 Mont theatres havs no groen curtain,
4 Soe thix chaptor, farthor on, 8.
3 Sop Ohﬂptﬂr vi» 1,
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the stage, constituting the various enérances?
to the stage proper,

5, The Set-pieces.— A set-piece iz a strue-
tnre built out from a Hat, or standing 1solated
on tho stage.

Among the many different set-picces the
ones most commonly uged are: —

(1.) Set Lionses.

(2.) Set trees,

(3.) Set rocks.

(4.) Set mounds.

(5.) Set water,
Tiverything on the gtage that can actually

be used i8 called practicadis (sometimes short.
ened to practical). Thus a set house is prac.
ticable if it can be used as an enter or exif ;9
a window, if it can be opened and shut; a
mound, if it ean be used as a seat, etc. In
set houses one window and one door ars usu-
ally made practicable, the rest being merely

painted,
6, The Borders, — The borders comprise

the acenery let down from the flies to & point
just below the level of the proscenium arch,
50 a3 to conceal the rigging-oit, They are
used to represent clouds, the sky, ceilings,
tops of trees, ete, and are called cut-borders
when they allow objeets behind to be seen
thvough them. Cut-borders are usually tree:

fops.

} Boe Chapter vi, plan No. 1,
8 See Chapter xd, and xil, alge plan 1, Chaptor vi,
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7. A Bunch-light, — A bunch -light ig
formed by a number of lights bunched to-
gether, supported by a rod and placed whex-
ever necessary. When a “ealcinm” is neces-
sary, the gas-man is told lo “get hig caleium
on,” Thege lights are used to produce certain
stage effects, such as moonlight through win-
dows, etc. '

8. The (Grooves, — The gide-seones (them-
selves sometimes called wings) when pushed
out from the sides of the stage, are supported
at the top by a series of grooves built out
from the rigging-loff, and at the bottom by a
similar series consiructed on the floor of the
stage. Scenery thus shifted is said to be run
on. Nets of grooves vary in number from four

to six.

9. A Run, — A run i3 a wooden inclined
plane coming down towards the front of the
stage, A run 18 always practieable.

10, A Boene-Plot. — A gcene-plot is the
plan, or prepared appearance, on paper, of
the stage when all the scenery has been
located for an act or scene. It also includes
the location of all the [urniture needed for
the action of the play in each act or scene,

11. A Property-Flot, — A property-plol is
a 118t of the various articles required in each
act.

12. The Setting of a Play. ~ The selting
ol a play consists in preparing the secene-plols
for each act, scene, or tablean, and also malk
ing oul the list for the property-plots.



CHAPTER IV,

STAGE DIREOTIONS,

1. Lines and Bueiness. - The following
passage from Bronson Howard's Saratoge
will be used to illustrate what we have fo say
under this head : —

[Enter Lucy L. 2 . rapidly |
Lucy. XEffio — Virginia - Mrs. Alston !
Effie. Oh - Virginia — Luey — Olivia !
[Ladies moving to and fro.]
Mrs. Alston, Oh —Jaelk— my dear Jack — My first
love! [Sinksinte a chair, C.]
Vitginia. Frank — my last lovel [Sinks Jeside
her, L ]
Lucy. My husband! [Sinks beside her, R.]
Eflo, [Standing buck of her chair, C.] Rebert!]!]
J'aime que toi ——my only love |
[Ladies all choke, and then burst into simultaneous sobs.]
Tableau,

Clurtain.

2, Analysis of the Illugtration. — A
brief examination will show that the above
extract is made up of two kinds of matter : —

(1) The words that are put info the mouths
of the characters.

(2.) The various directions, such as entern
ginks into a chair, ote.
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8. The Lines. — The first arc technioally
known as the lines, that is, the dialogue,

4. The Business. — The sceond, called
the husiness of the play, includes all move-
ments, gestures, inarticulale utterances, ete.,
with which the actor accompanies the «read-
ing »? (4. e., the speaking) of the lines,

Only the most essentinl business need he
indicated in the manuseript, HMuch will bo
implied in the wording of the lines; still more
must be left to the option of the aclor. It is
a rule, however, that all the exdfs and enters?!
should be carefully inserted at the proper

points in the lines,
Stage directions is a wider term than busi-

ness, including movements of scenery? and
stage appendages; as, ¢. ¢., the word *cu
tain? at the elose of the passage quoted.

5. Kinds of Businegs. — The amount of
business deemed necessary to Dbe inserted in
the manuseript varies greatly with different
playwrights, The following classification in-
cludes the most essential business of a play :

(1.) Liocation of characters at rise,

(2.) Enters and exits.

(3.) Location of characters during the act,

(4.) Incidents of the play.

(5.) Loecalion of characters at ¢ eurtain.”

6. At Rise.— Characters on the slage at
the moment the eurtain rises, are said to be
Tiscavered wt rise. It is usual to indicate atb

1} See Chaptars xi. aud xii. 2 Soo Chaptor iii,
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the beginning of the aet whatever is peculiar
in their positions or occupations., For exam.-
ple, at the opening of the third act of London
Assurance, Max and Sir Harcourt, Dazzle,
Grace and Charles Courtly are discovered at,
rise,

Tho stage directions run ; —

# Max and Sir Harcourt seated at one side, Dazzle on
the other. Grace and young Courtly playing chess at

back)”

7. Enters and Bxits, — The exact mo-
ment at wlhich each character comes on or
goes off the stage must be carefully indicated
by the terms enter or exit (plural exeunt) in-
gerted at {he appropriate point in the lines or
the other stage direclions,’

8. Loocation of Characters during the
aot, — Kvery significant action of the charac-
ters during the act shonld be indicated in the
manuseript. Further, it is offen desirable to
point out the exact location on the stage at
which the action takes place.

There are two methods of doing this: —

(1) By reference to objects npon the stage,
as tables, chairs, scenery, the other characters,
ete.

(2.) By means of conventional abbrevia-
tions referring to particular portions of the
gtage itself.,

The firat method requires no explanation,

1 Tor furthor treatment of this important topis, seo
Chapters x1, and xii,
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If a character i3 fo hide behind a piano or
mount a table, the stage directions will be
“ hides belind piano,” * jumps on table,”
etc.

If the exact position with reference to the
object is of importance, it should be included
in the stage dirveclion, as: “stands at left of
teble,” ¢ leans over gaie”’ ote.

The terms used in referring to particular
portions of the stage, together with the com-
mon abbrevialions, are given in the following

tables and diagrams ; ~—

9. Meaning of Abbreviations, —In playg
actually intended for the stage, abbreviations
only are used,

C. . » » * ’ . Gﬂﬂtl‘ﬂl

R, a » » » a . Rigllt--

I.h . » . 4 " » Lﬂft;

RO . .+ + +« + TRight contro
L. G . ‘ . . ‘ . Loft gentro,

The words Rear (or Baeck) and Front aro
always written in full,
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., 10. Plan with Hntrances. - The slage
is further subdivided as shown in the follow-

ing plan : —

-

11, Meaning of Abbreviations. — The
word entrance signifies the place at which a
character may make his appearance on the
stage from the rear (or back) or from the
wings.

G. D. * » A Gﬂntfﬂ dﬂﬂl‘.’-

D. R, C ' . Door rvight of centra.
Door laft of centra,
Right first entrance.
Right second entrance,
Right third entrance,
Right fourth entranea.
Right upper entrance,
Left first entrance,
Left second entrance.
. Laft thiid entrance,
L.4 1., . o+ v Left fourlh entrance.
L.UE . . +  Left uppoer entrance,

b
bt
&2

-
-
]
-
-

-

-

B b

.El'l'?'j;

=

-
L
E_J

-

aialab-T=E- 1k
b

-

o b el
=

Combining the two plans, the following
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abbreviations and stage directions can be
nsed : —-

R. roar, or back, R, {ront.
L. rear, or back. L. front.
R. C. rear, or Lack, 1. G, front,
C. rear, or hack, C. frout.

By comparing the two plans, it will be
noticed that the right and loft are subdivided
into right center and left center,

12, The Tormentors., — The first en-
trances, right and left, ave called the tor-
mentors, Some writers, however, nse 1 L.
for the first entrance back of the tormentor,

. Very few plays require mors than five en-
trauces from the wing. The upper entrances
are usually the fourth entrances, for full
gtage. d

The terms right and left are talen some-
times from the actor's right and left hand as
he faces the audience, sometimes from the
right and left hand of the spectator, The
former is the prevailing custom.

Sometimes I, (Prompter’s side) 18 used for
right, and O. P. (opposite Prompler’s gide)
for left.

13. Movement of Characters during tho
Aot~ Certain movemanis of sharacters on
the stage are designaled ag follows &~

(1.) Co go up.

(2.) To come down.

(8.) To oross over.

L
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14. Going up. -~ WWhen a character moves
towards the back of the stage, he is said to go
up.

156. Coming down, — When a character
moves towards the foot-lights, he is said 1o
come down.

18. Crossing over, — When a charactor
goes from one side of the stage to the other,
he 18 said to cross over.

These terms may be combined with the ab-
breviations given above to denote the part of
the stage at which the movement takes placs,
for example : —

(1) Coming down C. means moving to-
wards the front through the centre of the
stage.

(2.) Going up B. means moving ftowards
the rear on the right hand side,

(3.) Crosses over I, means that the charac-
ter is to move towards the right hand side,

(4.) Crosses over L. C. means that the
character moves from vight to left centre,

17. Bxercize in Btage Movements, —
The student will find the working out of the
following directions, with the aid of the dia-
grams, an excellent method of familiarizing
bimself with the foregoing terms and abbre-
viations ; —

A. and B. represent lwo characlers,

A, and B. diseovered at rise,

A, sitting at I, of tabls R. C.
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standing at R. of desk noar L. 3 If,
rises and crosses over to L, C.
comes down L.

and B. go up to L. U. L&

and B. cross over to R, 3 It,

goes up to D, C,

comes down R.

comes down fo L. 1 I,
erosses over to L.

and B. cross over to R. 1 I,

goes up to D, L. G,

crosses over and goes up to L. 3R

. and B. ecome down C.

A, and B. go up, A, L. and B, R,

Txeunt A, and B, A. D. L. C, B, D. R. C.

18, Incidents.— Almost every significant
event thal takes place in the course of a play
will call for some stage direction, HEspecially
is this the cpse when several characters are
supposed fto do the same thing simultane-
ously. Of this class are the expressions,
“ladies moving fo and fro,” — “ladies all
choke,” ete., in the passage above quoted.
As the number of things that may happen on
the stage is practically infinite, no general
rules can be given.

The beginner should be eautioned against
cumbering his manuscript with detailed de-
seriptions, or wilh direcltions for trivial and
unimporlant actions.

19, Minor Business, — Among the less

or

PFEPEEPPERW

> 5 b
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important stage directions 'may be reckoned
those perfaining to: —

(1.) Asides and Aparts.!

(2.) Dumb show.

(3.) Quick, slow, and half-slow curtain,

(4.) Change of scene, whistle scene, ete,

(5.) Musie,

(6.) Lightsup.

(7.) Lights down,

(8.) Noises outside,.

(9.) Gestures, '

(10.) TFacial expression,

(11.) Tone of voice.

Of these the first is indispensable, the see-
ond, third, fourth, fifth, sixth, seventh and
eighth, almost so. AIl of these should be
incorporated in the manuseript. The rest
must be left to the diseretion of the play-
wright, who may, in most instances, save timme
and labor, by leaving them in turn to the
imagination of the actor

1 See Chapter xxii, 15 and 16.



CHAPTER V.

STAGE PLANS.

1. Interiors, — In stage language an <nfs

»*ior means an in-door soene.
The plans given below are subject to nu-

merous modifications, aceording Lo the nature
of the interior called for by the play.

Prax No, 1.

Hﬁﬂ]‘i C-LDTH on .'DIHJIJ

f RC. €. L& \
‘H. ! Liu'rEl
‘H.EE} L.a B,
H.E L2k
=7 il
. . To1 B,

PROSCENILM,

The terms right and left, as used in thess
plans, are taken with reference to one stand-
ing on the stage and facing the audiencs,

2. Doors and Windows, -— In the above
plan the entrances can be either doors or win-
dows. In the proper sense of the word, a
window is not an entrance, though it may be
used to enter or leave the stage.
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3. Number of Entrances.— The torment-
ors, ¢. e., the entrances R, 1 B, and 1,1 B, do
not formn a part of the room proper, and are
used exclusively for enters and exits.

The three entrances at rear are usually
doors, If the plan calls for a number of win-
dows, they will be marked a2s windows in the
stage-selting. I'or example, if the L. 3 T is
a window, the description will read as fol-
lows: Doors 1. 1,2 & U. E.; window L. 3 I,

Prax No, 2,

k.

' NO BACK CLOTH an DROY

nllal

4. Plan with Run.— In Plan No. 2, the
space between R. 2 L. and flat near C.is a
run, The dotted line shows where the ran
joing the stage. At the back is a flat from
which a set scene, with door at C., projeets
upon the stage. The run may be usad for the
following purposes : —

(1)} It may be a glimpse iunto a couserva-
tory.

(2) It may be a stairway with adjoining
hall,
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(3.) It may be a small boudoir with a few
steps leading to i,

A small recess in an interior should always
be a run, or be elevated above the main floor

of the stage.
What has been said of Plan No. 1 will also

apply to Plan No. 2.

Back or side cloths in inleriors are in-
tended to conceal tho walls of the stage.

A great number of plans for interiorg
should be drawn by the student, bearing the
following rules in mind : ~

(a.) Reception or ball rooms require the
full stage, with three large entrances at back,

(b.) Rooms in which the action of the play
requires the presence of several characters
should be set from 1 I, to 3 1.

(¢.) No inlerior - excepting for short
geenes ! — should be limited to 1 E.

{(d.) Interiors for small parlor, laborer’s cot-
tage, boudoir, ete., should be set between 1 L,
and 2 L,

(e.) Arches and portisres should always be
practicable, urnless a portiérs is intended as a
hiding-place only.

(/\) Avoid using the tormoentors, as they
lead to nowhaere,

(7.} Let tho student # furnisli ” the above
interiors, thus propaving seene-plogs.?

1 Bee Chaptoer xxii, 0.
% Direotions for sceno-plots will he givon at tho end of
the next ahapter,



CHAPTER VI.
STAGE PLANS (continued).

1. Exteriors. — An exterior is an out-door
scene,

The plans given below are very elemen-
tary. Stage-settings for exteriors can be very
elaborate, representing noft only street and
agarden scenes, buf ocean and mountain pie-
tures, with many practicable features.

Praxw No. 1,

o e i
‘_B&Eﬂ CLOTH ~ GATIEN PERSPLCTIVE,
RUE L UE,

e, |
5 TREES HOUSE,
n.4FE NOT VRAGTICADLY

' | GARDEN SCENE] L.8 E,
. SET HOUSE, kijﬂi
PRACTICABLEM 1. 2 &,

1R,
TROSCENIUM.

2. General Remarks, — The two axteriors
represented in these plang differ in many re-
specls. The following are the principal points
the student should notice : —

(1.) Both gettings have back cloths. |

(2.) Plan No. 1, at left, has two houses,
one of which 18 o get houso with practicable
door, -
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(8.) Plan No. 2, at right and left, has rows
of houses, none of which are practicable.

(4.) Plan No. 1, al right, has no flats, the
trees between the entrances being wood-cuts
pushed on the stage from the wings.

Pran No. 2,

BACK CLGTH * SIREET PERSPECTIVE~

1.3 E.

RAR. &
f  [STREET SCENE] éi
:

/5

RIE, &

i

L2E

K- .

PROSCENIUM.

3. Additionsal Abbreviations for Stage-
Bottinga, — The student being now familiar
with elementary stage-sottings, may, if he
chooses, make use of the following abbrevia-
tions in the stage directions ! —

D. T, door in flat running back of siage.

C. D. F,, centre door in the flat,

R. D. T, right door in the flat,

L. D, T, left door in the flat,

R. D., right door.

L. D,, left door,

1, 2, 8, 4, 5, G, 1st, 2d, 84, 4L, bth groove,

4. Material for Beene-Plots for the
above Interiors and Hxteriors — Let the
student refer badk to plan No, 1 (interior), and
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loeate in the stage-setting the different picces
ol furniture mentioned below :—

For Inririor Prnaxy No. 1.

(1.) C., large table,

(2.) R. of table, arm-chair,

(3.) L. of table, two chairs.

(4.} In flats between R, C. and C., and G,
and I,, C., small stands.

(5.) In flat L. 2 K., fireplace,

(6.) In flal B. 2 I&,, sola,

(7.) L. C. towards front, settee.

(8.) R. C. towards rear, screen,

(9.) L. C. rear corner, easel with picture.

(10,) R. C. front, near C,, piano.

For IntErior Praw No. 2.

(1.} In flat, at back, from C. to L. (in the
centre), grate, with ornamental mantelpiece.

(2. At both ends of said flat, large arm.
chairs,

(8.) In run, between R, 2 B, and flat stand-
ing out from R. C. back, shrubs, flowers, ate,

(4.) In flat 1. 2 I, piano with stool in
front of it

(5.) R. C. front, small table.

(6.) R. of table, chair.

(7.} R. 8 I, soreen seen among the flowers.

(8.) On the run R. 3 L, statues seen amid
the shrubs,

(9.} C. towards left, sofa.
~ (10.) Chairs near R. 1 B, and L. 1 L,
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Fonr ExrerRIiorR Prnax No, 1

(1) From R. U. E, to L. U. E. at back, a

low stone wall, with gate in centre,
(2.) In front of set house L. 2 K., mat and

carpet going up the steps.
(3.) Near IRR. 2 Ii,, garden beneh.
(4.) At R. of beneh, garden chair.
(5.} R. C. near back, large sot iree.
(G.) Set trecs, or shrubs, L. C. near L. 3 T,

For Lxrerror Prnaxn No. 2.

(1) Small fountain near I, 2 E,

(2.) Vender’s stall near I, 3 I

(3.) €, large lamp-post,

(4.) Signs, hanging from houses, L. and R.

(6.) Set trees before houses, in flats R. 1
E. and R. U. B,

5. Property Plots. — Lot the student read
one act of any play and make out 4 property
plot of the aet, by ennmeraling every objest
mentioned as present during the entire act,



CIIAPTER VIIL,
DIFFPERENT KINDS OF TLAYS,

Iragedy,

1. No Bystematic Clagsiflcation. No sats
isfactory method of classifying the drama is
in existence among English-speaking peoples.
For the working playwright this is perhaps
of no very serious consequence, If his play
is & success, 1t matters little to him what
name 1s applied to it. Nevertheless, oceasions
arise when even the playwright would find it
convenient to indicate the character of his pro-
duction by a single word instead of by a long
ciroumlocution; while for eritic and manager
the defect is o matter of never-ceasing emhbar-
rassment and perplexity.

2. Two Principal Classes. — The growth
of the drama in all civilized countries has re-
sulted in the development of two classes of
plays, distinguished by certain general marks
of divergenee, One class deals with the seri-
ous agpeects of life, and is called éragedy ; the
other with the laughable aspects, and is called
comeedy,

In the sarly history of the stage, while the
dramatic forms were simple and criticism as
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yet undeveloped, the terms above given could
be used with accuragy and significance ; but
ag the development of the drama eontinued,
the two classes showed a tendency, in some
cases, to merge one into the other, until the
distinction lost much of its earlier impos-
tance, while the rise of formal criticism cre-
ated arbitrary standards where no essential
distinetion existed. To illustrate: the trage-
dies of Aschylus deal solely with the ssrious
side of life, the comedies of Aristophanes,
solely with its follies., In the tragedies of
Shakespears we find abundance of comedy,
and in his comedies, especially in the Merchant
of Venice, All’s Well thot Inds Well, and
As You Like It, scenes that might well form
part of tragedy. For examples of the influ.
ence of criticism in giving arbitrary names,
mention may be made of Dante’s Divina Com-
media and Corneille’s Le Cid.

3. The Distinotion Valuable, — Notwith-
standing the truth of the facts just atated,
the traditional cdlistinction bhetween tragedy
and comedy musil always be a valuable one
for the eritic. In the first plaes, it is & nat-
ural digtinetion, a direct result of the two-
fold charagter of life ilself; and in the soeond
placs, it is alveady thoroughly impressed upon
the popular consciousness. Whatever clagsi-
fications are made, thorefore, it will be advisa~
ble to use the sommon division into comedy
and tragedy as a ¢onvenient starting-point for
the discussion,



34 TIHE ART OT PLAYWRITING.

4. Different Clasgses of Plays. — The dif-
ferent kinds of plays which will he treated
in thig chapter are the following :? —

(1.) Lragedy.

(2,) Comaedy.

(3.) The drame, or Schauspiel.

(4.} The pidce. } The society
(5.) The emotional drama. play.

(6.) The melodrama,

(7.) The spectacnlar drama.

(8.) The comedy crama.

(9.} The musical drama.

(10.) The farce comedy, or farcical comedy.

(11) The farce,

(12.) The burlesque.

(13.) The burletta.

(14.) The comedietta.

5. Tragedy. — The general character of
tragedy, as that species of drama which pre-
sents the serious aspect of life, has already
been suggested, As it is the business of the
drama in general to portray the clash of in-
dividual inferests,? it is the peculiar function

1 No meution is made of tha old Tnglish miracle and
myatery plays, as they are no longer seen upon the stage
gither in the original form or in imitations, (For full
particulars regarding them, see Ward's or Collier’s Ilys-
tory of the Drama), ‘The snme remark will not apply to
the Spanish Comedias de capa y de espada, the Italian
Commedie defl' arte, and many other examples from the
Lwropean staga, hut their conneetion with the Hapglish
dreama of to-day is too romots to entitle them to oconsid.
eration here,

2 Soe Chapter xv, 1.
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of tragedy to represent this conflict as termi.
nating fatally, that is, as resulting generally
in the death ol one or more of the contending
characters; or at any rate, as involving a
gtruggle of a stern and momentous characlor,
from which escape is possible only through
the intervention of extraordinary agenecies,
Hence tragedy calls for characiers of un-
wonted strength of will and depth of serious-
ness, events of great significance, and an ele-
vated style of diction, generally verse,

6. Comedy, — Comedy is the converse or
tragedy. In it the conflict is always recon.
ciled at the end and all disasters averted,
The conflict itself, however serions it may
sesm during the progress of the play, tung
out at the end to have been a case of much
ado about nothing, The characters are either
not seripus in their aims, or 1f they are, the
objects for which they are striving are shown
to be worthless. In comedy some one is al-
ways represented as pursuing a bubble. At
the close, the bubble bursts, and with good-
natured submission the deluded pursuer ac-
knowledges his folly. It follows that while
in tragedy the characters are mostly {aken
from the higher walks ol life, in comedy the
average man ig the central fipure, The style
is familiar and colloquial, and generally prose,

7. Theme, Characters, Plot, and Style, —
From the preceding paragraphs it appears
that the prineipal lines of distinction between
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tragedy and comedy are to be sought for in
the theme, the characters, the plot, and the
siyle.

8. The Theme. — By the theme of a play
is meant the problem, social, moral, politieal,
religious, psychological, or whatever it may
be, which the play presents for the consider-
ation of the spectator. It is generally agreed
that the drama should not be didactic, that
is, should not directly teach anything, buf
this by no means enjoins the dramatist from
bringing hefore us questions of momentous
human interest and so treating them that the
rightful solution is suggested if not demon-
strated.

It should not be inferved from what has
been said that the playwright must select a
theme at the outset, and deliberately build
his play upon it, He may be conscious of his
theme, or he may work unconsciously and find
with astonishment, when his work is over,
that a theme has grown up under his hand
unbidden. A thoughtful man, with well-de-
fined views of the problems of human exist-
ence, can hardly present any picture of life or
society without giving it somewhere the im-
press of his own thought, and making it some-
how the vehicle of his own ideals.!

1 Fhig ling of thonght cannot be pursned further here.
It is porhaps needless to say that it involves some of
the most hatly contested questions in dramatic oritioism,
more porticularly the morslity of the drama, and the
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The theme in comedy is naturally of less
importance than in tragedy, and in the lighter
forms may not appear at all, Still even here
a master-hand will manage to suggest in a
striking manner current social or political
problems.

On the characters in gensral, and on the
plot, see §§ 4, 5, 6. The style is properly
a matter of rhetorie, and 1s brought in here
only ag a convenient element for purposes oi
clagsification,

9, Kinds of Tragedy.-- The principal
varieties of tragedy are:—

(1.) The ancient classic tragedy.

(2.) The modem classic tragedy.

(3.) The romantic tragedy.

(4.) The mediated tragedy.

10, Meoaning of the Word “(lagsio.” —
The word classie, as applied to the drama, is
used in several different senses, which it will
be well to distinguish at the outget. It
means { —

(1.) Belonging to the Greek or Latin liier-
atures at the time of their ascendancy.

(2.) Written under the influence of formal
riles of criticism. In this sense the word is
almost wholly confined to the French drama,
produced while the laws of the three unities?
objuctivity of the dramatist, Upon the latter point an

interosting ossay may bo fonnd (prosenting the obvorse
of the argument) in the introduction to Alfred Austin’s

FPrince Lucifer,
} Se¢ Chnpter xv. 11,
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wero considered of force, but it has been ap-
plied to the period of French influence in
Germany, Ingland, and Ttaly. The eclassic
drama par excellence belongs to the seven-
teenth century. Its influence lingered until
the opening of this century, when the Roman-
ticists, chiefly with the aid of Victor Hugo
and Dumas pére, broke over the clagsic rules
and ushered in a new order of drama,

(3.) The middle (or Greek) stage in the de-
velopment of art according to Hegel, The
whole saries i8 symbolic — elagsic — romantic.
This is a highly technical nse of the term, and
plays no part in the present discussion. 1%t is
mentioned here simply because it is sometimes
confused with the foregoing.

(4.) The best of its kind in any literature.
Thus we say of any fine piece of literaturs
which is certain to live, that 1t “has become
one of the classics of the language.”

11, Meaning of the Word *“Romantic.”
The following meanings are in uge for the
word romantic . —

(1.) Belonging to the literary movement
directed against the I'vench rules of eriticism,

(2.) The third (or Christian) stage in the
Ilegelinn system, as oxplained above,

(3.) Charactorized by great freedom of im-
agination and {reatmont, ag, . g, the Shalke-
spearean draina.

12. Ancient Classic Tragedy,— This re-
fers almost oxclusively to the Greek tragedy,
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and need not be dwelt upon. Tho Greek
tragedy was imitated by the Romans and the
Ttalians, and finds oceasional imitators at the
present day, ‘The most notable instance of
the Ialter is porhaps Swinburne, in his Aée-
tante in Calydon.

13. Theme, Characters, Plot, and Style.

(1.) Theme, The common theme of all
Greck tragedies is the supremacy of fate over
all things, both human and divine,

(2.) Characters, The prineipal characters
are heroes, royal personages, and gods.

(3.) FPlot. 'The story was uniformly taken
from legend or mythology.? 'The close wag
generally a death (which never took place on
the stage), but this catastrophe was sometimes
averted, and the ending made a happy one,
The unities, ag they were afterwards called,
were unknown fo the Greek dramatisis as
rules of eriticism, and were observed, when
observed at all, purely by accident,

(4.) Style, Verse,

14. Modern Clasgic Tragedy.— This has
been already sufficiently explained in § 10 (2),
above. Unless otherwise specified, it is com-
monly understood to refor to the tragedics of
Corneille and Racine.

16. Theme, Characters, Plot, and Style.

1 A pingle instance of o tragedy in which original plet
and chavactera were introdueced, nomely, Agathon’s
Ilower, is mentioned by Avistotle. Unfotunately this
play lins not eome down to us,
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(1.) Theme. The chief defect of the clus.
si¢c tragedy 18 that (being an imitation of the
(Greek) it has no living theme of its own,

(2.) Characters, Same as above., The
characters are mostly econventional types.

(3.) Plot. The stories are mostly taken
from Greek and Latin literature, The uni.
ties are serupulously observed, and the close
must be a death. No comedy element is
admitted,

(4.) Style. Heroic verse. Diction more or
less declamatory and. artificial,

Classic tragedy has never thrived on the
English stage. Among the few examples
worth mentioning aie Addison’s Cufo, John-
son’s Irene, and Byron’s Sardanapalus.

16. Romantic Tragedy. - The term 7o-
mantic 13 applied 1In a general way to any
modern drama writbten without regard to the
French rules of criticism, and characterized
by the free play of passion and imagination,

17. Theme, Characters, Plot, and Style.

(1) Zheme, Almost any human passion
may be used as a theme in romantic tragedy,
Love always plays & prominent and generally
g leading part in the tragic conflict,

(2.) Characters. 'The characters may be
taken from any rank or station. Great stross
is laid upon character-drawing.

(8.) Plot. Incidents are selected which
will best bring out peouliavities of charaeter.
The conclusion is uniformly a death. Comic
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incidents ate f1eely interspersed. The unilies
are disregarded at will.

(4.) Style. Verse in the serious parts;
verse or prose in the comedy passages, Great
use is made of humor and pathos, by the com-
bination of which subtle cffects are attained
unknown to the classic tragedy.

T'rom the English point of view, such
plays as Frou-Frou and Coemille are roman-
tic tragedies. As will appear later on, how-
ever, the T'rench have other terms by which
to designate plays of this class.

18. Mediated Tragedy. — There is a com-
mon type of drama which geems not to belong
to either tragedy or comedy, or rather to be-
long to both at once. The play as a whole is
of a serious characler, and seems tending to
a tragio catastrophe, but at the conclusion the
disaster is averted and all ends happily. This
class of plays is known in Germany as Versoh-
nungsdramae (reconciliation-drama). No cor-
responding term exists in English, Terhaps
none that might be suggested would be likely
to meeb with universal acceptance, but the
expression mediated tragedy seems as little
objectionable as any, and will be used in this
book wherever this class of plays is referred
to as a class,

This is a convenient classification from a
theoretical standpoint, because the nature of
the conclusion has an infimaie conneclion
with the rest of the drama; bul as a practical
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designation to indicate the style of play in.
tended, it is of no great importance. Speci-
mens of mediated tragedy may be found in
both the ancient classic and the modemn ro-
mantic drama; consequently no generally
applicable remarks can be made regarding
themes, eto. As the mediated tragedy is the
connecting link between tragedy and comedy,
its subdivisions8 may properly form the sub-
ject-matter of a separate chapter.



CHAPTER VIiII

DIFFERENT KINDS OF PLAYS (coniinued).

Mediated Tragedy.

1. Subdivisions, — The gencral character
of mediated tragedy was pointed out in the
preceding chapter.  The most important
are ; —

(1) The drame, or Schauspiel,

(2.) The piéce.

(3.) The emotional drama.

(4.) The melodrama,

Of these the second and third are properly
divisions of the first.

2. The Drame,— No Inglish eguivalent
for this term 1s in use. The German Solae.
spiel, mostly used m a loose way to mean any
sort of drama whatever, 1s often restricted to
this particular species.

"The general characteristic of the drame is
the predominance of the emofional element.
The following varieties may be distinguished :

(1.) The romantic drame.

(2.) The social drame.

8. The Romantic Drame, — The best ox-
amples of the romantic drume to be found on
the American stage are what are commonly
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known as “fronticr diamas.” Tamiliar in.
stances are Davy Crockett, Ranch 10, and The
Danites, 11 is distinguished by prominent
emolional clements and a tendency to senti.
mentality, combined with rapid movement of
incident.

4, Theme, Charaocters, Plot, and Style,

(1) Theme. , Generally of Little importance,
The value of personal strength, courage, and
manliness is most frequently touched upon.

(2.) Characters. The characters are of a
bold, free, and dashing type, and are talen,
if from the past, from an age of personal
bravery and gallantry, or, if from the present,
gither from some nationalily in which such
qualities prevail, or from a stage of society
where the presence of law and order has not
yel been recognized.

(3.) Plot. The romantie drame calls for
striking incidents, strong situations,? and
daring escapades. Rapidity of movement
through a succession of guickly-culminating
climaxes ? is the most striking characteristic
of the plot. The grand climax ? is not infre-
quently made a spectacular effect.

(4.) Style. Almost uniformly prose, of an
impassioned and sometimes inflated order,
Broad effects are aimed at in hoth humor and
pathos, and rapid transitions are made from

1 Sap Chapter x. 1.
2 Hoe Chaptors xvi, 0 and xviil. 0,
d S‘Uﬂ Uhﬂl]'tnul' ﬁiﬂi
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one to the other. ¢ Sentiments? are fre-
quently inserted in ithe lines,

A seniiment is a striking thought intended
to appeal to the sensibilities of the aundience
(as the sense of justice, fair play, honor, pa-
triotism, ete.), and carefully worded in lan-
guage more or less poetical. * Rags are royul
ramment when worn for virtue’s sake,” is a
well-known sentiment from” Bartley Camp-
bell’s White Slave. In this eountry o good
gentiment ravely fails {0 win a round of ap-
plause, but in the French theatres (excepting
those of a *“popular” character) such bits of
declamation frequently call out hisses,

The sentiment differs from the “gag? in
that it is meant to be taken seriously, and is
used bub onece in the play; whereas the gag
has a comie effect, which grows with each rep-
etition,

5, The Social Drame. — This is preémi-
nently the drama of to-day, the outgrowth of
the niusteenih century civilization of which
it is a pietwme, It may be considered under
two distinet classes : —

(1.} The pides,

(2.) The emotional drama.

6. The Pidoe. — There is unfortunately no
Fnglish derm corresponding to this French
title, a.shough the English ¢ piece,” often ap-
plied 0 plays In gencral, might well enough
be apmopriated for the purpose. The pidee is
digtingnished by the great prominence of the
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comic (of an elovaled chavacter), which is
used to relieve the intense cmotional featuies
of the play.

7. Theme, Characters, Plot, and Style.

(L) Zheme. The theme of the piéce should
be some topie of the day, socinl or political,
It must be a topic capable of being viewed in
a light both serious and hwmorous. Any so-
cial movement in which the peopls are secri-
ously interested, but which has developed
abuses that may be exposed or laughed at, is
a good theme for tho pidce. Love is the stand-
ing theme of all plays of this class,

(2.) Characters. The characters are those
of the society of the day.

(3.) Plot. The serious incidents are of a
“ quiet ”? order, but powerful, The comic in-
cidents are numerous, and at {imes give the
play alimost the effeet of the better class of
lighi comedy.

(4.) Style. The style 18 as nearly as possi-
ble an 1mitation of the language of every-day
life.

8. The Hmotional Drama, — Thig differs
from the piées chiefly in the greater promi-
nence aceorded to the emotional element. It
is somewhat further removed also from the
interests of every-day life. If is less realistic
and more senlimental.

9. Theme, Characters, Plot, and Style.

(1.) Z%eme. The themo may be the same
as that of the pides, but is taken more seri-
ously, although loss stress is laid upon it.
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(2.) Characters. 'I'he characters are taken
from modern life, but their virtues and vices
are somewhat exaggeraled, Tho villain ! and
the “heavy”? characters, in general, play a
more prominent part than in the pidee.

(3.) Plot. The emotional drama calls [or
powerful situations displaying intense passion
and emotion. The tronsition {rom pathos to
humor is not so rapid, and need not be so ar-
tistically brought about as in the pidce.

(4,) Style. The style is less natural than
that of the pidce, especially in the powerful
sibuations, where the language is often highly
poetical.

Both ptéce and emotional drama are fre.
quently spoken of as ¢ society plays.”

Although both these plays properly belong
to mediated tragedy, the conclusion is some-
timeg the death of the principal character,
The ecireumstances of the death are so man-
aged, however, that its effect is emotional or
pathetic rather than tragiec. |

10. Melodrama. — The original form of
melodrama was that of a semi-heroic drama,
the scenes of which were freely interspersed
with songs., The musical element has now
ceaged to be a characleristic feature, and the
name has been appropriated for an exagger-
ated style of emotional drama,

11, Theme, Characters, Plot, and Style.

(1.) Zheme, 'The theme borders ncarly on

1 Sea Chapter xiii, 10. 2 Seo Chapter xiii, .
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that of the romauntic drame, bul it is treated
in a strained and unbalanced fashion that robs
it of its proper impressiveness for those who
aro not carried away by their emotions.

(2.) Characters. The characters are taken
from all ranks of life. The villain is here in-
dispensable, and generally takes the form of
a group of thoroughly vieicus characters, who,
after working great mischief, end by circum-
venting and destroying one another.

(8.} Flot. The plots of melodrama are
usually of a dark and gloomy character, full
of startling incidents, bordering closely on the
improbable. Intrigue and emme furnish the
necessary complications,

(4.} Style. By a sort of dramatic license,
the wriler of melodraina is allowed to indulge
in “gush?” and “rant” to an almost unlimited
extent. Indeed, in most cases, this is the
only kind of language which harmonizes with
the extravagant characters and situations.
In some of the older melodramas the style is
bombastic and unnatural to such a degres
that to the reader of the present day it sounds
like burlesque. Many of the more recent
melodramag, on the other hand, show an en-
conraging moderation both in plot and die-
tion,

12. Spectacular Drama. — Thig is the
title given to almost any kind of dramatic
performance which relies for ity effects largely
upon gorgeous scenery, furnishings, parades,
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transformation scenes, ete. Melodramas are
ofien selected for this purpose, but even com.
edies of a burlesgue character are suseeptible
of such treatment. The TFremch ¢ {féries?’
and the English ¢“Christinas pantomimes ”
ars species of spectacular dramas; in fact, all
performances not operas, requiring an exten-
give corps de baliet and gorgeous and fantastic
costumes, properly fall under the head of
gpectacular,

12, The Musical Drama.—-The libretto of
the opera 18 a peculiar kind of drama entirely
in verse and got to musie, or partly in verse
set 0 music and partly in prose £o be spoken,
Barring the verse, it does not differ much
from any other drama, save that the plot is
sometimes gimpler and the action slower than
would in other cases be allowable. The basig
for grend opers i3 usually the romantic
drame; for comic opera, light comedy or bur.

lesgue.



CITAPTER IX.
DIFFERENT KINDS OF PLAYS (continued).

Comedy.

1. Kinds of Comedy. — The general char-
acter of comedy has been indicated in a fore-
going chapter.)) Its kinds are by no means
so numerous as those of tragedy, nor is it
so difficult to distinguish between them,
What has been said regarding eclassicar and
romantic tragedy will apply to olassical and
romantic comedy, — keeping n mind of
conrse the fundamenial differeace between
comedy and tragedy. It will not be neces-
sary, therefore, Lo go into so full details ag ir
the preceding chapters, The following are
the principal types of comedy : —

(1.) Ancient classic comedy.

(2.) Modern classic comedy.

/3.) Romantic comedy.

4.} The comedy of manners.

B.) The comedy drama,

6.) The farce comedy or farcical comedy.
7.} The farce.

8.) The burlesque.

0.) The burlelta,

10.} The comedietta.

1 See Chapter vil, U,
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2, Ancient Clagsic Comedy. — I'n ancient
Greek comedy b is customary to dighingnish
three differeni classes or stagoes:

(1.) The old comedy, characterized by bit-
ter personal and political sative, Aristoph-
anes is the principal representative.

(2.) The middle comedy, dealing with 8o~
ciety rather than politics, and critical rather
than satirical, Represented by fragments of
the plays of Philippus, Arvaros, Antiphanes,
and Alexis,

(3) The new comedy, of a thoroughly so-
cial character, full of conventional episodes
and stock characters, The great represouta-
tive of this class is Menander. The new
comedy furnished models for the Latin plays
of Plautus and Terence, which last were in
turn models for early Inglish playwrights,
Shakespeare’s Comedy of Frrors, for sxamplo,
i3 a direet imtation of the Menwehmi of
Plautus.

3. Modern Clagsic and Romantic Com-
edy. — The observance or non-observance of
the three unities is tho only ground for this
division. When the romantic movement swept
away the ancient critical Dbarriers, comedy
naturally shared in the liberties accorded to
tragedy.

4. Comedy of Manners. — In the comedy
of manners especial attention is paid Lo char-
acter-drawing, and each character is made tho
representative of a corinin trail or passion,
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In this way conventional or stock characters
are developed, such ag the dissipated son, the
rich and miserly uncle, the cruel father, the
intriguing servant, and so on, which are used
over and over again, Comedies of manners
are of a quiet and domestic character and
doal with the follies of society. The term
has about gone out of use, excepl when refer-
ring to the comedy of the last century,

6. The Comedy Drama. — The most dig-
nified form of comedy 18 the comedy drama
or comic drama. It may, in fact, so nearly
approach the piéce as hardly to be distin.
guished from it It does not admit, however
(as the pidee does) incidents of a really tragie
chavacter, Whatever in the comedy drama
seems to be serious must in the end turn out
to have been a mistake, There can be no
death, no misfortune whiech cannot be made
right at the conglugion. The humor must be
of a refined order, and arise from manifesta-
tion of character rather than from arrange-
ment of situation and ineident.?

6. The Farce Comedy. — The farce com-
edy is a transition stage from the comedy
drama to the farce, Considerable attention
is still paid to the characterization, but the

1 For pmfect models of refined comedy dramas, the
student cannot do batter than turn to the plays of Emilo
Augier. Anything more perfect in constmmoction and in
delinention of charaeter, or morg delieate in humor, can.
not Le found in any language,
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incidents and the lines furnish most of the
entertainment.

7, The Farce.— In the farce almost the
sole reliance is placed in the plot and the
lines. ILaughable incidents tiecad upon one
another’s heels, and the lines are filled with
witticisms which have little filness to the
characters utltering them, The characters
are arbilrarily exaggeraled and overdrawn
for the sake of comie ecifeet, A farce which
aims solely at exciting boisterous laughter
from beginning to end 18 called a screaming
farce.. The farce 1s genorally shorl.

8. The Burlesque, — The builesque is a
kind of dramatic parody. It may parody

pither some well-known play (or typs of
plays), or some familiar institution of soei-

ety. Of the latter class two kinds are com-
monly distinguished : —

(1) That inwhich personages of high rank
or cnlture are represenied as acting in a triv-
ial way.

(2)) That in which insignificant characters
are represented as performing acts pertaining
to heroio porsonages,

9. The Burletta. — This term, which prop-
erly means a small joke, is sometimes applied
to short farces buill on very slight plots.

10. The Comedietta. — Any very short
comedy may be termod a comedietta, but the
term generally implies & more quiet move-
ment, and more carc in chalacter-skotehing
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than the farce. In this sense, a comedictta

is o miniature comedy drama,
11, Recapitulation and Illustrations, —

The following table brings logether the con-
tents of the foregoing chapters in their
proper relations, with illustrations of the dif-
ferent kinds of plays mentioned.

I. TRAGQUDY.

(1) a. Ancient classic (with catastrophe).
Lilectra of Sophocles,

b. Ancient classic (mediated). Suppliants
of Algchylus,

(2,) Modern classic. Comeilie’s Cinna ;
Addison’s Cato.

(8} Romantic. Shakespeaie’s Macbeth ;
Schiller's Maria Stuart ; Calderon’s Xl Mea-
gico prodigioso ; Manzoni’s Il Conte Carma-
gnole ; Vietor Ilugo’s Hernani; Sardou’s
Theodora.

IT. MEDIATED TRAGEDY,

(1.) a. The romantic drame, Miller’s The
Danites ; Bulwer’s Richeliew ; HSehiller’s 1il-
helm Tell.

b. The social drame; including (2) and (3)

below,
(2) The pisee. DBronson Ioward’s The

Ilenrictia ; Dumas’ Denise ; Feuillet’s Pari-

sian Lomance,
(3.) The emotional drama. Sardow’s Fé-

dora ; Teuillet’s Lloman d’un jeune homme



DIFFERENT KINDS OF PLAYS. &5

pauyre ; Bronson Howard's Danker's Daugh-
ter ; Gillette’s Held by the Enemy,

(4.) The melodrama., Wills's The Silver
King ; Dennery’s Twe Orphans; Bartley
Campbell’s My Pariner.

(6.) Spectaculor drama. Bartley Camp-
bell’s White Slave ; Bronson Howard’s Shen-
andoal (of a higher order) 5 dround the World
in Wighty Days ; Clio ; Adonzs.

(6.) Musical drama,

The libretto of musieal drama can cover
all forms of tragedy and comedy, conse-
quently it is hardly worth while to give illus-

trations.

111, COMEDY.

(1.) Aneient classic,

a. Greek, Old comedy. The Dirds of Aris.
tophanes.

b, Greek, Middle comedy, Philippus, Ara-
ros, Antiphanes, and Alexis (FFragments).

¢. Greek, Neow comedy. Menander, Diphli-
ins, Philemon (Fragments),

d. Latin, Rudens of Plautus, Phormio of
Terenae.

(2.) Modern classic, Molitre's Zartuffe ;
Racine'’s Les Plaideurs.

(3.) Comedy of manners. Sheridan’s Sehool
Jor Seandal ; Goldoni’s Le Donne Curiose, |

(4.) Lomantic comedy.

a. Comedy drama., Bronson Howard’s
Young Mrs, Winthrop ; Mackaye's Ilazel
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Kivke ; Burnelt and (Hllotte’s Esmeralda ; ;
Do Mille and Belasco’s Zhe Wife,

b, Faree comedy., Bronson Howard’s Sara.
toga 3 Gilbert's ingaged ; Daly’s 4 Night
OfF ; (nllette’s Lhe Professor,

¢. Harcel Tom Vaylov's 4 Blighted Being ;
Hennoquin’s ink Dominos ; G-llbmt,’a ,’l‘am
Cobb ; Mortonw’s Boz and Cox; Hoawtrey’s
The .P:'z.watﬂ Seeretary,

d. Buelesque. Durivage's Lady of the Li-
Ons. a

e. Burlette. Bouecicault’s Lover by Proxy.

fo Comedietta. Augicr’'s Post Seriptum ;
Bronson Howard’s 0ld Love Letters ; Ilow-
ells’s Hievator.

1 Artistically-conatruoted farces are not comimon in
this country, 'The name iz often incorrectly applied to
puch unclnssifinble jumbles of song and dance, horse-play
and low comedy a8 The Hag Baly, Tin Soldier, Skipped
by the Light of the Moon, Photos, We, Us, and Co, ete,



CIIAPTER X.

TIIE TPARTS 0F A I'LAY.

4, Acts. — Most plays are divided into {rom
two to five main divisions, called aots,

9. Divisions of the Aots. —The acls nve
further divided into ; —

(1) Soecnes.

(2.) Tableanx.

(3.} Situations,

3. Definition of an Aot — An act is &
division of a play marked at its cloge by the
falling of the curtain and tha susponsion of

the action.
4. Fntr'aote. — The ntarval between tho

acts is termed entr’acte. No Iinglish equivie-
lent for the word is in good usage.

5. Soene, —The shifting of sconery dwm-
ing the progress of an act brings about o
change of scene, using tho word in the lng-
Jish sense.?

3. Tableau, ~ A tabloan is o division ol
an act marked by a momonlery deseont of
the curtain. L tregnoendbly tmplios Homo gpoass
tacular offect.

1 On the Pronch stoge, a now scene is intioduced by
evory impaortant enfer,
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The word tableau is also used with refer
once to a stage picture or grouping of charac-
toers at the closo of an act.

7. Situation. — This term has various
meanings : —

(1.) 1t is sometbimes used with reforence to
any striking ineidont in the play.

(2.) Tt is sometimes used as an equivalent
for elimaan.?

(3.) Iifroquently corresponds to the Ifrench
word seéne.*

The terms scens and situation are some-
timos used as synonyms. Thus we may speak
cither of a “strong scene ” or a “ strong situ-
ation.” The word situation, however, refers
proporly to the moment of greatest suspense;
scene, Lo the whole progress of the incident,

8 Number of Acts. — No fixed rule
can he given for the number of acts into
which a play should Le divided. The old di-
vigion into five ncts, n, tradition handed down
from the Roman stage, i no longer observed
with any uniformity, The f{ollowing table
shows the prevailing tendeney at the present
time : —

(1) Tragedies, five acts.

(2.) Romantic drames and melodramas, five
0088,

(8.) Bmotional dramas, pieces, and goociety
dramas, Tour or five acts.

(4.) Comody dramas, four acls.

1 Sao Chapter xvi, 6§,
* Seo footnote, in thia chapter, under 5.
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(5.) Comedios of manners, fivo acts,

(6.) Comedics of incidents, {hreo or four
aots,

(7.) Tovee comedies, thraee acts.

(8.) Farces, one, Lwo, or threo acts.

(9.) Spectacular plays, five acts, usually
divided into tableaux.

(10,) Libretto for grand opers, fivo acls,
sometimes with tableaux,

(11.) Libretto for opdre comigue, threo ox
four acts,

(12.) Libretto for comis opera, three (somoe-
times two) acts,

(13.) Burlesques, with or without music,
one to five acts,

(14.) % Qurtain raisers,” whether farces o
bits of true comedy, invariably one act.

9, Liength of Aots, — As o general rule,
the acts should be of about cqual longth, butl
the canon of the Sanslkrit drama, 7. &, thal the
play shall resemble the end of the cow’s tail,
the acts diminishing gradually to the closo, is
not without its advaniage, As the ontliro
time of actual.performance should nol much
exceed two hours, the average longth of ael
for different clasges of plays will bo aboul ay
follows : —

(1.) Length of five-wet plays.  Twonly-
fivo minuies to ecach aclt. A bottor disteibus
tion of time would bo thivky-five miniey lov
the first aob ; Altoen for tho {ifth act; twonly-
five cacl for tho remaining acts, "This gives
& lotal of two hours and fve minubes.
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(2.) Length of four-act plays. Thirty min.
utes to each aet. If tho length is to he va-
ried, lat tho fivst and third acts bo the long-
est. In thal case, not fivat should take not
more than thirty-live minutes; act third not
more than forty minutes, leaving for act sec-
ondl thirty minutes, and for act fourth Lwenty
minntes, Total, two hours and five minutes,

(3.) Length of three-uet plays. — If a three-
act play is Lo be produced alone, that is, not
preceded by a ¢ eurtain raiser,” the second
act should be the longesi. The following
proportions are generally observed: Act firsi,
forly minutes, Act second, fiffy minutes.
Act third, thirty-five I]lilllltGB.

If & three-nct play is to. be preceded by a
“curtain-raiser,” let the thres acts be of 30
minutes each.

(4.) Length of two-act ploys, Except in
the case of musieal compositions, {wo-net
plays arve not intended to furnish a full even-
ing’s entertainment. The acts should never
exceed thirty minutes each,

(5.) Length of one-act plays. The length
varies according to the purpose for which the
play is intended. A “curtain-raiser ” is usu-
ally from twenly-five to thirty-five minutes
Iong. No one-acl play should exceod forty
minuies.

10. How to determine the Liength of an
Aat, — Considerable sxperionee is required to
judge from {he manuseript of a play how
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long it will take to porform ik, Much de-
pends on the fullness of detai]l withwhich the
businessg 18 indicated, ag weoll as on tho ehar-
acter of the bumn&ss itsolf,  In apectacular
plays, where the deseriplions of scenery, stage
movements, ete., are of more importance than
the lines themselves, and in low comody
farces containing a greal deal of horse-play,
no ono but an cxport in such mattors con
form an cxacl estimate of the time thoy will
oceupy. Yor the general run of madern plays,
howevey, the following rule will answer most;
purposes 1 —

11. Rule for determining the Liength of
n Play, — If the production is to oceupy 126
minutes, the actual number of words in the
manuseript, including lines, names of charac-
ters before each gpeech, slage directions, and
business of every description, should not ox-
ceed 20,000, all fold, 2. e, the longth of the
manusgeript shouid not exeeed 160 words for
each minute of actual performance. 'Tho
number of words, therefore, for ench act may
be found by nmltiplying the number of min-
utes required in performance (as given in the

fm:agmug tables) by 160.



CHAPTER XI.

TN ENTYR.

1. Meaning of the Term. — The appear-
ance of a charactor upon tho stage during the
progress of an el constitules an enter,

2. Digcovered at Rise — As before ex.
plained, a charvacter already upon the stage
at the opening of the act 1s not said to enter,
but to be discovered at rise.

3. The Re-enter. — 'he term re-enter is
used Instead of enter when a character re-
appears on the stage shortly after having
left 1t.

It is evident that entor will, in the manu-
seript, answer every purpose of re-enter, but
the latter expression is useful for the reader
both o remind him that the character has
recently appeared on the stage, and to show
the relative importance of the second appear-
ange, The term vetwrn i3 gometimes used
for re-entor,

4. When the Term Re-enter should be
used. -—The term re-enler should be used : —

(1.) When a charactor, having loft the
slage, reappears before any new or slriking
foenturs of the plot occurs,
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(2.) When little imporlance 18 1o be ot
tached to iho roappearance.

(3.) A servani may enier al the beginning
of an act and re-enter sevoral tines during its
pProgress.

5. Passing at Rear, — A gories of entors
and re-enters on the part of dumb churactors,
repregenting tho “company” [guests, visi-
torg, ete.], is best indicated by the, phraso

‘“geen passing at rear,” or “seen coming on

and going off ut rear.”’

When these movemenis are supposed to
take place at frequent intervals during the
scene or acl, much repetition may be avoided
by noting the fact al the beginning,  1for ux-
ample, ¢ Sentinol seen pasgsing al rear during
the goene;” ¢ Promenaders seen coming on
and going off at vear at intervals during the
act.”

8. Appearance, — A choracter who 18 geen
or “exposed” during the play, but does not
come immedialely upon the gtage, is said Zo
appear. Undor this elass fall all such move-
ments a3 sticking the heatd In tlhwough a win-
dow, opening and suddenly closing the door
of a closet or other placo of concealmoent,
peeping from behind o iree, clo. Tho torm
13 frequently uwsed where a charnctor is soom
aboul to enter bul panses momoniarily for an
effective aituation belore enboring,

Thug, =
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Ilester. Maxwell is doad, and dend mon, thank heaven !
tell no tales,

Maxwell, [Appears on thieshold ] Iloater!
Ilester, [Secreams.] My husband |
Iinter Mazwell,

7. Management of the Enter. — The
proper use and management of the enters,
being to a considerable extent governed by
convention and stagoe iraditions, are among
the most diflicnlt things which the beginner
has to learn. ‘Fhe following rules will be
found to cover the most important cases,
though much must be left to observation and
expericuee.

(1.} Logical enter.

(2.} Conventional use of entrances.

(3.) Lineg with enter,

(4.) Use of the tormentors.

(5.) Preparing for enter.

(G.) Stereotyped forms,

(7.) Enters prepared for by the plot.

(8.) Leading up to enter of star.

(9.) Names mentioned,

(10.) Double enter,

(11.) Uunnotliced antar,

8. Logioal Hnter. — The enter should be
logical, This means that the playwright
should not uso the stage entrances arbitrarily,
but should koep in mind the part of thoe
honase, if an mnterior, or of the neighborhood,
il an exterior, to which each entrance leads.

An entrance used for characters coming
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from the street should not, in genoral, bo
used for those entering from a bedrvoom ov
dining-room.,

9, Conventional use of HEntrances, .
Let the student note the following : v

(1.) Choracters coming into an interior
from the street usually entor from {he voar.
It stands to reason, therefore, that a sorvant,
answering the door-bell, will pass out ons of
the rear entrances, genorally G, 1, and re-
turn ushering in the visitor al the samo en-
trance.

(2.) The doors at right and lefi may be
supposed to lead to, or into, boudolrs, dining-
rooms, drawing-rooms, libvary, eote, al ithe
pleasure of the writer, though ,probabilily is
always to be consulted. Dedrooms, lor ox-
ample, are usually oh the opposile sido {rom
dining-roomas,

(3.) Servants coming [rom the sorvants’
quarter should be brought in R. I ox T, D,

10, Lines with Hnter. — Tho chial nction
of a play lakoes place in the cenire, well down
stage, 7. e, nenr the fooilights. If, therelore,
enters are made from the rear, the entoring
character will bo al somo distance from tho
person on the stage, and an nwkward period
of silence may clapse while the formor is mak-
ing his way down to the lallor. This Qiffi-
culty may be avoided by bringing tho cliar-
actor in al o right or left entrance, noar the
{ront, provided this can bo logically donoe s or
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by furmishing the entering character with =
speech which will earry him over the inter-
val, The following scens, for example, is
absolutely nunactable ; —

Marion, [Seated at B, front] Whoso voice do I hear ?
[ Enter Cameron L. 1. 1ear.] Robert! [Falls into hus

arms. |

If possible, Cameron should be brought in
R, 2 E, 1If not, the scene may be rearranged
in some such fashion as Lhis !

Marion [Seated R, fiont.] Whose voise do I hoear P
[Rises and startstowards rear. Enter Cameron L, D, rear.]

Robort |
Cameron, [Coming down.] Marion! Come to my

arms! All is forgiven. [She falls into lus arms.]

11. Use of the Tormentors.— T'he use
of the tormentors for entiances should be
avoided, especially in interiors. If the stage
represents a room, the further side of the
tormentor stands for the front wall, Con-
gequently, in theory, the tormentor leads
nowhere. As a matier of fact, however, the
rule is violated about as often as it is ob-
served,

12. Preparing for Hnter. — Since an enter
is an ossential incident in the plot, all enters
ghould bo carefully prepared for or led wp to.
The reason for this important rule will be ap-
parent when we come to study the construc-
tion of tho plot. Tt will be sufficiont at ihis
point to indiealo ils practical application.
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An enfer ig preparcid for or led up to, whon
the lines, business, or incidents immodintoly
preceding are of such a charnecter as Lo mako
the entrance natural and inevitable,

The audience may or may not bo lod o an-
ticipate the enter. In the former cnge il is
customary to announce the approach of the
charactor in so many words, as, “ By my head,
here comes the Capulets.” 1f the entor is
unexpected, none the less must it appear to
the audience, a8 soon as 1t occwrs, to be nat-
ural end to have been ingvitable,

13. Sterectyped Forms, — An unmistak-
able earamark ol the young or slipshod play-
wright is the use of the hackneyed expression,
“But I hear some one coming,” Lo introduce
an enter, The phrase itself, howover, aside
from the fact that it 18 hackueyed, 15 nol es-
pecially cbjectionable, What is objoction-
able is its use a8 o mere dovies to gol upon
the stage a charactier that hag not been prop-
erly prepared for by the incidents ol the plot.
A. little ingenuity will enable the dramatist
to dispense with such stereotyped forms,

14, Fnters prepared for by the Plot, w-
Thoe hest entors are Lhose which grow natu.
rally and eagily out of tha plol and aro thus
led up to by the incidents which preesde thom
without any appearance of arbifice. The fol-
lowing will sexve as an illusteation : —

Miss Laster, [At mivror.] T know Waltor will liko
this dress; blue wog his favorite color, [ ring at the
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door-bell.] ‘“Thare he ia now! [Surveys herself in the

ﬂlifﬂ?r.] ,
Zinters Tomy, Dick, or Harry.

‘Walter’s enlrance latey is now well pre-
pared for, '

15. Lieading up to Enter of Star. — The
enter of the most iimportant character of tho
play, especially if the enter is to be followed
by a strong situation, should be prepared for by
a series of ingidents and references calculaled
to bring the andience to a climax of suspense,

Thusg the “ Enter Hamlet ” whieh precedes
the interview with the queen, in the fourth
scene, 18 prepared for throughout the two pre-
ceding scenes, as follows: —

(1.) Guildenstern tells Hamlet that the
gueen has sent for him,

(2.) Polonius enters and makes the same
announcoment.

(3.) Hamlet replies that he will go, and in
a soliloquy lets it be understood that the
geene will be a strong one,

(4.) In the next scene Polonius tells the
king that Hamlet is on his way to the closet,

(6.) Hamlet then appears for a moment
but goes out with the words “ My mother
stays.” '

(6.) I'inally, Polonius is shown informing
the queen thal Hamlel “will como straight,”
,Closing with I hear him coming.”

All this leads up to an entrance which not
“fow modern playwrights would consider suffl-
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ciently heralded hy the ﬂm,gla f-;pqee.hwﬂ “ bm; [

hear Hamlet coming.? w""j
16, Names mentiored, — Ih prepar u}?ﬁ
an enfer the namogof the person expbeled

should be explicitly mentioned, unless the
concealment of it i purposely designed as &
feature of the plot,

17, Double Hnter,.— It is a safo rule
never to bring two important characters on
the stage ab the same momenl. Tho athen-
tion of the audience i8 divided, and, worsoe
than all else, the actors themseclves have no
means of knowing for whom tho applause, if
there be any, is inlended.

Strong comic effocts, howevor, may oflen
be produced in this way, and sometines, asg
whero two enemies are brought face to face
from opposite sides of the stage, powerful
tragic situations. ‘Where no such startling
effects are aimed al, face-to-fnce oncounters
should be avoided.

18. Unnoticed HEnter. — Avoid, if pos-
gible, the hacknoyed devieo of bringing a
character upon the stage to overhear s cons
versation; or if no other resonreo is at hand,
at any rafe avoid toking tho chorpeler off
again without allowing him to be discoverod
by tho others upon the stago. Considorable
latitude in this rogard must, of course, ho
pormitted in the ease of light comody, buy-
1osque, 0r melodrama,




CHAPTER XIL

THE EXIT,

1. Meaning of the Term,— Any charac-
ter who leaves ihe stage during the progress
of an ast, is said to “exdt.”! If two or more
characters leave the stage at the game tume,
the plural form,  exeunt,” 18 used.

2. Relation of the Hxit to the Lines. —
Great care must be taken in managing the
ex1t. Tour different varietics may be digfin-
gmshed : —

(1) The exit to create a situation,

(2,) The exit without lines,

(3.) The exit with an apart.

(4.) The exit with a re-onter,

8. The Hxit to create a Bitnation. — As
every important enter usnally brings about 2
situation, so every important exit should cre-
ate some degree of suspenge. The objeet of
the dramatist should be not merely to get the
character off the stage, but to make the audi-
ence fecl that he is going off for a purpose,
and so to make them wateh for his velurn.
Again, the oxil of a character may give thoge
who 1emain an opportunity to do what they
were restrained from doing by his presence,
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or may cauge them to thiow off some disguise
maintained for his Denefib,  Jixits of this
kind roquirc skillful managomont, and all
that has beon said under this howd, of tho
enter, will necossarily apply to tho oxil,

4., Txit without Lines, — Tho oxil with-
out lines is of three kinds: -

(1) The exit ol a sorvant, who loaves tho
stage after an unimporiani onter, sush us
bringing a card, ushering in a guest, answer-
ing a bell to receive an order, ote.

(2.) The exil of some of the guosls, whon
characlers ropresenting the “company * are
moving on and off tho stage,

(3.) The exib unnoticed by the others on
the stage and infended to creafic surprisoe
when the absenco of tho character is discov.
erad by tho further movement of the plot.

6. Bxit with an Apart. —The oxit, with
an gpart? 1s intended to propare for an entar,
and henee, nanally, for a situation. In such
cases the apart must consist of some informa-
tion of considerable importance, 'Tha apuart
may be & ¢ gag,’ ?* and thus bo used with cach
oxil of a eharacter,

8. HIxit with Re.onter, — An oxit with an
immedinte re-entor i8 ospocinlly effoctive in
light comedies. It may como under tho hewd
of reappearance. Tn sombination with whnt
has been ealled above Lho “oxil lo erouty &
situation ”  (3), thoe reappearance muny bo

1 Hoo Chaptor xxii. b. 4 Soo Chaptor viii, 4.
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mnde to produce very comieal sitnations,
those present on the slage having to change
attitude, facial expression, manners, ete., on
realizing that the exit was only momentary.
The reappearance in such cases consists in
sticking 1n the head atb the door, ele.

‘What has been said in tho preceding chap-
ter of the *“ Logical enter,” ¢ Conventionul
uge of entrances,” “The tormentors,” ¢ Pro-
paring for onter,” « Enter prepared for by the
plot,” 14 also true of the exit,



CHAPTER XIII,

DIFFERENT ROLES IN PLAYSR, == MALT ROLES,

1. Types of Charaoters, — Althouph the
conditions of diamatio production admit the
possthility of an inifinibe variety of charactors,
the history of the stage in difforent countrices
ghows that all may be referred o a fow gon-
eral types marked by broad charncteristics of
difference. These types occur over amd ovor
in the plays forming the reperfories? ol mod-
ern theatrical companies.

2. Claggification of Actors. — Aclors are
clagsified according as thoy cusbomarily as-
sume the part of one typo or anothor. The
members of a company are selested with refs
erence to them. Most important of all, from
the present point of view, plays are now nsu-
ally written and arranged so as Lo require a
gortain number and proporlion of malo and
female actors of the various clagges,

3. Rélea. — The bLypes wolerrod lo abovo
are comunonly tlermwed rdéles, wlthough thig
word, it should bo noted, s also used o sig-
nify the part of any pavtioular charaster in a

} The Fronoh word répartoire i3 algo in common uan.
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particular play, as the r0le of Macheth, Ju.
liet, and so on,

4, Male Rébles, — The principal male rdles
are as follows |«

(1) The bdtar,

(2.) The Leading Man,

(3.) The Heavy.

(4.) The JFirst Old Man.

(6.) The Second Old Man,

(6.) Tho Comedian,

(7.) The Light Comedian.

(8.) The Low Comedian.

(8.) The Lccentric Comedian,

(10.) The Villain.

(11.) The Juvenile,

(12.) Thes Walking Gentleman,

(13.) The Utility Man.

(14,) Tho Buper or “Supe” (supernumerary),

6. The Star,— An actor (presumably of
unusual attainments) who habitually plays
the leading role is called a star. Ilays in
which the leading véle is strongly marked
go by the name of séar plays, and the impor-
tant voles ave called star rédles, or star pars.
In a company where there i a star, the re-
mainder of the company is known as the
support,

8. Star Plays. — When slar plays are writ-
ten to order, the part of Lhe star i3 nsu-
ally emphasized st the oxpense of the rest of
the charactors, Tho stur is given the lion’s
share of the strong situations, kept upon the
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stage during tho greator portion of each aof,
and made the obvious cenire of indercst and
attraction during the entire porformance,
The lines and incidents of tho plot are so ar-
ranged as to give him every opportunity for
displaying Ius peculinr gifts,  Bverything
which might detract from his importance is
carefully excluded, and not unirequently the
other roles in the play are reduced to moro
nonentities in ordor that the star may sghine
the more brilliantly by force of conlragl. Iix-
amples of star plays in which all the charae-
ters are given strongly marked individualily
are rarve oubside of tho Shakespearean reper-
tiory. ‘

7. Double Stars.— A few plays are 80
arvanged as to afford equal opportunilios {o
two different actors. Such are the parts of
Othello and Iago in Othello, of Dbus and
Cassius in Jultus Cesar, ofie.  The last-named
play may almost be said to have thice star
r6les, since the part of Aulony falls but lil-
tle below the other two in point of interest.

8. The Lieading Man.-—In slar plays the
leading man plays the male r6le noxt in im-
portance to thai of the stor, I tho star is o
lady, thie leading man, in aboub nincty-nine
cases oub of a hundred, plays tho parlt of hor
lover. Tn stock companies, the leading man
fills the placn of Lhe siar, whonever the play

enlls for one.
9. The Heavy. — An aclor who habitually
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plays sorious parts, devoid of comedy cle.
ments, and enlling for considerable manifes.
tation of strong feeling, is called a lheavy.
The parts of the King and of the Ghost in
IHamlet would be taken Dy heavies. Actors
of this type who are qualified to assume
important réles aro spoken of as leading
loavies.

10, First Old Man.~-The old men are
distinguished from the heavies by their gray
hair. The most important old man charac-
ter, in a play which calls for more than ons,
iz called the first old man. 'The part is unsu-
ally dignified, exhibising the nobler and more
pathetic qualitics of old age, such as tender-
ness of feeling, magnanimity, ete. Less fre-
quently the first old man portrays the vices
of old age.

11. Sscond Old Man, — If ths play ealls
for two characters representing old men, the
lags prominent of the two is ocalled the sesond
old man. The second old man is not infre-
quently & ¢omic character.

12. The Comedian. — An actor who is
~qualified to assume important comedy roles is
called a comedian, Iu comedies the star is &
comedian,

13. The Light Comedian, -~ The comedi-
an’s business is to intorpret comic characters.
The lHyght comedian makes it his alm to cause
amusemont partly by roprosentation of char,
acter, but mostly by tricks of manner, gesture,
and voice, and by witty lines.
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14 The Low Comedian. — The businoess
of the Zew comedinn 18 to execite lnughtvr, To
this end he resorls to any elfective doviee, no
matter how undignified, irrelovant or incon-
sistent. Thero is usually bui little protenso
of character-drawing, In the lower class of
theatres the part of the low comedian eongists
largely of horse-play ~— rude rongli-and-tumble,
tripping over chairs, falling into the walor,
ete. In the botter thealres and in firgi-cluss
plays, low-comedy roles arc somotimes mado
to have considerable dramatic value by tho
selection of characlers ropresentitive of tho
lower clagses of life,

16. The Hocentric Comedian, -— A, com-
edian who gives himgelf up to the portrayal
of odd and whimsieal freaks of character is
called an ecceniric comedian.

18, The Villain. — The charactor in a
play who represents the ovil lendencies of
human nature, and hence seeks io Ilrusirate
the purposes of the nobler characters, is
called the villuin. 'The villain may be cilher
a heavy or a comedian. In the older plays,
he wag almost invarinbly the former, and
when uncommonly wicked and blood-Uhirsly
was known as the Aeavy villuin, Al tho
present day il ia not unusual 1o give tho vil-
lain & touch of comaody, gonorally of n galiri-
cal kind. There has beon somo disenssion of
lale over tho question whethor the villain
may not be dispensod with allogether, but
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until human nature undergoes a radical change
it iy not lilkely that this interesiing character
will be climinated either from real lile or
from the drama.

17. The Juvenile. — An actor who habitu.
ally undertakes youthful réles is called g ju-
ventle. Tho supposcd age of the character
represented may range anywhere from fiflcen
to thirty yeaus.

18. The Walking Gentleman. — A role
requiring simply presence on the stage and
few if any lines to speak, and yel one which
is an essential part of the play, is eommonly
taken by the weallking gentleman. Wheve a
part calls for a speech, it is called a “speak-
ing part.”’

19, The Utility Man. — An actor who can
make himsell gonerally useful on and off the
stage and wlo, though unqualified to assume
important roles, 19 able te #ill & minor va-
cancy in case of emergency, is called a wiility
Mman.

20. The Buper. — Non-professional per-
sons hired, for a single performance or a series
of performances, to reéprosent unimportant
parts, such as waiters, soldiers, a mob, ete,
pre called supernwmeraries, supers or swupes.
The super who leads in the entor or exit of
o compasty of supers is oallod eaptain of the
SUPEYS,

21, Character Actor. — An actor who cul-
livates the power of representing with oqual
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facility widely different characters is called a
character actor, If tho charaectors represented
embrace those commonly called for in tho
modern repertorics, hoe is called an all-around
charactor aolor,

29. Doubling up, — As bhut few of tho
charactors of a play are upon tho stage al, tho
same moment, exeept in Important elimaxes,
it is someotimes possible so Lo arrangoe the ac-
tion that one actor may play two parts, This
is known as doubling up. In Hamlet, for in-
stance, the same personage might reprosent
hoth the King and the (Ghost, sinco the two
are never upon the stage together. In ar-
ranging such parts, care should be taken to
see that the actor who deubles up has sufli-
cient time, after leaving the stage, to dress
for the second character,



CITAPTER XTIV,

DIFFERENT ROLIS IN PLAYS, — TIMALR
161s,

1, Clasgifleation of Femasle Roles, —

The principal female rbles are ; —
(1.) Tho Star,
(2.) The Leading Lady.
(3.) The Emotional Actress.
(4.) The First Old Woman,
(5.) The Second Old Woman,
(6.) The Comedienne,
(7.} The Soubrelte,
(8.) The Ingénue.
(9.) The Adventuress,

(10.) The Juvenile,

(11.) 'The Walking TLady.

(12.) The Utility Woman.

92, Correppondsnce to Male Rbles, —
All that has been said with regard to male
rolog applios cqually woll to the eovrespond-
ing femuale roles, Tho fomalo rbles that have
no correspondence whalever with male xoles
f1re § —

(1) The Soubretle,

(2.) Tho Ingdnue.

The adventuress answors in the main Lo the
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male villain, and the cmotional actress to the
male heavy.

8. The Soubrette. — T'ho torm sewdretre,
originally applied to the mfriguing chumnbor-
maid of the old Fiench comedy, is now used
of any pert, frivolous, sprightly, and youthful
female charactor, ‘The favorito parlt for the
goubretto is still that of the ehambormaid,
but star soubrette parts are not nncommon,
At leasl one prominent aclress — Lotta — has
made fame and fortune in almost purely sou-
brette rdles.

4, The Ingénue, — The characteristics of
tha ingénue are youth, simplicily, and ariless
innocence, generally mingled, in modern plays,
with a generous proporiion of sentimont,
The ingdénue may have, and genorally doos
have, opportunitios for strong demonstration,
thus bordering on the provinco of the cmo-
tional actress. Agnin, tho inpénue may ap-
proach the soubreils in comedy lines ; bul the
comie ghould bo rather & humorous elsbora-
tion of simplicity than an obviously ingenions
witticism,

6. Arrangement; of Cast. — A stiock com-
pany cast! comprises the following list of
actors : —

(1) The Loaring Man,

(2.) The Iirst Old Man,

(8.) The Comedian,

LA “enat? o nn acting company to whom ports ske ng.
signed ; honce the oxpression, casting a play.
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(4) The Sccond Old Man,
(5.) The Light Comedian.
(6.) The Vallain,

(7.) The Juvenile (male).
(8.) The Leading Lady.
(9) The st Old Woman,

(10.) The Comedienne.

(11.) The Soubrette.

(12,} The Ingénue.

(13.) The Juvenile (female).

8. Cast of Traveling Compsnies, — Tha
cast of traveling companies iy made up of the
characters needed for the performance of
some one or two plays, unless the company
on the road is a sbock company.

There are very few plays on the road that
require mora than ten characters,




CHAPTLR XV,

WHAT QONSTITUTES A PLAY,

1. Definition. — In the broadest scnso, &
play is a complete and unifiod story of human
life acled oul on the slage in o gories of mo-
tived incidonts so arrangod as to coxeite tho
greatest amount of interest and pleasnre in
the spectator by means of novelly, variety,
contrast, suspense, surprise, climax, humor,
and pathos,

This is not intended for an exacl sciontific
definition ; but as it covers the cssentinl fog-
tuies of all plays produced al the present
day, it is much bettor adapted for our purpose
than any of the definitions which have come
down to us from anliguily. A closer exami.
nation of it will suggest the following points,
which will be taken up and diseussed in the
order given : —

(1.} The story,

(2.) What constilutes n story,

(3.) Charactors.

(4.) Characters snited Lo the story,

(6.} Characters distinguished,

(6.} Sell-consistoney of charactors.

(7.) Characters as foils.

(8.) Completenoss.
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(9.) Unity.

(10.) The three unilies.

(11.) Unity of action.

(12.) Unity ol time.

(18.) Unity of place.

(14.) The story must De one that can be
acled.

(16.) The story must be suited fo stage
gonventions. .

(16.) Motived incidents.

(17.) Inloreslt and pleasure.?

(18.) Novelty.

(19.) Variety and contrast,

(20.) Suspense.

(21.) Surprise.

(22.) Climax.

(23.) Humor and pathos.

(24.) Where stories come from,

(25.) Character of good stories.

(26.) Adaptation.

(27.) Adapting novels,

(28.) Adapting foreign plays,

2. The Story, — The firsl and most essen-
tial feature of a play is the story. If may be
very simple, or it may be very complex. It
may be no more than: John wants to marry
Susan, bul, cannot beenuse Dick has told hor
that John is in love with Mary; John dis-
covers Dicl’s villainy and marries Susan,?

1 Boa Chapter X VL, in whioh this and the following
gub-tities will be disoussad,
2 Tha plot of ons of the most popular plays of the
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Many successful plays have had no bolter
formuln than Lhis,

On the other hand, tho story may be a con-
fused tangle of ingenious complications as
hard to separate as a Chinege puzzle, In any
cage (here must boe a story of some so01f, ——
gomebody must steal, or kill, or doceive, or
love, or woed, —- or thoro ¢an boe no play. The
firsts thing, then, that the playwright mnst
provide himself with, is a good siory, or, hol-
ter, a collection of good stories.

3. What Constitutes a Story. — Lvory
story that has any value for dramatic pu-
poses may be reduced to the following fox-
mula ; —

A (standing for one or mors characiers) is
trying lo achieve somo purpose. A 18 op-
posed by B (reprasenting ong or more charac-
ters), who tries 1o provent A from carrying
out his dosign. Afior a series of incidents, in
which firgt one and than the other sooms to
have the upper hand, A finally suceceds in
frustrating the designs of B, and eilher ac-
complishes the end sought or is killad

4. Characters, — Ag (ha sbory is one of
human lifo, it treats of tho actions of men and
women, and in congequenco hay characiors.

In the gelestion of hiy eharvacters, tho play-
wright has an almost unlimited rango; bui,
four requirements must be observed : —

century, azel Kirke, may bo staled in this way: Blols
merriod ; no, sho is not; yes, sho is{



86 T ART OF PLAYWRITING.

(1.) The characters must be suited to the
story, — the slory Lo the charactlers.

(2.) The characters must bo clearly distin-
guished one from anothor.

(3.) The characters must be self-consistent,

(4) The characters must be so sclected and
arranged that each one may serve as a foil to
another,

5. Characters BSuited to the Story. —
The incidents of the story must seem to grow
out of the nature of the characlers, and, on
the other hand, the incidents must react on
the characters to produce the result aimed at.

In the Merchant of Venice, the trial scene
18 the direct outcowe of Shylock’s avarice and
raco prejudice. 1'ut generous Othello in Shy-
lock’s place and the irial sceme would be an
absurdity, Iqually absurd, on the other hand,
would it have beon to represent the keen-wit-
ted Shylock as believing in Iago’s veracity.

6. Characters Digtinguigshed. — As, in
real life, no two persons ars exaclly alike, so
in a play each character must be marked off
from every other, down to the least impor-
tant. A skillful dramatist will manage to do
this by a single touch. Thus the one line in
which Shakespeare characterizes Robin Ost-
lor, “naver joy’d since the price of oats rose,”
distinguishes him from all other characters.

The distinguishing marks should be rcal
clements of character, not mors tricks of
drogs, manner, or speech, A set form of
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words pul always into the mouth of the same
character is called a guy.

. Self - Congistency of Characters., —
ach personago musl be made o say and do
exactly what is appropriate to his eharactor.
A flagrant vielation of this rule is found in
Boueicanlt’s London Assurance (a8 commonly
performed), whero that selfish old reprobate,
Sirv Harcourt, is given at the clese a speceh
teeming with lofly senliments and exalted
morality.

As Aristolle points out, a characier, to be
congistent with itself, must often be drawn
as inconsistenl, An inconsistent woman, for
example, would ho solf-consistont only if por-
trayed in all her characloristic inconsistoney.

8. Characters as FPoilg, — As will ho
shown later, contrast 18 one of the instru-
ments of dramatio cffeet. An avaricious
character, like Shylock, standg out much
more vividly when a generous nature, like
Antonio’s, stands over against it as n foil,

Plays composed entirely of vieious or en-
tirely of virtuous characters would be insuf-
ferable, The characters should be so selected
and arranged thal in cach sceno tho promi-
nent charactoristics of ench may bo made
more promvinent by conbragt with tho others
ol tho samoe group.

9. Completeness. — iy a completo story
is meanl one that has a beginning, a middle,
and an end, A story is complete when il is
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told so that e listener doed not need 1o ask
what happencd before it began, nor care to
asl what happened aftor it concluded. When
wo have heard a complete story through to
the end, we know all that there is to tell.
When a play like Ofhello, for example, has
come to a close, the spectator feels that he
has been put in possession of every fact
about Othello and the other characters that
he needs to know, No addilional knowledge
of Othalle’s eareer pravious to the opening of
the play would afford him any satisfaction,
nor does ho care to know what happens after
the curtain falls,

A remarkable bul successful violation of
this requiremant may be found in Sardou’s
Danisl Bechat, in which the curtain falls just
before the decigive stop is taken which would
reliove the spectator’s suspense. Whether
atheism or religion i3 master of the situation,
is a problem left for the andience to solve.
It need hardly be said thab no playwright of
ordinary powers would darve try this bold ex-
pedient, or, having tried it, would stand one
chance in a bundred of sueceeding.

With an incomplete story, the spectator is
left unsatisfied : he wants to know whal hap-
pened before the play oponad, in order 1o un-
dorstand what ogourred during ity progress;
he is nof satisfied with the close, and wants
to know what is going o happen next.

10, Unity. — The story musl be unified,
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This has been variously interproted, bul the
mosi, songible view is, that all the incidents of
the story mnust be mado to clustor aboul o
single central antmating idea. Omne purpose
must Dbe scen to run throughout ithe whole
serics of incidents. If there aro two saries of
incidents, they mugl be 80 woven togother
that, at the end of the stovy, it will be evident
that one could not have taken placse without
the other. This constifutes the unity of ae-
ton,

11, The Three Unities, ~ The Fronch
critics of the seventeenth contury distin.
guished threo separale kinds of unity : —

(1.) The unity of aslion,

(2.) The unity of time.

(3.) The unity of place,

12. Unity of Action.— The narrowest of

the French critics understood {tho unity of
action to mean that the play shouwld havo g
single evont and a single hero,

13, Unity of Time. — Following an am-
biguous statement in Aristolle’s Foetics, tho
Irench eritics restrioted the time of the play
to twenty-four hours, Aun extonsion o thirty
hours was bavely permitied,

14. Unily of Place, — This wnily roquired
that thore be no chango of geene during tho
entire play,

It 18 important {o notice that tho {hree
unities, in their historieal significanca, wero
the invention of French oriticism, lrom this
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source, they wore adopted for a time by Eng-
lish playwrights. Al the present time, tho
torms no longer have any meaning, save in
the historical sense, when speaking of plays
written under the influence of the old rules
of criticism. No one pretends to regard them
at the present day. I is still convenient,
however, to speak of the unity of action, not
in the old sense, but with the meaning defined
in No. 10 of this ehapter,

15, The Story must be One that can be
Acted, — Unless ihe story is one that can
be acted out on the stage by men and women,
it is worthless for dramatic purposes. It is
not enough that it can be lold or narrvated ; it
must he acted. It must hind its natural ex-
pression in those movements of the human
body which tell of passion, emotion, and re-
solve. Il must be a slory capabls of being
told in daggor-thrusts, kisses, frowng, sighs,
laughter, caresses, ealing, ighting, and dying.
If it can Dbe expressed in dumb ghow, then if
salisfies at least one requirement of dramafic
congtruction j if it cannot, it may make a good
novel or a good poem, bul it will never makes
a sueeessfonl drama.

16. The Btory must be Suited to Btage
Conventions.! — In 1he preceding chapters,
the nalure of tho stage, ils devices and ils
limitations, have been clearly sel forth., It
s upon this stage that lhe story must be

1 Seo ohaptor xv. 8.
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acted, and to the conventions and hmitationg
of this stage it must conform. A stoy in
which a dozen people are 1opresonted ay
present throughoutl the entire narrvative, may
be vory pleasant in tho telling, bul it will
never do for the stage, whore thore must ho
enters and oxits fo give dife and variely Lo tho
scene. A gtory of the war, in which a troe is
cut in two by a cannon-ball and Lhreows o spy
who hag been hiding in ib headlong throuph
ths window-sash ol a house, may be tho most,
delightful sort of reading, and yot bo wholly
impraeticable for stage production.

In these days of “tank” dramas, however,
the possibilities of stage elfecd are by no
means exhausted, and some boldnoess in thig
direction may nol go unrewarded,

17. Motived Incidents. — ‘The story, when
acted out upon the stoge, takes the form of a
series of incidents, Not overy sories of inci-
dents, howevor, will constitule & play, Tho
incident must be motived. "Thig means that
the cause of avory meldent must ho apparvent,
in gome incident thal has preceded il and
serves as @ motive for it.  Iivery eveunl musl
be seen to grow naturally oul of whal has
gone before, and to load naturally to what
comes after.  An incidont which is introdueced
arbitrarily, sumply for offect, is called clup-
trap.



CIIAPTER XVL

WHAT CONSTITUTES A PLAY. — MEANS OF
OREATING INTEREST.

1, Interest and Pleasure. — The story
must interest and please. This is the funda-
mental law of the modern drama. It is nof
forbidden the dramatist to peint a moral, or
discuss a social problem; but these are side
1sgues, oxtra-tramatic effects, which he must
undortake at Lis own risk.  Ilis first and his
last business, as a playwright, is to tell such
a story, and to tell it in sueh a way, that his
andience will be forced to listen, nnd, listen-
ing, cannot fail to be delighted.?

2. Novelty, — An important requirement
of a dramatic story is, that it be fresh and
original, Nothing wearies us like a stale ance-
dole, a joke we heard the day before. If the
playwright have any originality in him, by all
means lot him exercige it in {he invention of
new incidents, Still it wust nol be forgotien
that an old story, told in o now way, possesscs
all the charm of anew one. A cortain interest
also atlaches to well-known cevents in history
that compensates for their lack of novelty.

1 This subjeot will bo token up ond diseunssed later on,
Beo Chaptor xxiil, 2.



WIIAT CONSITTUTES A PLAY. H N

3. Varisty and Conirast — Monolimy ig
the Dbugbear of the dramatislt, In ordor to
escapo 1, he must exercise all the inventive
power of which he i3 possessed to vary tha
character of the incidonds ag they lollow ono
another, ILothos must bo followed by humonr,
wit by eloquence, “{talky ” passagos by quick.
succeoeding scenes of incident, goliloquics by
the rapid give-and-luko of dinlogue,  The en-
tire act should be o rapidly shiliing kaleido-
scope, presenting new features al every turn.

Variety nol only destroys monotony, bhut it
gecures the powerful effcct of contrast., A bit
of humor ig twice asg eflecliva it it follows an
instant of pathos or even of commonplace,
Brilliant dinlogue secems doubly brilliant aiter
8 monologue,

4, Suspense. Tho mosl important menns
of arousing interost is suspense, Il cep a lis-
tener in doubt as to whal is coming, and hae
cannol help butl liston, Suspense is tho nor-
vous system of the drama. In some form or
another, 1t must exist throughoul the entire
progress of the story. At varions points of
the play, generally at the close of oncl act, it
may bo parbially relieved, bul it must always
be done in such a way as to give riso 1o now
susponge, or Lo leave one or two poarbiculars
slill unsettled. Not until tho lpst moment of
the story should every ilem of doubl be

elenred away.,
This does not mean {hat the audicnoe ig
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invariably not to bo told what is coming., Tt
ig o curious faet of human nature, that wa
awail an event wih no less interest, and some-
{imes with greatee inderest, when we know
exacbly what 18 coming, than when wo aie lefi
in ignotanee of its natie, — providod the
story 18 lold in such o woy as to arouse our
sympabhy. Thig is oue renson why the best
plays may be heard over and over agnin with-
out losing their powerful faseination over us.

If the dramalist s sure of his powers, it is
a very elfcetive device {o take the audience
into his confidence, lat thom see just what is
comming, and depend upon his skill in telling
the story to keep them in a siate of suspense.
A successful play written upon this plan ig
surg of a much longor lifse than one which de-
pends on mere surprise through unexpected
incidents.

5. Surprige, — Nevertheless, surprise ig
one of the most potent of stage effects. An
audience may be startled or shoeked into a
state of interest when no other device would
be of any avail. Surprises are most valuable
in light comedies, which sometimes consist of
little more than a sucoession of starthing in-
cidents, In more gerious plays, too sudden
surprises give the story an unpleasanily ab-
rpt and “jerky ” eharactor. The surprise,
in such cases, must be in a manner prepared
fory the audiencs must be made to have a
dim foreboding of the impending disaster,
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while itg exact nature 15 left a malter of suws
mise.

6. Climazx. — A vogular neronse of foreo
and mtorest eulminating in o slrong situation
ig called elimax. A dramatic story should bo
full of climaxes from boginning Lo end., lovery
act should have several lessor ones seatborod
through it, and should mvariably ond with
one of groater importance. ‘Toward the end
of the play should ocenr the great climax, in
the technieal sense of tho word,! 4. ¢, the
point at which the intorest of the pluy reaches
its highest stage. All the incidents loading
up to a striking situation should be arranged
in the form of a elimax, growing gradually in
forece until the last is reached. The situation
concluding a climax generally lakes the forn
of a tableau, or slage pictuie,

The technical slimax must be earefully dis-
tinguishaed from the catastrophe, which last—
in tragedies especially —1s offen tho strong-
est situation of the play.

7. Humor and Pathos, -—— Excopt in the
lightor sort of comedy, the lwo clemonts of
humor and pathos are always introduced in
the modern drama. No onoe any longor thinks
of wilting puie tragody for tho siage, and, on
the othor hand, the most salable comodies
are those which havo a fow touchos in thom
of gonuino pathos,

8. Where Stories come from, - Thore

1 Sos Ulaptor xIx,
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are no rales for collecting atories. They
must como from observation of life, from con-
vorsabion, from reading, fiom old newspaper
seraps, — anywhere, in a bit. of life vividly
told, may lurk the germ of a first-class dra.
matiec story., Many dramatists will confess
io having had their besi ideas suggested
while reading 0ld and forgotten novels, Many
mare, if they could be made to confess, would
acknowledge thoir indebtedness to Ifrench
brochwres, A good story, whorever it comes
from, is a pricoless gem, and the playwright
who has a note-book full of them has the be-
ginnings of a valuable stock-in-trade,

9. Character of Good Stories, — The
best stories for dramatic purposes require
fow presuppositions, and those of a character
capable of being implied rather than demand-
ing explicit statement., The story musi, of
course, be of such a character that it can be
symmetrically developed under the (ramatic
form. The drama ig a regular, orderly growth,
and neither a story which congists ol a series
of episodes following one after the other like
knots in a string, nor ono which shoots sud-
denly upwards to a resplendent climax, and
as suddenly goes out in utier darkness, is of
any value for purposes of dramadization,

10. Adaptation. — Thore are two kinds of
adaptation ; —

(1) The dramalization of g novel,

(2.) The transglation and alleration of a
play written in another language.



WHAT CONSTITUTES A PLAY. 997

11, Adapting Novels. — Nol overy novel
can he successtully adapied, for tho reason
that its succoss may arvise from features which
do mnot admit of translevence to the stuge,
The first point to notice in every case ig the
action, If the interesting portions of tho
novel depend for their inturest, not on what
the characlers say, bul on what they do, the
novel probably has dramatic possibilities,

12, Adapting Foreign Plays. - 'This pro-
cess, 8o easy to the professional playwright, is,
for the beginner, almost a hopoless task, Jix-
cept 1n rare instances, nothing but o large ex-
perience with the conventions of the Amgrican
gtage and the demands of the Amarican public
will enable the adapler to deeide what por-
tions of the foreign production will boe offee-
tive. Some plays need only to bo tranglated,
with a little cutling here and thero, Others,
and by far the greatest numbor, must be abso-
lutely reconsiructed, the charactors altered
and re-namod, the minor incidents invenlod
anew, the whole play denationalized and
worked over on the American plan,



CIIAPTER XVTI,
THEORWTICAT CONSTRUCGTION.

Lleposition.

In the preceding chapters we hava seen
what a play 1s, and what the clements arve
that po to its construclion, We have now to
eonsider the process by which the material is
to be put together in organmized Torm,

1. Making the Outline. — The story of
the play having been decided upon, the first
step is to make a rough outline of the drama
that is to be. As has been said, every dra-
matic story has o beginning, a middle, and an
end. These are known respectively as, —

(1.) The exposition, or introduction.

(2.) The height, or climmax.

(3.) Thoe close, or catastrophe,

2. Intervals, — Names are also given to
the intorvals between the above stages of the
gtory, as follows : ——

(1) The growth, rises, or tying of the knot.

(2.} The fall, untying, or dénouement.

The growih, rise, or tying of the knot 18 all
that comes ULetweon the exposition and the
height.

The fall, untying or dénouement, is all that
somes beliween thie height and the close.
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The aignificance of these terms may be made
appierends bo the eye by moeans of the foliowing
dingran ; —

4

b
a d

a Beginning of the action.

ab LExposition,

de Growth.

¢ Height.

ed Iall,

¢ (Hose, or eatastirophe.

The word dénouement is frequently used
ag an equivalent for catastrophe. This is in-
correct. It ig literally the untying (Irench
dénouer, to untic), and includes all between
the heipght and the close.

3, Purpose of the HExposition. — Before
the curtain riges, the andience knows no more
of the story than con be learned from the
playbill or programme. TFrom this source
they may be expected to ascortain only the
nomes and chief peouliarities of the eharacs
torg, the tine and place of the supposed ac-
tion, the number of acts, and a vague suggos-
tion of what the story ig to be! Consequently
it is necessary, at the beginning of the play,

b Sec Chaptor xil, 2 and 3,
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to put the speetator in posgession of all the
Tacls necessary to a porfect comprehension of
the story as 1t unrolls before him. All this
oxplanatory part of the play, before the real
movoenment bogins, is called tho erposition.

4, Manggement of the Bxposition, —
The art of the exposition lies in introducing
pll the neoessary facts withoub inderrupting
the flow of thoe action.

6. Methods of Hxposition, —The prin-
cipal methods of exposition are the follow-
ing : —

(1.) Prologue.

(2.} Allowing the charpetars fo narrate the
Tacts.

(3.) Arranging the first part of the action
in such a way that it will tell all the facts
while carrying on the gtory at the same time.

6. The Prologue. — The prologue is of
lwo kinds : —

(1.) The spoken prologue,

(2.) The acted prologue.

7. The Spoken Prologue, — This favorite
deviee of old English comedy — a few lines
of verss recited by one of tho actors befors
tho rising of the eurtein — has passed entirely
out ol vogue. In ite latier days it lost itg
explanatory funetion, and served moroly as a
vehicle of socinl satire. A similar bit of verse
or prose, recited aftor the play, is ealled the
eptlogue. Tew moderm andionces will wall
for an epilogue,
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8, The Aocted Prologue, — Tho astad pro-
logue is frequently used to mtroduce oventy
oceurring gsome yoars befors the main aclion
of the play takes place. I1 is genorally a
bhunglesome dovice, and indicates that tho
dramatist does not have his story well in
hand. Morecover, il does not eseapo the muin
difficulty, becanse the prologne must isell
have an exposition,

The original form of the acted prologus was
the dumb show, in which thoe main features
of the play were acted oub in pantomime, An
example of this may be found in the play
performed before the court in Hemied, Tho
function of the dumb show 1g fulfilled in
modern times by the printed playbill or pro-
gramme.

9. Bxposition by Narration, — Tho most
obvious method of presouling explunatory
matier 18 to put it in the mouth of one of tho
charaeters. Thus the young dvamatist, if i
is necessary for the pudience to know that
Angeling 18 a foundling, will bring in two
characters, seat them on opposite sides of Lthe
stage, and make one of them begin as (ol
lows: “1t 18 & strange, sad story., You must
know that one cold winter night, sevenloon
yenrs ago, a baskel was left upon my door-
stap,” and so on, until the story is Lold.

The impropricty of this method will ap-
pear if we romombar that the essence of the
drama 18 getion, not narration. Sconcs of this
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charaeler, even whoen broken up into dialogne,
apre invariebly progy and wearisoms, and
shounld always bo avoided. It is not practi-
cable entirely 1o disponse with the narrvative
clement, but it should be reduced to the
smallest possible proportions,

10. Bpirited Narration. — A, very effec-
tive form of narrative exposition is Lo make
one of thoe characters, discovered al rise, de-
seribe the action supposed to be going on out-
gide the stage. This admits of considerable
action, and forms & good preparation for the
enters which lollow, The following is the
opening scene of Meilhae and Halévy’s Irou-
Frou, In Daly’s brilliant adapiation ; —

Pauline is discovered, as the curtain rises lo merry
music, arranging a bouquel in ¢ vase at L. The noise of
a whin ts hemd, and she turns and looks off, K., through
the arch,

Pauline. Who 's coming now ? [Goes to the arches
and looks off)] Why, if il is n't Mndemoiselle (zilborto
and that charming M. de Valiens! Whal on earth onn
e the mattor, that they aro galloping in that way ?  Oh,
Monsionr might have spaved his herse. Mademoiselle
alwiys comes in fitst. Now ho’s assisting her to dis-
mount. They are coming hore ! [ She runs io the vase of
Jlowers again,] Iow long they arel [ZTurns.] Made-
motsolls mnet have gone to her room direot. [Returns fo
arch, (] 'That’s cortain, for horo comoes M, de Valieas

alono, Ilow gracofully ho bonrs defont !
Enter Valreas, I8 C,, looking back

Another illustration may be found in the
exposition of Roborison’s fome . —

Luey discovered sealed on a sofe, L ., holding a note,
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Luoy. [4dpitated.] It’'s past twelve., What onn it
mean ? [Reading.] * Will come in by the kitchon par-
den when I have watohod your papa out” [Looking
rom window.] Thoreheis!l “There’s my Bertie! [Ifiss-
ing her hand.] 1le’sstanding on the gate] IIo sees ma !
Now, e 's tumbled down and lurt himself{ Poor fol.
low! I know he’s broised. That nasty gate, to ro and
1ot him falll  Why, he ’s coming in at the window, and
not at the door] What does this mean ? [Inter Beitie

From R, window, limping.] DBortiol

11, Pointa of BEffectiveness. — Notice, in

both the foregoing instances, —-
(1) That the scene described is a vivid and

exciting one.

(2,) That it is one in which the obsorver is
intensely interested, especially in the second
illuatration.

(3.) That it gives opportunity for action,
emotion, expression of consternation by ges-
tures, ete.

(4.) That it leads at oncoe to an entoy, the
scene outside being, so to speak, immediately
trangferrved to the stage.

Many striking instances of effective narras
tion might be pointed out in modern plays;
but they are placed, not at the beginning, but
in the body of the play, alter the spectator’s
sympathy has been seourod. In other cases,
as, e, g., tha long nareative of the last act of
The Bells (an adaptation of Krekmann-Chae
trian’s Le Juif Polonnais), rendered with so
great effect by My, Inrving, the ascompanying
action deprives the lines of their narrative
charagtor,
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12, Exposition made Part of the Story.
— Thig iy the only truly artistic method of |
exposition, It is also by far the most diffi-
cult, often taxing the dramatist’s ingenuity to
the utmost. In many cases where it appears
impracticable, the fault will be found to lig,
not with the method or the dromatist, but in
the faully and ineoherent construction of the
story itself. Tho test of a well-built story is
not infrequently its ability to oarry along
with it its own exposition.

.18, Implication. — T'he means most often
used fo make the action form its own exposi- -
tion is implication ; 4. ¢, the information ig
indiveotly ¢mplied, not dirvectly told. It may
bo implied, —

(1.), By words.

(2.) By action.

14, Implication by Words, — An illus.
tration may be used {o make this method
clear: —

The curtain rises and dissovers a genile-
man and a servant, The things to be toid
the audience are, —

(1.} The gentleman’d name,

(2.) The fact that he has come to call or
the master of the houge.

(3.) That the mastoer of the house ig hig in-
timate friend,

(4.) That his friend is married.

(6.) That he has marriod an heiress, and
fallen into luxurious habits,
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The diroct method of oxposition would sus-
pend the action of the story while one char-
acter or the ofther gives this information,
The following dinlogue, from Augier’s e
Gendre de Monsieur Lotrier, will show how
these facts may be implied in the words used
to earry on the action ; the action being in this
case the call itsell, and tho determined offort
of the oaller to 8ee the master of the house;

Servant, T must tell you ngain, siv, that you eannob
sao the marguis. Ile is not yot out of Led.

Heotor. At nine o'clock in the morning ! [Aside.]
To be sure, the sun rises late during the honoymoon,
[dloud.] When do they brenkfast hora ?

Servant, At oloven. DBut what's that (.0 you P

Hector. TPui on a plate for mo. . .

Ainter Glaston.

Gaston. What! You? [ They embrace.] 1
Servant, [side] A nice mess I 'vo made of it}
Hector, Denr GGaston!
Gaston, Doar IHeotor!

15, Analysig of Implication by Words.
- Notice In the above, —

(1.) How the fact that Ilector cannot see
(taston (a part of the action) is mads to im-
ply that Gaston is luxurious in his habils (a
part of the exposition),

(2.) How Heetor, in accounting for his fail-
ure to see Gaston (netion), implies that Gaston
iz married (exposition),

(3.) How Heotor’'s remark to the servant,
“ Put on a plate for me,” imnplics that he has
beon a famniliar friend of Gaston’s,
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(4.) ITow the natural exclamations of {tha
two men in greeling ons another are made to
toll the namo of each,

IFor furthoer illusiration, take the opening
of the Leng Strike, in which Bouecicanlt intro-
duces a meeting of the mill-owners, and makes
the proceedings of this mecting serve to ac
quaint the andience with the partieulars of
the stxilea: —

Darlor of Seven Star Tun, .drmitags discovered at
table; DBrooke, ., corner lable; Aspinwall, L., second
chatr; Readley atl table; Crankshaw discovered at door,
It 8 E.; noise outside; votces outside at rise; music.

Armitage. Ilave you dispersed the crowd ?

Crankshaw, No, sir; the people are very crderly, but
thoy will not mevo on,

Read.ey. 'Tho stroet below is impassable; the maob in-
cronses,

Armitags, Vory woll. [Hxit Crankshaw. Armitage
rises,] CGenllemon, we have to denl with n mest porilous
origip.  Tho workingmen of Manehoster hiave now main-
tnined the longest strike on record The elaims I advanced
gome weelss apo wero, I confoss, extravagant; Lut I hear
that modernto counsels have lately prevailed amongst
them. ILwot us hope thot the mement hos arvived when,
by mutual concossion ~—

Readley. 1, for one, will concede nothing. The
longor this strike is maintained, the more salutary will,
ba tho lewson. Their suffering, wantonly self-inflictod,
will 10muin & tiadition amongat similar combinations,

Brooke. I agreo with My Readley. Conacession, to
tliega paoplo, iw oneouragoments + .« o

Crankshaw. The doputetion of the working committeo
is bolow, genilemen,

Hnter Crankshaw R, 8 B\
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Armitage, Ilow is it composed ? I¥ye know the

men ?
Crankshaw, Yes,sir, Thore’a Norh Learoyd —

Armitage  The orazy onthusiast ? I am aory he ia

umongst thom., Well?
COrankshaw, James Starkee, Jolm 'Dlek, nnd (Old

sha rook.
Deadley. Theso ate the 1ingluadors.

16. Implication by Action. ~— An illus-
tration will suflice for this also: —

‘While several persons are on the stage, o
gentleman enfiors, and finds himself faco 1o
‘face with a lady. Bobh starlt back in extremoe
surprise, stare ab eash other for an instani,
then, as they recover their composure, how
coldly, and the lady exits, whils the gontle-
man glanees aftor her out, of onoe comer of
his eye; without a word boing said, the audi-
ence has been told that these two eharaclers
have, at some time in the pasi, sustained rola-
tions to each other,

17, Length of Hxpocsition, — The necos-
sary explanations should be introdwced as
near the Dbeginning of the play as possible,
since, if brought in laler, when the story is
falrly undey way, they intorrupt the action
and dissipate the inferest,  As a mle, thoe ex-
Planatory matter should be all in by the end
of the flirst net, in o five-ael play, or, in gone
oral, bafore one filth ol the play is complated,

A new charactey, milroduced in the middlo
or latter part of o pluy, somelimes demands
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further exposition. In such eases, a proper
preparation for outer ! will eonvey all needad
explanation,  In mosl cases, il will be found
inoxpediont Lo introduce now charactors alter
the exposition proper, uuless there is a chance
to double up.?

1 Soe Chinptor xi, 12, 2 Soo Chopter xiil, 22,



CHAPTER XVIIIL,

TIRORBTIOAL CONSTRUCTION (continued),

+

Growth,

1, Growth and Bxposition, ~—The prowth,
or tying of the knot, has been defined as in-
cluding all that portion of the story which
lies hetween {he exposition and the point of
greatest interest. I’raclically, however, there
is no sirictly drawn boundary line boelwoeen
exposition and growth, The interest of tho
best plays beging with the opening lines.
The action develops uninterruptedly., What-
ever exposition is needed 13 conveyed, as was
explained in the last chapler, by implication,
and so forms part of the growth itsoll, It 1s
conveniont, howaver, to speak of iho exjposi-
tion as continuing until all the presupposi-
tions have been sel forth, and all {he charae-
Lers Introduced. -

2, Confliot and Plot.— As Dbofore ex-
plained, evory dramatic story is founded on
tho conception of & character striving to ace
complish some purpose in which he is
thwarted by another character, This brings
about & confiref, or clash of interests, which
becomes more serious and more complicated
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a8 thoe play procoeds, and forms the mérigue
or plot.

3. Beginning of the Growth, — The
growlh properly begins, then, at the point at
which the disturbing element iy introdueed.
We have porhaps n quiet scene, imftroducing
itwo or three of the prineipal characters.
Every one sesms fairly happy, and everything
seems going [aivly well, when, suddenly, in
comes some charactor whose mission i to de-
ptroy this peace and sorenily, In o moment
pll is turmoil and consternation. The main
aclion hags begun, The virtnons characiers
slruggle Lo mainlain their happiness, the vil-
lain strives to mndermine them. Plot and
sounter-plol follow in quick sueccession, until
the intersst culminates in the climaxz.

An example may be taken from Peacook’s
Loliday, an adaptation, by II, C. Morivale, of
Labiche’s Le Voyage de Monsiewr Périchon.
Robin Swayne and Stephen Tickell ave two
young men in love with Mary Peacock. Mary
being on a lour in Wales with her father,
Robin thinks it o good chance to gel ahead of
his vival by taking the same tour, and so {all-
ing in with 1he Peacock family apparently by
aceldent,

Seene : Fxterior of an inn among the Welsh mountains.

Robin, [Throwing himself on the bench] This nftor-
noon! Then I'm just in fhe niok of time, I darcsny
old Peaconk will nulk mo to join the pavty, and, onge lot
mo do 40, 1'll see if I ean’t aticle on for the rost of the
tour, Xouey boing in » Welsh car with Mary Poacock |
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Denr Mary, whal o surpiise it will bo to her to see we |
In London thoie was always somebody in tho way, espe-
cinlly that follow Tickell, my oldest friend, Iut I'vo
got rid of im now ; Ae novor would have thought of fol-
lowing Mary down to Walos, llo’s off to Switzorlaud
for his month's holiday, and thinks I'm ditto to Seot-
land, Xong it, how tived Lam? Whoers's that beor ?
Futer Stephen, It C,, with knapsack,
Stephen, ‘Whaiter! Pint of boer, and a bodroom,
Robin, [Jumping up; aside.] Thatl voloe!l Tiolell !

Confound it
Stephen, [Secing him ; aside.) That face! Swayno!

Damn it ]
Robin., [dside] 1 fanciod tho follow was safe in

Switzetland,
Stephen, [dside] 1 thought the boggar was g in

Scotland,

The clash of interest has begun, and the
growth ig fairly started.

4, Hlements of the Conflict, — The con-
flict of interests is not by any means confined
invariably to the virtuous and the wicked, al-
though, in all plays of a serious charactey, a
conflict of this nature is cortnin {0 be found.
In comedy, the celash usually comes about
through misunderstandings of various sorts,
thongh the same means, if properly employed,
will bring o pass scenes of a highly pathetic
and even tragic charncter, :

In the fixst act of Irow-Fyou, Louise be-
lieves, up to a certain point, that Sarlovys is
in love with her. Notice how {1his misundor-
standing resulls in a conflict of intoresis in
the highest degree pathetic: ——
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Lowise, [To Surtorys] How lato you are to.day!

[IIer manner must evince love for him and pleasure i
his company. She motions o a chair; they sit.]

Sartorys,  [Serfously.] 1 suppose I'm late hooause I
left Liome oavlier than vesunl. [Lowise laughs] I ox-
plein, T was in such n huiry to gebt here that I started
from the ehateau at r full gallop ; but when I got within
o hundiod paoes of tho gato I stopped, tnrned my horso,
and for o whele honr walled him shout the neighbor-
hood. I came bagk to the pate thrves times, and thice
timos tuined away again. Tho fourth 1ima, hewover, ¥
did liko nil cownids whon they malke up their minds to
bo mave, I plunged iu liend foromost, and here I am, o
littlo later than usual, perhaps, but atill hora I am.

Louise, [Who has followed him with intevest and laugh-
ingly, but now beginning to show her emotion.] What waa
the catige of thig hesitation P

Sartorys. It is boeepuso I have deeided to say some-
thing to-day that T have wighed to say for the Iast month.
That 13 tho rengon why I trembled all the way here, and
why 1 atill —

Totuse, If what yon have to say i8 o very serioug —

Sartorys. (Serfously.] It is,

Lonise, [Moved.] Porhnps you had bettor walt ~—

Sartorys,  Oh, no, I must positively go through with
it to-day, Desides, before I apeak I ean gain conrage by
rememhoring how good you have always bheen to me.
And thon, your father authorizad me to —

Lotttse, Oh, if papa —

Sarlorys. 1ls did! And mowe than that, ke said I
muat flvat spenk to you,

Lotlge.  [Deep emotion.] Tomol

Sartorys, [Taking her hand.] Ilove you not guogsed ?
I am in love,

Lowise, [Searcely audible] Youlovel

Sarlorys. Yosl L love madly, devotedly —— your aig-
tor! Gilberto )

[Loutse, as {f pelrified, ut first says nothing ; simply
raises her eyes Lo Sarlorys, then —|
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Louise. Gilberte |
Sartorys. Did you not suspeet it ?

Lowise, [DBreathless] No,

5. Main and Subsidiary Aotions. — The
story, if told in the most straightforward way,
wonld, in most cases, soon be over witls It
18 necegsary to prolong ii, to oxpand it at va-
ricus points, to give it variety and conirast,
Thig is partly effeoted by the introduetion of
now characters al opportune points, bringing
in fresh life and inlerest ab the very moment
when the action seems about {o flag; but
mainly by the nse of subsidiary netions, off-
shoots of the main aclion, bul yel so inti-
mately eonnected with it that the atiention
will not be distracted from the movement of
the plot as a whole,

6. Hxample of Subsidiary Action, — In
Act 1, Scens 3, of the Long Strike, wo are
1ntmduoed to Noah Learoyd’s dwelling, The
main action of the play is {he reply of the
mill-owners to the demand of ihe workmen’s
delegntos. The plain and straightforward
telling of the story demands that the dele-
gates be broughl on the stage ab once, and
the result of their mission related. Instead
of 1his, the wriler skillfnlly iniroduces a sub-
sidiary scene, as follows ; —

Noak's dwelling,  Gontlemun from London, Juck O Bobs,
Tom O'Dills, Maggie, Susan, and two small children, and
all the mill hands discovered af change. Clerk, seated al
table, wpon which is a bag of money, ledger, writing mate-
rials, and lighted candles; crowd gathered round table;
murmure by crowd,
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(entleman from Lomdon. [Teking T.. of C, back to
andicnes, reaeding st ] Suegan 'Ollond, two Ainfants and
von 'usband, hopmatives hon tho sliike; one shilling
and threeponee for the man, heightpenes for the woman,
and thieepence a 'ead for feach Minfant; total, two an’
tineapence ha'ponny,

Maggie. [ds Susan 1s aboul to take money.] Stop!
ITor man is dead, ‘Lhou hast no right to diaw for he,
lagn |

Gentleman, IDload P

Tom. Aye, ho ho as dond as n. door-post.

Gentleman,  Yor shame, Mia *Olland! ’ow could you
fiimpose hon the ¥ London Central Stiike Tfand ? »?

Susan, O, siv, my babies n16 olamming.

Gentleman, Clemming P  What does gshe moan 9

Jack, Btarvving, gir; thet's all.

Gentleman, Rotire, Mra, 'Olland, babios kain’t on the
Hat, [fleads.] Jack O'Bobbs!

Jack, ‘That's me,

Gentleman, TFull-prowod fhoporatives, one aund three.

pence,
| Clerk hands money to Jack.]

Jack, |Turns to Susan)] Ilaro, lass, take it. I can
clem hettor than thee and thy ohildex,

[(ives money to Susan, Crowd murmurs approvingly.]

Tom. ‘That's right, Jack, thou art o good lad, and as
long as I have n ghilling wo 'l shae it togethoer,

Omnes, Ayo, ayal

Tom DBut hero comes the dolegates.

Omnes. Aye! tho delegates, the delogales |

Inter Noah, Sharrock, Staley, and O' Dick.

Noah, |Making way through crowd ; stands by table.)

Wo cnme from the maators,

Omnes, Well, well ?
Noah. [Hands paper to Clerk, who hands it to Gentle-

man from London. ‘Thero, man, 1end it out, for I've
not the heatt to do il.

Gentleman, [Reads.] ¥ 'Tho mastors givo you twenly-
four hows to return to work, [Murmurs.] After thab
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time, ovory mill will hoe elosed ngaingt yow, [Afurmurs |
No furthor communications will bo recsived. Signad, for
tho Mastors’ Longno, Richard Readloey,”

7, Anelyasis of Illustration. — Nofice in
the above passage the following points, which
may be laid down as rules for the subsidiary

aotion : —
(1.) The scene is of iiself an inleresting

ane,

(2.) 1t is closoly connectod with the main
aotion, since it shows the desporate condition
to which the operatives have beon reducod.

(8.) Tt leads up lo tho entrance of the dole-
gates w1t]1 the reply of the mill-owners, the
hard contlitions being made to seem doubly
hard by the misery portrayed in the precoding
lines,

It is perhaps worthy of mention, that tho
enter of tho delegales 18 not as well preparod
for ag it might be, Tom’s exclamation, * Bui,
here comes the delegabes,” is too evidentily
merely a device for getling them on. A word
or two of anxiety earlior in {he scene, on tho
part of some ol those present, would have
obviated this defect.

8. Hpigodes, — The playwright must be
espeoially conbioned against the introduection
of episodes, subsidiamry actions or scenes
which do not carry on the main aglion, Ilow-
evor interosting an episode may bo of itsell,
howover hwmorous or pathetie, it should be
ruthlessly cast nside unless it in spme way
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helps on the prinecipal current of the story.
To pul the same facl in another way, what
ever can be taken out of the play without in-
terrupting the flow or decreasing {the interest
of the story should be left out aliogether.

O, Series of Olimaxes. — If the story
grows continually in interest, the introduc-
{ion of thoe various charactors, wilth their con-
fliecting aims, will Iead Lo a sories of situa-
tions and elimaxes, which themselves will be
arranged in a elimax, Thus, if we employ
the diagram used in the last chapter, the
growth of Bulwer’s Lady of Lyons may be
represented as follows : —-

b Boeanseant rejocted. Act I, Se. 1.

¢ The plan of revenge. Act, L., Sc. 2,

d Claudo rejected. Acl L., Se, 8.

¢ "Tho offor of revenge. Act 1., Se. 3.

J Claude, as the Prince, suffers rcimorse,
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but consents Lo marry Pauline, Aot 11, Se, 1.
g The fight with Damas, Ael LL, Se. 1,
7 'The Prneo warnod to iy, Acl 11, Se, 1.
i Panline consents to an immediale mar-
riage, Act LL, Sa, 1.
4 (laude refuses Beauseant’s mongy, Aect
IIL., Se. 1.
% Pauline discovers tho decoption. Aet
I, Se. 2 (grand olimaa),
The exposition, in this play, exlends from
a to d, ”



CHHAPTER XTX.
THEORETICAL CONSTRUCTION (continued).
The Height, or Grand Climax,

1. Tying of the Knot — From the pre-
coding chapter it will readily appear that the
busitiess of the growth is to involve the hero
and heroine in apparently inexiricabls diffi-
culties. Ifach new turn of the plot winds the
soils firmer and tighter about the hero or
heroine, until o stage is reached at which
there seoms no possible chanee of escape.
Things have come fo the worst imaginable
pass. The ingenuity of the playwright has
reachad a point where, within the limits of
the story, it oan no further go, All the sus-
pense which has heen growing from the be-
ginning of the play i1s concentrated in one
grand situation, The knot is tied, and all
that is left to do is to untle it as skillfully
as may be. This point of highest interest is
the Climax, or Feight,

2. Ruleg of the Height, — The highest
point of inberest should meet the following
requirements ; ~

(L) It should be a direct consequence of
the precoding action,
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(2.) It should sum up all tho preceding
climaxes, (This is in cnge thore is but a

gingle height., Seoe, this chapter, No, 6.)
(3.) It should occur in the latter half of

the play.

3. oight =ag Consequence of the
Growth, — This prumplﬂ might perhaps be
stated more practically in tho form of a cau-
tion: Do not use a striking situation as
climax just Dbocause it has olements of
strength., A ¢ atrong ” siluntion is a fine
thing ; and, once found or imagined, it showld
be placed where it can bs laid hold of at a
moment’s notice. But, ag part of an actual
play, it will be worse than wasted unless it 18
the natural outcome of all the nction that has
preceded. The grand climax must not be
tacked on at the end of a row of incidents; it
must appear to grow out of them as naturally
and inevitably as a flower [vom its bud,

4, Height as Summing up of the
Growth, — In an artistically written play,
the height will appear to gather togother all
the striking scenes that have preceded if, and
to pass them in veview, The resson for this
will appear from the foregoing paragraph.
The height is the direet outeome of the
growth. 'When it ocours, the spostator rapidly
traverses in mind all the stages of interest
from the heginning of the play, and scoms to
find & reason for them all in the situation bes

fore hiim,
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5. Place of the Height. — Thioughout the
growtl, the problem of the dramatist is to
build up the inlerest progressively by adding
one complicalion afler ancther, Afllcr the
climax is passed, the problem is to remove lhe
complications in such & way thatl the interest
shall not flag, It will be readily seen that
the first process is mueh move suscoptible of
expansion than ihe latter. Tor this reason,
the fall should be much shorter than the
growth ; and, in consequence, the climax
should be placed somewlhers between the
middle and the end of the play. In five-act
plays, it commonly {alls near the close of ihe
third act, — sometimes in the fourth act. In
The Lady of Lyons the climax comes in Aot
III., Sa, 2, with the disillusiomment of Paul-
“ine. In Othelle the climax is reached in Act
IV., Se. 1, where Othello becomes convineed
of his wife’s infidehty. ‘Iho climax may be
gaid t0 reach its culmination in the blow which
Othello deals Desdemong : —

Oth, Fire and hrimstono!

Des, My lord P

Oth, Are you wise P
Das. What! Is ho angry?

Lad. Maybo the leiter moved him;

Tor, ns I think, they do command him home,
Deputing Cogsio in lhis goverument,
Des, By my troth, I nm glad on't.

Gth, Indeod !

Des, My lord P
Oth, Y am glad to sos you mad,

D, How, swoot Othello ?

Oih, Devill [Siriking her.)
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8, Multiple Climaxes, — The rage Ifor
strong situations, so prevalent at the presoni
day, has led to the construction of plays in
which there aie two or more grand climaxcs
of apparently equal importanse. Indeed, in
not a few of our most succeysful plays, the
growth and fall take up bui a briof portion at
the beginning and end; all the remainder con-
sisting of a series of grand climaxes following
one another as rapidly a8 the wrifer can man-
age to bring them about. DPlays ihus con-
structed inust be regarded as inartistie, though
here, as everywhere, success must inspire &
certain degree of respect. I is this class of
plays that appeals most strongly to the wn-
cultured. The “gallery” does not know very
much about art, bub it ean tell a strong silu-
ation as unerringly as can the parquet. A
good play, from the standpoint of the gallery,
i3 ons made up of a succession of kuock-down
offects; and so long as the pgallory exists ng
a paying institution, so long will such plays
be in demand,

7. Management of Muitiple Climaxes, —
Almost the only rule that ean be given for
the management of several olimaxes is, to
malke the lagl one invariably Lho strongest. .

Practically, tho terms ¢ siluation ¥ and ¢ gli-
max ” are used a3 synonymous. Many pro-
fossional play-roaders spoak of o play as hav-
ing numorous strong situations, when, in fact,
the so-called silualions are a series of eli-
ma.xﬁ%ﬂ
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When thore are bui two climaxes, the outs
ling should be like tho first rather than {ha
sacond of the following diagrams § w-

/I’/‘] b
a, d a. d

The [ollowing form should be carefully
avoided, as it constilutes an enii-olimaz ¢ ¥

X
B d
‘Whore there are a number of climaxes, any
of the following outlines may be followed, the
third being preferable, —
o O

bxyzo hx vz b Lx X

A, d o d a d

+ The meaning of the letters in the above
dingrams is a8 follows 1 ~

a Beginning of pluy,

b¢wxy e« Climaxes,

e Clogo,

1 A ollmnx loas imporiant than the preceding one, and
sonmoquontly loss striking,
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8. Illustration, - A good oxample of weoll-
managed double climax may be found in Bul-
wer’s [Lickeliew. In Aot IIL, Se, 2, the con-
gpiracy reaches its height, It is the darkost
hour for Richelicu. Ifrangois has lost the
packet, The Cardinal has fled to Ruelle,
whither is coming Huguet, with his band of
traitors, To crown all, De Mauprat enters
the Cardinal’s chamber to slay him. 'The cli-
max is reached when the former, lifting his
visor, exclaims, ¢ Iixpect no morcy ! Be-
hold De Mauprat|” Bul the resources of the
dramatist are nol yet exhausied. Richelion
eseapes the congpirators only to discover that
the king has turned against him, and that his
power 1s apparently gone forever. Thus =
second olimax of grenter force is DLrought
about in Act IV,, S¢. 2, where Baradas comes
to take J; ulie to the king,



CITAPTER XX.

THEQRETIVAL CONSTRUGTION OF A PLAY (cok-
tinaced ),

The IFall,

1. Object of the Fall. — The playwright
may now be conceived to have brought tho
growth of inferest and suspense to its highest
point, But he may not stop here. The story,
it will be remembered, must be complete, L6
must be carried to a point where there is
nothing more to tell. Ile cannot, therefors,
pause with his characlers hanging, as it were,
in mid-air, Ie must condust thef story to
goms fitting conelusion, after which the audi-
ence will depart in peace, — cilmm, passion-
gpent, and satisfied.

2. Mansgement of the Fall, — The art of
the fall, or unlying of the knot, consists 1
removing the varions suspenso-creating com-
plications in such o way as not to dedtroy the
interest. Tho meihods of accomplighing this
differ somewhal as the ending is to be o
hﬂppy or gn unhappy one.

, Tha Fall in Comedy, ~—In ﬂumedmﬂ
{111(;111&111:;, [or {he moment, under the ierm
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all plays ending happily), tho problem of the
growth is to get ihe hero and heroine into

difficulties., IIence the method of the [all
will be 1o dissipate tho clouds, either by show-
ing that the difficullios are mgro figmoents of
the imagination, or by so ordering tho inci-
dents that tho obstincles will be doestroyed,
I't must bo kept in mind, however, that, if the
susponse ig entirely removed at any ono poim,
the audicnee will al ones lose inlevesi in the
action. Tt is the businegs of {ho dramatist to
soce thal not all the conses of suspense are re-
moved al dnce 3 and that, as often as one diffi-
culty is taken away, the presence ol others is
ab once suggested. There are four ways of
doing this: —m '

(1.} By interposing some new and unex.

pected obstacle, '
(2.) By emphasizing some obstacle alrendy

known to exist.

(3.) By bringing to light an ohstacle which
is at onee seen to have exisiod all tho time,

(4) By causing a new obstacle to result
from. the very removal of others,

4. Interposition of New OQbsatacler,
This method i8 justifinble only when the new
difficulty is in some way the result of pre-
vious action. Two men, for example, have
become involved in a serios of difioultios,
snding in their imprisonment. "Thay manage
to overpower the jallor, and make their way
through the corridors 1o a door which they
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bolieve will let them into the street, The
suspense seoms about to be removed. They
open i{he door, and {ind thomselves in the
gugrd-room of the prison. A new element of
susponge now takes the place of the old one.
Obviously, however, unless there is somae good
ropson for the fugitives coming to this par-
ticular door, the device is mere clap-trap, If,
on the other hand, the audience recognizes, as
soon as the door is opened, that flight must
ingvitably have led to ihis one door, the inei.
dent bocomes both justifinble and artistically
offective.

In light comedy, when surprise is the only
end in view, new and ingenious obstacles are
introduced in profusion, with little regard to
artistio construction, Iven thege, however,
may be in a measure prepared for. In the
following scene from Gilbert’s Hngaged, the
entrance of Cheviot Il is apparently the
end of the sugpense; bul a new cbstacle ig in-
terposed by Cheviot’s announcement that the
MeQuibbigaskie has gone abroad. The fact,
however, that some reply was expected, serves
a3 preparation for' the unsxpected announce-
ment; —

Minnie. [Nervously.] Oh, Belindn, the terribla mo-
ment ig at hand, [ Sits on sofa, L.]

Misg Treherne, Minnje, if dear Choviot should prova
to be yay hmsband, swoar to mo that that will not prevent
your coming to stop with us—with doar Cheviot and me

—whenevor you can,
Minnte, Indeod I wille And if it shonld tnrn out
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that denr Choviot is at liberty to morry me, promise me
that that will not provent your loolzing on our houss — on
daar Cheviot's and mins — ng yonr hongs,

Miss Treherne. 1swenr it, Wo will boe liko deay, dear

siatora,
§ Enter Cheviol, as from journey, D. I R, with bag and

rug |
Miss Teherne, Cheviot, tell mo nt onco; nre yon my

own hugband ?

Minnie, Cheviot, spoale; is poor, little, simple Minnie
to bo your bride P

Cheviot, [8its on chair, B.] Minnie, the hopo of my
hentt, my pot fruit trea[ DBelinda, my Past, my Prosout,
ond my To Come! I haveo sorry nows, sowry nows!

Miss Trehernn, [Aside]) Borrynews] ThonIam not
his wifa,

Minnte, [dAside.] Sorry newal Then she #s Lis wife,

Chevigt, My doar gitls, my dear girls, my jominoy hag
been fruitless; I have no information.

Miss T, and An,  No information |

Choviot, Noene, The MeQuibbigaslkis hns gonae abroad |

6. Hmphasgizing Known Obsatacles, ~—
This is not go eflective ag the last moethod,
for the reason that the clemont of surprise,
unless the andience 18 inclined to be forgetful,
may be wholly lacking. The usual menns of
introducing such obslacles is by some such
phraseology as “one difficulty i surmounted,
now for the resl!” Thus, in the third ack
of Robertson’s Ifome, nflor Col, While hns
orcdered Mrs, I’inchbeck oul of the house, an-
obher obstnele is inlroduced in ihe person of
her brother, Moun{rpife ; -

i
Mrs. Pinchibeok. Do you wish to inault me ?
& Col.;White. No) Only to Induce you to pagk ups |
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Mrs, P, Can't I ingult you ?

Col. No,

Mrg. I Why not?

Col. Boonuse, yon're & woman; and X nokuowledpe
tho suporiority of your sex over yoursolf,

Enter Mountragfe, D, U, 1. L,
Mouniraffo. Pameln! [Down G.]
Col, |Sesing him, aside.] Oh, this ia o very differont
affair, I nead n't loop my tempor now. [fter a pause.]
I won't.

6. Necessary Obstacles. — Obstacles of
this ¢haracter are those which naturnlly result
from the charactoristics of tho dramaiis per
sonce, A$ the progress of the drama moves
towards reconciliation of intorests, new comni-
binations and clashos inevitably result. An
illustration may be taken from Act V., Sc. 1,
of Douciealt’s London Assurance. Iady
Spanker lays a schome to punish Siv Har-
court by getting him involved in a duel, The
plan seems likely to sueccoed, when an ele-
ment of Sir Harcourt’s eharacler — courngo —
comes in, to give a new turn lo the course of
events ; —

Re-enter Lady Gay, L

Lady Gay, Ohl| Max, Max]|

Moz, Why, what's nmiss with you ?

Lady Gay, I'm a wicked woman!

Maz. What have you dono P

Lady Gay., Evoryithing! Oh, I {honght Sir Harconrd
wis o soward ; but now, X find o man may he o coxeomb
without being o poltroon, Just Lo show my husband how
ingonveniont it is to hold tho ribands sometimes, I made
him send a shallenge to the old fellow; and he, 1o my
surprige, accepted it, and ia going to blow my Dolly's
kraing out in the billiavd-room,

L
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Maz, Tho dovill .
Lady Qay.  Just whou Limagined I had got my whip-
hand of him again, out comod my lineh-pin, and over I

go. Ohl
Max, I will soon put o siop to that, A duel under

my roof! Murder in Oale IInil | 171l ghoot them both !
dizit, Lo
Grace. Are you really in enrnest P
Lady Gay. Do you think it looks like a joke P Oh,
Dolly, if you allow yousself to bo shot, I will nover for-
rive you; never] Oh, he is o gront fool, Grnoo ; but, I
ean’t toll why, I wonld soonor loge my bridle-hand than
he ghonld bo hurt on my acgonnt,

7. Obstacles Resulting from the Re-
moval of Others, — This method, which re-
quires some ingenuity, is always highly offec-
tive, especially in light comedy, By its
proper use, the fall may be prolonged indofi-
nitely without decreasing the interest, In
the following scene from Bronson Howard’s
Saratoga, notide how Sackelt’s conversation
with Mrs., Alston, just when it seems to have
accomplished its end in romoving all obsia-
cles to an understanding between the laiber
and Benedict, suddenly leads to the interpo-
pition of a more serions obstacle ;

Mrs, Alston. My, 8nckett, where’s Mr, Benodiot ?

Sackett, [dasuming « very serious air,] Alas, 1y dear
Olivin, you ara too lntal

Mys, Alston,  Too Inta[ Oh, honven! do not sny that!

Sacketi. Jacle wan my friend, my sohioolmate, the come
panion of my oarly yoars.

Mrs, Alsion.  Suroly you have not -

Sackett, 1 urgod him to xofloot —to considor our vge
Itiony =
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Mrs. Alston,  Xou have not fought alrondy ?

Sackett. Tows oune into his eyes, ha grasped mo by
the hand ~—

Mg Alston.  Oh, this pusponso is toreiblo!

Sackeit, “ Robort,” anid he, “wo aro old frionds;
but you have insulted the womon whom I love bettor
than ton thousand lives ' —1T think il was ton thousand
liven, 1 forget the oxaet number— * the woman I love
better thon ton thougand lives ; sho insists upon tho satis.
faotion of o gontleman ' — I moan, the satlisfanetion of n
woman — “ pnd L shall protost hor honor at the oxpense
of friendship, lifo, ovorything that is dear to meo.” As
wo raisad our pistoly —

Mrs, diston, Ob, honven] na you ralsed your pistols —

Sackett, As wo raigsod our pistols, T snid to him,
“ Bonediot, my donr boy, it iun’t too late yabt;' but it
was too Inta; his hullet whizzed past my enr, and landad
in tho wall beyond.

Mrs, Alston, And your bullef ?

Sackett, My bullet misged my friond’s heart, by less
than eighteon inches, e foll; a surgeon was summeoned §
snd he now lics in the noxt room, in o delirions condi-
tion ; & vietim of his love for you, madam, and his dovo-
tion to tho dictates of manly honor,

Mrs, dlston. e lios in tho noxi, room ¢

Sackett. 1le lios in the next room, [aside] nnd I lie in
¢his room.

Mrs, Aiston. T will fly to him at oneo, T will —

[Goes to door, B. €. Sackett hurries, and places himaelf
betweon her and door,]

Sackott, Not for the world, madum, not for the world ;
the surgeon is with him this very momont,

Mys, Alston, Oh, ho would rathor hnve me by his side
than o thonsand aurgaons,

Sackeit, T dovo sy ho would, Mes. Alston; bul the
purgoon hns givon siriet ovdews that she — I would asy that,
he ~nuat bo ontirely alone with Mr, Benadiol.

Mrs. dAiston. Mpr, Snokett, atand baok ; My, Bonedick
ja sufforing on my agocunts X' inalat on flying to his sido,
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[ She pushes him aside ; flies to door ; opens it, and enters,
R, C. Sackett staggers to chair R, of table, and sinks into
it}

Sackett. Oh, Lord! oh, Lord! now for an explosion!

| Re-enter Mrs, lston, followed by Benedict, trying to
explain ; they walk R, and L, and up and dawn,]

Benedict, My dear Olivin} —

Mrs, Alston  Silence, sir; not a word fiom you! Go

hack to your surgeon, sirl

Benedict,. [R.] *' Surgeon!”
Ms, Alston, (L., to Suckett, who turns his back, strid.

tng his chatr, as she turng to him.] So this is your * de.
livium,”? sir, ~ &  vietim of lig love for me, and his dovo-
tion to tho dictetes of maonly honor* — gh, I sculd toar
his eyos out, and thoeso of hia ** surgeon? too.

8. The Pall in Tragedy. — In comedy,
the movement from the climax onward is to-
ward a happy ending. The audience fecls
that a reconciliation is approaching, and hails
with delight the removal of the various ohsta-
cles which stand in the way. In tragedy, the
situabion is almost the reverse. The audience
ig, from the beginning of the fall, made to an-
ticipate some dreadfnl disaster, The conflict
is seen to be irreconcilable, death inevitable,
The problem of the playwright in this cage is,
as before, to produce suspense, but under dif-
ferent conditions, He knows, if he is a stu-
dent of human nature, that there is a horribla
fascination in an impending ealamity, and
that, if vividly suggested and rapidly brought
on, it will suffice 1o hold the attention of lis
aucdionee, Iurthermore, he knows, or should
lenow, that this sense of fagcinalion may be
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both relieved and heighiened.by the effect of
contrast. A sudilen gleam of hgpe makes the
despadr that follows g hundied times mora
pathetio, '
" 9, Happy HFndihg Suggested, — Tha
methad, therefore, of ihe iragic dramatist for
prplonging the sugpenge aftor the climax has
. been passed, i8 to puggest possible means of
esenpe from Lhe impending fabte. Romeo
may rescue Juliet Lrom the tomb and bear her
awvay Lo Mantue, IIamlet may escape the
poisonéd foil and cup, Macbeth has yet one
chance of life — he cannot be slain by one of
woman born. It is unnecessary to go into de-
tails upon this point.  ITers, as everywhers,
it is best that the sugpgestions of possible
escape should not be arbitrary, but such as
grow uaturally out of the circumstances of
the action, It is worlh noting that, as the
action diaws near the oatastrophe, a very
glight hint of repriove will send & wave of
hope through an allontive audience. The
gpecfator will clutch af it as the drowning
man is said 1o cluteh at stiaws, Those who
have heard Barrett in the following saene
from Boker's Irancesca da Liming, will per-
haps reeall the flagshes of hopo occasioned by
Lanciotto’s quostions, Although it was per-
fectly obvions that no happy ending was pos-
gible for the {wo lovers, yel ihe sympathetio
hearl of the spectator pasisled inh hoping
againsh hope that Paclo might make his peace
with Lanciobto: —

x
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L
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Lan, 1 ‘ Sﬂpnﬂﬂ, both of yqu
by gwlb ag tlleative in fta dufunuﬂ oo
"Thon, lot mo pmake yobi yudgo md -advoeate + ¢ .
In yonr own eatise, You me nokguillyf * © ¢ 7
Taolo. Yoz
Lan Donyit~—put d gord o ﬂuy, Np. Lie, livaf
Angd I'H Dheliovey ' S
Paoly, I daro noty ™ * o
Lan, 2 Ladw you
Fran If I might spoale fo1, b e , |
Lan. ¥ It eannot ho:
Spenlk for yourself, Do you dgny youd g‘uilﬁg

Fran, Noj I assertit; but—- t

Lan In heaven'’s name, hold !
Will neither of you nuswor No to me ?
A nod, & hint, a sign, for yous oleape.
Bethwnk you, lifo ig centrad in this thing.
Speak! I will aredit either, No raply ?
What does yowr arime deserve ?
Laglo, Donth,
Frain, Doath to hoth
Lan, Well enid!  You aponk the Inw of Italy;
Aund by the dagper you designod for me,
In Pope’s hand, — your bravo ?

Paolo, It is falgo !
If yon 1peeived my daggoer from hig hand
Ha stole it,

Lan There, swoot hoaven, I know
And now you will deny tho 1est P You seo, my frionds,
How easy of helief I have hogomo | —

Iow easy 't wore to chont mol

Paole, No; enough !
I will not load my groaning spirit movo;

A lig would orush it.

Lan Biothor, once yon guve
Lafo to this wietohaed pices of workmnnship,
When my own hand ro80lvod its ovorthreow,
Revake the gift, [Offers to stab himself’ ]

Puolo, [Preventing him.] 1Iuld, homicidel
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Lan, But, think,
You and Francesen may live happily,
After my doath, ns only lovers can,

10. Mediated Tragedy.! — In plays whoro
the tragic olose is avoided, and the action
which sgemed tonding towards a calamity is
brought around lo a happy ending, tho two
methods just doseribed are to be found in
combination, ‘While gtress ig being laid upon
the supremacy ol fate, suggestions of possible
escapo are introduced ; when the prospect of
a happy termination bocomes apperent, sus-
penso is kepl up by the introduction of fresh

obgtacles,
1 Seo :ﬁhuptﬁr viil,



CHAPTER XXI.

THEORETICAL UONSTRUOTION OT A PLAY (Cone
dinued),

The Close, or Catastrophe.

1, Kinds of Close, — The close of the
play, with playwrights who have no con-
gcientious seruples about their art, is a very
simple matter. Kill the villain and pair the
virtuous, ig rule enough for them; and as soon
as the play has reached its time limii, this is
done, and the performance is over. Careful
construction, it 18 hardly necessary to say, de-
mands a closer relation of fitness between the
end of the play and the play itself, Hence,
we find three difforent kinds of elose, corre-
sponding to the three main elasses of plays:——

(1) The catastrophs of tragedy.

(2.) The close of comedy.

(3.) The close of mediated drama,

2. The Tragio Catastrophe.— Thoe close
of iragedy is always a catastrophe; {hatb is,
tho death of one or more of the charactors,

The most imporiant rule regarding it is,
that it must be the divecl outcome of the
whole action of the play, and, thersefore, be
seen fo be necessary and inovitable, .An arbi-
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trary, neocdloss death is in tho highest degroo
inartistio. ™

3. Death the Result of Transgression, —
In order to satisfy our sense of justice and
equity, n tragic death must bo the result of
somo violation of law, social or divine, The
transgrossion may be direct and conseious, as
in the case of Macheth, The catasirophe ia
then said to be a case of “poetic justice.” O,
tho charncior who commits the fanlt may do
so unwittingly, and oeven belisve that he is
doing a boundon duty, ns in the case of Loar
when he casts off Cordelia. In many cases,
the tragio rosult i3 due to & defect of char-
actor, as, e. g., the irresolulion of IIamlet,
The important point in every case is, that the
death be made {o resull from some aclion or
trait intimately conncoted with the character
which ronders a happy ending out of the
question,

4, Management of the Tragic Catas-
trophe. As tragedics pure and simple are in
no great demand at the present day, detniled
ingtructions on this point wonld perhaps be
a wasto of space but one or two suggestions
may be given. The playwright should re-
member that it is nol the more termination
of animal lifo which ig eiffcolive on thoe stago,
but the associations that go with . The
aim, thoevefore, should be nol merely to kill
tho eharacter, bul 1o make ol his death a pa-
tholip situation. his may be done by sug-
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gesting at the moment of death the happiness

that qmight have been, or emphasizing somo
nobls trait of character that makes regret for

the death more poignant, Compare, {or ex-
ample, the specohes of I’aolo, in tho quotation
made in the preceding chaptor from Mrancesoa
da Rimini, the last utlerances of Othello, and
the dying words of Margucrite, in Dumas’s L

Dame auw Camdlias (Camille).
Few catastrophes are better managed than

the following from Jrow-Frow (adapied by
Augustin Daly), with its characterisiic touch
of pathos in the last exclamation of Gil-
berte ; —

Sarlorys, [Taking her hand, and kneeling.] Oh, (il-
berte, it is not you who need forgiveness; it is L.

(Filberte. Iorgive you for — for what ? Ifor having
Iovod me too well? Oy, that hag heen my misfortuno ;
all have loved me too well,

Louise, [Sobbing.] Gilberte!

Gilberte, And that is why I dis —sg0 happy, [Ialling
back.] Ohl

All, [Believing her dead.] @ilberte |

Gilberte, [Supported by Sartorys, who places his arm
tenderly about her as she raises her head.] Louise, whoro
are yon? Louisa! [Louiseplaces a hand in Gilberie's,
without lifting her head.] Lot me toll yon — whon I nm
dead — deok me onft as beauntifully as in the by-gone
happy days— not in this bLlack robe. Among my hall
diosyos, you will find n whito one, you know ; the alkirt is
coverod with litila roges; thot ie tho one T wandy den’t
forgot, and you will seo liow linndsome I shall Lo,

Bartarys,  Oh, Gilborte! darling !

Gilberie. [Sadly smiling; her eyes wpturned to his.]
You soo~ still the aame ~ Frou-Faiou~ [Growing in-
sensidle.] Poor Frou-Frou!
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5. The Cloge in Comedy. ~— The ordinary
cloge in comedy is the announcemoent of a
progpective wedding, or the reconcilintion of
lovers, Il should some abt once upon the re-
moval of the last obstacle. A, common device
is 10 roservo some humorous malter, or effec-
tive touch of naturo, until the very ond, and
to bring down tho eurtain on that. Thus, in
All the Rage, two ol the characlers, principal
and second in a ducl, go off the stage on some
mysterions ervand. The duel is averled, and
the objest ol that errand seems likely to re-
main & myslery forever, whon the duelist
thoughtlessly unbuttons his cont, and out
tumble half a dozon lin plates, which were to
gerve a8 dofensive armor against his antag-
onist, The aundience shouts with langhter,
and down comes the curtain,

Thig device 1s more artistie, if it ig pre-
pared for from the beginning of the play.
In Daly’s Seven-Ziwenty-Iight, lor example,
a rich aristoorat makes inquiries regarding
the original of a picture representing a young
lady with a dog. The hopes of the family for
an aristocratie connection are roused to & high
piteh., At the close, it is discovered that the
strangor’s euriosity was direcled toward the
dog, not lownrd the young lady.

A. good illustralion ol comie matoerial left
until tho close moy be taken [rom Wigan's
version of Saxdow’s Nos Intimes (Frionds or
IFoes),

Captain, Suve, ho oallod you Robort,
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Union,  Yes, that 's my namo.
Captatn.  Then, you 're not Jack Union, that wo used

to call Union Jrole — superesrego in the Shamrook —
twenty three yenrs ago, at Mnono ¢

Unon. Not L
Captain, Are you quite amo ?

Unton  Certmu,
Captain, No? 'Then, holy Moses, what am I doing

here ?
IFnion. That 'a a question 1 have boent some timo puz-

zled to nnswor,
Captain, {dAngrily] Why, confound it all, I don’t

know you fiom Adam,

Union  Now I you, if you come to that,

Captarn,  Well, but thunder and turf! I've hoon horo
these two days, enting, dvinking, slecping, wasting my
time, and making myself at home, ns 1 should at a
friend's, Sure, it ’s devilish nnpleasant,

Umon, It i, indeod.

Captain. Well, thon, tare and apos! why did n't you
gay — [Shaking hands ] Ilowever, it can't be helped,
after all, It wasn't your fault; you are not a had fol-

low, and I don’t bear you any grudpe.

8. Cloge with “ Gag'”’ ~~In thse lighter
forms of comedies, it 13 not unusual {o closo
with the most effeclive “gag? of the piece.
This generally leaves the spectators in a good
humor, and gives them a saying that they ave
protty sure to repeat Lo their neighbors as the
curtain goes down. The following ingtance,
from the close of oward’s Swrutoge, will
illustrate {his method : —

Sackell, But hore’s a little woman, who will Lo moro
than n mothor to mo —moro than o sister — brother ~-
oougin — uncle ~ aunt — mora than n mothor-in-lnw —
mope than all the world hosido — my wife, [To audi-



140 TIIE ART OF PLAYWRITING.

ence.] Lindics and gontlomon, -~ when I was & very little

hoy - !
iffie. "There, nover mind whon you wore o very little

Loy,
Sackett, Young gontlomen, whenever you find o lady

in your sumg, or your hoart —
Iiffte,  Allow hor to ** romain in the plage in wlhioll ghe

atiginally foll,”? [Curtain.]

Not infroquoently, tho last words are made
to include the title of the play, as in tho fol
lowing close to Albory’s Two IRoses ! —

Grant, Me, Jonking, that wnion has boon tho droam of
my lilo,

Totty. You won't pat nal

Caleb., No, you ghall bloom togeihoy, ns on one troo,

Wyatt, [DBelween them,]
Ono, like the vose, when June and July leisa,
Ono, like tho loaf-honsed bwd young May discloses,
Swoetly unlike, and yet nlike in this — Thay are, * Twa
Roaen, "

7. Address to Audience, — Tho selection
from Saratoge will serve to illustrate anothor
austom mueh in vogue, that of turning o ad-
dross the andience at the very close. T'his is
an abbroviated survival of the old epilogne,
It cannot be recommonded except in the onse
of the lighiest comedies. It should, in any
event, be very shori, ns tho audience goner-
ally sniffs from afor dovices of this sort, and
begins putting on its overcont as soon ag the
actors approach the footlights,

It may bo soid in genoral thatb, until Amer-
ican audiences are cullivaled fo the poing
wheoro they will sil quictly until the curlain
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drops, playwrights will do well 10 end their
dramas with a surprise and bring lhe curtain
down at unexpected points, A fine spooch al,
the close is generally labor wastod.

8. Close in Mediated Drama.!.— In se-
rions plays which might involve a tragic end-
ing, but which actually end happily for the
hero and heroine, the cloge 18 usually of a
“mixed ”? character. Some of the objection-
able characters are pul out of the way; mosi
of the well-meaning characters attinin the end
for which they arve striving, A death on the
stage at or near the closs is nol common in
plays of this elass. In most cases, the char-
acter 1o be removed is disposed of earlier in
the play, or his death is announced at the
close, as the removal of a final obstacle.
Death is not, of sourse, the only means hy
which characters ean be put out of the way.
They may be sent to prison or to Siberia, or
simply made to vanish when they find their
hopes shattered, as, e. g, Dec Lesparre in
Treuillet’s Tentation (Led Astray).

Where the play 18 of a less serious char-
acter, the villain may repent and be rostored
to good society, as in the case with Ernesi
Vang, in Reade and Taylov's Masks and Faces.

9. General Remarks on the Close. —

(1) In all plays, the actunl lall of the
eurtain should be preceded by a situalion of
gomo strength, ~ a silualion, thal is, whigh

1 Hoe Chapter vil, 18,



142 THI ART O PLAYWRITING,

will leave an impression on the mind of tho
audience; but it nocd nolb be o sitnalion of
unusual strength, nor should it bo ono of
greab complexily.,  The placo for strength and
complexily i8 ab the grand elimnx, whore all
the lines of notion nrve pothorod together in
knot.  T'ho situation at tho sloso van only be
the unwinding of thoe last strand,

(2.) The position of the charactors at the
close forms o tablean, or stage picture, and
should be indioated in tho manuscript., 'The
following instanges are taken,— the MHrst
from Robertson’s Casts, tho second from (il
bert’s Zagaged, the third from Broughton’s
Withered Lecves ;

lat. The Marguise. [Bending over the cradle, at end,
R My grandson! [Frcles falls off the chalr, in the lost
stage of drunkenness, bottle in hand, Ilawliree, leaning on
mantelpiece, by the other side of fire, looks at him through
aye-lass,  Samuel enters, and goes to Polly, R, C., behind

cradle, and producing wedding-ring from several papers,
holdls 1t up before her eyes.  liane Uil end.]

[Curtain,]

2., [Preture. Cheviot embracing Miss Lreherne, €,
Belvawney s being comforted by Minmie, O., up staye,
Angus 15 solacing Maggie, B., and Mrs. Macfarlane is ro-
posing an Mr, Symperson's bosom, In C.]

[ Curtain.]

s, [drihur affectionntely places iy orm in May's,
Tom furns, amiling, to Sir Conyers and Liady Conyors, and

shows maleh-box.]
Lieely Clonyers,
Arthur, Tom,

Moy, Sir Conyers,
[Curiain,]
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(3.) It cannot be too often repeated that
the close, liko every other incident of the
play, must be the result of the preceding ac-
tion. The sudden introduction of unexpected,
arbitrary ageneies to bring about o golution of
the plot (the deus ex masckine of the classic
stage), such as the discovery of a misging
will, or the finding of a lost treasure, is con-
trary to all rational principles of dramatic
consfruction.



CHAPTER XXII,
TIRATRICAL CONVENTIONALITIERS.

1. Importance of the Subject, — Igno-
rance of slage limitulions and sonventionali-
ties is one of tho most common of the obsta-,
olos that inberfere with the success of the begin-
ner. In the enge of those rules of eonstruction
which are based upon artistic or psychological
prineiplos, the playwright’s own natural sense
of the fitness of things is ofien his safest
guide, Bub, with reforence to stage conven-
tions, this is not always so, To the beginner,
espeoially if his artisbic sense is keen, many
of the most binding traditions of the stage
must at first seem thoroughly illogical and
unnatural. Upon farther acquaintance, it is
true, they turn out to have o logic and a fit-
nesa of their own; but no mere exercise of
reason or intuition would ever enable him
oither to forecast them or to digpense with
them altogether.

2, Xinds of Conventions, — There are
two principal classes of theatrieal conven-
tions t

(1.) Thoso arising from the peculinr con-
struction of tho theatre, and the consequent
eonditions of stage repregentation,
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(2.) Histrionic traditions developed ab va-
riouns times during the history of ihe stage.

Tho econstruction ol the theatre has alroady
been explained in a preceding chapter,? an
acquaintance with which, on the part of the
student, will be assumed in what follows,

3. Point of View of the Audlence, — The
stage has but three sides. This is a point so
often neglected, that it is worth while empha-~
gizing it by means of italics, 'The stage has
a back, and a right and o left side; but the
front is removed in order that the aundience
may seo what is going on., 'Whils in a novel
or description, therefors, persons may bo
represented as acting in a four-sided room,
and as seen from any and overy point of view,
in the drama they must be shown as acfing
in & room with one gide removed, and as seen.
from any one of a limifed number of view-
points, From this fact tho following rules
may be deduced ; -

(1) Every important action must take
place in the centre of the stage, well forward,
For this reason, strong situations must be
made independent of scenery, unless the Jat-
ter can be brought well down to tho f{ront.
Ifor oxample, a conversalion betweoen 1wo
characters hefore the door of a houso, whoen
the house is painted on o flat or drop afi the
bask of the atage, will, for the bulk of {lho
audience, be almost wholly lost. 'The caso

1 Soo Chaptor i,
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will Do still worse if the house is at the sido
and svell back.  In sueh cages, the besi plan
is to provide a frond scene; ihat is, ono in
which o scene I8 pushod out on cach sidoe, in
the grooves at 1 16, I}, and L.

(2.) Care must be takon that, when two ac-
tlong are ropresented as taking place at the
snmo time, onoe does not hide thoe other from
some ono ol tho spoctators.

(3.) Tho actors should not b compelled by
any action of the drama to tuwrn their backs
upon the audionce, ! espocially while speaking.
For example, if A, is down front in the centre
when 13, onlers at centro rear, A, cannot speak
io B, without turning his face directly to the
roar., The difficulty mey be avoided by mak-
ing A, cvoss to the right or left before B.s
enLor.

4, Stage Distances. —~ The actual dis-
tances on Lhie stage do not always corvespond
io the supposed distangos of the play. In
Shakespeare’s Lieherd II7, the tents of
Richord and of Richmond ave shown at oppo-
sitoe sides of the stage, while the audience is
expected to imagine them a milo or so apart,

1 This rnle must ho insisted upon, although the ous-
toms of the modern stago are 1apidly leaving it oul of
sipht, Many of the most pathetic scones in plays that
might bo mentioned are deprived of half their efflect by
the foot that the audiones is mado Lo goze upon Lho nn-
oxprossive Dhaok of the most imporviani charaoter, inslead
of upon his wpeaking eounitenanoo.
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In modern plays this licemse is not usually
taken advanlage of.

5, Changes of S8cene during the Aot, —
This is a privilege so thoroughly established on
the English slage thal theve ia little chance for
the unity of place ever to be revived, Neover-
theless, a protest may be entered against too
numerous and loo abrupt shifting of the lo-
eality., The audience should in some way
(bosides the notice on the play-hill) he made
to anticipate the nature of the change,

In pure comedy, comedy-drama, and emo-
tional drama, and in all plays in which the
movemeni is simple and regular, the same
geene may with profit be relained through-
out the aet. Tlots in which there are many
complications call for more {requent changes.
The change of scene is often useful where
two lines of action are carried on iogethaer,
Tlus, in Shakespearve’s Merchant of Venice,
the scene changes from the gronp of charac-
ters at Venice to the group at Belmont, and
thus the lwo are kept apart until the court
scene, Thig also gives variety to the stage
Pleture,

8. Order of Scenes, -~ The change of scene
may be brought about by pushing out from
tho grooves al each side seenes that shall join
in the contre, by dropping cloths from the
flios, by pushing up fats from the dock, or by
lowering the drop eurtain for a briof period
whilo the change of sceme is Dbeing mado.
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The' ordexr in which these changes are mada
requires some little caro ; —

(L) A fronl scene (sec proseding para
graph) ‘mugl be followed by a full scone.
That is, if in one seence the flals ave wilhin
o fow foct of the front of tho gtago, 1he next
geeng should be brought aboul merely by
pushing the seenery back into the wings, and
go digelosing the {ull depth of the stage.

(2.) Care must bo taken not to introduce
olobhorate properties into the front scenas,
When tho flats are soparated, the front of the
stage becomes & part of the full seens, and, as
a consequence, chairs, tables, ete, will either
be left standing al the front, or must be car-
ried out by the attendants amid the jeers of
the gallery, In Aot V., Sec. 1, of, Francesca da
Limind, Paolo and Francesen appear in o front
soene sitbing upon a gettes. At the close of
the scene, the flals are drawn aparl, showing
a8 o full scene the camp of Lanciotto. The
question 18, how to gel, rid of the settee, This
was accomplished, in the repregentation given
by Lawrence Barretl’s company, by attaching
o vope to ons of the legs of the seftes and
hauling out coincidenlly with the movement;
of the flat, The effect, espooially to those
who could see the ropo, and more particularly
when getiee and flat did nol move &l the same
rate of spoad, was decidodly Indierous,

(3.) Thoe front soone, for the same roagons,
must not roquire “sot? picoccs of any sori
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To gee huge rocks gliding off the stage at the '
~gound of tho prompler’s whistle ¢xeiles a.
feeling of incongruily, ever in those whp lay

little stress upon theatrical reatism.

(4.) If a front scene, in the middle .of an
act, is to be followed by & full seene of con-
giderable elaborateness, sufficient time must
be allowed for ihe stage hands to get the
stage set. The average time required to sob
a drawing-room or palace-scens is abouf eight
minutes; but this will not serve as a rule to
go by in every case, A liltle timing of the
performance of actual plays is the surest
method of acquiring oxperience in this matter,
though much may be learned from an exami-
nation of printed plays.

(8.) As the noise made in getting a scene
is somelimes considerable, the froni seene
should be of a loud and stirring character,
All attempts at subtile charncler-drawing or
tender pathos are likely to be frustrated by
the banging of hammers and the rumbling of
stage machinexry,

7. Stage Hnfrances. — An “interior” is
conventionally allowed to have as many on-
trances as the dramatist chooses to give it—
as far, of courgso, as the construction of the
stage will allow,  (See diagrams of Intoriors
in Chapter V.) Thus 4 room will {requoently
be reprosentod, in violation of all probability,
a8 having three ot four enlrances at oach
side, Exocept in the lightest comody, ib is
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botter to rostriet the number. The convon.
tional distribution of cntrances has already
boon relerred to?

8, Stage Doors, ~ Slago doors, in intoeri-
ors, are generally made to open outward, If
the exigencics of the play demand that a
door open inward, the fact should he stated
in the manuseript,

0. Stage Traditions. — These are of threo
goneral classos ; —

(1.) Thoso relating to stage time.

(2.) Those relating to dialogues.

(3.) Those relating to costume,

10. Stage Time, — Slago Lime moves fast
or slow nccording Lo the dosire ol the drama-
tist,  Generally tho supposed duration of
events upon the sbage is about five or six
times as long as tho actual poriod oceupied
by the represoniation, That is, at the end
of o dinlogue of {ive minutes, it is allowable
to make one of the characters say, ¢ IHere
weo 've been talking for o whole half-hour;”
or, if al one stage of the play, a clock outside
strikes four, it may be made to strike five
after a lapse of ton to fifteen minutes, The
justification of this liconse iy found in the
fact that the gpoctator, if really intorested,
tnkos no notie of time, A tragie situation, or
one in which the olemont ol sugpense is
strong, may soom Lo lagh for hours, This
privilege is somotimoes pushed to o greab oxe

1 Seo Chnplors v, and vi.
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treme in the case of persons sent on errands,
slo. A character will re-enter after a lapse of
three minutes and recount adventures fthat
would demand several hours for their actual
occurrence. The skillful dramatist will man.
age to divert altention from these seeming
inconsistencies by concentrating interest on
fhe characters or the action.

11. Writing Letters, eto, — Letters or
other documents written in the presence of the
aucdience usually proceed at the rate employed
in speaking vory deliberately. The actor
does nof, of course, do any actual writing,
Such letters should always be brief, as the
discrepancy between the movement of the
pen and the rate of speed in speaking the
contents soon grows ridiculous. Ifor the actor
to speak at all while wrifing is in most cases
a pure convention,’

12. Time between Aots, — Any period of
time may he supposed to elapse between
aots, If the period extends to several years,
however, {he play is really divided into two
distinet parts. When the long interval comes
after the firat act, the latter is really no more
than a prologue, Most frocuently it comos
just bofore the last act. The time assumed
to pass during thoe other enér’ecfes should ho
a8 short as posaible.

1 Ono of tho most conventional and at the aame limo
most offastive apokon scones duving the wiiting of a lot.

tor, —tho whole soens hoing a long monclogue, —~ia to
be found in Brongon oward's One of Our Rirls,
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13, Jonventionalities of the Dislogue.
w Many of the most important conventional-
ities of the dinlegue have boen already dis-
cussed,’ and noeed not be hore dwell upon,
Ilowever, o low catbions roegarding the uge of
the monologue, the * apart ” and the ¢ agide”
will not be out of place,

14, The Monologue, — In most modern
plays, monologues are prineipally employed
to enlighten tho audience upon matiers noi
oasily convayed in the way of action. They
are the pitfalls of young and inexperienced,
playwrights, who are forever attempting io
crowd into & monologue whalevor they can-
not compel thoir characlers to utier in dine
logucsy nor do the old hands at the trade
coms ofl allogethor blamoless of this subior-
fuge. Used in moderation the monolague
may he madevery eflective; but the beginner
will do well to pass it by on the othor side,
rasorving it &g the lagh resource in surmouni.
ing whai, proves to be an otherwise insuper-
able obstacle to the action of the drama.

16. The Apart. —The apart 18 little more
than a shorl monologue, ils distinetive char-
aclorigtio being that it ocours in tho midst of
a dialogue. It is ab the same time somelhing
goparple [rom the dialoguo itsell, and yet a
potent facior in {he iolal ropresentative of-
faects An affiumabive sentence, for insfance,

3 Boes Chaptor vil,, Noa, 7, 18,15, 17; slso Chaptor viii,,
ﬂ‘ﬂ'ﬁl ‘1’ T, ﬂ, 11!
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may be made to convey to the aundience o
negative meaning by prefixing or suflixing a
significant apart. Thus the unetuons villain;
‘“ Indeed, sir, you may depend upon me ——
[apart] to pull the wool over your eyes.”
Here the audience is presented with two con-
tradictory ideas, the first helonging to the
story proper, the sccond to the plot., 'The
apart 18 intended for the audience; the audi-
ence alone is supposed to hear ib. Neverthe-
less, an apart shounld never be addressed di-
rectly to the audience. On the whole, the
apart is to be used sgparingly. The audience
should hear an apart and understand its
value, and yebt not we conscions how aud

when this additional information was givon.
To attain this end, two rules must be ob-
servead.:

(1.} The apart should be worded in such a
way that it will not oblrude upon the con-
scicusness of the audience ag an appeal to its
inferest or sympathy.

(2.) In the second place, the actor, in de-
livering the apart, should address his own
inner eonscionsness —— or anything except tho
andience bolore him,?

1 This portnins more to asting than to the art of play-
writing. Wo take advantage of this opportunity to
guard the begiuney against i1elying too much wpon an
aotor's ability mn this direction, On the whole, aotory
bavo n grent dislike for aparls and asides, and, if thoua

aro not vory catclully worded, ofton flnd it diffienld to
do justice to thoir lives,
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168, The Agido, ~"Tho aside 13 of much
{ho samoe natare as the apart. It ig likowise
intondod Loy the audionco only; but it differs
from the apart propoer in that it 18 addressaed
to o charactor on the stage, 18 honrd by him
and by the audience, hul iz supposed not to
be heard by the olher charastor or charnoters
prosent. All that has been said of the apaxt
is trne of the aside.?

17, The Btage Whisper, —— 'The stago
whisper, excepl as o broadly comic effoct, ig
out of dale. Aparls and asides are now de-
livered in an ordinary tone of voice, tho fact
that they are nol intendod {0 be heard by
othors than those to whom {they are addressed
being implied by the action,

18. Relating Known Hvents, — Many
convonlions of the dinlogue arise from the
nacessitios of oxposition, Omne of the most
common 1y to make two characters rolabe to
each othoer facts with which both ave familiar,
Thus in Robertson’s Tlome, Mountraffe and
Mrs., Pinchheck converse ag follows

Mount, Did n't you got married ¢

Mrs. Py To a man old enough to bo my fathor,

Mount, What of that § T (houghthe had plonty of the
ready.

Mrs. 2o o had n'l o ponny.

Mount, No, tho old villain, so I found out whoun it was
too Inte.

1 See ariiols by the nuthor in the Ferum for Pobrunry,
(800, from which the above on the moncloguo, npart
aed sside hog boor talen,
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19, Unimportant Dialogues. — Cortain
lines in every play nre alimost certain not to
be heard by the majority of the audienga.
The deamatist must, therofore, avoid putbing
into them anything vory essential for the
audicnce to know. They are usually : ——

(1) The fixst fow words of the play. The
confusion in ihe audience during the first
minute or so after the curtain rises renders
it impossible for any except those in the
fronl rows to hear what is said on the slage.
Many dramatists make & practice of throwing
in at the beginning a short lively scene of no
relevancy whatever to the rest of the play
just to get the audience quiet,

(2.} The lines following a “langh” or a
round of applause. These plages the drama-
tist cahmot always anticipate, and plays some-
times require remodelling simply because the
“laugh ” comes in at unexpected points.

20. Costume, — Only when absolubely
necessary to the character or movement of
the play need the coslumes of the -actors be
described in the manuscript, Yor instance,
the mere statement “eccentric costume ” will
usually suffice for all cnses of grotesque vari-
ations from the conventional.

An aclor should not, in general, be required
to do anything on the stage which will dis-
turb hig #“ make up.” Actors do nol like to
wagh their liands on the stage, rumple their
hair, wipe their ocyes, ola,
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The personnl likes and dislikes of the ac
tors in the eastl, so far as they can be ascor
tnined, mnst be kept constantly in mind
Two similny charvaclers should be avoided
In cago there are {wo characters of about the
same ability, tho part of one should not e
nllowaed Lo fall in strongth below that ol the
othar, Stage suporstitions must also 1x
looked alter. Thoy may bo learned from ¢
five minutos’ eonversation with any actor
The wiiter knows of one play thai was re
jeclod becanse o charactor in it wns mode i
remark to anothor that he “would meel hin
in ¢hirteen minubes.”



CITAPTER XXIII,

IIOW TO WRITE A YLAY,

Blocking Out.

1. Getting to Work. — The theoretical
gongtruction of a play has been set forth In
the preceding chapters, Let us now consider
the process actually pursued by the playwright
in putting his material into shape, We will
guppose that the young author has been given
a commigsion fto write a light comedy for a
gtock compaiy with from eight {o ten char-
actors, including servants, ote, Ilis only in-
structions are, that there shall be pleniy of
incidents and a little chance for the emotional
on the parl of the leading lady.

If the playwright is acquainted with the
company, he will probably arrange his char-
acters to fit the personal peculiaritics of the
actors, so that each one may be given an op-
portunity to display his best poinis, A play
written on commisgion, with full knowledgo
of those who are Lo play it, thus has a preat
advantage over one written ab hap-hazard, On
tha othor hand, a play written for a special
company may not fit any other, and honece
may not be so selable ns one constructed on
a more flexible plan,
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2. Boelection of the Btory, ~—The first act
ol {he playwright will bo to ind a suilable
story,  ITo wall tuin, we may suppose, to his
serap-hook, or indox 1erum, or whatover rocoep-
tacle he may havo lor steay ideas; and will
there find, porhinps, somo such erude oulline
ag Lhisg : —

“ A young woman and an eldorly woman in
love wilh {ho smne man,” ,

3, Hxpangion of the Story. - This 18 nl
once scen to be o good hasis [or o story 3 but,
of counrse, it noeds filling oul, In {the flish
place, it provides for but thres characters, a
gentloman and two ladies, A little rveflection
on the complications thal are likely to arise
will suggoest that the confliet may be height-
oned by adding o malo character who 18 in
love with the clderly lady, and whom the
elderly lady groatly respeols, though sho doees
not love him., ‘There is o good reason for this
in the nocessily usnally found in comedy, of
pairing off the principal characters at the
close, If one of tho ladies gets the object of
her choice, thae sececond may consent to accopt
the other man. ILwoealing the story, for the
nonee, in IPrance, and giving names to the
charnetors, the plol now runs in this way ¢ -

“ Tdonig (tho young woman) and the Coun-
toss (tho eldorly lady), are in love with ITenri,
Crustove is in lovo wilh tho Countess, whe
greatly rospecls him, and might marry him
were it not for Ilonvi, Ju the end Ldonia
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gots ITonri, and the Countess aceepts Gus-
tave.*

4, Questions and Answers, — Pondering
over this story will probably suggest the fol-
lowing questions and answers : —

(1.) Qu, Ilow can the conflieh of interests
between Lidonie and the Countess be made
more complex ?

Ans, By making Ldonic somo relalive of
the Countess, say a nioce, and her proééyde as
wall.

(2.) Qu. In what way can the Countess
antd Léonie be made o show their love for
enri ?

Ans.  Suppose Ienri to be in some gerious
danger. Then each can use her best efforts
1o extricate him, He will thus be under obli-
gation to the one who saves his life, If this
one is not the woman he loves, still Turther
somplication will ensue,

(3.) @Qu. What shall be the peril o which
Henri is oxposed ?

Ans. Make him a fugitive from justice,
say a conspirator against the government,
IIave him take refuge in the Couniess’s house,
at hor desire, and remmn there in disguise.
This will bring him in contact with all the
othor charnelers, Tt will also give Léomio o
chanes {o fall in love with him without know-
myg who he really ig, and so open tha way to
governl inlovesting situntions, An oflleer of
iho governmont may come with 4 compoany
of goldiers 10 the house 1o arvest him,
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(1) Qu. Ilow shall the Countoss conduot
horself toward Gustove ?

Ans.  The Countoss rospeets Guslavo, and,
ag she 18 to accopt him in the end, she had
better be made to show that shoe has, at tho
bottom of hor henrrl, some fondness for him,
During tho play, however, she will probably
find him in tho way, and she may oven agl
him o sacrifice lnmsolf {or' ITonyl,

(6.) ¢Ju. What shall bo tho relations be-
tween tho Countess and Tdonie ?

Amns.  The Counloss loves her protdyds, and
ig in duty bound to regard her intorests. This
gives an opportunity for two fine situations, —
ong whon the Countess discovers that Ldonie
ig in lovo with ITenri; another, when she dis-
covers that ITenri 15 in love with Ldonie, but
thinks himgelf bound to the Countess bacanse
the latior has saved his life, This loaves the
Countess struggling beltween oqually unploas-
ant altornolives,

(6) Qu. Ilow can the Countess be made
to hopo for snccoss against the younger charns
of Léonle ?

Ans. Make Gustave & young man, soy
twonby-five, T[ Guslave can love her, why
should not Tenri do tho samoe ?  She may
aven experiment, so Lo gpoal, on Guastave, and
go avouss (also hopos in his heart,  Thig givoes
a chanco for a capital comio situglion, in
whieh the Oountess, delightod to find that sho
can bo loved Ly a young man, and thercloro
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is still a formidable rival to Ldonig, encour-
ngos poor Gusiave to declars himself,

(7.) @Qu. Shall Léonie know who TIeni
really is ?

Ans. It will be Delier to have ILdonie
think at firgt that Ilenti is aclually a sorvant.
Sevoral amusing siluations may be wmado out
of thig misunderstanding,

5. Importance of Taking Notes, - This
process of question and answer should be car-
ried on until all possible complications have
boon oxhausted, Naturally, many ideag will
suggest themselves which will afterwards
lurn out to be impracticable; strong situa-
tions will be imagined, which, as the story
develops, will be found out of harmony with
the rest of the plot. All these superfluous
suggoestiong will, at the proper time, be thrown
aside as useless; bul, al the beginning, the
playwright should jot down everything, hel-
ter-skelter, jusl as il comes into his head.
The imagination is never so lively as when it
is upon the track of a new idea, .All sorts
of characters, seenes, and sttuations, throng
through {the mind, What particular images
are destined to be fixed, and what thrown
away, the playwright cannot al this point de-
tormine, Moreover, a good situation is al
ways valuable properly, and may form ihe
melous of another play. It not infrequenily
happens that o playwright, while blocking
ond & play upon a plot elready halfl completed,
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will chanee upon some nbw iden for which he
will abandon all that he has previously accoms-
plished. i

6, Arranging the Material, — When the
playwiight finds the first rush of imagination
boginning to flag somewhal, he may sot about
the work of putting the material into systom-
atic oxder. If hig Innin has been actively ot
work, tho pagos of his note-book will probably
presont a chaotic mass of suggestions regard.
ing charnotors, nomes, situations, dialogue,
soenary, stago-setling, and evonl costume,
From these he may al fivst pick out whatovaer
seems available, under the followiug heads : —

(1.) Characters, '

(2.) Situations.

As these are brought together in their
proper ovder, careful judgment must be exor-
cignd to choose what is most suitable to the
plot, so far ag it has developed itsoclf, New
ideas will also probably occur, which may
now be set down in thelr righiful connection,

7. Characters. — These, as has already
been pointed out, are not to be selecled nrbi-
trarily, but with due reflerence to the acltion
andl the part Lhey are 1o play in it.  Suppos-
ing the proper care Lo have beon obgervaed, the
[ollowing may be the form which tho notes
will tako : —

(1) Zhe Countess IYdutreval, Leading
lady. Agod 32, Dashing, seclf-possessed, full
ol wif, resource, and fincsse. Capable of out-
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witting any number of government spies.
Grenorous enongh to forgive Ldonie for loving
ITenri, but not the sort of womgn to give up
without a struggle. Doeply infatuated with
ITenri, but retaining geat admiration for
Gustave.

(2.) Léonie de la Villegontier. Ingénue,
aged 16.  An orphan, and protégée of the
Countess. Tnnoecent, impulsive and indisereet,.
"The kind to fall in love at first sight.

(3) Ilenride Flavigneul. Lover, aged 22.
Brave, reckless and impulsive. (The offense
for wlhich he has been condemned to death is
perhaps some 1eckless act of generosity mis-
eonstrued as conspiracy.) Is in disguise as
the Countess’s groom and goes by the name
of Charles,

(4.) Gustave de Grignon, Comedian (with
toucl. of sentiment), Aged 25, Tiies to be
brave in order Lo please the Countess, but has
& natural shrinking from danger. He imag-
ines all sorts of perilous situations in which
he wing the favor of the Countess by his
courage, but when the actual trial comes he
wavers, At the last eritical momont his
native manhoeod asserts itself and he becomes
o hero, (Suggestion : For humorous effect, he
might pretond Lo have inherited two differont
natures; one, of eaution, from his faithor
anothor, of rockless daring, from his mothor.)

(0.) Baron de Montrichard, lloavy, aged
45, Greneral in the French ammy. Bly, suge
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picious and relentless, Yrides himself on his
cunning.  Vory polite to the ladies,

(6-9.) 4 DBprigudier ; two Gendarmes; o
Servand.  Thege may bo walking gontlemon,
I’erhans tho livst may be given a fow linges,

8. SBynopsis of Bituations, — These may
ba sob down in any order at firgt, and alter-
wards arranged, but it will save timo if the
orvidor of the story 18 followed as nealy as ib
can be anticipated.

(1.) T.donie, bolioving Ilenri to bo an ordi-
nary servand, is indignant ab what she con-
pidors his prosumption, and irles to make him
“ keop hLis place,”

(2,) Ldonie whils out riding is run away
with by her horse. Iler life iz saved by
Henri, who is in altondance upon her as
groom. Ldonio is anpry at Tlonri’s familiar-
ily, and he conflesses thai he is not a servant,
Ldonie proceeds to fall in lovo with him,

(3,) Ldonio recounts her adventiure to the
Countess and ends by felling the labter that
she is in love with Ilonri, Stuation for the
Countess, in which she displays contending
emolions.
~ (4.) Tho Countess in doubt whether she is
young onough to caplure Ilenri, Guslave
shows gomo signg ol omotion. The Countoss
leadls him on to mako o proposal, The Coun-
toss Bhows great dolight, which Gustave ins
terproly ag o favorable answer.

(5) The Baron bas come to arvest Fonri
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The latier, in hig difguise as servant, waits
upon the Baron. The Baron offers him a
bribe to tell where Ilenri is Gﬂuﬂﬂﬂlﬂd and
Henri accepts the monay.

(6.) The Counless defies the Baron to find
Ilenri,

(7.) The Baron has an interview with Tué-
onig, who, terrified oul of her sensod, unwii-
tingly discloses that Ilenri is disgunised ag
ono of the servanis. She implores meisy of
the Baion, who langhs al her, Ldéonie's seli-
reproach before Henm and the Couniess.

(8.) Becrot joy of the Countess that it ig

Léonie who has brought ITenw into danger.
She feels confident that 1f she now saves
enri’s life, he will be bound to love her.
(9.) The Countess proposes to Gusiave to
dross himself in Ilenri's clotheos and allow
himsell to be arrested. Guslave’s stinggle
wilh himself, Ile finally consenis,

(10.) The Baron arrests Gustave, disguised
as the groom.

(11.) 1Ilenri’s gratitude.  The Countess
thinking that he is in love with her, confesses
her love for him.

(12.) The Baron sends Ilenri away, on his
own horse, on an errand, thus giving him a
chanco to escape.

(13.) Comie situation in which the Baron
describes to Gusiave the way in which ho
will bo shot, (tustave’s terror. Ilo is about
to agsert that he is nol Ilemni, bub is ro-
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strained by the entrance of the Cc
Rage of the Baron when ho discoviig the
triel,

(14.) Seene betweon Countoss and Tidonio.
Tidonia in despair, Ilenri hag told her he is
bound to another. Joy of the Countess,
But, Léonie adds, it is only by gratitude, not
by love., Despair of the Countess, who roc-
golves to give him up.

(15.) Honri ryeturns, Ile has heard thatb
Crustave is 1o be shot in his place, and will
not allow him to be sacrificed,

(16,) The Countess gives ITenri to Tdonie.

(17.) Armival of an amnesty pardoning
Henri,

In practical work it will be found advisable
to write down the incidents on separate slips,
which can bo arranged in any desiied order,
trangposed ol will, and supplemented al any
particular stage of the story,



CITAPTTER XXIV.
HOW TO WRITE A rLAY (continued),
Rearrangemoent,

1. Order of Work.—If we may assume
the process deseribed in the foregoing chaptor
actually to have taken place, the play is now
well under way., In ils general outlines it
has axvived at a definite form in the mind of
the dramatist, The chaofic mass of sugges-
tions has been purged of most of its irrele-
vant matier and the remainder has taken the
form of a completely developed organism
with o beginning, & middle and an end. We
have as yet, however, only a skeleton, wilh
here and there an oceasional nerve or blood
vessel. IEnough has been constructed, per-
haps, to show the possibililies of the play; it
may already be seen whether it has situations
that will make it live, characters that will
gatisly the demands of the porfprmers; but
much still remaings to be done before the
rough draflt can be made t0 assumg dramatic
form. As the mothods pursued in the pro-
cess of amplifiention differ mmeh with differ-
ent playwrighls, no cast-iron rules can be
loid down. Ilere, as everywhore else, how-
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avor, it is DLest 1o observe some sysiemalic
order, and the following 18 perhapy tho most
najural ; —

(1) Exposition.

(2.) Order of incidenis.

(3.) Division into aets.

(4.) Outline of seencd.

(6.) Dialogno,

2. Hxposition, ~ Il i8 very imporlant
that the matior which 18 1o bo got Lorth in the
exposilion be carefully determined wpon hefore
the actual writing of the play begins. The
young dramalist usually sels about his work
by writing tho fizel {ew scenes of the play,
This done, be fuds that cerfain unaniicipatoed
explanations are necessary before he can go
any further. Now dialogue, once written, ig
one of tho hardest thmgs in the world Lo 16-
construct. Thoe wiitor finds no point al
which he can intearnpt it to ingert his exposi-
tory maiior, As o consequence, he either
drags the latter in, head and heels, where it
does not belong, or, if he i3 wisor, throws
away the whole composition and bogins again
on & more systematio plan.

Under the subject of exposition we may
sonsgidor 1 —

(1.) Whal is to ba lold,

(2,) How it shall bo bold.

(3) Troparing for lator incidents,

(4.) Length of the oxposition,

1 Now 4 and B are disotssod in Chaptor xxv.
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8! What ia to be Told. — The safe rule is
to t¢ll as little as possible. In the first place,
the »tory should be so selected and arranged
that fow presuppositions will bé required in,
order to compmehond it as Lhe astion goes on;
and in the second place, all insignificant do-
tails should be lefl to the imagination of the
gpoctator, or simply ignored. In the case of
the play under cousideration, the playwright
might, in his exposition, give full doteils of
the pasi life of Ldonie. IIe might inform
the audience that she was the danghter of &
rich merchant of Paris, who had the most ox-
tinordinary adventures during a street riot,
and g0 on, indefinitely. Nothing, however,
could more aplly mark the handiwork of the
unskillful dvamatist, These details would be
wholly iirelevant Lo the story, and would add
nothing to the effect that Ldonie produces on
the andience. If tho spectators see a young
girl who i8 pretiy, interesting, and amnsing,
they will not care whether her father was a
merchant or o hackman, On the ofther hand,
details that matorially add to the eflective-
ness of Ldonig’s appearance, and the strenglh
of ithe situalions in which she is an aclor,
ghould not bo loft out of accovnt, It may be
waortll while, for example, Lo give the audienco
to understand that she is an orphan, depoend-
ent on tho Conntoss for prolection and sym-
poaliry, for this will both win interost for tho
girl, and rendoer the Countoss’s position more
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perplexing whon the struggle eomes bolwean
Jovo and duly, Perhaps the following avo the
most important points to be brought out in
the sxposition : ~-

(1.) Ldonie’s rolalions to tho Countoss,

(2.) The fact that Charles, the groom, is
ITenyi in disgunise.

(3.} The roason for the disguise.

(4.) The fack ithat the Baron is coming
(with a warranl for Ilem’s death) to sonrch
the housa.

(b.) The Counless’s love for Ilenyi.

(6.) Gustave’s love for the Countess,

{7.) The names and gomes of Lhe peeulinvi-
tied of all the charnoters,

Ldonie’s love for Henri will probably begin
during tho progress of the play,

4. How it shall be Told — As pointod
out elsewhaers, the best melhod of exposition
is by impliontion ;¥ that is, by so contriving
the action that the explanatory mattor will at
the same time be conveyed to the approhons
slon of the audienee. This method, howevor,
is nob in all onses practicable. Where the
fact to he explained consists of numerous de-
lails, or iz for any other renson nol easy of
somprehension, & more direst mothod is justi-
fiablo, An oxoamination of the soven poinig
of the oxposition, given in thoe logk paragraph,
will show that all exeepl Nos, L and 4 can bo
embodied in tho agtion,

} Boe Chapter xvil, 4, 6, 18, 14, 16,
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(1.) T.donie’s velations to the Countess will
bo easily apparenl [rom a conversation be-
tween thom on almost any topie, Much can
be implied in the acting, by lodks, tones of
voice, ole.

(2.) I No. 1 of the synopsis of scones,
given in tho last chaptey, is used, ITonri’s con-
duetl and manners before Ldéonie will indieato
tio the audisnce that he is not what hig livery
would indicate ham to be, IIe ean be shown
wiser than his station, he can be made (o
quole poetry, pass judgment on arl, disouss
politicy, ete, in & way thet will convince the
audience that he is masquerading,

(3.) The reasons for llemri’s disguise, the
nature of his crime against the government,
the cirenmstances of his coming to the Coun-
tess’s ghateay, ele., will obvicusly be much too
complicated to he told in any form exeept
narrative. 'There are several axpedients that
oan be resorted to, however, to break up - the
monotony of a formal remlal and to give the
narrative life and aotion.

(@) The facts may be broughl out not in
one scene, but in several. 'Wo may have one
or two particulars {old in one plaes, then aftor
. seone or two a fow more, and so on. Pe1-
haps tho fivst recital may he intorrapled, leav-
ing tho hearer in suspoense Lor & fow mmnents.

(&) 'Tho foets may be narvraled parlly by
one pergon, partly by another ; partly in ono
way, porbly in another, lor oxample, in an
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early scono, the Conntoss may bo representod
ng receiving a lotlor from Ilenri’s mothor,
bogging that she will protost him from tho
congequencés of his indiseretion.

Lator on, o seono may oesur in which Ilonri,
al the reguost of the Uouniess, relates tho civ-
cumsbancoes of hig egonpade,

The employmont of o lottor as & means Lo
convey information which would othorwise
have to be told directly, is ono of the most
conveniont of glago doviees, — 80 vory con-
vonient, thai in gomoe plays that might boe
mentioned, it has beon absurdly overdone.
Tho practice is ridiculed in Daly’s 4 Night
Off, where the Roman maiden of a play is,
nflor many vieigsitudoes, finally reduced o “a
lettor on a stump,” There can be no objec-
tion, of course, to o moderate employment of
tho lolior as a method of oxposition,

(o) As Dboforo suggested, the narvativo
gshould give chances for dramatic action,
These might be foand in abundanco in the
geene just reflorred to. Ilonri could be made
to relate with great vivacity some noble and
genorouy exploif, to which the Couniess, al-
roady in love with him, listons with great dis-
play of omotion, interrupting the redital al
intervals by oxclamations of sympathy.

f(fl.) The coming of the Baron may be an
nounced to Honuri by tho Counboess, as o 1o0as0n
why ho should presorve greater diseroiion;
and the fact that ho has been condomnod to
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denth may bo read by some one in a nows-
papor paiagrapl,

(5.) Thoe actress who takes the part of the
Countess may bo depended upon, if she knows
her Dusiness, to show her feohing toward
" ILonri, aven without the saymg of a word. If
will be well, of courge, to provide seenes in
which thig opportunily will be given her, and
as this is an importoni factor in the play, it
may be well to give the Countess o fow lines
of sohloquy that will remove all chance of
doub,

(6.} Tho removkk made in the preceding
paragraph will apply here also; that is, Gus-
tave may be allowed to indicate his passion
by his aclions; but a move definite statement
of the situation is preferable,

(7.) The way in which the nomes and char-
actorvistics of the porsonages are lold should
be varied ns much as possible. Ilenri can, of
course, be addrossed as Charles by Ldonie, and
as 1lenri by the Counicss. IHis full name may
be read by the Couniess in the lelter, or it
may oceur in the newspaper paragraph an-
nounging his condemnation. Gustave, upon
hig fast enlry, may bo announced by a ser-
vanh, Tho Baron’s namoe in full can he men-
tionad Ly the Countess when warning Ilenri
of his appronch. The announcoment ol the
namo may, in all except the case of Guatave,
bo aqeompanibd by some word o1 phrage de
gorviptive of characlar; as, [ox example, the



174 THE ART OF PLAYWRITING.

Countoss may say, “ Ldonie, foolish givl, whak
are you downg ? or, “Ilewd, impulsive ns,
over, I see,” or, “Liook oul [or tho Baron (o
Moutriahurd 5 o 1s o cunniug old fox,” olo,

B, Proparing for Liater Inocidents, — Ti
is an oxeellont plan Lo introdnes into the vory
beginning of tho play matter which will servo
ag preparvabion for incidents oconiring muoch
lnlor, 1t is true of all plays, but especinlly
truao of comedy, that the specbnlor exporiencoes
o, pooullar delighl when, al tho elose, ho finds
an incident diveelly rosulling from some facl
made prominent al the begimning, "Thus, in
tho Lady of Lyons, Pauline 18 ropresented as
raceiving flowers from gomoe unknowin gource.
This fact is simply noled as somoething mys-
terious. Later on we learn that thoy are sent
by Clande Melnotte. In the play in hand,
the lasl ineidont is t0 be the arrivid of tho
amnesty that soocures ITTonri’s [reodom. If
will be advisablo, thorefore, in porhaps tho
firgh, scene, to intioduce some reforence 10 an
expectod amnesly, It may perhaps be re-
ferred Lo in the latier, which {he Counloss
recoives from Jlenri’s mothm‘ as sometbhing
hoped for,

8. Length of the Hxposition, — Ag hgs
been said, the exposition ghonld,be over with
ab least by the timo one filth of the play
has heen pm-l’ormﬂd (£ the ineidents in tho
series given in the last shepler axe about equis
g;stzmt, the exposition should not go Leyond

0, 8.
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'7. Order of Incidents, — Tho general order
of incidents will be apparent, of course, from
the trond of the story, but many will he {found
which scemingly might occur In one place
as woll a8 another. Lo determine whether
the proper order of inecidents has been ob-
gorved in tha first rough outline, it will be
well {o softle, fivat of all, what is to he the
grand climax, The end will, of course, Lo the
union of Léonie nnd Henri, and the pardon of
tho lattor. Consequently, the grand climax
must come at the point where this conelugion
seems most hopeless, the point at which most
obstacles have collected., A careful consider-
ation of the synopsis of situations will show
that No. 11 best answers this gequirement.
At that point, Honri seems pledged to aceept
the Countoss’s love, while Ldonie seems to
have forfeited all elaim to his regard.’ The
plot may bo represented by the following dias
EYOm ; -~

Tha Countess deolnl o8
Trer fovp,

Henrits  Pha Counlogs 1elinnudshos
ar dval, IHeny d o Liondn,

fho proper axrangement of tho incidents
LOQUINGS § ~ee
(1) That all up t¢ the point where the
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Countess tells ITonri of hor love should be of
tlie nature of complication; all tom the
point to the elose, ol the nnture of solution,?

(2) That the incidents in the growth be
artanged 1o form a climax, cach situalion be-
ing stronger than the preceding,

(3) That the incidents alter tho climax,
while they sorve to untie the knoti, be so ar-
ronged thal not all the susponse shall be de-
stroyod until the very closoe.

The student should carcfully examing the
gynopsis of situations in the preceding chap-
ter, — observe whether tho ovder given saiis-
fies the above requiiemoents, and {ry various
arrangements until the hesl order is setiled
upon.

8. Incidents not Represented on the
Stage, — Among the incidents will probably
be found some which are nol suitable for
stage representation. Theso may eithor be
thrown oul altogether, or, il too good to be
rojected, mny be related by some one of the
participants, Lhusg incident No. 2, that of
Ldonie’s being saved by Ilenri, is ab once
seen to be unavaillable for sconie purposes.
It is neverthweless an olfective incident, and
one not to bs lightily thrown away. It may
be retained by putling the reeilal of the
regoue in the moutl of T.donie, who can tell
the Countess a dvamatic story ending with
the confession of hor love for Ilony,

1 Soe Chaptor xvill. 3 Hoo Ohaptor xx.
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O, Division into Acts ~ As poinled al
elsewhere,! the division into acts 18 purely
conventional, and so differs from {he division
into exposition, growth, etc, which is entirely
logical and natural. Noevortheless, from a
practical point of view the first is the most
important, Good plays may be writien (and
have been written) by men who have nover
heard of theo theoretical divisions; but igno-
ance of the meaning and principles of the
division inlo acts would mean inevitable {ail-
urve. (eneral nsage regarding the number of
achs proper Lo various kinds of plays has al-
ready been given.? 'We have hore to consider
the act in its relabion to the progress of the
story.

10. Principles of Division. ~- At the end
of tho act, tho surtain falls, This means ; —

(1.) That one divigion of the play has
come to an end.

(2,) That (excepting the case of the lasi
act) the action of the play will he stuspended
for a short time. Remembering that iwo
great principles of dramatic consiruction are
climax and suspense, we shall he led 1o the
following coneclusions g ~

() The conclusion of ihe aect, since it
marks o stage in the progress of the play,
should be a olimax,

(b.) Sinco the aciion of the play is Lo be
interrupled, in oxder to hold the atiention of

1 Boo Chaptor x, 1, 2, 8, 2 Boo Chaptoer x, 8,

[N
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tho awdience over the injervening period, tha
conelusion of Lhe act must be so arranged as
to leave tho speclator in o gtabe of strong sus-
penso, ’

‘I'his is cspoeinlly true of modern plays. In
tho plays of Shakespeare, and in the older
drama generally, the conclusion of the acl is
ofton o sceno of no particular improssivenoss,
possegsing the force neither of climax nor of
sugpense.  In modem plays ihis eannot be
ondured. The curtein must be brought down
upon tho very culmingtion of the elimax, and
the climax must bo of a character Lo fill the
andience with an eager desire to see the be-
ginning ol the next acl, Tor this reason, in
tho acting edilions of Shakespeave, the acts
are re-arvangod, 30 as to comply with modemn
requiromonts,

11, Application of the Principles. — In
tho play we are considering, the point at
which the close of the aot will fall will be
determined approximaboly by the number of
acts into which the playwright decides o
divide it. If he is writing the play o order,
he will probably receive instruclions to pro-
vide for a certain number of acts according to
the {fancy of tho porson for whom it is writ-
ten. 1f he is writing wpon spealation, or ig
ab liberty to decido for himself, he will prob-
ably in this ecnse conelude, in accordanco
wilh the suggesitons given olsewhere, thad
three is the proper number of adls [or ihig
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gtyle of play.! The close of the first and
gacond acts will, therelove, fall at pomts re.
spectively aboutl one third and two thirds of
the distance from the beginning to the closa,
Let us first inquire at what poini Act I. may
properly close,

Consulting tho synopsis of situations, wo
find that both Nos, 3 and 4 scem to answer
the requirements of position, ‘T'he question
then is, which best obissrves the demands of
clinax and suspense. A liltle refleclion will
ghow thal No, 3 i inferior in both respects.

(L) In the first placs, the climax mvolved
in the confession of Léonie 1s purely emotion-
al, and therafore should not be strongly em-
phasized and dwelt upon in what is intended
for a comedy. If the audionce, during the
entr’acte, are made to ponder wpon this seone,
they will got the impression thal the play is
an emotional drama, and so {ail to appreeiato
it in its Lrae character, The second situaiion,
on the other hand, possesses strong comedy
fealures in the absurdily of Gustave’s posi-
tion. TIi i8 really, therefore, lor the present
play, the stronger climax of the two,

(2.) The suspense is stronger in the seeond
gituation, The probabilities are that Ldéonie
and Ilenri will come logether al the close.
Thoe audionce feslg thig, and is nalurally in
sympathy with such a lermination of tho
plot. Suspense will ariso, thorofore, whon

¥ Bag Chaptor x. 8 {T)
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pome obstacle seoms thrown in tho way of
{his method of closing, Iff the ourlain [lalls
on (he eonfesgion of Lidonie the general son-
timent will be,” ® Well, Ldonie is going to
marry him, of course,” and the suspenso will
be reduced almost to zero, On tho othor
hand, evory event which seoms to iudiento
thal Lha Countess may possibly eapture Hoenri
arouses suspense.  Gustave oan love thoe
Countess 3 why may not Ilenri do the same ?
A sceond elemoent of suspenge avises {rom the
foot of Guslave’s being deceived. What will
happen when ho discovers how he hag boen
played upon ? Ilow will the Countess cary
it off ? All these queries make the spoclator
sagor tio have the eurtain rise agnin and the
gtory contlinue.

A procisoly similar course of reagoning wﬂl
probably lead to the adoption of No. 8 ag the
best situation for tho close of Act I

The student, should refer al this point 1o
the digengsgion, in Chapler xvi. 4, of the ques-
tion whether the spoctator shounld be lot into
the seoret of the cloge. ITts application in |
the present instance will be readily seen,



APTER XXV.

C

HOW TO WRITE A PLAY (continued),

Filling In.

1. Qutline of Scenes, — The next stage of
the work 1s very difficult in practice, and one
concerning which no very satisfactory prinei-
ples can be laid down, The general move-
mont of the characters of the play is now
definitely settlad upon, together with all the
important situations resulting from their col-
lisions. Il remains to indicate in detail the
successive steps by which the situations are
brought about ; that is, the actual enfrées and
exits of the characters, and their actions while
on the stage. This may be best dons hy briof
slretichaes or outlines of each sceno in its proper
order, noting in the fewest possible words the
charactoristio facts, ‘T'he following outline of
a scene in Act I, will serve as an example § —

Iinter Tonte D, B 1 B,y in riding habit.  Countess sends

Heuri lo ses qfter horse. Bxit Ilemi, O, I Enter Gus-

tave, C. L. Brigf conversallon with Countess. Enler
Ienri, Q. L., ete,

The word “scene” i3 uged in this chapler,
In a genergl way, to mean any small division
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of tho act, and corresponds to tho TFrench
word seduet Many playwrighls employ the
Monch prineiple in thoe procoss of oublining,
ay it serves 10" mark off tho successivo slagos
ol progress in the plot,

2. Order of Socones. -~ To detorming the
woper order of scones in g play iy one of tho
hings in playweriting which mugt, (0 & 1n1go
exlent, bo lell to geniug and oxporiened,  The
most importani mabbers to boe obgorved are tho
[ollowing t

(1) Connoction of scones,

(Z.) Sequence ol seenos,

(3.) Varicty of scenes.

(4.) Time ol characiors on the siage.

(5.) Opporinnitios for drossing,

(G.) Opporbunitios Lor astion.

8. Conneotion of Boenes. — No scono
ghould be wiilton whieh does not find ils ex-
plangiion in some preceding soenoe, and form
tho basis of somo scene that follows, o ac-
complish {this result, tho mind of the play-
wright must be continually running backward
and forward over the skeleion of the play, —
hackward, to ses that each new gectoe outlined
ig the logical oulvome of whal has aheady
boen oullined ; forward, to soo what modifica-
tions it may offost in the rantining portion
of the plot. In many eases, ho will bo able
to “justily ” o seone whoso relovaney i8 notb
suillclently apparent, by going back over hig

1 Soo Chaplor x. b,
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work and inserting a line here and there; in
other cases, the introduction of mew scenes
which seem too valuable to be thrown away
will sometunes compel & considerable modifi-
cation of all that comes after them.

4. Bequence of Scenes, — As 1ho scenes
are the logieal conneeting links between the
important situaiions and climaxes, they are
not to be thaown in haphazard, bul niade to
follow a regular, ordeily sequenco. Iach
scena must glide into the following one with-
out haste or jar. Ii musl be the direct con-
tinuation of iho preceding scene and a divect
prepaiation for the one that is to follow. In
short, every scene must be made to play iis
part in the regular 1mse and fall of the dra-
matic movement.

6. Variety of Scenes, — Whila each scenc
is most intimately connected with those which
precede and follow, it must not be permitied
to be the same m kind, or 1he play will scon
grow monolonous. Iivery deviee known to
the playwright must be employed to secure
the effects of variety and contrast. The fol-
lowing points need espesial care: —

(1) Variety of emotions aroused.

(2.) Variety in number and grouping of
characlors,

(3.) Varicty m method of oxit and entoxs.

8. Variely of Hmotions. — This means
that there should be a constant change from
eomio to pathotic, from grave lo gay, from
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hrilliant ropariee to oarnosgl sentiment, Thase
changes must nol be made abruplly (unless
by that means some poworiul elfeel may bo
oblained), but should shado one into the othor
in tho mosl natural and unobirusive mannor,
tho ehango boing made just al tho peint where
interest is about to pass inlo & fecling of mo-
notony.

7. Number and Grouping of Characters.
— The numboer of characlers on ihe slago
should he varled {rom sceno 1o geene,  Scones
in which the same nwmmber of charvpeters ara
concernagd should not bo pormitled to follow
each other in close succesgsion, Tor ome so-
liloquy to Lollow anolhor (unless some comic
or burlesque offect is attained by this vory
moeans), 18 inartistic 1o the last’ degroe. A8
rogarvds the grouping of charactors, the prin-
eiples laid down in a preceding chaplor * musat,
be earelully observed. That is, those charac-
ters must be brought togelhoer which will best
serve as foils one to another, The franl, im-
pulsive character of Liéonie should be used Lo
bring out the finesse of the Countess. The
vacillation of Gustave should be opposed 1o
tho reckless daring of Ilenri, On the other
hand, aecenes in which Gustove and Léonie are
alone togoether will be of uvecessily wonlk, and
ghould be avoided allogethoer,

8. Variety of Hxits and Finters, — Maoth.
ods of varying the oxits and entorg are givon

1 Soo Chaptor axiv,
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alsewhoro! All of these devices, and any
othorg thatl the diamalist may invent, should
be omployed to give variety to the slage
movements, *

9, Time of Characters on the Stage. —
The longth of lime which each character
spends on the stage must be cavefully reck-
oned up, and pains taken io see that no one
is given a disproporiionate amount of work to
tlo.  The Countess, as leading lady and most
important characler, will, of course, hear the
brunt of the action. No actor should be kept
on the stage continuously for more than two
important scenes ; that is, nol more than from
ten to fifteen minutes, nor for more than ninely
minutes all told, out of the usual two hours of
total production. This is on the supposition
that the part of the Countess horders on a
star »6le, In actual star plays, the star Is
generally before the audience about ten to
fifteen minutes longer.

10, Opportunities for Dressging, — If any
one of the characters 13 reqguired to change
his dress durving the progress of the act, care
should be taken to allow sufficient time be-
tween his exit and his entrance for this task
to be acecomplished. The time required will
depend upon the claborateness of the change,
Gionerally spenking, at least from five to ten
minutes should be allowed, 1f o new make-
up i8 also required, an additionn! margin of

1 Sap Chaplor xii,
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{ive minutes, that is, filtoon minutos all old,
will he necessary,  Chango of dregs ean of
gourse ho made in mueh shorber Limo,

11. Opportunities for Acting. — Volumoes
might bo writton on this point, and indeed i,
is not too muel 1o sy that ¥ight here, if any-
whero, lies the seorel of successiul ploy-
writing, Yike most soovels, howover, il oan-
not, be ecommunicated 3 it musl bo discoverod
by each author lor himsoll, cither by native
goniug, or by dint of vbsorvation and oxpori-
ment,  One cantion may be of some sorvice
hoye : -—— Do nob make your characters say in
words what they cmwn say more foreibly in
action, When the Qountess learns of ITenxi’s
love [ox Léonie, she should not be made to
dissipate her emotion in words ~— n look will
Lo vagtly more impressive; and really toll the
andience more than any words possibly eould,

12. Dialogue. — Aller the enlire play, ox
parhaps the first act only, has been thug oud-
linod, nothing remaing bul to write the dia-
logue as it is aofuelly to be spoken, ‘What
character this shall take will depond lavgely
upon the charvacter of the play?! and the in.
dividualily of the muthor, In plays repre.
genbing modern life, espeainlly comedies, the
dinlogue ocanuol be {oo orisp and nervous,
Clearness and forco should be the principal
gualities aimed.nt, Ornamonial writing of
evory sort may be loft oul allogether, with

1 3{1!& Ghﬂl]tﬂl} {x.



HOW TO WRITE A PLAY. 187

slight danger of marring the offeciivencss of
the play, *

mome playwrights go to the extent of out-
lining the eniirs dialogue, or large portions of
it, bofore setting to work at actnal composi-
tion,

The method sketehed in the preceding chap-
tors iy not, of course, the only one by which
pPiays may bo written, Almost every play-
wright has his own ways of working, peculiar
to his goniug and temperament, The process
here sal forth ig intended to be mersly sug-
gesiive, to lead the student to go ab his work
in o systematie way, whatever system he may
finally adopt.

The student will of course have recognized,
in the play just outlined, the main points of
Tugene Seribe’s Un Duel en Amour, which
Charles Reade Englished under the title of .
The Luadies’ Battle.






